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The opening of Blue Velvet is one that is often examined in film studies both for its conceptual aspects 

and physical construction, indeed the two go hand in hand. Setting up the initial tone and pacing, the 

scene starts with a slow pan down from a deep blue sky to a medium close up of red roses set against a 

white picket fence, classic Americana (red, white and blue), which in conjunction with the music, the 

1963 classic Blue Velvet by Bobby Vinton, sets up certain expectations in the audience. But Lynch 

quickly subverts those expectations. And for anyone who watches the rest of the film, Vinton’s song is 

forever ruined, much like Stuck in the Middle with You, which was used in an infamous scene in 

Tarantino’s Reservoir Dogs. 

The song Blue Velvet is paced fairly slowly in gentle 4/4 timing and the first four cuts in the scene are 

handled with soft crossfades, emotionally in sync with the music and the pleasant imagery. The opening 

pan lasts for approximately twenty beats, the next shot twelve, and the last three shots in this sequence 

each about 8 beats. Thus the pacing of the edits is not only in tempo with the music, but gently ramps up 

from the opening to help create the feeling that we’re being softly deposited in this world. The last of 

these crossfade cuts ends with a wide shot of the exterior of a home, which is clearly where the story is 

meant to start. The remaining twenty cuts in the scene are all hard cuts and their pacing changes as the 

action evolves. 

From the exterior of the house we cut to the backyard where a medium wide shot reveals a middle aged 

man watering his lawn with a hose. With this cut the music fades noticeably and the diegetic sounds 

increase in prominence. The next four cuts are unhurried, with the shots showing the activities of the 

characters, including a little foreshadowing through the use of the image of a gun in a TV show a female 

character is watching inside the house. 

This sequence is followed by a series of shots separated by eight rapid cuts, which quicken the pace and 

intensity of the scene, helping reinforce a developing crisis in which the male character struggles with the 

water hose, now entangled (both a foreshadowing and a metaphor for what happens next; he has a stroke 

and collapses). 

From here the pacing returns to “normal”. The next shot is another pan down in which we see the water 

spray from the hose going back and forth in the air, cutting to a medium wide shot where instead of roses 

there is a scene of horror; the man struggling on the ground and a cute dog chomping at the water gushing 



uncontrollably from the hose while a curious toddler waddles over unaware of what’s happening and 

unable to help.  

The next shot is a medium close up of the dog, followed by a close-up. But here, this last shot has been 

slowed down, which is clever editing. Not only does the slow-mo make the doggy look more vicious, but 

it’s also a cue for the audience to start receiving things differently. Indeed, in some ways, it also speaks to 

the conception of duality that we’re about to be introduced to.  

In the following three shots the camera slowly dolly’s through the grass in an extreme close-up montage, 

which takes us to a super-macro view of ants. Here the music fades away and the sound of the rustling 

grass takes over accompanied by eerie sound effects. As the ants come into view some of their natural 

bodily noises have been slowed immensely, adding a deep guttural underpinning to the rapid clicking 

sound they make as they crawl all over each other.  

The last cut takes us to a medium wide shot of a billboard with the text “Welcome to Lumberton” and the 

image of a blonde woman waving. The 1950s aesthetic of the sign links back to the opening sequence, 

except now a major theme of the film has been established; namely, what appears bright and placid on the 

surface has a dark side underneath. 


