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Permission toPermission toPermission toPermission to
Be WeirdBe WeirdBe WeirdBe Weird
7 Lynchian artists remember the great American
filmmaker.

R are are the artists whose last names become adjectives synonymous with their distinctive
sensibilities: Kafkaesque, Warholian, Lynchian. To honor the recent passing of that latter
adjectival artist, Art in America spoke to seven artists influenced by David Lynch’s work—
though we could have easily spoken to hundreds. Lynch was, for many artists and outcasts
trapped in suburbia and dissatisfied with the confines of a normative American dream,

something of a gateway—an entrypoint to the realm of all things dark and strange. He gave generations
permission to express the repressed. Read about how his impact lives on in the work of other artists below.
—As told to Emily Watlington

Asad RazaAsad RazaAsad RazaAsad Raza

The Elephant Man, 1980. (©Paramount/Courtesy Everett Collection) The opening title scene from the pilot episode of the television series “Twin
Peaks,” originally broadcast in April 1990. (Photo by CBS Photo Archive via

Getty)

D avid Lynch impacted me before I knew his name.
One of my very early memories is of seeing The
Elephant Man (1980) when I was 5 or 6. The
intensity of the feelings in it was beyond anything I
knew. The scene where you first see John Merrick’s

face, that affected me: the shame and pain, the dark-light, the sense of
darkness redeemed. Later Twin Peaks (1990–91) got to me, especially
the score. The haunting quality of it—you are floating close to death
in it, and I had death around me in my teens.

I was lucky to work with him twice. For a 2014 show at Luma Arles
in France, “Solaris Chronicles,” we asked him to make photographs
of Frank Gehry’s models. He said, “Sure!,” and sent about 20 sharp-
and-blurry, macro-lensed black-and-white close-ups.

The second time, I asked him to make “one minute of music of the
sound of a world coming into being” for a show I curated in 2019
called “Life to Come” at Metro Pictures in New York. He sent a
minute of twanging guitar. So good. On his request, we installed it in
the gallery in a huge ’50s vintage speaker, and it would play once
every 10 minutes. He was happy being next to a Cindy Sherman
picture. 

His work showed that art doesn’t need to be chilly or super cool. It
should induce real visceral emotions. The way he talked, the golly-
gee thing: it’s a persona that is both real and a fantasy, and it unlocks
something. His happiness as a presence itself became one of his
works in the last fifteen years. (“Fear is the mind killer,” to quote
from Dune [1984]). And it comforted me that you could check in on
him any morning to hear him tell you the weather.

I do believe he was tapping into very elemental things. The other day
I put the Twin Peaks theme on. My 2-year-old daughter, who had
never heard it, immediately said, “Poppy, this is my favorite music.”
She listened for another 30 seconds and then said, “I feel… the way!”
That struck me as a perfectly Lynchian thing to say.

“His work showed that art“His work showed that art“His work showed that art“His work showed that art
doesn’t need to be chilly ordoesn’t need to be chilly ordoesn’t need to be chilly ordoesn’t need to be chilly or

super cool. It should inducesuper cool. It should inducesuper cool. It should inducesuper cool. It should induce
real visceral emotions.”real visceral emotions.”real visceral emotions.”real visceral emotions.”

View of the exhibition “Life to Come,” 2019, at Metro Pictures, New York
showing works by David Lynch, Cindy Sherman, and Hana Miletić.

Paul McCarthyPaul McCarthyPaul McCarthyPaul McCarthy

Eraserhead, 1977. (Courtesy the Everett Collection)

Blue Velvet, 1986. (©De Laurentiis Group/Courtesy Everett Collection)

I made this videotape in 1975 called Sailor’s Meat (Sailor’s
Delight), and another later Tubbing, then showed them both
at the Long Beach Museum, which was one of the earliest
museums to show video art. The curator I worked with,
David Ross, had somehow met David Lynch; this right

around when Eraserhead (1977) came out. David Ross called me and
said, “Hey, I met this filmmaker, and I think you two should talk.”
So, he gave me David Lynch’s number, and I called him right after
Eraserhead premiered. We said we’d have lunch in Hollywood, but
we never did. He went his way, I went mine. I’d think about it,
though, because of course, he became David Lynch, and I saw all his
films.

Three or four years ago, I finally met him in France, and we talked
then about the lunch that never happened. He was a very nice person.
I’d always think about what he said about his paintings, that he
wanted them to move, because videos were always a really important
part of what I do.

And then there was Blue Velvet (1986), which had another strange
coincidence. Before that movie came out, I made a piece called
Human Object (1981). I took a wooden box, covered it in rubber, and
gave it a rubber head. It had a mouth, and the front of the box had a
penis and a vagina right next to each other; the back of the box had a
plumbing pipe you could unscrew. In the gallery, there was a stove
and a lot of food so that you could cook for this object and feed it.
You could also take it into a private room, and at the opening, people
—men—acted out on it, pouring hot food inside. Somebody even
peed in its mouth! I was sort of shocked, because I thought people
would take care of it and feed it.

After the show, I put the piece in storage, but rats got inside of it; they
were eating the food that was left. So, I rolled up a piece of blue
velvet and shoved it into the mouth to block the rats. That happened
right when Blue Velvet the movie came out. That blue velvet is still in
the piece.

“I’d always think about what“I’d always think about what“I’d always think about what“I’d always think about what
he said about his paintings,he said about his paintings,he said about his paintings,he said about his paintings,

that he wanted them tothat he wanted them tothat he wanted them tothat he wanted them to
move, because videos weremove, because videos weremove, because videos weremove, because videos were

always a really importantalways a really importantalways a really importantalways a really important
part of what I do.”part of what I do.”part of what I do.”part of what I do.”

Paul McCarthy: Sailor’s Meat (Sailor’s Delight), 1975. ©Paul McCarthy.
Courtesy the artist and Hauser & Wirth

Paul McCarthy: Human Object, 1981. ©Paul McCarthy. Courtesy the artist
and Hauser & Wirth.

Alex Da CorteAlex Da CorteAlex Da CorteAlex Da Corte

The Double-R Diner. (Photo by ABC Photo
Archives/Disney General Entertainment Content

via Getty)

Norma Jennings, portrayed by Peggy Lipton, works The Double-R Diner. (Photo by ABC Photo
Archives/Disney General Entertainment Content via Getty)

I’ ve been thinking about David Lynch nearly all my
life, if only because my mother was a fan of Twin
Peaks (1990–91) when it first aired. I remember
staying up late to watch it with her. Obviously, that’s
an insane show to watch when you’re a young

person.

I grew up around diners, and frequented Little Pete’s in Philadelphia,
which is rumored to be the diner that the Double R Diner [of Twin
Peaks] was modeled after: supposedly, Lynch spent time there while
he was a student at the Pennsylvania Academy of Fine Arts. The
space where the waitstaff worked was centrally located within the
diner, and you circled around an island counter, just like at Double R
Diner. I made all my work in diners when I was younger, drawing
and drinking coffee.

Lynch had a real interest in doing close reads on banal things. I love
this idea that if you film something long enough, or look at it closely
enough, it becomes strange and can even move beyond the screen.

The diner was a safe haven for me when I didn’t have any money.
There, you could spend $1 on an endless cup of coffee and sit and
take your time and be in your dreams. I would sit and draw and think,
and diner objects—salt and pepper, sugar, coffee, ketchup—became
kind of players on the stage where I would invent stories. I made a
habit of visiting every diner I could in New Jersey and the
surrounding area, and I didn’t have to take these objects with me,
because they’d be at every one, so the story would continue.

Little Pete’s diner on the corner of 17th and Chancellor Street in
Philadelphia operated from 1978-2017. Photo courtesy Alex da Corte.

“I love this idea that if you film“I love this idea that if you film“I love this idea that if you film“I love this idea that if you film
something long enough, or looksomething long enough, or looksomething long enough, or looksomething long enough, or look
at it closely enough, it becomesat it closely enough, it becomesat it closely enough, it becomesat it closely enough, it becomes

strange and can even movestrange and can even movestrange and can even movestrange and can even move
beyond the screen.”beyond the screen.”beyond the screen.”beyond the screen.”

Still from the 2013 music video Hush Bb by Kalifa (fka Le1f), directed by
Alex Da Corte.
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Actors Laura Dern and Nicolas Cage on the set
of Wild at Heart, written and directed by David
Lynch. (Photo by Sunset Boulevard/Corbis via

Getty Images)
Laura Palmer, portrayed by Sheryl Lee, is remembered by her high school Homecoming Queen photo.

(©Spelling Entertainment/Courtesy Everett Collection)

I was raised on David Lynch. Twin Peaks shaped me from
middle school. A lot of that series was filmed in Malibou
Lake, where I grew up, and I watched it every Thursday
night. Throughout a tumultuous time in my life, I would
drive past places like Leo Johnson’s house. And I was

obsessed with Laura Palmer. I wanted to be her as a kid. I didn’t
understand the repercussions of that then, but I would pretend to be
Laura and my friend would be Donna, and we would pass Middle
School notes to each other. I remember watching Wild at Heart
(1990) and Twin Peaks: Fire Walk With Me (1992) in the eighth
grade.

In my work, I’m interested in connecting to the unconscious and
expressing sexual trauma. His surrealism, his focus on the oddity of
everyday life, and that rupture that happens when something looks
good on the surface but there’s a bubbling up beneath: it has all
always been really important to me, in terms of my art-making. Also,
Lynch would cast the same actors again and again in different types
of roles, and I’m interested in that kind of performing.

Lately, I’ve been curious about being a feminist and being obsessed
with David Lynch. I don’t have resolved thoughts around that, but
I’m reading Melissa Anderson’s book Inland Empire (2021), which
has some good ideas, and I do think his film The Straight Story
(1999) is evidence that he had a sweet heart.

I would have probably become a photographer no matter what, but
Lynch gave me clearance to be as weird as I want to be.

Whitney Hubbs: Untitled, 2021.

“Lynch gave me clearance to be“Lynch gave me clearance to be“Lynch gave me clearance to be“Lynch gave me clearance to be
as weird as I want to be.”as weird as I want to be.”as weird as I want to be.”as weird as I want to be.”

Whitney Hubbs: Untitled, 2021. Whitney Hubbs: Untitled, 2021.

Trey AbdellaTrey AbdellaTrey AbdellaTrey Abdella

Laura Palmer’s Homecoming Queen portrait, portrayed by
Sheryl Lee. (Photo by ABC Photo Archives/Disney General

Entertainment Content via Getty)

A scene from Blue Velvet, 1986. (©De Laurentis Group/Courtesy Everett Collection)

D avid Lynch, Betty Crocker, and Norman Rockwell:
those are my big inspirations.

I came to Lynch when I was 15, through Dune—
which was a kind of predecessor to Star Wars. That

isn’t really what Lynch is known for, but it’s how I ended up finding
Blue Velvet and Mulholland Drive (2001) later on. In high school, it
was fun getting to show people David Lynch for the first time.

I still consciously think about the intro to Blue Velvet… both with my
work and with certain aspects of America. In those first five minutes,
Bobby Vinton is playing, and we see white picket fences, this
picturesque scene that’s too perfect to be true. And then suddenly, Mr.
Beaumont is having a stroke. I just remember the chills.

Lynch is a master of artifice, of creating these settings that feel
almost like advertisements—they’re so perfect they can’t be real. He
balances all that with the darkness brewing underneath. That
dichotomy is something I grapple with in my own work. I borrow a
lot from advertisements of the ’50s and ’60s, which is what he grew
up with and was rethinking, making things so sweet, they’re sickly.

Lynch is constantly swinging back and forth between sentimentality
and violence, the family that’s perfect but broken, which I’m super
interested in. He’s the master of that tension between the banal and
the unsettling. I made Live Laugh Love (2023) from this portrait I
found in a yearbook, and it’s definitely reminiscent of Laura Palmer.
Then I made the painting into an advent calendar, but rather than
chocolate living underneath the picture, there are demons. Lynch has
this way of turning the knob up and making things extreme,
heightened, and intense, with people reacting in ways that are so over
the top, and that’s something I try and play up.

“He’s the master of that“He’s the master of that“He’s the master of that“He’s the master of that
tension between the banaltension between the banaltension between the banaltension between the banal
and the unsettling.”and the unsettling.”and the unsettling.”and the unsettling.”

Trey Abdella: Doe Eyed, 2024.

Trey Abdella: Live Laugh Love, 2023.

Maryam JafriMaryam JafriMaryam JafriMaryam Jafri

Lost Highway, 1997. (© October Films/Courtesy Everett Collection) Blue Velvet, 1986. (©De Laurentis Group/Courtesy Everett Collection)

D avid Lynch has influenced two quite different
strands of my practice. First, I made two films,
Avalon (2011) and Staged Archive (2008), that draw
from his theatricality as well as his colors and
sudden, unexplained narrative shifts. Stage Archive

in particular was very inspired by Lost Highway (1997). I’m drawn to
his ongoing excavation of the American unconscious, cesspool that it
is. His approach wasn’t Freudian, and it wasn’t Lacanian; it was his
own sort of world building that didn’t map onto any readymade
theory, which always kept his films interesting.

A lot of his films, though, centered on violence against women. Was
this a necessary component of the cesspool, or was it a kind of
uncritical reworking of certain genres, like noir? That was always
unresolved in his films, but I was still able to get something out of his
work and enjoy it. And his use of sound: I’m more into language, but
his use of dialogue is very spare. He’s a real master of his craft.

Weirdly enough, there was a second strand that he influenced,
because he was also known for his obsession with Transcendental
Meditation, and since 2016, I’ve been doing a lot of work about
wellness culture. The David Lynch Foundation runs an Operation
Warrior Wellness (OWW), teaching meditation to veterans, and
posted videos of people meditating in uniform with guns. I wasn’t
looking for David Lynch: I had been researching uses of meditation

Maryam Jafri: Some Medicate, Others Meditate, 2023.

“His use of dialogue is very“His use of dialogue is very“His use of dialogue is very“His use of dialogue is very
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The Elephant Man, 1980. (©Paramount/Courtesy Everett Collection) The opening title scene from the pilot episode of the television series “Twin
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D avid Lynch impacted me before I knew his name.
One of my very early memories is of seeing The
Elephant Man (1980) when I was 5 or 6. The
intensity of the feelings in it was beyond anything I
knew. The scene where you first see John Merrick’s

face, that affected me: the shame and pain, the dark-light, the sense of
darkness redeemed. Later Twin Peaks (1990–91) got to me, especially
the score. The haunting quality of it—you are floating close to death
in it, and I had death around me in my teens.

I was lucky to work with him twice. For a 2014 show at Luma Arles
in France, “Solaris Chronicles,” we asked him to make photographs
of Frank Gehry’s models. He said, “Sure!,” and sent about 20 sharp-
and-blurry, macro-lensed black-and-white close-ups.

The second time, I asked him to make “one minute of music of the
sound of a world coming into being” for a show I curated in 2019
called “Life to Come” at Metro Pictures in New York. He sent a
minute of twanging guitar. So good. On his request, we installed it in
the gallery in a huge ’50s vintage speaker, and it would play once
every 10 minutes. He was happy being next to a Cindy Sherman
picture. 

His work showed that art doesn’t need to be chilly or super cool. It
should induce real visceral emotions. The way he talked, the golly-
gee thing: it’s a persona that is both real and a fantasy, and it unlocks
something. His happiness as a presence itself became one of his
works in the last fifteen years. (“Fear is the mind killer,” to quote
from Dune [1984]). And it comforted me that you could check in on
him any morning to hear him tell you the weather.

I do believe he was tapping into very elemental things. The other day
I put the Twin Peaks theme on. My 2-year-old daughter, who had
never heard it, immediately said, “Poppy, this is my favorite music.”
She listened for another 30 seconds and then said, “I feel… the way!”
That struck me as a perfectly Lynchian thing to say.

“His work showed that art“His work showed that art“His work showed that art“His work showed that art
doesn’t need to be chilly ordoesn’t need to be chilly ordoesn’t need to be chilly ordoesn’t need to be chilly or

super cool. It should inducesuper cool. It should inducesuper cool. It should inducesuper cool. It should induce
real visceral emotions.”real visceral emotions.”real visceral emotions.”real visceral emotions.”

View of the exhibition “Life to Come,” 2019, at Metro Pictures, New York
showing works by David Lynch, Cindy Sherman, and Hana Miletić.

Paul McCarthyPaul McCarthyPaul McCarthyPaul McCarthy

Eraserhead, 1977. (Courtesy the Everett Collection)

Blue Velvet, 1986. (©De Laurentiis Group/Courtesy Everett Collection)

I made this videotape in 1975 called Sailor’s Meat (Sailor’s
Delight), and another later Tubbing, then showed them both
at the Long Beach Museum, which was one of the earliest
museums to show video art. The curator I worked with,
David Ross, had somehow met David Lynch; this right

around when Eraserhead (1977) came out. David Ross called me and
said, “Hey, I met this filmmaker, and I think you two should talk.”
So, he gave me David Lynch’s number, and I called him right after
Eraserhead premiered. We said we’d have lunch in Hollywood, but
we never did. He went his way, I went mine. I’d think about it,
though, because of course, he became David Lynch, and I saw all his
films.

Three or four years ago, I finally met him in France, and we talked
then about the lunch that never happened. He was a very nice person.
I’d always think about what he said about his paintings, that he
wanted them to move, because videos were always a really important
part of what I do.

And then there was Blue Velvet (1986), which had another strange
coincidence. Before that movie came out, I made a piece called
Human Object (1981). I took a wooden box, covered it in rubber, and
gave it a rubber head. It had a mouth, and the front of the box had a
penis and a vagina right next to each other; the back of the box had a
plumbing pipe you could unscrew. In the gallery, there was a stove
and a lot of food so that you could cook for this object and feed it.
You could also take it into a private room, and at the opening, people
—men—acted out on it, pouring hot food inside. Somebody even
peed in its mouth! I was sort of shocked, because I thought people
would take care of it and feed it.

After the show, I put the piece in storage, but rats got inside of it; they
were eating the food that was left. So, I rolled up a piece of blue
velvet and shoved it into the mouth to block the rats. That happened
right when Blue Velvet the movie came out. That blue velvet is still in
the piece.

“I’d always think about what“I’d always think about what“I’d always think about what“I’d always think about what
he said about his paintings,he said about his paintings,he said about his paintings,he said about his paintings,

that he wanted them tothat he wanted them tothat he wanted them tothat he wanted them to
move, because videos weremove, because videos weremove, because videos weremove, because videos were

always a really importantalways a really importantalways a really importantalways a really important
part of what I do.”part of what I do.”part of what I do.”part of what I do.”

Paul McCarthy: Sailor’s Meat (Sailor’s Delight), 1975. ©Paul McCarthy.
Courtesy the artist and Hauser & Wirth

Paul McCarthy: Human Object, 1981. ©Paul McCarthy. Courtesy the artist
and Hauser & Wirth.
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Norma Jennings, portrayed by Peggy Lipton, works The Double-R Diner. (Photo by ABC Photo
Archives/Disney General Entertainment Content via Getty)

I’ ve been thinking about David Lynch nearly all my
life, if only because my mother was a fan of Twin
Peaks (1990–91) when it first aired. I remember
staying up late to watch it with her. Obviously, that’s
an insane show to watch when you’re a young

person.

I grew up around diners, and frequented Little Pete’s in Philadelphia,
which is rumored to be the diner that the Double R Diner [of Twin
Peaks] was modeled after: supposedly, Lynch spent time there while
he was a student at the Pennsylvania Academy of Fine Arts. The
space where the waitstaff worked was centrally located within the
diner, and you circled around an island counter, just like at Double R
Diner. I made all my work in diners when I was younger, drawing
and drinking coffee.

Lynch had a real interest in doing close reads on banal things. I love
this idea that if you film something long enough, or look at it closely
enough, it becomes strange and can even move beyond the screen.

The diner was a safe haven for me when I didn’t have any money.
There, you could spend $1 on an endless cup of coffee and sit and
take your time and be in your dreams. I would sit and draw and think,
and diner objects—salt and pepper, sugar, coffee, ketchup—became
kind of players on the stage where I would invent stories. I made a
habit of visiting every diner I could in New Jersey and the
surrounding area, and I didn’t have to take these objects with me,
because they’d be at every one, so the story would continue.

Little Pete’s diner on the corner of 17th and Chancellor Street in
Philadelphia operated from 1978-2017. Photo courtesy Alex da Corte.

“I love this idea that if you film“I love this idea that if you film“I love this idea that if you film“I love this idea that if you film
something long enough, or looksomething long enough, or looksomething long enough, or looksomething long enough, or look
at it closely enough, it becomesat it closely enough, it becomesat it closely enough, it becomesat it closely enough, it becomes

strange and can even movestrange and can even movestrange and can even movestrange and can even move
beyond the screen.”beyond the screen.”beyond the screen.”beyond the screen.”

Still from the 2013 music video Hush Bb by Kalifa (fka Le1f), directed by
Alex Da Corte.
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Actors Laura Dern and Nicolas Cage on the set
of Wild at Heart, written and directed by David
Lynch. (Photo by Sunset Boulevard/Corbis via

Getty Images)
Laura Palmer, portrayed by Sheryl Lee, is remembered by her high school Homecoming Queen photo.

(©Spelling Entertainment/Courtesy Everett Collection)

I was raised on David Lynch. Twin Peaks shaped me from
middle school. A lot of that series was filmed in Malibou
Lake, where I grew up, and I watched it every Thursday
night. Throughout a tumultuous time in my life, I would
drive past places like Leo Johnson’s house. And I was

obsessed with Laura Palmer. I wanted to be her as a kid. I didn’t
understand the repercussions of that then, but I would pretend to be
Laura and my friend would be Donna, and we would pass Middle
School notes to each other. I remember watching Wild at Heart
(1990) and Twin Peaks: Fire Walk With Me (1992) in the eighth
grade.

In my work, I’m interested in connecting to the unconscious and
expressing sexual trauma. His surrealism, his focus on the oddity of
everyday life, and that rupture that happens when something looks
good on the surface but there’s a bubbling up beneath: it has all
always been really important to me, in terms of my art-making. Also,
Lynch would cast the same actors again and again in different types
of roles, and I’m interested in that kind of performing.

Lately, I’ve been curious about being a feminist and being obsessed
with David Lynch. I don’t have resolved thoughts around that, but
I’m reading Melissa Anderson’s book Inland Empire (2021), which
has some good ideas, and I do think his film The Straight Story
(1999) is evidence that he had a sweet heart.

I would have probably become a photographer no matter what, but
Lynch gave me clearance to be as weird as I want to be.

Whitney Hubbs: Untitled, 2021.

“Lynch gave me clearance to be“Lynch gave me clearance to be“Lynch gave me clearance to be“Lynch gave me clearance to be
as weird as I want to be.”as weird as I want to be.”as weird as I want to be.”as weird as I want to be.”

Whitney Hubbs: Untitled, 2021. Whitney Hubbs: Untitled, 2021.
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Laura Palmer’s Homecoming Queen portrait, portrayed by
Sheryl Lee. (Photo by ABC Photo Archives/Disney General

Entertainment Content via Getty)

A scene from Blue Velvet, 1986. (©De Laurentis Group/Courtesy Everett Collection)

D avid Lynch, Betty Crocker, and Norman Rockwell:
those are my big inspirations.

I came to Lynch when I was 15, through Dune—
which was a kind of predecessor to Star Wars. That

isn’t really what Lynch is known for, but it’s how I ended up finding
Blue Velvet and Mulholland Drive (2001) later on. In high school, it
was fun getting to show people David Lynch for the first time.

I still consciously think about the intro to Blue Velvet… both with my
work and with certain aspects of America. In those first five minutes,
Bobby Vinton is playing, and we see white picket fences, this
picturesque scene that’s too perfect to be true. And then suddenly, Mr.
Beaumont is having a stroke. I just remember the chills.

Lynch is a master of artifice, of creating these settings that feel
almost like advertisements—they’re so perfect they can’t be real. He
balances all that with the darkness brewing underneath. That
dichotomy is something I grapple with in my own work. I borrow a
lot from advertisements of the ’50s and ’60s, which is what he grew
up with and was rethinking, making things so sweet, they’re sickly.

Lynch is constantly swinging back and forth between sentimentality
and violence, the family that’s perfect but broken, which I’m super
interested in. He’s the master of that tension between the banal and
the unsettling. I made Live Laugh Love (2023) from this portrait I
found in a yearbook, and it’s definitely reminiscent of Laura Palmer.
Then I made the painting into an advent calendar, but rather than
chocolate living underneath the picture, there are demons. Lynch has
this way of turning the knob up and making things extreme,
heightened, and intense, with people reacting in ways that are so over
the top, and that’s something I try and play up.

“He’s the master of that“He’s the master of that“He’s the master of that“He’s the master of that
tension between the banaltension between the banaltension between the banaltension between the banal
and the unsettling.”and the unsettling.”and the unsettling.”and the unsettling.”

Trey Abdella: Doe Eyed, 2024.

Trey Abdella: Live Laugh Love, 2023.
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Lost Highway, 1997. (© October Films/Courtesy Everett Collection) Blue Velvet, 1986. (©De Laurentis Group/Courtesy Everett Collection)

D avid Lynch has influenced two quite different
strands of my practice. First, I made two films,
Avalon (2011) and Staged Archive (2008), that draw
from his theatricality as well as his colors and
sudden, unexplained narrative shifts. Stage Archive

in particular was very inspired by Lost Highway (1997). I’m drawn to
his ongoing excavation of the American unconscious, cesspool that it
is. His approach wasn’t Freudian, and it wasn’t Lacanian; it was his
own sort of world building that didn’t map onto any readymade
theory, which always kept his films interesting.

A lot of his films, though, centered on violence against women. Was
this a necessary component of the cesspool, or was it a kind of
uncritical reworking of certain genres, like noir? That was always
unresolved in his films, but I was still able to get something out of his
work and enjoy it. And his use of sound: I’m more into language, but
his use of dialogue is very spare. He’s a real master of his craft.

Weirdly enough, there was a second strand that he influenced,
because he was also known for his obsession with Transcendental
Meditation, and since 2016, I’ve been doing a lot of work about
wellness culture. The David Lynch Foundation runs an Operation
Warrior Wellness (OWW), teaching meditation to veterans, and
posted videos of people meditating in uniform with guns. I wasn’t
looking for David Lynch: I had been researching uses of meditation
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