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Abstract 

A Rave at The End of World: 
The Politics of Queer Hauntology and Psychedelic Chronomancy 

This project is a historical and theoretical exploration of the global phenomenon of 
underground dance music culture known as the rave. In particular, the project asks what is 
the history, technologies, and practices that lead to historical examples of rave culture and 
contemporary rave practices. The rise of fascism and neofascism in Western democracies in 
recent years is compared to the politics and tactics of rave culture. Drawing on the work of 
Mark Fisher and Jose Muñoz this thesis explores issues of queer resistant practice, identi fied 
as queer hauntology, and anti-capitalist temporal thinking and organizing against neoliberal 
control society, identi fied as psychedelic chronomancy. The project lays out a theoretical or 
methodological toolkit, then a history of dance music and queer nightlife cultures, and then 
turns to an experimental personal narrative ethnography. In doing so the project wishes to ask 
how hauntological mechanisms allow for thinking beyond heterosexual straight neoliberal time 
and domination, and how the rave is a vessel and mechanism of assemblage thinking and 
decentralized political efforts to imagine and rescue lost futures. 

(page iv) 
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PROLOGUE 
THE RESISTANCE OF CONTROL: RAVE AND POLITICS IN LATE 
CAPITALISM AND THE REVENANT OF FASCISM 

Figure I: Protesters May 12, 2018, steps of Parliament Tbilisi, @Tokmando 

This project begins with an examination of a political moment that occurred following 

police raids at Georgian nightclubs Bassiani and Café Gallery. This police action spurred a 

local protest and global response to the restriction of the raving body and queer kinship 

communities that find home in the spaces we identify as nightclubs and “underground raves.” 

On the 12th and 13th of May 2018, an outpouring of images and videos began to be shared 

with viral intensity throughout networks and social media platforms of the global dance music 

community. These videos depicted a mass gathering, both protest and rave, upon the steps 

of parliament in Tbilisi, Georgia. Media outlets both within and outside Georgia reported an 

initial gathering of a few thousand to tens of thousands of protesters—mainly Georgian youth 

and veteran members of the nightlife and queer community—and also right-wing counter-

protestors.1 As seen in the above image (fig. I), organizers were a mixed group of those in 

support of nightlife and the queer community, this party went on through May 13th, with a full 

sound-system and reveling raver's chanting slogans for the resignation of government of ficials 

and “We Dance Together, We Fight Together,” which became the slogan of the 

1 Will Cathcart, “A Rave-olution Hits the Caucasus as Huge Crowds Gather in Tbilisi to Protest Shutdown of 
Clubs,” Daily Beast, May 12, 2018, https://www.thedailybeast.com/a-rave-olution-hits-the-caucasus-as-huge-
crowds-gather-in-tbilisi-to-protest-shutdown-of-clubs. 

https://www.thedailybeast.com/a-rave-olution-hits-the-caucasus-as-huge-crowds-gather-in-tbilisi-to-protest-shutdown-of-clubs
https://www.thedailybeast.com/a-rave-olution-hits-the-caucasus-as-huge-crowds-gather-in-tbilisi-to-protest-shutdown-of-clubs
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demonstrators and members of the international community in solidarity with protesters. 

Figure II: Protesters May 12/13, @Tokmando Figure III: Protest Signs, May 12th, @Tokmando 

This gathering, turned protest, turned rave, stemmed from the actions of the Tbilisi 

police force, who, acting on behalf of the Georgian government and Ministry of Interior, raided 

several Georgian club spaces that exist as safe spaces or havens for the LGBT community. 

In interviews following the raids and protests, Bassiani owner and cofounder Tato Getia 

suggests that the police action was doubly tragic to Tbilisi because it occurred immediately 

following a period of drug law reform talks where activists believed the government was on 

the precipice of relaxing strict laws and punishments for individual users.2 Purported to be a 

legally-sanctioned drug raid that was within the limits of reasonable force due to the warrant 

issued, the police justi fied their mass entrance into Bassiani, the seizure of the space, and 

detaining many of its patrons and staff. Activists and patrons alike saw this a direct 

intimidation tactic and message from right wing elements of the government, particularly their 

refusal to accept the more liberal and international dance community.3 This protest-rave was 

the direct response to the raid; a refusal to recognize this action as anything other than the 

unethical use of force. Protesters claimed the government's action was more about a 

signaling or message to the community, the claims of drug use and trade being tied to the 

club or owners as largely unsubstantiated and circumstantial. 

2 Getia in interview with Resident Advisor, “Bassiani owners regain control of club as Georgia government 
ends investigation,” Resident Advisor, May 23rd, 2018. 

3 “Thousands Protest Georgian Nightclub Raids in Tbilisi.” Radio Free Europe / RadioLiberty Georgian Service. 
Web. May 12, 2018. https://www.rferl.org/a/georgian-police-raid-on-clubs-triggers-protests-in-
capital/29223031.html 

https://www.rferl.org/a/georgian-police-raid-on-clubs-triggers-protests-in-capital/29223031.html
https://www.rferl.org/a/georgian-police-raid-on-clubs-triggers-protests-in-capital/29223031.html
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Against the violent intrusion of police presence that occurred in the early morning hours 

of Saturday May 12th, the collective body of thousands of ravers, activists, and scene 

organizers gathered to refuse both police aggression and government's suppression of queer 

bodies, culture, and politics. In this multi-day protest-rave, organizers and ravers 

demonstrated their desire for freedom and agency in the face of clashes with the police, neo-

fascist organizations of counter-protesters. This situation, while localized and speci fic to 

Bassiani and the Georgian dance and LGBT community, represents an all-too-familiar pattern 

that has haunted counter-culture and the control mechanisms of conservative hetero-

patriarchy. I suggest we consider the ideology and affect of the protest community alongside 

solidarity messages from the international electronic music community as positioned uniquely 

and essentially against the rise and return of political specters western capitalism supposedly 

exercised—fascism, national socialism, ethno-supremacist identity politics. Beyond just a 

dualism, this is network of two fields of power and affect engaged in a discursive and material 

battle for the trajectory of humanity in its final days on the planet. The rise of right-wing 

populism, seems structurally resonant throughout western democracies and the nation states 

they have destabilized and corrupted in conquests of wealth extraction and political control. 

Trump, Putin, Brexit, Crimea, and the May protests in Tbilisi—are anti-humanist turns that are 

a 'dark-enlightenment' wet-dream, is a symptom of globalized information capitalism too sick 

and determined to see its own implosion. 

To return to the events in May 2018, what spurred the raids, were the deaths of six 

individual's who had overdosed and died in their homes or private residences following 

ingesting a still unidenti fied and “unknown substance.”4,5. These six individuals did not 

seemed to be linked to taking the drugs at the clubs, and none of their deaths occurred in side 

the walls of the raided venues – Bassiani and Café Gallery. Despite the lack of evidence of a 

link between the tragic deaths and these club spaces, and perhaps because of the absence 

of a link between drug dealing culture and its owners and staff, Bassiani issued a statement, 

4 “Bassiani owners regain...”, Resident Advisor. 

5 Georgia's Rave Revolution, as reported by Rayhan Demytrie, video, dir. Ed Ram. BBC News. July 30th, 2018. 
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just days prior to the raid, warning the ravers of the danger of the unidenti fied fatal substance 

and the fear that a campaign by the police and Ministry of Interior was aimed at the clubs. 

Bassiani's statement and the eventual aggressive force of the police came not necessarily as 

a surprise but certainly with a sense of defeat and disappointment due to the ongoing talks 

between government of ficials and the activist community that promised drug reform 

legislation. 

As speculated by those interviewed in BBC's documentary, and on online discussions, 

it was likely extra-national influence, namely black market drug's of Russian origin and the 

Russian intelligence community's propaganda and funding of right-wing parties, that were the 

driving force behind both the deaths themselves and the government response. In a country 

in which even small amounts of controlled substances, such as a single dose or pill of the 

drug ecstasy or MDMA, can land an individual 3-7 years in jail, the extreme nature and 

militarized character of the police action was not surprising even if it was traumatic. Due to the 

draconian drug laws, illegal, and often impure, dark-web chemicals from Russia, as well as 

ideologies and psy-op information tactics, have entered Georgia as a means of poisoning 

both government operations and individuals within the LGBT and dance music community.6 

This pharmacological and psychological warfare has the effect of reinforcing and 

strengthening powers—whether that of the state or neo-fascist organizations—that continually 

cast the raving community and LGBT population as deviants and thus targets to be eliminated 

or imprisoned. It is unfortunately not the first time, and likely won't be the last time, the raving 

and LGBT dance community has been met with militarized force in the face of self-expression 

and yearnings for safe space and freedom. Rather, these locations and institutions – as 

places that allow and protect the vulnerable ecstatic queer body – and their music cultures 

have been the target of racist, homophobic, and conservative forces of authoritarian control 

over the last 60 years.7 The normal Friday night dance event, a Giegling showcase, was 

6 Georgia's Rave Revolution, video. 

7 One need only recall the disco demolition that occurred in between the double header played by the Chicago 
White Sox in Comiskey Park on July 12, 1979, or the raiding and shutting down of NYC nightlife spaces and 
queer havens from Stonewall to The Limelight. 
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interrupted when over 200 police that entered the club space. The police were dressed in riot 

gear and many that carried assault ri fles, the patrons and staff were locked in the club and 

detained as police conducted a search and arrested organizers and cofounders of Bassiani. 

In the demonstrations following the raid, headliners of the interrupted event, like DJ Dustin, 

can be seen DJing in videos of the protest rave. 

As Zviad Gelbkhiani, one of Basiani's cofounders, suggests in an interview with the 

BBC's Rayhan Demytrie, many individuals thought the initial presence of this armed military 

force was a terrorist attack.8 Despite that this was not terrorism in the traditional sense of the 

conservative right-wing imaginary (the act of some militaristic or political / religious 

organizations aggression by non-State actors) it was terrorism in the more prevalent and 

disavowed form of terrorism by State actors against, often civilian, publics. The 

misrecognition, as signaled to by Gelbkhiani, is telling and demands our critical attention. This 

act of aggressive repression and authoritarian control of underground queer culture was 

precisely an act of terrorism. Its aim was not to stop the illicit drug trade it purportedly sought 

to combat, but rather to strike fear and control the ecstatic freedom of queer bodies in their 

chosen and intentional community spaces. In the weeks following the initial raids, in which the 

club space was held “hostage” by the police and central government, the raid as act of 

terrorism seemed to become all the more apparent as none of the staff, including cofounder's 

Gelbkhiani and Getia, were found to have connection to an illicit drug trade. 

It wasn't until May 23rd that the club was returned to the staff and Bassiani cofounders. 

As they suggest in an interview with dance music publication Resident Advisor, all the 

individuals arrested for dealing (a total of 8 individuals) were found to be both operating 

outside the club themselves and not a single arrest of a dealer was made inside the club.9 

Add this to the fact that Bassiani's cofounder's raises, that in 2017, “by of ficial statistics, police 

caught 3,000 users, and only ten drug dealers.” It becomes apparent that harmless individual 

8 Georgia's Rave Revolution, video. 

9 “Bassiani owners regain control of club as Georgia government ends investigation,” Resident Advisor, May 
23rd, 2018, https://www.residentadvisor.net/news/41804. 

https://www.residentadvisor.net/news/41804
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drug use is often used as a means of criminalizing vulnerable populations outside the identity 

of the cis-hetero subject that is privileged and idealized by fascist ideologies and right wing 

conservative movements. 

The policing and control of the nonviolent and individual practices at the hands of the 

Law and State is a familiar ghost. Reactionary responses like the May 2018 Bassiani raid is 

not unique to Tbilisi, but rather a specter that has haunted the continuum of psychedelic and 

LGBT counterculture throughout the last century. The police raid of Bassiani and Café Gallery 

are political acts that mark how dancing, hedonism, queer sex, and ecstatic pleasure are 

rendered as targets with a hysteric seriousness. The fear and denial of these communities, 

the performativity of their expression, and their desire and yearnings for liberation is always-

already met with militarized police violence as well as vigilante witch hunts and individual acts 

of sadistic hate crimes. 

In the United States and the United Kingdom, attempts to enforce similar control and 

manufacture panic over underground parties marked a dark period of legislation 20 and 30 

years prior to the protests in Tbilisi. Legal manifestations such as the United Kingdom's 

Criminal Justice and Public Order Act 1994 or the United States Illicit Drug Anti-Proliferation 

Act of 2003, which grew out of the proposed RAVE Act, have both been used as means of 

control that criminalized not just the illicit substances these legal measures were supposed to 

combat, but also the organizing of parties or events were illicit substances may be sold or 

ingested.10 Even more troubling is the way in which the UK's Criminal Justice and Public 

Order Act sought, through legislation, to criminalize music or “sounds” characterized by 

“repetitive beats.”11 While illicit drugs may be the surface issue in these clashes between 

counter-culture and the state, something much deeper is at stake. In reality, as in the 

enforcement of the Cabaret Law in New York City, it was quite literally illegal to dance or 

congregate in numbers on a dance floor in bars, clubs, and nontraditional/illegal venues.12 

10 “Reducing Americans' Vulnerability to Ecstasy Act” 

11 Wikipedia contributors, "Criminal Justice and Public Order Act 1994," Wikipedia, The Free Encyclopedia, 
https://en.wikipedia.org/w/index.php?title=Criminal_Justice_and_Public_Order_Act_1994&oldid=887295824 
(accessed March 19, 2019). 

12 The Cabaret Law was established during Prohibition in 1926. A strategic consideration of NYC and nightlife 

https://en.wikipedia.org/w/index.php?title=Criminal_Justice_and_Public_Order_Act_1994&oldid=887295824
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Even many “above-board” venues, such as Bushwick's Bossa Nova Civic Club, had text upon 

the wall that read in strict capital letters “NO DANCING” that were a serious request, until the 

Cabaret Law's repeal in the fall of 2017.13 Many patrons thought signs likes these were 

tongue-in-cheek jokes, a taking-the-piss that served as the perfect background for one's 

night-on-the-town sel fie. Yet, to the many activists who fought against the law that had been 

on the books for 91 years—an archaic holdover of prohibition revived and resurrected by 

conservative political efforts to limit the expressive freedom of minority populations at 

different moments in the city's history—this imperative to not dance was no laughing matter. 

In the mid and late 1990s, as the United States came to terms with electronic dance 

music—a product born, or at least raised, in the midwest cities of Chicago and Detroit, then 

later exported to to Europe and the Global South—electronic dance music also became a 

target for militaristic and repressive political control. Why, then, is there fear towards 

communities of dancing bodies, especially those often populated by queer and non-white 

individuals? What is at stake in the politics and practice of partying, revelry, and freedom of 

expression that has come to characterize underground dance music movements and their 

event par excellence, the rave? How do these often hedonistic cultural practices not simply 

represent an isolated practice of extreme individualism and pleasure-seeking, but the 

bubbling potential of a collectivized bodily and political practice that reveals utopian and 

universalizing potentialities? Rave culture and the continuum following disco and NYC garage 

into the dance canon developed at a peculiar time given the particular political stakes and 

promises of these assemblages. 

At the same time that free parties and the rave have been positioned and imagined 

through manifestations of radical collectivity and collective pleasure, the 1970s to the present 

has been marked by a waning of collective politics and utopian ideals. As contemporary 

and performance history shows this a legal element that was disproportionately used and targeted towards 
people of color and sexual minorities. The Cabaret Law not only policed that any venue serving food or drink 
be required to hold a Cabaret License, but could target particular artists or promoters as well. See: Wikipedia 
contributors, "New York City Cabaret Law," Wikipedia, The Free 
Encyclopedia, https://en.wikipedia.org/w/index.php?title=New_York_City_Cabaret_Law&oldid=879794793 (a 
ccessed May 8, 2019). 

13 Annie Correal, “Celebrating the End of the Cabaret Law (Where Else?) on the Dance Floor,” New York 
Times, November 5, 2017. 

https://en.wikipedia.org/w/index.php?title=New_York_City_Cabaret_Law&oldid=879794793
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theorists like Mark Fisher suggest, utopian potentials and politics of collectivity in the face of 

postmodern information capitalism are rendered seemingly impossible. This condition or 

sense of impossibility of the hope and potentiality imbued in two vectors of the 1960s left— 

psychedelia and consciousness expansion and radical material leftist of the student and 

antiwar movements—that society has somehow foreclosed these ideological projects as 

“possible” is at the heart of what Fisher calls 'capitalist realism' that we shall return to. It is the 

dread of the present that suggests capitalist realism is like a “pervasive atmosphere, 

conditioning not only the production of culture but also the regulation of work and education, 

and acting as a kind of invisible barrier constraining thought and action.”14 Capitalist realism, 

our neoliberal nightmare also suggests why, as Fisher remarks, our memory and sense of 

time is distorted, our ontology is one disrupted and haunted, 

In recent years, the Sixties have come to seem at once like a deep past so exotic 
and distant that we cannot imagine living in it, and a moment more vivid than now 
– a time when people really lived, when things really happened. Yet the decade 
haunts not because of some unrecoverable and unrepeatable confluence of 
factors, but because the potentials it materialized and began to democratize – the 
prospect of a life freed from drudgery – has to be continually suppressed.15 

The rise of neoliberalism and the consolidation of hyper-informational capitalism into control 

society of the ever-present and totalizing algorithm goes hand-in-hand with the spread of 

dance music, its sub-cultures, and genres, and the development of the rave. In the last ten 

years, a revival of these cultures and the activism of the leaders in the American and Global 

underground, suggests that the desire to protect the ability to identify and express oneself as 

a raving body is not only serious but bound with a political project that we may not yet have 

the language for or vision to recognize and demarcate its limits. 

14 Mark Fisher, Capitalist Realism: Is There No Alternative? Lanham: John Hunt Publishing, 2009, 16. 

15 Mark Fisher, “Acid Communism,” unfinished manuscript introduction in k-punk: the collected and unpublished 
writings of Mark Fisher, United Kingdom: Repeater Books, 2018, 755-756. 
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INTRODUCTION 
RAVE TO THE GRAVE: TOWARD A HAUNTOLOGY OF BECOMING MEDIUM AND A 
REFUSAL TO GIVE UP THE GHOST 

I begin with the Tbilisi protest as a means of contextualizing the very real threat to the 

global dance underground, and its often queer raving denizens, by neoliberal capitalism and 

fascist political forces. The protest also signi fies a counter logic, the perceived extreme threat 

raving and the collectivity of the dance music underground presents against the material and 

spectral forces of control society.16 In essence, there are several questions a serious 

theoretical and political study of the rave bring forth: Why is it that raving and the activities 

associated with it, usually progressive underground sex and illicit substances, are a threat to 

neoliberal and fascist powers that be? What potentiality or field of possibility is the body at 

rave a conduit of? Why is this antithetical to capital's mechanistic hunger for desire and labor, 

and political authoritarianism's desire to control? 

The protests in Tbilisi were not only characterized by the mass of 10,000 leftist ravers 

who gathered on the steps of the Georgian parliament, but also neofascist groups who 

engaged in counter-protest, and at times, violent conflict with the ravers. The rise of such 

neofascist groups is not isolated to Georgia, but is seemingly a global phenomenon in the 

Global North including in the United States. In one sequence of the BBC documentary on 

demonstrations in Tbilisi, reporter Rayhan Demytrie questions right-wing nationalist political 

leader Sandro Bregadaze of Georgian March if allegations of Russian funding of the group 

are, in fact, true. While sidestepping this inquiry, Begadaze reveals that he finds resonance 

and political inspiration for his racist and homophobic political organization in Donald Trump 

and American far-right neofascism.17 Ideologies and tactics of the neoliberal capitalist elite 

and conservative right-wing have continually aligned in their desire to suppress ravers and the 

radical potential they represent and hold. It should serve as no surprise, then, that 

neoreactionary and neofascist members of web platforms such as 4chan's /pol/ suggested 

16 As we shall see later, by 'control society' I am referring to a particular line of Foulcaudian and Deleuzian 
thought in which society has transitioned from disciplinary society and institutions—emergent European 
constitutional monarchies; prisons, schools, hospitals—and linear, hierachicical lines of power to distributed 
and decentralized institutions and power. 

17 Georgia's Rave Revolution, video. 
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that they in filtrate and expose underground queer communities and nightlife in the wake of the 

Ghost Ship fire that occurred in Oakland in a DIY live-work warehouse, in which 36 individuals 

lost their lives. In the wake of the tragedy, a devastating blow to the American underground 

and queer and arts and music community, these online fascist trolls rejoiced. Less than a 

week after the Ghost Ship fire, as Gabrielle Canon reports for Noisey, a poster on 4chan's 

'/pol/' board suggested, 

"These places are open hotbeds of liberal radicalism and degeneracy and now 
YOU [sic] can stop them by reporting all such places you may be or may become 
aware of to the authorities, speci fically the local fire marshel [sic]," the poster 
explained. "Watch them and follow them to their hives. In filtrate social circles, go 
to parties/events, record evidence and report it. We've got them on the run but 
now we must crush their nests before they can regroup!" 

The post ended with MAGA—an acronym used on the site for Donald Trump's 
slogan, "Make America Great Again," as the poster wished everyone "happy 
hunting.18 

These “degenerate” subjects and their “degenerate art” had been engulfed in flames, and this 

not only caused the fascists right-wing ideologues cause for celebration but ignited the fire to 

continue to infiltrate and disrupt such communities, perhaps now even easier in the wake of 

the tragedy. The language in which the MAGA right wing troll describes the artistic and queer 

community—with “hives” and “nests”—suggests a disturbing act of othering. The reality is that 

the tragedy of the Ghost Ship fire can be traced back to the pressures and limitations 

imposed by the police and political forces on counter-cultural events and nightlife spaces. 

Despite this antagonism, communities, especially those of marginalized and queer population, 

continually attempt to lay claim to spaces in which to commune and celebrate an af firmative 

politics of pleasure and lifestyle that society at-large has deemed a threat, something to be 

repressed and erased. Further pushed to the margins of what is legitimate and “safe” – in the 

structural sense of fire exits, running water, structural stability of the buildings themselves – 

and into seedy undergrounds and illegal and dangerous habitats; tragedies such as the Ghost 

Ship Fire are not the result of a fluke accidents, but rather have occurred and continued to 

18 Gabrielle Canon, “4chan Users Launch Campaign to Shut Down DIY Venues in Aftermath of Oakland Fire,” 
Noisey, web, December 15, 2016, https://www.vice.com/en_us/article/d7jwdj/4chan-trolls-diy-spaces-
oakland-fire. 

https://www.vice.com/en_us/article/d7jwdj/4chan-trolls-diy-spaces-oakland-fire
https://www.vice.com/en_us/article/d7jwdj/4chan-trolls-diy-spaces-oakland-fire
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occur by design.19 

The rise of fascism in the contemporary political moment is not just a temporal 

disjuncture in which the ghosts of our history return, but as I will argue a symptomatic, 

necromantic politics that emerges in the face of a system that presents no alternatives or 

outsides – what Mark Fisher dubs “capitalist realism.”20 Such a condition of late-capitalism is 

marked by the growing threat that the mechanisms of such a system are not just productive, 

but also destructive. The mechanisms of late-capitalism, particularly its negation and 

disavowal of environmental concerns, set the market monstrosity and techno-informatic 

production of capitalist realism on a course to destroy not only society, but also the literal 

world which holds space for such a society. Resource depletion, climate change, and eco-

catastrophe are not just limits haunting Capital's every insatiable desire to grow and subsume 

all to the market and and profit, but also its potential undoing albeit in a nonhuman or post-

human way. While the specters of collective and utopian liberation are called forth by the left 

as an alternative to the destructive powers – a refusal to remain a dead skeleton in an 

epistemological and ontological “closet”– it is not only the specters of the left that lurk in the 

shadows of our familial ontology. As seen in the work of Hito Steyerl on fascism or the 

documentary work of Adam Curtis, the ghostly revenants of the right-wing are very present in 

the contemporary political moment following the 2008 economic crisis, and exploding in the 

mid 2010s.21,22 In the year of 2016, these ghosts seemed to haunt every political reality and 

corner of the government and populist movements as was apparent in the Brexit vote, the 

continued consolidation and deceptive politics of Vladimir Putin, and the rise of the American 

far-right through the election of Donald Trump.23 The monstrosities of fascism, far-right white 

19 Beyond the tragic loss of life, the Ghost Ship fire occurred during a loft show that had limited exits and choke 
points toward ladder stairs that caused many to be trapped. The live-work performance venue saw the Fire 
Marshall and police crack down on the artists living in the building, not the property owner for keeping the 
building to code and safe. 

20 Fisher, Capitalist Realism, 2009. 

21 Hito Steyerl, Duty Free Art: Art in the Age of Planetary Civil War (London & New York, Verso, 2017). 

22 Hypernormalisation, dir. Adam Curtis, BBC, October 2016. Available at: 
http://www.bbc.co.uk/iplayer/episode/p04b183c/adam-curtis-hypernormalisation 

23 For a further examination of the rise of these fascist stirrings, and their link to neoliberalism and earlier leftist 
causes one can observe Adam Curtis 2016 documentary Hypernormalisation. 

http://www.bbc.co.uk/iplayer/episode/p04b183c/adam-curtis-hypernormalisation
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nationalism, and unhinged corruption and disaster capitalism, have begun creep form their 

shadowy graves to return and haunt the present. 

This thesis is the result of political and historical research on a particular line of dance 

music culture that is speci fic to the American and UK underground, and that has seen its 

explosion and revival in newly formed queer communities and collectives in the last ten years. 

Against these emergent cultures and practices that were born in the queer black and latino 

communities of New York, Chicago, and the suburban middle class black youth of Detroit in 

the 1970s and 1980s is what may designate a “foreclosure” of the political potentials for 

radical and leftist alternatives in political and social formations. These were potentials that 

seemed not only within the realm of the possible during the 1960s and 1970s but also as 

politically immanent.24 As dance music grew beyond disco and funk into Chicago house and 

Detroit techno, and through its combination of viral affective intensities and drugged-out 

transmission networks was imported to Europe and back to the American East Coast as 

breaks, hardcore, and drum and bass. During this same time of genre and cultural 

experimentation and evolution, capitalism—and particularly that of postmodern and neoliberal 

strain—seemed to grow as a monstrosity with tendrils wrapping around all aspects of 

subjective experience, labor, and collective existence. In the wake of anthropogenic forces 

looming as our only possible future (and that these forces seem to guarantee of an 

impossibility for any [human] future in the first place), something seems to suggest humanity 

is not only beyond the point of no return, but also that humanity and its futurity is confined to 

the problems Capital has engendered for all life on the planet. In taking both raving and 

ecological concerns seriously, this project attempts to discover a politics and philosophy of 

the queer potential of the rave, but also to question what role, if any, raving can play in such 

terrifying and dark times. It is perhaps naive, and perhaps even idealistically suspect, to 

consider that the rave—usually a site of hedonistic partying and the effacing of boundaries 

such as ego/identity—could have any political potential at all. Despite this, as this thesis 

24 See Mark Fisher's k-punk blog posts on futurity at https://k-punk.org/category/abstract-dynamics/ as well as 
issues raised in Capitalist Realism and his unpublished and unfinished manuscript Acid Communism. 

https://k-punk.org/category/abstract-dynamics/
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explores, there are deep politics at the heart of rave and it is through dance music culture that 

many have identi fied a coming to consciousness of issues of class, race, sexuality, and 

human liberation.25 This thesis project is thus indebted to theoretical, historical, and 

ethnographic modalities that have informed my position as a traveling raver over the last few 

years, and also to my work as an organizer, scholar, and disc-jockey (DJ) curator and 

producer of electronic music. 

The theoretical and aesthetic potential that many scholars of the rave and dance music 

culture have found so fascinating aligns to a fervor and affective drive that I find ever-present 

in the rave as an aesthetic and cultural field. This yearning is not only a symptom identi fied in 

my critical analysis and ethnographic study of the rave, but a calling I have felt in my own 

practice as a participant in this culture. This affective drive – that one must rave and dance 

despite all other factors and realities, that dancing is literally the means of a momentary 

glimpse at a modality of salvation experienced in this earthly realm – is experienced as an 

absolute imperative. The structural aspects such as call-and-response and religious themes 

of gospel that in fluenced early house and techno, traditional club music, and “jack” tracks was 

not merely arbitrary, but a result of a continuum of music and religious spirituality concerning 

salvation. As I will illustrate, this is not some arbitrary relationship, but the result of dance 

music's origins in the culture and music of the black and African Diaspora as a result of the 

Caribbean and North American Slave Trade. From traditional folk Caribbean music, to the 

American slave spirituals, to gospel, black folk musical traditions have informed the spiritual 

and liberation politics inherent in popular music cultures. It was often that these religious 

dimensions were embraced by a queer population of producers, singers, and dancers alike 

who had been failed and exiled from their homes and communities by the conservative 

religious organizations and ideologies of their family members. This turning of this 

weaponized alienation and dehumanization toward a re-contextualized meaning and faith, 

25 For example, British music critic Simon Reynolds purports that despite the seeming lacuna or absence of 
politics in the rave, it is through the rave that he came to a greater leftist and political subject-hood. Or how 
through my own experience of dance music and psychedelia I further developed ideas about collective 
politics and my own identity as trans/non-binary. 
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allowed underground and club spaces such as New York's Paradise Garage or David 

Mancuso's home and event space the Loft, and the birthplace of 'house' music in Chicago's 

Warehouse, to become the chosen 'church' and 'home' for those who had none to return to. In 

his accounts of the origins of house music culture, historian Simon Reynold's suggests a rich 

dynamic of the liberation and erotic politics from which the culture was built, noting, 

In house, there's a divide between finding yourself (through becoming a member 
of the house) and losing yourself (in solipsistic hallucinatory bliss). The split in 
house between finding an identity/expressing your self and losing self/losing 
control could be mapped onto the tension in gay culture between the politics of 
pride, unity, and collective resilience, and the more hardcore 'erotic politics' of 
impersonal sexual encounters, 'deviant' practices, and drugs....House offered a 
sense of communion and community to those who might have been alienated 
from organized religion because of their sexuality. And so Frankie Knuckles 
described The Warehouse as a “church for people who have fallen from grace,” 
while another house pioneer, Marshall Jefferson, likened house to “old time 
religion in the way that people just get happy and screamin.” 

At the heart of the cultures that this thesis examines and in the own experimentations of my 

own artistic and promotion practice, is the interest and devotion to such liberatory, 

psychedelic, sexual, and spiritual politics of dance music and the communities and spaces it 

engenders. 

Within dance music itself are tropes that are uttered as imperatives of a bodily labor for 

the dancer. The vocals of early dance music, accompanying often repetitive, minimal, and 

“deep” rhythms and synth sounds take the form of command to “work” or “jack” one's body. 

These affective drives inform a particular strain of political bodily practice I will attempt to 

theorize, one that I believe is particularly anticapitalist and rhizomatically positioned against 

the rhetorics, technologies, and tactics of the politics of control society.26,27 These vocal tracks 

that informed the early foundations of dance music and rave culture remain present even in 

the genres and styles that no longer contain them. They are haunting cries of the ghostly 

26 I offer this stance in relation the idea that often dance music, particularly techno calls upon the dancing body 
at rave to ecstatically and emphatically given oneself and their agency over to the music, to become “a slave 
to the rhythm.” The cognitive dissonance here is not merely a rhetorical gesture but one that has quite 
serious political stakes. It is only through the mechanisms of control, a turning of control back at its origins of 
oppression, that one can glimpse salvation and truly be free. 

27 As I have suggested before, in invoking “control society,” I mean the organization of society and politics in 
both Soviet/post-Soviet and Western Democratic nations after a turn from “disciplinary” modalities of power. 
The aspects and theorization of control society was perhaps best first issued by Michel Foucault, but 
expanded upon by writers such as Deleuze and Guattari and seem to be a given political analysis and 
character by theorists of the post-modern and hyper-informational capitalism like Fredrich Jameson, Jean 
Baudrillard, Mark Fisher and others. 
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specters of liberation and salvation that are ever-present in the spiritual and psycho-sexual 

practices of the rave. Working within the field of media study, I seek to not only suggest how 

the development of my theorization and ethnomusicological research is not just about a 

particular medium(s) – dance music and the rave – but also that it is important to inhabit the 

position of “mediumship” or becoming medium. Merriam Webster Dictionary defines 

“mediumship” as “the capacity, function, or profession of a spiritualistic medium.”28 I build 

upon the work of the late Mark Fisher and other theorists on the rave and dance music, but 

also other 'popular' / 'underground' cultures of late-capitalism. For Fisher and his 

contemporaries a practice of “hauntology,” a theoretical modality and aesthetic ontological 

condition first offered by Jacques Derrida,29 seems to haunt not only certain strains of the 

music and its practice but also any relevant attempt to analyze and critique late-capitalism at-

large. This project is thus an commitment to take serious and respect the “ghosts” of our 

society and its cultural manifestations of community that offer fleeting glimpses of another 

possible world or mode of being. While some specters are necessary to summon forth, call 

upon in the séance, and sometimes resurrect (such as communism and psychedelia), there 

are others that threaten the livelihood and safety of many vulnerable populations (the rise of 

nationalism and fascist political organizations, climate change and ecological disaster) and 

must be put back to the sepulcher. 

What is thought dead always already has the potential to return, to become revenant. 

While the gesture toward spectral ghostly others may seem very far from the rational logic 

and disillusionment project of neoliberal capitalism, as both Derrida and Fisher show, it is 

Capital itself that is constantly engaged in hauntological work of both summoning, exorcising, 

and dispelling ghosts in order to enact its control over all manifestations of work, pleasure, 

and lived experience. Such hauntological functions of capital are its continued attempts to 

totally foreclose an alternative to it and continue to extract endless value production despite 

28 “mediumship.” Merriam-Webster.com. 2019. https://www.merriam-webster.com/dictionary/mediumship (23 
February 2019). 

29 Jacques Derrida, Specters of Marx: The State of the Debt, the Work of Mourning, and the New International 
(New York: Routledge, 1994). 

https://www.merriam-webster.com/dictionary/mediumship
https://Merriam-Webster.com
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the cost on our human or planetary bodies. While the ghost may seem a fictional or 

imaginative gesture incapable of enacting real politics, it is perhaps one of the only “real” 

manifestations of a tactic we have.30 This work is not only “deadly” serious, but marked by a 

“grave” seriousness. So to the grave we return, to take seriously what the resting site of the 

dead have to offer us, to take seriously the grave and its potential to return as revenant. To 

rave to the grave, to become a spiritual conduit of of the ghostly presences that have always 

already exceeded our own material existence and finitude, and who act as the creditors and 

guarantors of such an existence and life. 

To give an entire account of history of dance music and its many genre formations 

would be impossible, or if not, certainly beyond the scope and limits of this project. Rather I 

wish to return to the history, to call forth certain ghostly figures and structures that I believe 

haunt contemporary modalities of the rave. There is a particular continuum that begins in 

Mancuso's home, the Loft, and through psychedelic and queer familial growth merges with a 

psychedelic consciousness movement that resonated from the then-legal 'psychedelic 

amphetamine' 3,4-Methylenedioxymethamphetamine—colloquially known as MDMA, Ecstasy, 

E, Molly—in the burgeoning fashion club scene in Dallas and Austin, Texas, in the 1980s. 

Together, the the practices and culture of the party as a happen, DJing as technology, art 

form, and sermon, and psychedelic and sexual expansion realized through psychoactive 

drugs has a non-hierarchical historical matrix from which I contextualize the political, 

theoretical and historical dimensions of the rave. I channel such ghostly histories, and the real 

material impacts they continue to have on our culture, as I believe it informs a nexus of queer 

underground psychedelic rave practices within the contemporary moment of the domestic 

United States.31 I ultimately cannot account for the whole history, from proto-garage disco and 

Krautrock to the contemporary globalized community of ravers and industry forces.This is not 

to suggest that this work is not important, but that there are those who have addressed it and 
30 Engaging in becoming medium, or a politics of mediumship, is also indebted to the emergence of spiritualism 

within Buffalo and the Western New York area. This phantasmatic phenomena is one such ghost I call upon 
in my af finity and gesture toward taking the ghost and grave seriously. 

31 For the former see Tim Lawrence's Love Saves the Day: A History of American Dance Music, 1970-1979and 
for the latter one can turn to Luis Manuel Garcia's work and dissertation "Can You Feel It, Too?": Intimacy 
and Affect at Electronic Dance Music Events in Paris, Chicago, and Berlin (U. Chicago, 2011) 
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will continue to. The sheer massiveness of dance music culture and its many genre mutations 

means that totalizing it as a single culture (even within particularly historically located 

moments in particular cities, club spaces, or even entire scenes) would do it a disservice and 

is a project that can never truly be completed.32 Beginning from and isolating particular lines 

of dance music history and culture, namely Acid House in the United Kingdom, early rave in 

the United States and United Kingdom, and contemporary queer formations of dance music 

underground and rave culture, has informed my own work as a DJ and promoter but also as 

my participant as a raver. 

After addressing the initial theoretical and historical concerns and framework, I turn to a 

an experimental narrative representing my experience leaving the rave only to discover it 

again from 2015 in New York, until January 2018 when I returned to Buffalo. After returning 

home I designed a sort-of 'case study': an intensive year of raving as ethnomusicological 

project. This “year of raving” is demarcated and/or bookmarked by two particular events in the 

same series known as the “Rite of the Motherbeat” that occurred in April 2018 and March 

2019 in Pittsburgh, PA. The venue for the Motherbeat celebrations was “Hot Mass,” a 

weekend series of parties at the gay bathhouse of Western Pennsylvania, Club Pittsburgh. As 

I remember for you in my story, this is a club that changed the life of Eris Drew, and similarly 

changed my own and my plan for my life. It became a sacred temple, a home that I never 

knew I had lost. The Motherbeat and its rituals are more than singular events or series, but 

also a massive philosophical and religious practice developed and theorized by trans mystic, 

scholar, producer, and DJ Eris Drew of Chicago. As Eris has suggested in the title of her 

lecture on the Motherbeat, shamanism, and “ecstatic trance” in the rave,” this practice is 

much “More Than a Party.”33 

Beyond Motherbeat, I also look to some other manifestations of queer and 

32 In the beginning of my project and research reconciling this notion was extremely dif ficult. I was continually 
driven to the attempt to “retell” a complete and “just” narrative of dance music as the particular focus on the 
American queer and psychedelic underground is always linked to the meandering web of dance music culture 
at-large. I am extremely thankful to fellow scholar, collaborator, and friend Nick Bazzano who has served as 
source of inspiration and helped me “give up” this ghost. 

33 While Eris has given this lecture on many occasions, it was at the Ace Hotel in Pittsburgh on the Tuesday 
following the First Rite of the Motherbeat weekend in April 2018 that I had the pleasure of witnessing this 
incredibly groundbreaking and accessible lecture in person. 
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underground psychedelic rave in the states including: the monthly party “Pure Immanence” in 

New York;34 Interdimensional Transmissions' No Way Back in both New York and its 

traditional home of Detroit during Detroit Electronic Music Festival weekend; party crews such 

as Honcho, Unter, the Bunker and Sublimate but also club / party spaces such as the New 

York Greenpoint Unter space, Hot Mass and Club Toilet, and American festivals Honcho 

Campout, Smangtasia and Sustain-Release. In addition to the analysis musings on these 

events, crews, and spaces, I also look to musical projects and labels that seem to represent 

and resonate with a a particular futurity and alien ontology that is particular prescient for 

contemporary political issues surrounding racial, queer, and ecological concerns and identity 

formations. These projects include the early work of Underground Resistance af filiated and 

mysterious electro-out fit, Drexcyia; the post-Underground Resistance of “The Wizard” Jeff 

Mills; San Francisco's Left Hand Path and its hosting of Russell E. L. Butler's 2018 LP A 

Home I'd Build For Myself and All My Friends; Tony Fairchild's label and speculative fiction 

project Terrafirm, which emerged in 2018. Against these projects I contextualize my own party 

series and queer rave collective, Ghost Stories, that I began in 2018 after returning to Buffalo 

and as a break from former out fits and efforts Cool Dad Records and Club Phenomenology, 

and In finite Zone. It is in dialog with objects and texts that I found not only inspiration for my 

artistic practice and production work, but a renewed sense of vitality I thought was once lost in 

any hope or attempt in my own creative practice. 

This thesis is an attempt to reconcile the spectral politics of the rave, the haunted 

reality of capitalist realism, and the looming specter of an ever-approaching end-of-humanity 

by its own anthropogenic forces that have sought to dominate, and destroy, our planet. 

Because the commitment to not give up the ghost is to resist what Fisher describes as 

“exorcisms” of communist and leftist alternatives to capitalism and control society. It is a 

means of respecting the ghostly presence, the calls of the ancestral spirits who are the 

34 It was through Pure Immanence, held in Bushwicks infamous and celebrated Bossa Nova Civic Club, that I 
came back to the notion that I needed to complete this thesis project while on medical leave and living in New 
York. It is with great pleasure and perhaps synchronicity or fate that I have the privilege of playing this event 
on March 27, 2019, later this year. 
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fundamental origins and conditions of our possibility. Because to rave to the grave is a means 

of celebrating life as a in spite of and because of its own eventual end and to seek the 

answers of existence beyond death. 

The ghostly other, much like the Father in Hamlet, functions not only as the non-

subjective gazing eye of a Lacanian Other in the mere act of recognition and equivalence— 

the mechanism of Capital's hauntology and functioning of market capitalism—but rather asks 

us to think of our ghostly encounters as an opening of the virtual. The specter, its liminality 

and contradiction—we can can see it, but it is that which should not be there; it can see us, 

but there are no eyes for it to arrest us—therefore presents an alternative in a ghostly 

exchange of glances, that of the gift. The specters are the agents of the virtual, the wardens 

who sew together the fabric of reality. The revenant and haunting forces of that which 

exceeds and defies the grave, is the condition of our possibility.35 Channeling ghosts, 

mediumship, is a response to the continued trope of a “dance party at the end of the world” in 

most signi ficant eschatological science fiction, cyberpunk, and dystopian films and other 

representations that continue to haunt our culture. To embrace mediumship, to become 

medium, witch, and necromancer, allows us to recognize that if we are to fade out, at least it 

might as well be dancing. To come to our finitude ,together, as a collective, raving body upon 

the dance floor—bound by the rhythm and movement—is to accept an ethics that seeks a 

collective agency and grace. In the oppressive totality that is late-capitalism and control 

society, the rave is a dually sacred and problematic space where the dance floor becomes 

our last celebration of life, even as we know its end is just on the horizon. Within the chaos of 

the ecstatic bodies of the rave-space, queer utopianisms and lost futures come to join the 

ravers as specters of what might have been, could be, and always already are impossible. It 

is in this ghostly waltz that we glimpse the simmer of a collectivity, even if temporary, that 

imagines our bodies beyond their delineations, divisions, and individualized containments. 

35 Pheng Cheah, “Nondialectical Materialism,” diacritics, 38.1-2, Spring-Summer 2008, 143-157. 
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PART ONE 
SPINBACKS, REISSUES, SAMPLING: HISTORY/THEORY OF THE RAVE 
AND RESONANT QUEER RESISTANCE 

The Cultural Origins of a Theory of Dance Music 

The origins and histories of dance are complicated and swirling networks that resists 

rei fication into static archive and linear narrativity. Dance music cultures—particularly house, 

techno, and the hardcore continuum—are doubly marked by genres, traditions, regionalisms, 

as well as cannibalization, hauntological returns, real and hyperstitional 'lost finds,' dub-plate 

treasures slipping between present and archaeological status of the critics' and scenes' 

collective memory. For each line in the phylogenetic tree that is the dance music canon, there 

are a fractal splitting of micro-genres, genre revivals, fake aliases and fake discovered 

reissues in the hall of mirrors of a Discogs simulacrum.36 The same goes for the cultural 

forces and institutions that gave birth to contemporary rave culture. Figures 1-3 (Appendix 

One), are all varying diagrams showing the expansive culture from acid house to music and 

genre's at large in attempts to visually map them. In the early days of the internet, Ishkur's 

Guide, an interactive flash program allowed users to see the development of particular styles 

and micro-genres, and though archived remains a historical artifact.37 Figure 3 shows Booty 

Tune, an Osaka label's diagram of a highly speci fic genre Juke / Footwork that grew out of 

hard house. For each new micro-genre, for each revival track, trend, and marketing genre 

classi fication, are the productions, micro-crews and fleeting scenes. The sheer volume of 

electro-acoustic, dance and pop music, both documented, lost, and in current production 

exceeds the rational, reasonable, or sane. More updated genealogical maps, make use of 

current data visualization tools and big data collection. Musicmap, a 2016 project by Kwinten 

Crauwels, is an overly detailed visual tool that allows a user to explore through zoom / view 

perspective.38 In Figures 4-7, I show different scales of the musicmap, including a final 

36 Discogs is an electronic website and crowd-sourced database began in 2000 by Kevin Lewandowski, 
containing releases, record label information, and details about particular productions or recordings. 
Wikipedia contributors, "Discogs," Wikipedia, The Free Encyclopedia, https://en.wikipedia.org/w/index.php? 
title=Discogs&oldid=894439446 

37 See Figure 2. Ishkur's Guide To Eelectronic Music, V. 2.5, web app, flash, http://techno.org/electronic-music-
guide/ 

38 Kwinten Crauwels, musicmap, interactive data visualization / genre map, web applet, https://musicmap.info/#. 

https://musicmap.info/#
http://techno.org/electronic-music-guide/
http://techno.org/electronic-music-guide/
https://en.wikipedia.org/w/index.php
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general map in Figure 7 (Appendix One). This is a culture that has been born from nascent 

futurist rumblings at the forefront of politics, technology, and distribution cultures. Records 

and music culture as a vinyl's spiral // and yet also the gathered crate, forgotten dub rig, 

storage lockers never to be opened and lost when someone moved, was too spun out, died, 

or returned to a livelihood that separated them from the rave and clubland.39 

In this first section, I elucidate lines of theory that inform my methodology. I begin with 

theoretical considerations as a means of contextualizing the network of ideas and relations 

from which my historical account and experimental ethnomusicological narrative emerge. I 

seek to give a minor account for the amalgamation of black African-diaspora music that 

spiritually and materially coalesced in the American coastal, rustbelt, and great lakes regions. 

This coalescence gave birth to the emergent scenes of house and techno but also their 

daughters, the many abstract developments, doublings, and genre mutations. This is a 

phenomenon that finds roots in an ever shifting cannon of nodes, happenings, and material 

histories and cultures: 1960s psychedelia, Jamaican dub sound engineering and sound-

system culture, The Grateful Dead, pioneers in electroacoustic music and early synthesizer 

music. This confluence of forces and cultures found home and a place to gestate in the early 

autonomous club spaces like David Mancuso's hippie rent parties and later the Loft, 

Chicago's Warehouse / Music Box, 'Madchester's' Hacienda, and later in emergent dance 

music record stores first in Detroit and Chicago then across the globe. Selectors, Radio 

Jockeys, MCs, DJs, and Producers who made, rehashed, and remixed popular sounds into 

psycho-acoustic affective technology meant to hack the bodies of the dancers and ravers in 

underground and club spaces each weekend. Rather than limiting this network to one static 

history or socio-historico-cultural snapshot, I turn to lines in sociology, critical theory and 

cultural studies, and feminist and queer media and performance studies. I unpack this 

theoretical and methodological framework in relation to certain academic philosophies and 

39 For the queer community, with less access to futures of reproductive futurity and family kinship, this often 
meant a life that did not, settle, produce children, and give up the found family kinship communities of the 
rave. 
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epistemologies that have been engendered by and in fluenced scholarship on electronic music 

cultures, rave culture and politics, dance music and spirituality, dance music and affect, and 

other related scholarly inquiries. 

It is important to unpack a networked approach to my research, art practice, social 

practice, and ethnographic research, because it has more af finity with a structure like an 

imagined Library of Babel, or a less fantastic hyperstitional Library of Alexandria that emerged 

due to a rupture in the space time continuum, a folding of realities where knowledges and 

esoteric traditions once lost remerge, sometimes with their own will and agency. Opening the 

'methodological toolkit' allows a serious account for the form and objects of study, but an 

ethical responsibility to the narrative of trauma, struggle, and salvation at the heart of cultures 

birthed from what Paul Gilroy identi fies as the “Black Atlantic,” modernity's counterculture.40 

From this cultural zone emerges an an alien electronic futurist vector that informs acid house, 

gay sonic liberation, militant techno, rave, and the hardcore continuum. 

A particular paradox characterizes and flavors any work of politics and history in 

cultural fields. Particularly methodologies and theoretical modalities that have structured the 

humanities turn toward cultural studies, and its rise and fall as a bureaucratized academic 

“moment” of departmentalization and disciplinization. Crises and emergent developments in 

epistemology, communication networks, knowledge/data storage and access systems, and 

modes of documenting and simulating the world have haunted the spheres of art, music, 

politics, and culture-at-large following the end of World War I. This spectral arrangement only 

further mutated into the perpetual virtualized and psycho-cultural hyper-colonialism of the 

Cold War. Unfortunately for all the power modernity, modernism, and its antecedents have 

given us, they also are collapsing and totalizing epistemological gyres that fail to see how 

disjointed, dispersed, shifting, and chaotic ideological, cultural, and temporal reality is in 

contemporary late capitalism. What is valuable from modalities of modernist, post-modernist, 

and hyper- / post-pomo'isms are the ways in which particular lines of thought continually 

foreground the structural materiality of phenomena such as language, ideology, imagination, 

40 Paul Gilroy, The Black Atlantic: modernity and double consciousness (London: Verso, 1993). 
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and belief. Foucault's genealogical methodology and his notion of knowledge-power and 

networks of power and agent action through discourse allow some of the historical and 

societal and institutional analysis to unfold. This is a major cornerstone of the cultural studies 

toolkit. In particular, Foucault's work gives way to disciplines such as media archaeology, but 

also a modality for considering the stakes of limits, self-re flexivity, power, and representation. 

Another major foundation to later theoretical considerations is Lacanian psychoanalysis. 

Lacanian psychoanalysis is at times positioned against the genealogical project of Foucault's 

historicism and Deleuze and Guattari's immanent productive theory of desire, though I agree 

that these epistemologies have more relation than those concerned with upholding 

disciplinary lines would lead us to believe. Lacanian psychoanalysis allows us for 

considerations of the subjective experience, and especially desire and pleasure, or 

jouissance. The modes of ego dissolution and pleasure beyond just typical sexual intercourse 

—the pleasure of the raving body, with or without drugs, for example—find a language in 

Lacanian analysis. I also think that these are two fields that help contextualize the work and 

project of Mark Fisher, especially in ways he did not even consider.41 

Several dialectics mark the resonant questions of modernity / postmodernity and their 

epistemologies. Dualities such as low and high art / culture, capitalist marketing versus avant-

garde resistant aesthetic tactics and ideals, hegemonic versus resistant positioning, 

libertarian psycho-social and authoritarian modalities of freedom / choice, among many 

others. ” This project is indebted to Spinozist philosophies of vitality that arc through Bergson 

to Deleuze; sociological structuralist and post-structuralist approaches to history and power a 

la Foucault, Bourdieu, and Latour; psychogeography and psychoanalytic readings of cultural 

phenomena and objects equally Lacanian and in step with deBord; the spiral of cultural 

studies and rogue academia begot by Deleuze and Guattari's meeting with the Frankfurt 

School and late Derrida; feminist and new materialist accounts of culture that grow out of 

41 In his letter-essay following Mark Fisher's death, friend and colleague Jeremy Gilbert recounts the dif ficulty 
Mark and his colleagues at the CCRU found with the development of British Cultural Studies. Ironically, for 
their rejection, it seems as Gilbert suggests, Mark drifted to traditional cultural studies, and an Althusserian 
and Foucauldian analysis of neoliberalism in his first work Capital realism. Jeremy Gilbert, “My Friend Mark,” 
essay, March, 2017, 3-6. 
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these traditions and mutate like extraterrestrial experiments using radioactive and genetic 

manipulations into the micro flora and fauna of the planet we call home. Unpacking all of the 

intertextual relationships and historical nuance of such a discursive field is not possible in the 

limits of this project. Despite this, it is possible to give an account for some of the most 

signi ficant structures, tools, tactics, and methodologies that I use and find deployed by the 

scholars within my field and research network. 

Perhaps first is a genealogical and or archaeological mode of epistemology and history 

that grows out of those continental philosophical traditions emerging from the academic 

cultural Marxism and Nietzschean turn most famously developed by historian and sociologist 

Michel Foucault. Foucault's project in the very least enables a way of thinking through a 

structure of politics and power that allows one to consider how power and knowledge operate 

—both at the level of the individual and the institution. This Foucauldian epistemology is most 

properly introduced and contextualized in History of Sexuality: Volume One, published in 

1976.42 It was in this project and the later works on technologies of the self, governmentality, 

and security, that a notion of “biopower” is developed. Discursive and biopolitical thinking 

allows us to construct and map webs that examine the mechanisms and workings of “power” 

in the abstract, the institutions and individuals who wield and weaponize it, and the way in 

which discourse and cultural exchange are made possible through these networks of power 

and in turn feedback into them. While such a modality or theoretical method may appear 

entirely abstract, the body, its constant relation to power, and the body as a site of power, 

meaning and knowledge, is at the center of the Foucauldian project, even in its major 

epistemological breaks. Beginning in “disciplinary” institutions—clinics, asylums, prisons, 

schools—and the surveillance of the body, Foucault then turns to knowledge-power networks 

and discourses like “sexuality” and “medicalization,” from there to practices and “technologies 

of the self” and “biopower,” from “biopower” to theories of security and “governmentality.”43 

42 Michel Foucault, The History of Sexuality. New York :Pantheon Books, 1978. 

43 See Foucault's The Order of Things, Discipline and Punish, History of Sexuality, “Technologies of the Self,” 
and lectures on governmentality, the state, and security. 
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Within this trajectory is a constant play between linear and non-linear progression and logic, 

structuralist and post-structuralist thought. Ultimately the development of Foucault's theory 

allows the subject of knowledge-power an ability to hold the multiplicity of this thought 

together despite its contradictions. It is not so much that the divine power of the monarch and 

Church in pre-disciplinary society were simply erased by Disciplinary society, but rather that 

power-knowledge evolved and shifted form like a phase change in the physical sciences. 

Extending this metaphor we can liken the transition of power from pre-disciplinary societies to 

solid ice, which gives way to the liquid nature of power in disciplinary society, which finally 

becomes to the nebulous particle system of knowledge-power as a gas in control societies. 

Concurrent to the development Foucauldian historicism and biopolitical analysis was 

the development of the affective neuropsychology in French psychoanalysis, especially the 

work of Jacques Lacan. While Lacanian psychoanalysis has its own, and likely more 

appropriate use, in clinical psychological applications, the “linguistic” turn and focus in Lacan's 

writing and seminars, as well as his “return to Freud” left a lasting impact on cultural studies 

scholarships and media studies. This impact is so prevalent, at times unfortunately so, as 

seen in reductive early film studies that is a poor (mis)mapping of psychoanalytic terms and 

structures as a stylistic flair in otherwise standard formal and theoretical analyses of the 

medium and its discrete art objects. Yet the psychoanalytic gesture towards an Anti-Cartesian 

structure of thought in which the ego was just one part of consciousness and the political 

subject, not the basis of reality and the a priori for a bodily subject. Rather, there is no so-

called “mind-body” split, but a chimera of mind and body, conscious subject ego, 

preconscious mind, and unconscious mind, where sensations, thoughts, fantasies, desires, 

and their symptoms engage in complex circling drives and loops of affect. Lacan's theory 

posits the subject as chaotic and amorphous body-subject always more than and less than 

itself, a “split-subject.” The split-subject is always already castrated from total presence, 

complete recall, pleasure and desire without repression, full access to being. The trauma of 

these castrations, and the violence of language as a castrating force leads the split subject to 
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establish drives and desires that culminate in a desire for destructive pleasure – 'jouissance' – 

and the af finity oft to drift toward a submission to radical alterity, neurotic limits, and/or death. 

To capture these states Lacan developed an extensive lexicon and structure to diagnose 

problems of the human psyche, its symptoms, and the vehicles which both keep it in check 

and allow for its utter annihilation. In his work on capitalist realism, Mark Fisher drifts towards 

towards what are known as the three 'orders' or 'registers' – the symbolic, the imaginary, and 

the real – to think through manifestations and symptomatic causation in politics. (Figure 8) I 

The rave-space exists along each of the registers, and the raving body/subject enacts their 

desires and pleasures in play through and along the three registers. As Figure 8 shows, each 

of the orders in fluences and leads to one another, with the dialog between each representing 

a particular manifestation of society and the lived experience (eg, “reality” conjured between 

the Imaginary and the Real). Alternatively, the registers may be imagined as a type of 'knot' 

structure. (Figure 9) This structure, along with the psychoanalytic “split subject” / subjectivity 

and the focus on “symptomatic” anti-rational hermeneutics to solve underlying structural and 

unconscious problems and realities are the main ways in which we shall deploy Lacanianism 

for our benefit. 

In order to unpack the impossible category of African-Diaspora Music, that includes 

rave music and culture, and it politics we take as a given that the nuances between a 

historicist genealogical position and the psychoanalytic symptomatic hermeneutics remain 

consistent and productive all the while these modalities overlap and spill into one another. In 

addition, it is the particular lines of contemporary discourse of assemblage and network 

theory theory, new or vibrant materialism, affect theory, queer history and theory, and 

hauntology that flow through and mark some of the underground queer communities and 

projects such as Eris Drew's Motherbeat. 

Let us then examine some of the theoretical lexicon and methodology relevant to 

understanding the history of rave culture and queer nightlife art practices, but also from which 

my ethnographic writing, creative and curatorial work, and theory of rave and labor politics 
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emerge. A critical starting point is the conception of the “assemblage.” This line of thinking 

and structure was developed in the project Capitalism and Schizophrenia by Deleuze and 

Guattari, particularly in the second volume A Thousand Plateaus. Unlike a majority their 

contemporaries, especially those indebted to academic Western Marxism and psychoanalytic 

traditions, they attempted to expound a theoretical modality that celebrated difference, 

multiplicity, generative and emergent non-human forces, and a commitment to thinking of 

reality and philosophical structure as a plane of immanence. Where psychoanalysis' 

structures of conscious / unconscious represented an inherent hierarchy and transcendental 

model, Deleuze and Guattari sought to categorize workings of power and control within a 

flattened field containing all possibilities including yet-to-emerge structures, machines, and 

networks. This positivist and immanent philosophy sought positivist hermeneutic's against the 

critical negative dialectics and negative hermeneutics of other structuralist and post-

structuralist thought. Such a social theory allowed Deleuze and Guattari to consider 

enormous structures and systems that would be otherwise impossible to consider or theorize. 

One way in which they propose considering such large networks—usually containing human 

and non-human agents, workings of law, mechanisms and machines of desire, apparatuses 

controlled by the state and non-state entities—is the assemblage. So then what is the 

assemblage? What is the nature of the assemblage and what is the power in considering the 

multiple and shifting entities they represent? How is this signi ficant for the field of queer 

kinship communities and rave and underground dance music culture? 

First let us unpack and examine what Deleuze and Guattari and the scholars that have 

employed assemblage theory mean in their turn to and use of “assemblage,” then show how it 

has played a signi ficant role in shaping the discourse and theory of dance music scholarship 

and early rave journalism. While the English translation for the term Deleuze and Guattari 

suggests a gathering of different things or elements, its is the resistance of organization into 

any hierarchy or “unity” that is the power of an assemblage thinking and theory.44 Rather, as 

Thomas Nail suggests, “[in] contrast to organic unities, for Deleuze and Guattari, 

44 Thomas Nail, “What Is An Assemblage?,” SubStance #142, Vol. 46, no. 1, 2017. 
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assemblages are more like machines, defined solely by their external relations of 

composition, mixture, and aggregation. In other words, an assemblage is a multiplicity, neither 

a part nor a whole.”45 It is this openness, and assemblages' origin from and refraction into 

multiplicities that organizes assemblages as open structures usually merging and becoming 

other assemblages. How then are such structures organized, what is their structure? What is 

their character or nature? How do they function? These are some of the basic questions that 

allow us to understand how assemblages operate and function and that I unpack. 

First it is important to understand how assemblages are organized or what their 

structure is. As Nail suggests, “[all] assemblages may be singular and heterogenous but they 

also share three features that define their arrangement: their conditions, their elements, and 

their agents, or what Deleuze and Guattari call their 'abstract machine,' their 'concrete 

assemblage,' and their 'personae.'”46 The “condition” of an assemblage, or the “abstract 

machine” for Deleuze and Guattari, “is the network of speci fic external relations that holds the 

elements together....The condition of an assemblage is abstract because it is not a thing or 

object that exists in the world, but rather something that lays out a set of relations wherein 

concrete elements and agencies appear.”47 The abstract machine is not that which is defined 

in a given object or even a single relationship in the world, but rather the network in which 

different elements and agencies flow. The abstract machine structures the given elements 

and agents of the assemblage but does not limit them in a single form or mode of possibility. 

Rather, we can understand the abstract machine as a network of relationships and 

interactions for which a given assemblage operates or produces. For Nail, 

The abstract machine does not cause or program the concrete elements in advance, nor does it 
give them a normative direction. Rather the abstract machine supports a “conjunction, combination, 
and continuum” of all the concrete elements it conditions. Take, for example, a constellation of 
stars. The constellation of Ursa Major does not inhere naturally or essentially in the sky. It does not 
cause the stars to exist. It is simply the proper name for the set of conditioning relations that 
arrange a set of stars. Without stars in the sky there are no relations between stars, but without 
relations between stars there is only radical heterogeneity. In this example, the abstract machine is 
the relational lines that connect the stars and the concrete assemblage is the stars that are 
connected. However, since new stars are born and old stars die and all of them move around in 

45 Thomas Nail, “What Is An Assemblage?,” 23. 

46 Thomas Nail, “What Is An Assemblage?,” 24. 

47 Thomas Nail, “What Is An Assemblage?,” 24. 
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relation to our point of view, there is no eternal essence of the constellation. the constellation is a 
singular event: a set of relations that change as the elements change in a kind of reciprocal 
feedback loop.48 

In this example, it is important to recognize the way in which abstract machine enables the 

relationship between the concrete elements, yet does not structure them in an absolute unity 

or unchanging rei fied structure. As Nail suggests, it is important to consider how the set of 

relations, the abstract machine, and their elements, are constantly informing one another, a 

cybernetic relationship or feedback loop. 

Understanding the abstract machine, or relationship and network of the assemblage, 

we can turn to unpacking what Deleuze and Guattari call the “concrete assemblage” or 

“elements” of the assemblage. For Nail, “the concrete elements of an assemblage are the 

existing embodiment of the assemblage. They are not abstract; they are the part of the 

assemblage that appears within the relations of distribution.”49 In his example given above, 

when considering the concrete elements of a constellation, we can think of the stars serving 

in/as this part of the assemblage. The final part of dissecting the assemblage are the agents 

who enact it or what Deleuze and Guattari identify as “personae.” For Nail, 

Personae are not autonomous rational subjects, nor are they simply decentered or fragmented 
subjects incapable of action. Rather, the personae of an assemblage are the mobile operators that 
connect the concrete elements together according to their abstract relations. In other words, 
personae do not transcend the assemblage but are immanent to it. They are not the origin of the 
assemblage and do not control or program the assemblage in advance. Rather, personae are the 
immanent agents or mobile positions, roles, or figures of the assemblage.50 

Nail's foregrounding of the immanent relation to the structure of the assemblage is not 

arbitrary, but as discussed essential to the philosophical movements made in Deleuze and 

Guattari's Capitalism and Schizophrenia. The immanent relationship of the personae or 

agents of the assemblage necessarily mean that these actors may in fluence and produce the 

assemblage in transmissions and modes of exchange, but ultimately remain within the 

assemblage. Each element of the assemblage is contingent upon the other and no single one 

exists without the structuring relationship between its conditions, its elements, and the agents 

in which it is enacted. This is a heterogeneous structuring that eludes any formal unity, follows 

48 Thomas Nail, “What Is An Assemblage?,” 25. 

49 Thomas Nail, “What Is An Assemblage?,” 26. 

50 Thomas Nail, “What Is An Assemblage?,” 27. 
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flows like cybernetic feedback systems, and is always open to radical shifts or change. 

For Deleuze and Guattari, it was not merely enough to suggest the existence and 

mechanisms of the assemblage, but also to characterize and lay political analysis to the 

different assemblages that exist in the world. As Nail suggests, “there are four major kinds of 

assemblages: territorial, state, capitalist, and nomadic. Since everything is an assemblage for 

Deleuze and Guattari, a type of assemblage does not refer to the fact that there are 

biological, literary, musical, and linguistic types of assemblage.”51 The first type of 

assemblage, the territorial assemblage, are those assemblages that tend toward order, 

structure and the delineation of limits. In creating such limits, these assemblages operate by 

continuing to structure its elements, relations, and agents in such a way that the assemblage 

functions to code and organize according to its arbitrary limits. In the production of “an 

outside,” territorial assemblages constantly are engaged in engendering new territorial 

assemblages that work to condition things and realities into structure order contained 

assemblages. In the state assemblage, “the conditioning relations attempt to unify or totalize 

all the concrete elements and agencies in the assemblage.”52 State assemblages thus 

structure and demand the surplus or excess, any outside of the assemblage, to be organized 

by an individual transcendent body, hence the state. These are assemblages that seek to 

consolidate power and control over the elements and relations of the assemblage. 

The third type of assemblage, or capitalist assemblages, 

are arranged in such a way that the conditions, elements, and agencies of the assemblage 
are divested of their qualitative relations and codes in order to circulate more widely as 
abstract quantities. In the capitalist assemblage, it is no longer the concrete elements that 
drive the process of progressive itinerant change (as in the territorial assemblage), nor the 
abstract machine that centralizes the control over the concrete elements (as in the the 
statist assemblage), but the agent or personae that becomes disengaged from the 
assemblage and tries to force unquali fied concrete elements into strictly quantitative 
relations.53 

These assemblages are those of the economic system which seeks to render everything 

including our affect, emotions, memories, and abstract values into exchangeable objects of 

capitalism. The capitalist assemblage constantly work to further expand the market and 

51 Thomas Nail, “What Is An Assemblage?,” 28. 

52 Thomas Nail, “What Is An Assemblage?,” 30. 

53 Thomas Nail, “What Is An Assemblage?,” 31. 



            

        

          

         

            

               

     

 

          

          

           

            

           

            

          

            

         

            

            

            

          

           

         

     

               

31 

create a totalizing reality in which everything, both that which exists and even emergent 

elements and relations, are immanent to the system of capitalism. 

Unlike the prior three forms of assemblage, nomadic assemblages, are not restrained 

by the rigidity or limits imposed by territorial, statist and capitalist assemblages. For Deleuze 

and Guattari it is these assemblages that have the most radical potential as the elements, 

relations, and agents of the assemblage are given a sense of freedom, able to shift and 

redefine and re-characterize themselves. As Nail suggests, 

Thus the nomadic assemblage does not simply af firm the chaos of heterogeneity or 
qualitative difference, it constructs a participatory arrangement in which all the elements of 
the assemblage enter into an open feedback loop in which the condition, elements, and 
agents all participate equally in the process of transformation...In all kinds of fields— 
science, art, politics, and so on—nomadic assemblages are the ones that create 
something new or revolutionary for their time. The nomadic assemblage  is revolutionary in 
the sense that instead of applying solutions to pregiven problems, such as how to make 
sure everyone is represented fairly in a presupposed state, or simply af firming that 'other 
problems are possible,' particular problems are themselves transformed directly by those 
who effectuate them and who are affected by them.54 

Taken and adopted from the nomadic people, nomadic assemblages are those which are 

thus most politically exciting and most often applied by scholars and journalists of dance 

music toward its culture, modes of exchange, and happenings. In particular, methods of 

throwing illegal parties are often considered within the rubric and operation of the nomadic 

assemblage. In addition, as scholar Tim Jordan writing on raving and the politics of Deleuze 

and Guattari suggests, “[raving] is a constellation of music, drugs, youth, dancing, law 

evasion, fashion, and money. What can be recognized as raving's production, or what is 

desired by ravers through constructing a rave event, is an ongoing inducement into a 

desubjecti fied state of something like rapture. As people affected by drugs dance for hours 

beneath shifty patters of light to powerful music, they gradually achieve a communal state of 

euphoria.”55 The multimodal nature of the raving body, both individual and collective, suggests 

that it is a complex and irreducible phenomena, something that cannot be contained by a 

unifying or totalizing structural gaze. The assemblage, and particularly the nomadic 

assemblage, is perhaps one of the only ways to characterize the rave and underground 

electronic musical cultures without reducing them and robbing them of their unique character. 

54 Thomas Nail, “What Is An Assemblage?,” 33. 

55 Tim Jordan - “Collective Bodies: Raving and the Politics of Gilles Deleuze and Felix Guattari” pg 128-129 
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Deleuze and Guattari not only provide a description and working theory for what the 

assemblage is but also a means of analyzing or interpreting their production. First it is 

important to consider a fundamental term to Deleuze and Guattari's analysis, the body without 

organs, or BwO. Unlike the organ which is structured toward a delineated and distinct 

organization, the “body-without-organs” is the site and production of pleasure and desire that 

does not coalesce into an imagined unity or whole and in addition knows no limits or bounds. 

It is a hybrid entity that seeks and accumulates the production of desire as an unlimited 

potential. For Jordan, “the BwO is where assemblages are productive and so is a place where 

there is an unlimited and unblocked productivity of desire; it is where organs defy the 

organism by entering new and undefined relationships.”56 With this character then, the BwO of 

raving can be characterize as the collective euphoric space, enabled through music, lights, 

and psychedelic drugs, that destabilize normal subjective limits like singular ego or identity, 

the individual body, for amorphous and perverse collective body of ecstatic pleasure. In 

seeking the rapture and salvation of the dance floor, it is no wonder people describe the 

activity of raving as a means of “losing oneself.” In addition to identifying the BwO, Deleuze 

and Guattari also equip us with a means of analyzing the assemblage, a methodology or 

hermeneutics that is known as their “theory of lines.” The lines they offer are “molar,” 

“molecular,” and “lines of flight” or “deterritorialization.” As Jordan suggests, “[molar] lines are 

rigid and segmentary and they stop any free flows of creativity or productivity by forcing them 

into categories.”57 We see molar lines enacted in the first two types of assemblage, namely 

territorial and statist, where the assemblage as a desiring-machine is continually constrained 

and engaged in the production of limits. Slightly different and more open are molecular lines, 

“less rigid and less segmentary than molar lines but [those that] still follow a determinate 

path.”58 

Finally there are lines of flight or deterritorialization. As Jordan suggests, 

56 Tim Jordan, “Collective Bodies,” 128 

57 Tim Jordan, “Collective Bodies,” 132 

58 Tim Jordan, “Collective Bodies,” 132. 
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Last, there are lines of flight. By constructing these lines as an escape from segmentarity 
can can be made and a pure flow of productivity created; these are lines of liberation. Lines 
of flight run where a system of molar and molecular lines break down or where something 
new comes into effect. Deleuze and Guattari also call them “lines of deterritorialization' 
because a line of flight breaks a territory from its boundaries.59 

Within the philosophy of Deleuze and Guattari, such lines of flight or deterritorialization should 

not suggest a move toward a transcendent modality. Rather, it is important to recognize that 

the process of deterritorialization necessitates new conditions and relations for given 

elements and the agents that enact them. Where assemblages, particularly nomadic 

assemblages, give way to deterritorialization, new assemblages emerge. The process of 

deterritorialization always begets a process of reterritorialization, and changes and shifts are 

always contained with in a plane or field of immanent relations. For rave-culture, Jordan 

suggests we can map something like the police-judicial apparatus, which seek to control and 

stop raving and rave-events, under the molar line. Networks of distribution already 

established, such as handing out of fliers for a secret event at a given rave, can be mapped 

onto molecular lines. Finally, both the police and ravers are engaged in an emergent battle of 

attempts to flow freely toward their own desires, making new and productive relationships that 

can be characterized as lines of deterritorialization. As raver's and promoters became aware 

of efforts to thwart the police, new strategies and modes of distribution were produced, and in 

response new modes of control were produced by the police in order to prevent the desiring-

machine of the rave to coalesce. Assemblage thinking and the theory of lines allow us to 

consider the many individual, collective, and inhuman forces that represent the rave-space, its 

performativity, and the discursive networks of power it is enmeshed in. It is the rave's space 

hybrid and decentralized character—the dance floor space, the raver-body, the music, the 

sound-system, the DJ—that not only invites a theory of assemblages, but provides such a 

productive space for re flection on assemblage and other high theoretical thinking and 

manifestation as praxis. Raving and the experience within the rave-space can be more 

theoretically productive than the solitary action of reading and digesting massive quantities of 

theory. As a non-neutral and contradictory space, the rave is also aligned to a theory of 

59 Tim Jordan, “Collective Bodies,” 132. 
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assemblages as there are not always nomadic assemblages at work, but raves and 

promoters for profit—capitalist assemblages—as well as raves for health and productivity, eg 

'day-breaker' pre-corporate workout raves—that align with assemblages of the state. While 

the theory of assemblages is not a particularly rigid or clear modality or theoretical structure, I 

believe is important as it is immensely productive for characterizing and understanding the 

politics of the rave and industry and legal forces surrounding electronic dance music. 

From this understanding of assemblages, I turn to a detour through feminist new 

materialism, which is built upon the theory of assemblages and the affective drives that enact 

them. Unlike Foucault and Lacan who serve as the foundation or ground on which speci fic 

epistemologies of my theoretical toolkit, I wish to suggest that my methodology and 

theoretical frame is structured both like a genealogy and assemblage. In this sense I suggest 

we hold the theory of assemblage as one node in a constellation of theoretical ideas that 

follow. The discourse of feminist “new,” “vitalist,” or “vibrant” materialism is a direct response 

to feminist approaches to thing theory, object-oriented ontology, hauntology, and affective 

materiality. In the academic canon, new or vibrant materialism emerges within recent 

scholarship informed and adjacent to assemblage and actor-network theory, affect theory, 

speculative critique and realism, and object-oriented ontology. Perhaps the strongest example 

of such a materialism can be found in Jane Bennet's foundational text Vibrant Matter. In this 

work Bennett deploys an onto-epistemology that considers the vibrancy and potentiality of 

“things” usually considered hierarchically below the human on an ontological and 

phenomenological level. In Bennett's onto-epistemology this can be trash and human waste, 

large scale utility systems such as the power-gird, and other objects and systems usually 

characterized as inert. Bennett's project is one that forces us to reconcile the affective 

relationships we as human agents have to “stuff” in order to grasp how things have 

manifestations of their own affective relationships or “thing-power” and “agentic assemblages” 

that decenter the human. This is a non-anthropocentric theory that seeks to understand and 

characterize “the curious ability of inanimate things to animate, to act, to produce effects 
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dramatic and subtle.”60 Such a materialism is appropriate for understanding the concrete 

elements of rave assemblage, as the music itself is vibrant materiality par excellence. DJ 

culture is a potent case for illustrating vibrant materialism, for example, the insistent support 

of an outdated analog medium—vinyl records—which are literal physical manifestations of 

sound, reconstituted through the record player as vibrational energy able to enact and 

dramatically influence the crowd. 

Bennett's methodology, and that of other new materialists, is enabled by and continues 

the project of Deleuze and Guattari and particularly their theory of assemblages. For Bennett, 

Assemblages are living, throbbing confederations that are able to function despite the 
persistent presence of energies that confound them from within. They have uneven 
topographies, because some of the points at which the various affects and bodies cross 
paths are more heavily traf ficked than others, and so power is not distributed equally 
across its surface...not governed by any central head: no one materiality or type of material 
has suf ficient competence to determine consistently the trajectory or impact of the group. 
The effects generated by an assemblage are, rather, emergent properties, emergent in 
that their ability to make something happen (a newly in flected materialism, a blackout, a 
hurricane, a war on terror) is distinct from the sum of the vital force of each materiality 
considered alone.61 

Here we see a further commitment to the heterogeneity, decentralized, and non-hierarchical 

nature of the assemblage. For Bennett, the assemblage and a commitment to the vitality of 

non-human actants, is important for developing a more ethical and non-anthropocentric 

politics that treats what is commonly reduced to “thing” with more grace and respect. These 

insights and avenues made possible by a theory like Bennett's is important not only for 

characterizing the assemblage(s) of the rave, but also in considering the greater political and 

ecological climate in which raving exists. Raving, particularly DJ-travel culture and certain 

substances such as MDMA / Ecstasy production, can be directly tied to pollution and 

environmental destruction (over and illegal logging of Sassafras tree for safrole, an organic 

compound and ingredient needed for the drug's production). In addition, the rave in the 

United States is tied to a material-spiritualism to the Great Lakes, the waterways that enabled 

the industrial development and eventual decline that allowed the space and material 

conditions for house and techno music to emerge. The Great Lakes are 'consciousness 

60 Jane Bennett, Vibrant Matter: a Political Ecology of Things (Durham: Duke University Press, 2010), 6. 

61 Bennett, Vibrant Matter, 23-4. 
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agents' as Bennett might suggest, in that they have their own material, imaginary, affective, 

and spiritual agency and in fluence on individuals and collective organizations of power. As 

climate refuges will turn to the Great Lakes as water becomes a more scarce resource, the 

futurist trajectory that began on the shores of the Great Lakes will continue. Free parties—an 

anti-capitalist and anti-consumer model of raving—may one day be a vector for survival in a 

near-future dystopian apocalypse. The concern of free and accessible water at the rave-

event, through drops, flows, and evaporations, links the water we take in our bodies and the 

water we sweat onto the floor directly to the Lakes. Ethical concerns around climate change 

and anthropogenic change of the landscape must always be foregrounded in any analysis of 

late-capitalism and its cultures. 

Another node in the constellation of my theoretical project is affect theory. Within the 

humanities affect theory and the affective turn has taken many paths and often been reduced 

to theories and structures that remove the radical potential of affect. For my own work I 

identify a line of thought about affect that emerges from Spinozan vitalism, to the work of 

Henri Bergson, through Deleuze and Guattari. This is a line of thinking that does not reduce 

affect and the affective toward sentiment and emotion. It is important to think of affect as both 

material and immaterial, and as Deleuzian Brian Massumi suggests, a condition of flows and 

movements of “intensity.” For Massumi, “intensity will be equated with affect.”62 Massumi is 

careful to suggest how our systems of signi fication, namely language, always-already fail to 

capture the agency and autonomy of affect as intensity. As he suggests, 

In the absence of an asignifying philosophy of affect, it is all too easy for received 
psychological categories to slip back in, undoing the considerable deconstructive work that 
has been effectively carried out by poststructuralism. Affect is most often used loosely as a 
synonym for emotion. But one of the clearest lessons...is that emotion and affect—if affect 
is intensity—follow different logics and pertain to different orders.63 

In such an epistemology, affect, as intensity, is more akin to the potentiality of firing of 

neurons within our bodies, build up and surges of power in the electrical grid, etc. The 

affective is a means of understanding that which is a potential and that which is “virtual.” 

Affect theory opens a world of inquiry into relations between human and non-human agents, 
62 Brian Massumi, "The Autonomy of Affect." Cultural Critique, no. 31, (1995), 88. 

63 Massumi, “The Autonomy of Affect,” 88. 
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energy flows that disturb and rupture stable bodies and collectivities. Foregrounding affect is 

important in understanding the type of mechanisms and workings of the rave assemblage in 

which the the music enacts and flows through the embodied subject like a circuit. There is 

prelinguistic force or intensity that flows in the vibrational frequencies of dance musics 

harmonies and rhythms that are ultimately irreducible to emotions alone, they are excessive, 

unbounded, and always-already capable of opening the virtual. While a particular rhythm or 

sound may be consciously understood as making a raver “happy” or “sad,” the energy and 

intensity that is contained and reduced in this understanding is always superseded and 

exceeded by the flows or intensities that enable it. 

Nearly rounding our methodological toolkit is an digression into of queer theory and 

history. It is with some hesitation that I employ queer theory and even the term “queer,” a 

once radical and academic reprocessing of a term of abjection. Due to discursive and public 

changes where “queering” has become an overused and overdetermined academic verb 

without any real meaning and “queer” identity has become a stand-in for homo-normative 

identities and political goals, it is suspect that “queer” holds its once radical edge and power. 

In its origins, queer theory and queerness represented a radical refusal of linear identity 

matrices and political goals. To embrace queerness was to turn against normative politics, 

normative sex acts, normative identity formations towards that which is virtual. In the last few 

years, and in a popularization and distribution of queer theory and once isolated academic 

discourse on online platforms like Tumblr or numerous “leftbook” Facebook groups, “queer” 

and “queerness” have become overdetermined and exhausted of their once sharp political 

edge. This is unfortunately the trajectory for any imaginary or extra-linguistic force and 

potential rei fied by language. For Lacan, language was always-already a trap that 

represented a rigged-game of castration for the subject or complete non-personhood for the 

case of the woman.64 For Deleuzian scholars like Massumi, language itself is a control or 

territorializing force that limits and rei fies potentialities like affect into emotion. Queerness, 

64 See Lacan, Seminar XX: On Feminine Sexuality: the limits of love and knowledge (1975), in which Lacan 
suggests that psychoanalysis and phallo-logocentrism allows no place for the female subject, who cannot 
exist as such as is written, Woman. 
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especially for those outside the heterosexual, cisgendered, norm, once represented a political 

line-of-flight, a line of deterritorialization that ruptured from the status quo and established 

vectors of identity and kinship. For dance music, rave culture, and the American and Global 

queer nightlife underground, queerness ultimately remains an important historical lens and 

potentiality. The dance floor / rave assemblage has existed, and continues to function, as a 

means of restructuring and producing new desiring machines of kinship, belonging, pleasure, 

and states of ecstasy. The club, especially in its origins, was a home for those rejected and 

exiled by their original families, a site of hedonism and pleasure where experimentations with 

drugs and sexual practices were allowed to thrive beyond societal moralism, where bodies 

could shed their limitations and emerge anew into undiscovered and yet-to-come identity 

vectors. 

For this project, I turn to the late performance study scholar Jose Muñoz, as a 

foundational text from which the rave and notions of queer temporality and futurity can 

emerge.65 Particularly, it is Muñoz's theory of queer temporality and utopianism as raised in 

Cruising Utopia, that remain essential for an understanding of the futurity and hauntological 

project this thesis, my field research, and my artistic work attempt to enact. For Muñoz, the 

work in Cruising Utopia is a commitment against temporal structures and dialects of the 

present, especially a heteronormative modality of time he identi fies as “straight time.” To 

achieve such a different modality, a sense and longing for a queer time that has yet-to-come 

emerges from Muñoz's appeal to the utopian and collective. For Muñoz, 

Queerness is utopian, and there is something queer about the utopian. Fredric Jameson 
described the utopian as the oddball or the maniac. Indeed, to live inside straight time and 
ask for, desire, and imagine another time and place is to represent and perform a desire 
that is both utopian and queer. To participate in such an endeavor is not to imagine an 
isolated future for the individual but instead to participate in a hermeneutic that wishes to 
describe a collective futurity, a notion of futurity that functions as a historical materialist 
critique.66 

The utopian gesture in queerness is something inherent in the performative futurity of rave-

aesthetics and collectivity. Against isolation, a queer performativity engages possibilities not-

65 In addition to the work of Muñoz, my methodology and consideration of temporality and futurity are indebted 
to scholars like Jack Halberstam and Lee Edelmen. While I believe it is important to consider their works, for 
the interest and scope of this paper I find it necessary only to foreground Muñoz. 

66 Jose Muñoz, Cruising Utopia: The Then and There of Queer Futurity (New York: NYU Press, 2009), 26. 
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yet imagined and structures and identity formations less a strict vectors or stable categories 

but as open and shifting forms. 

It is the failure of homo-normative and neoliberal politics that forecloses the potential of 

the queer futurist and queer utopian perspective elucidated in Muñoz work. Against standard 

teleological developments, are what Muñoz identi fies when describing “queerness as a 

horizon,” for which he suggests, 

To see queerness as a horizon is to perceive it as a modality of ecstatic time in which the 
temporal stranglehold that I describe as straight time is interrupted or stepped out of. 
Ecstatic time is signaled at the moment one feels ecstasy, announced perhaps in a 
scream or grunt of pleasure, and more importantly during moments of contemplation when 
one looks back at a scene from one’s past, present, or future. Opening oneself up to such 
a a perception of queerness as manifestation in and of ecstatic time offers queers much 
more that the meager offerings of pragmatic gay and lesbian politics. Seeing queerness as 
horizon rescues and emboldens concepts such as freedom that have been withered by 
the touch of neoliberal thought and gay assimilationist politics.67 

The concerns for a dominant neoliberal and straight time, are a world in which futurity and the 

potential for that which isn't global capitalism is impossible. It is no wonder, Francis Ford 

Fukiyama, the theorist of the neoliberal age par excellence, once claimed Western Society 

was at the “end of history.” Straight time is a time that forecloses the vitality and the virtual 

within the unfolding of time. It is a time that denies alternative tellings to the past, where the 

historical meta-narratives of “history,” “culture,” and “progress” are always operating toward a 

more productive and wealthier society. Straight time is product and node of territorial and 

capitalist assemblages that seek to contain power and the flow of discourses in ways that 

keep the dominant order and structure of powers intact. Turning toward a different vitalism, an 

ecstatic time, is the temporality of queer politics and the rave assemblage. The rave, a 

temporary assemblage, of music, bodies, technology, and psychoactive drugs, shifts away 

from the conditions of capitalist control—your body is a means of generating labor—toward a 

condition of a society that is an unfolding or becoming. In the rave space, your body labors, 

but it is a labor to efface boundaries, to become one with the dance floor and bodies around 

you, to “work” solely for pleasure. The raver-body is laborer that has short-circuited the 

alienation of their own production. We see the raver, or rather can map Muñoz's description of 

how one feels ecstatic time, in the “scream or grunt of pleasure,” and in the contemplative 

67 Jose Muñoz, Cruising Utopia, 32. 
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moment such an experience of the ecstatic enables. 

Muñoz's foregrounding of temporality and a different hermeneutic's of an af firmative 

and vitalist politics leads us to the last point of the theoretical constellation of this thesis work. 

This is the node of hauntology and more speci fically the condition of the present identi fied by 

Mark Fisher as “capitalist realism.” Hauntology, a portmanteau of haunting and ontology, was 

laid out as a late-corollary by critic Jacques Derrida to his project of deconstruction. In 

Spectres of Marx, Derrida constructs a theory that locates the ghost or “revenant,” not only in 

Marx and Engels Communist Manifest; but also within Shakespeare's Hamlet, the discourses 

of psychoanalysis and leftist politics, and culture and materiality at large. Hamlet's encounter 

with the ghostly father, becomes a phenomenological moment that opens an analysis of just 

what is at stake in a ghostly presence and how it points both inside and outside our 

experience of time as a linear vector ruptures through reality. For Derrida, the polemic of 

Spectres of Marx addresses a moment in which “communism” (as it had been imagined as 

state-capitalism in the USSR) failed and the ideological antagonism of the Cold War faded 

into Fukuyama's “end of history.” Capitalism and neoliberalism had won outright, political 

endeavors and hopes were to be found within the system and its machinations or outright 

foreclosed as possibility states accessible to those in the present. The political power of 

Derrida's theorization is that hauntology opens a transversal, or line-of-flight, from the 

neoliberal meta-narrative, a double injunction that claims ghosts and specters such as 

communism were always-already dead, always-already set to return. Hauntology as Derrida 

suggested, called multiple ghostly father-figures, including Marx and Freud, into the temporal 

present, to wrangle up what the dead and their spectral messages may hold for those in the 

present and toward the future. 

Derrida's theory was particularly resonant with early scholars of the rave and dance 

music culture that include both Simon Reynolds and Mark Fisher. Hauntology as a theoretical 

modality enabled culture writers such as these to consider patterns of retro-futurism and 

“retromania,” a profound sense that nothing new or innovative could occur merely remixes 
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and rehashing of lost forms and data points—the cultural artifacts and detritus of the past— 

rediscovered and recontextualized. Hauntology and hauntological media dominate the cultural 

field as identi fied by postmodern theorists like Fisher and others that studied in Warwick's 

CCRU. Hauntology also in fluenced a generation of music critics and authors who flourished in 

a time when the work of music journalism was less about marketing and open for public 

intellectuals like Simon Reynolds.68 What is signaled and foregrounded throughout the work of 

these cultural critics are the many notions of broken temporality, an exhaustion of the future 

and the “new,” ghostly returns of dead-genres and aesthetics. A similar political condition led 

Mark Fisher to expand Jameson's notion of postmodernism and Franco “Bifo” Berardi's theory 

of precarity into his theory of capitalist realism. 

Capitalist realism is a condition beyond control society, the depressive and sick 

accelerationist bent of neoliberal capital that denies and forecloses any and all alternatives. 

The laborer, debtor, addict, and student, are no longer single identities but the many nodes of 

a displaced and fragmented subject position most of us in information cyber-capital inhabit. 

Within this disturbed and fragmented position is a fragmented and unstable temporality—one 

in which increasingly capitalism grasps every aspect of our waking lives, and we are 

seemingly exhausted and devoid of any time for ourselves. This is control society that has 

been CRISPR'd with a genetic-computer virus, so innocuous, we are willingly giving our affect 

and memories to the corporate media empires wholesale. Biometric and personal data are 

mined endlessly. To truly grasp just how tight the grasp of neoliberal capital's control is, one 

must turn to theory-fiction, science fiction, and anti-realism as a means of coping and 

considering reality. To describe the subject of capitalist realism, Fisher completes such a 

gesture in turning to Gibson's fiction when he suggests, 

If the figure of discipline was the worker-prisoner, the figure of control is the debtor-addict. 
Cyberspatial capital operates by addicting its users, William Gibson recognized that in 
Neuromancer when he had Case and the other cyberspace cowboys feeling insects-
under-the-skin strung out when they unplugged from the matrix (Case's amphetamine 
habit is plainly the substitute for an addiction to a far more abstract speed). If, then, 

68 In contrast to today's media culture, which is no longer decentralized among bloggers or cultural writers, but 
aligned with industry supporting publications like Fact, Fader, and Resident Advisor, who largely work to 
reflect industry desires to promote and propel figures who are tied to vast networks of wealth. Resident 
Advisor in particular has seen many growing pains including the decision to eliminate comments from articles 
due to scene toxicity and embarrassment when being called out for market and industry pandering. 
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something like attention deficit hyperactivity disorder is a pathology, it is a pathology of 
late capitalism – a consequence of being wired into the entertainment-control circuits of 
hyper-mediated consumer culture.69 

This is a pathological capitalism, that in turn engenders the pathologized subject. For Fisher, 

the subject of capitalist realism, and especially students of his born completely within this 

postmodern order, were subject to psychological conditions like ADHD, addiction, bipolar 

depression/mania, and psychosis. Fisher himself, despite his commitment and refusal to 

accept capitalist realism's foreclosure and death of futurity and the virtual, struggled with such 

conditions himself. Despite the literal writing on the wall, like many other self-aware writers 

and cultural critics, Fisher took his own life on January 13, 2017. His act of suicide directly 

proceeded his complete publication The Weird and the Eerie and at the time he was working 

on an unfinished manuscript we now only have excerpts of called Acid Communism. 

We may never know just what kind of theory would unfold in works like Acid 

Communism, but there is a sense of relief or grace that comes with the end of Fisher's 

suffering. Reading his texts at times is maddening, what some of my colleagues have 

described as a dark spiral that only leads to a nihilistic bent of ultimate self-destruction or 

suicide.70 Despite this, it was a double set of events of loss around the end of 2016 and early 

2017—the Ghost Ship Fire and Fisher's suicide—that led me to transition from raver 

academic-drop out to return to complete this academic project. If even a fragment of Fisher's 

theories and musings are resonant for the reader—as they very much are for me—a kind of 

uncomfortable synchronicity emerges from the loss of Mark as scholar and historian of 

culture. Beyond his life, Fisher becomes one of the many hauntological manifestations within 

a whole generation of artists and cultural theorists that I believe we can not yet render or 

properly imagine. It is within this virtual, speculative space, that I hope my work sits and 

occupies. 

I believe that for scholars of the rave, and those committed to a queer politics and 

queer temporality, a synthesis of ideas and modalities within both Fisher and Muñoz should 

69 Fisher, Capitalist Realism, 25. 

70 In conversations with Nick Bazano among others. 
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be brought together. As Muñoz suggests, the ghost and specter are not only figures in which 

heterosexual dominant culture imagines homosexuality but also how homosexuality is the 

specter that haunts heterosexuality. For Muñoz, “the double ontology of ghosts and 

ghostliness, the manner in which ghosts exist inside and out and traverse categorical 

distinctions, seems especially useful for a queer criticism that attempts to understand 

communal mourning, group psychologies, and the need for a politics that 'carries' our dead 

with us into battles for the present and the future.”71 Taking serious the power and gift of the 

ghost, a figure that represents the conditioning of our reality, enables a politics of the virtual 

and a commitment to collectivity. Becoming medium, or mediumship, is a tactic to deploy in 

considering cultural histories, the traumas that run through them, and the ache and cries of 

liberation forced into temporary zones of ecstasy. That which haunts us and the present is not 

just a spectral present, the virtual, but real material ghosts which we must honor, call upon, 

and deploy in order to fight the systems that seek our control and foreclose any sense of our 

individual or collective liberation. 

Reissue / Spinback: A Brief History of Electronic Music, Queer Nightlife, and Rave 
Culture 

The history of what I identify as underground queer nightlife and rave culture are not 

necessarily uni fied, yet they are manifestations cultures and aesthetic communities that are in 

af finity with one another. There is a constant interplay between nightlife institutions and 

business and the art and radical expression of the underground. By necessity underground 

performance and queer music cultures have found home in club spaces. Accounting for the 

history of particular genres and scenes, the auteurs and pioneers of experimental and pop 

tendencies, or the by the techno-social / media-archaeological, are projects that have already 

been done,72 and while necessary, are at danger of falling into standardization and 

71 Muñoz, Cruising Utopia, 46. 

72 See Tim Lawrence's Life and Death on the New York Dance Floor, 1980-1983 (2016), Hold On To Your 
Dreams: Arthur Russell and the Downtown Music scene, 1973-1992 (2009), and Love Saves The Day: A 
History of American Dance Music Culture, 1970-79 (2004), all through Duke University Press. For a detailed 
history spanning both Europe and the United States, see Reynolds, Energy Flash: A Journey Through Rave 
Music and Dance Culture (Soft Skull Press, 2012). For the aughts, and especially Chicago, Germany and 
France, see Luis-Manuel Garcia's dissertation, “Can You Feel It, Too?”: Intimacy and Affect at Electronic 
Music Events in Paris, Chicago, and Berlin (2011). For an account of detroit techno, see Dan Sicko's Techno 
Rebels: the renegades of electronic funk (1999). This is not an exhaustive list by any means. 
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canonization of a culture that is always-already more amorphous, spiraling, and divergent, 

than any ethnomusicologist, DJ who-was-there, or super “head” could ever capture. There are 

standard nodes—pioneers and heroes of the early days in the birth of the American club, 

particular cultural moments and spaces, genre developments and international transport and 

cultural exchange—that will remain throughout the telling and retelling of dance music and the 

rave. Rather than attempt to tell a single historical vector—akin to painting a single complete 

picture, an interactive phylogenetic tree at best—I deploy a historical telling like channeling 

specters on a ouija board. I drift between the historical origins of the some elements that 

become the contemporary rave and underground which developed from have developed 

events, spaces, and scenes that find af finity with hedonism, psychedelia, and liberatory 

politics through nihilistic, ecstatic, and and material means. 

I wish to identify moments, intensities and flows, and limits in an attempt to create a 

vector field or abstract architecture that can help the uninitiated understand the maddening 

scope and seriousness to this culture. In this gesture, I want to resist imagining dance music 

culture—the genres and scenes it thrives, dies, and recycles through like a self-cannibalizing 

slime mold—as some static image. An unfortunate task of both history and hermeneutic's is 

that the process of even faithful close-reading unfortunately is a sadistic dissection that often 

leaves knowledge and discourse dead. Dance music culture, and perhaps recording 

technology at-large, is always-already in a liminal position, neither alive nor dead. Early 

DJing, often meant recontextualization of dead music, tunes and artists lost to history and not 

immediately ready for the club floor. There was an openness prior to the genre's 

territorializing force, which began through the club industry but eventually was perfected and 

hybridized by capitalist assemblages of the market. In addition to this were the speci ficities of 

identity within the communities—class, sexual, and racial—that were an essential part of how 

the emergent communities between New York, New Jersey, Chicago, Detroit, and the greater 

midwest and rustbelt began and continually developed through communal kinship and 

collectivity. Although dance music, particularly the continuum of House and Techno, may 
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have began in the states under these speci fied and intentional conditions, the transport of this 

music as a European product, for largely straight middle and working class white audiences, 

usually erased the politics and speci ficities of particular scenes, genres, and artists. 

When cultural taste, trends, and what is “cool” dictate market forces, artists and labels, 

as well as punters, can only ride waves of success and the limelight of clubland for so long. 

Genre, technique, repertoire, and styles are constantly summoned as an undead 

manifestation by the under- and overground forces and agents of dance and rave culture. 

These revived formations are a cool cultural necromancy where zombi fication and hybridized 

chimeras are tactics and sign regimes of the most reductive capitalist industry productions 

and experimental avant-garde experiments. In todays algorithmic culture, in which streaming 

giants represent some of the largest access to recorded sound, but also are engaged in 

delivery that uses our affect and desires in ways we are always alienated from, I want to resist 

falling into any accelerationist alarmism or romanticism, but the rate of the vectors of revival, 

consumption, and feedback into the purgatory of the archive feels unhinged. In the last few 

years in which my ethnographic research occurred, I witnessed a revival of acid, electro, 

breaks, trance, hardcore, and gabber within the American cosmopolitan scenes. The speed at 

which the genres are brought back to life only to be quickly exhausted, the hype golem 

struggling to contain the ghost of lost and imagined pasts and futures, quickly becomes 

mangled and broken, decomposes to its to its material grave. 

As I shall try to show, the hauntological field of club, underground, and rave music has 

thrived because it is an ecosystem of living, dead, and undead forces. In the case above, 

genre revivalism and trend speculation is dangerous, but it also necessitates that those that 

stick around and become invested and a part of the culture are exposed to more of its 

nuances, differences, and sparks of history. It also means that genres and forms are 

constantly open to the possible expansion as revenant or revived specter. Often this leads to 

encounters with the strange and eerie, that we can find as a trajectory in the hauntological 

work of Fisher and other speculative realists.73 In turning to a brief historical constellation I 

73 A turn to the weird, eerie, and uncanny can be seen in the speculative realism and speculative critique in 
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hope to channel some of these more haunting presences. This network also resonates with 

the localized ethnographic research from 2016 to the present that is representative of a body 

of passionate participants who are committed to supporting events that continue to both push 

the culture and pay respect to its past and carrying this culture. This drive by the culture's 

participants, often to their financial, legal, psychological, and physical suffering, detriment, or 

even demise, occurs despite dominant culture's wish—and especially its legal and police 

assemblages / machines desire—to extinguish the rave, reify it as a marketing signi fier, and 

deny and disavow any its the leftist, utopian, and psychedelic virtuality and political potential. 

We can begin some of our meditation on the ghosts of past within New York City in the 

late 60s and 1970s. While psychedelic culture and rock-and-roll occurring throughout the 

domestic United States and abroad had a large impact on music and sound-system culture, it 

is this early moment in New York City's modern club infancy that serves as an origin point for 

what would become house and techno. One of the first figures we can turn to is David 

Mancuso, who's curating and selecting at his own and other house parties in the late 60s led 

to the foundations of DJing as an art form. It was Mancuso's commitment to establishing an 

open space, a deep space, of celebration and revelry that did not restrict access based on 

wealth, that discotheques and early clubs thrived on. Scholars like Tim Lawrence, in Love 

Saves The Day, his seminal account of the American scene during the 1970s, and 

documentary projects like Josell Ramos' Maestro (2003) give rich and deep accounts of the 

magic of this early era and the meaning it held for early patrons.74,75 Figures 10 and 11, show 

a classic shot of the Loft, decorated like a child's birthday party with balloons and streamers— 

Mancuso's signature style—and a shot of David in the booth the Prince Street Loft years 

earlier in 1975. (Appendix 1) Without merely recounting important work done by this and 

other scholarship on the era I would like to stress some key aspects of Mancuso's ethos, his 

technique, the social politics of his project, and the role The Loft played in serving as an early 

work like Fisher's The Weird and the Eerie, but also Eugene Thacker, Alexander Galloway, amongst others. 
74 Lawrence, Tim. Love Saves the Day: a history of american dance music culture, 1970-1979. Duke University 

Press: Durham, NC. 2003. 
75 Ramos, Josell. Maestro. Directed by Josell Ramos. Los Angeles: Sony Pictures Entertainment. 2005. 
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model of rave culture. 

Mancuso's story of success and commitment to providing a space of freedom and 

liberation for those less fortunate and excluded by the dominant social form stem from his 

unique upbringing. The dialectic of suffering and salvation runs through not only Mancuso's 

early childhood, growing up in an orphanage and being a high school drop out, but also 

throughout the styles, genres, and narratives of black liberation and struggle inherent in 

African Diaspora music. Gospel, Rhythm and Blues, Funk, and Rock and Roll, were all 

developments of black folk music, pop music, that became the swirling primordial soup from 

which proto-house and Garage music—the signature of Mancuso and those DJs and clubs 

his work would inspire—emerged. Black popular and folk music is inherently tied to the 

experience and struggle of black consciousness. The history of the north-Atlantic slave trade, 

the continuation of the slavery system through Jim Crowe and later the prison industrial 

complex, and daily macro- and micro-aggressions are ghostly traumas that have fueled some 

of the most powerful experiences in popular American Music. The patrons of Mancuso's Loft, 

who were largely not only black and latino, but also gay and queer, were folks who had been 

'doubly excluded' by society, normative power structures, and often their own families. 

The Loft's invite only system ensured accountability not exclusivity, allowing his home 

to serve a haven for those who had no other place in society and for whom self-expression 

and public displays of desire and pleasure where legally and socially policed and punished. 

Mancuso's inaugural and underground party, “Love Saves the Day” on February 14th, 1970, 

was just 7 months after the Stonewall Riots of 1969. Prior and after the Stonewall Riots, 

congregating in gay nightclubs and bars, and especially dancing or even platonic fraternizing 

with other members of your community meant you were at the risk of police raids and jail 

time, but also rogue citizens acting completely within the logic of toxic masculinity who beat or 

killed vulnerable gay, lesbian, or transgender folk. A queer body is always-already vulnerable, 

positioned in a liminal space of visibility, opacity, and transitions in that the queer body is a 

virtual subject, a becoming that may code-switch and translate in order to survive the real 
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threats of violence of heterosexual patriarchal capital. To exist in the late 1960s and 1970s 

one had to often know their mere existence and expression as a human being meant legal 

and punitive threat and violence and possible death. The specter of heterosexual punishment 

and violence against queer bodies and queer life remains to the present, a fractured time in 

which Matthew Shepard, the countless murders of trans women of color, and the increased 

hate crimes and activity amongst reactionary male af finity groups, all peer upon neoliberal 

trajectories of normative gay and lesbian politics.76 Mancuso's experiment was a unique 

assemblage of several elements I shall address but ultimately its in fluence on the spaces and 

design philosophies' of the clubs and venues The Loft would engender is something one can't 

possibly stress enough. Despite Mancuso's passing in 2016, The Loft continues today and 

many of his records remain in the space it calls home.77 

Mancuso as a pioneer and deep listener and audiophile coalesced as an artist and 

visionary through several material and technological conditions that structured the landscape 

in which his vision emerged. His interest and growth into a hi-fi audiophile developed out of an 

encounter with friend Jimmy Miller who introduced Mancuso to a hi-fi sound system he had 

recently acquired, a pair of the prized Klipschorns speakers.78 This chance encounter 

enthralled the hippie Mancuso and led to Miller's introduction to Richard Long, another 

76 Much the way in historical traumas such as racial prejudice and slavery must be understood at a material and 
extra material level in order to understand how violences and power enacted through difference and othering 
resonates through information networks, social practices, traditions, and the literal material of the floor and 
walls in which we reside, work, and find leisure. White cis male heterosexuality is built upon a semantic chain 
that operates through exclusion, negative connotation, of that that which it is not. To be a man is not truly to 
be anything besides not feminine, not aggressive, not gay, etc. I do not wish to make this the case that all 
men operate in this ideological mode, but rather, masculinity is always-already a failed or impossible vector 
and its stresses unfortunately emerge as violence—towards others or oneself—that explain some of the 
comorbidity of certain masculine diseases as well as unchecked emotional rage and violence. It is the type of 
encoded programming and logic gates that caused a friend of my father to tell me as a middle schooler 
during a casual game of basketball that I could do anything in life, and it wouldn't matter as long as I never 
had sex with a man. This poltergeist was also present when my father told me nonchalantly that older boys 
in high school and some of my uncles had been involved in a horrid practice of waiting outside the gay bar in 
my suburban home town till closing in order to stalk and beat gay men on their way to their cars or home. 
Understanding the existence of this structure helps to contextualize the importance of non-hegemonic and 
intentional and exclusive community space. 

77 One friend's account of the first Loft Party of 2019 suggested that scene veteran and descendant of the 
tradition began by Mancuso and Levan, François K. / Kevorkian played a special tribute to Levan by picking 
through some of his crates that still haunt the space of the Loft. The party patrons, many of whom have been 
going for years, and newcombers who have found the privilege of being given an invitation, has drifted toward 
a more family-friendly scene, much different from its hedonistic heydays. Despite this development the 
testament to just how long this party has continued and how serious its patrons are about the music and 
experience (no drinks on the dance floor, etc), shows just how powerful Mancuso's legacy is. 

78 Lawrence, Love Saves the Day, 6-7. 
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audiophile and sound technician employed for General Electric. Long sold Mancuso his first 

Klipschorns, the speaker that would become the staple of The Loft's sound-system. 

Mancuso's position between hi-fi culture and hippie psychedelia meant he was enmeshed in a 

network of psychonauts, artists, performers, and personalities that wove throughout the 

underground and avant-garde of the 60s and 1970s in New York City. Long, who would go on 

to work for Alex Rosner (AR) Custom Sound, the company that designed the Loft's sound rig, 

would eventually split from AR to form his own sound company and work on some of the most 

premiere sound-systems including the Paradise Garage—Larry Levan's Loft-style mega-club 

that opened in the late 1970s and that served as a precursor to Chicago's Warehouse and 

Music Box—but also the infamous Studio 54.79 

Studio 54 and The Loft are at times opposing assemblages caught in a spiral around 

dance music and club culture. The Loft's open and accepting culture was transformed and 

modi fied to become Studio 54's invite culture of celebrity, fame, money, and exclusivity. In 

many ways both were manifestations of culture prior to a distinction between what was 

mainstream and underground. As Lawrence in his historical study suggests, 

Love Saves the Day...tells the story of both the Loft and Studio 54. In the first 
instance it describes these parties as separate phenomena. One, after all, was 
the linchpin of the New York underground while the other became the focal point 
of excessive midtown hedonism. Yet Love Saves the Day also explores the 
connections that existed between these two parties, joining up the dots in order 
to reveal the way in which dance culture evolved from the reclusive model of the 
Loft to the extroverted paradigm of Studio 54, as well as the way in which these 
venues became crucial nodal points on the much wider continuum of 
'nightworld.'80 

A map of New York City's club spaces from Night Fever: Designing Club Culture 1960-Today, 

shows both Studio 54 and the Loft, venues that were seemingly opposed yet consistently in 

dialogue and influenced one another and the 'scenes' each club-space engendered. While I 

only really focus on the Mancuso's home venue The Loft and also the Paradise Garage, there 

has been a saturation of historic venues across NYC's landscape. Unfortunately, political 

forces and gentri fication has meant that these spaces are rarely permanent. (Figures 12 and 

79 Beta, Andy. “Magic Touch: Richard Long's Life-Changing Sound-Systems.” Redbull Music Academy. Web. 
2016. https://daily.redbullmusicacademy.com/2016/05/richard-long-feature 

80 Lawrence, Love Saves the Day, 3. 

https://daily.redbullmusicacademy.com/2016/05/richard-long-feature
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13). 

The Loft is unique in that it is part of the hippie psychedelic New York art scene, yet it 

exceeds its own position and joins with vectors on a continuum that includes Manchester and 

other Northern Soul all-nighters, 1960s hippie dropout culture and The Grateful Dead, art 

happenings and performance and experimental theater of Jack Smith's Atlantis Loft, the 

experimental performance space of The Kitchen, early proto-acid house parties in England 

and Ibiza, 'free parties' in Europe, and underground raves in the American rustbelt and 

midwest. Connected but opposing this constellation is the continuum of Studio 54, which 

includes high end clubs like the Starck in Dallas that opened a decade later and was a 

catalyst for the spread of MDMA or “Ecstasy” and the proto-acid house movement, mega-club 

institutions across the globe, high fashion nightlife destinations, Coachella, other EDM 

festivals. Both of these continuums ultimately feedback on one another but they are distinct. 

In the case of Mancuso's project, The Loft and its style of party and community, emerged and 

functioned as a nomadic assemblage, a desiring-machine that sought pleasure and liberation 

as its goals. For Studio 54, and its decedents, capitalist and territorial assemblages sought to 

allow pleasure but ultimately serve accumulation of value as the core production of this 

desiring-machine. 

Both parties or club spaces faced the similar societal pressures and mechanisms, 

namely legal and real-estate forces. The explosion of the nightclub scene in 1970s New York 

was a direct result of the slow and degrading American economy, in which former industrial 

and commercial property in New York was at an all time surplus. Operating a legitimate venue 

or club, especially one that served alcohol or food meant the City's enforcement and need for 

a 'Cabaret License' that allowed patrons to dance. Mancuso's Loft was policed under this 

control mechanism, but ultimately allowed to continue because his party was private and what 

his events offered was merely a space to enjoy the music. Both spaces in fluenced and 

informed a generation of partygoers and dance floor denizens that coalesced in the explosion 

and height of disco in the 1970s. New York, at this time,was not only the premiere model for 
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scenes and club spaces, that could open because gentri fication had not yet eliminated 

spaces that would allow clubs to originate, but the city was also the site and home of a sound 

or emergent genre, “Garage music.” Garage music, named for The Paradise Garage, “a 

sprawling garage space on King Street, a desolate industrial block south of Greenwich Village 

near the Hudson River.”81 (Figure's 14 and 15, show the exterior of venue during the day 

and the line of patrons waiting to get in on a typical night, respectively). Levan and his 

friends like Frankie Knuckles who had come up in other clubs and through friendship with 

veteran's like Gallery's Nicky Siano, ultimately would be in fluenced as “Loft-heads” and take 

the open proto-house music sound of New York and catapult it into the culture it is today. 

Levan even had a brief time as a resident at the Loft, but Levan's wild partying with drugs 

such as PCP, would spook Mancuso and ask him to leave.82 

In his move out of the Loft, Larry Levan became the star and master of the newly opened 

Paradise Garage, named because of the former business it used to hold, but also because of 

the virtual potential of such a space. Through Levan's mixing, the energy of the crowd, 

'Paradise' could be found on a dance floor—earthly liberation and salvation was possible 

through a night of passionate sweaty dancing. The mixed—though often gay male black and 

latino—crowd and the venue, represented a hybrid club experience between both Studio 54 

and Mancuso's Loft. Images of patrons show the ecstasy and pleasure with which the 

celebration each weekend held. (Figure 16, Inside Paradise Garage). The religious 

overtones of the weekly Saturday party as “mass” or “sermon,” resonated not only with the 

clubs name--'Paradise' Garage—but also with the content of the early gospel in fluenced disco 

and proto-house that became known as “garage music.” The club became a tabernacle for 

those who existed in liminal spaces outside normal society and for sexual minorities. 

Followers of Levan had a religious devotion to him, and, as suggested in a piece published to 

commemorate the memorial party held by Red Bull Music Academy following the legends 

death, Ben Barna accounts that, 

81 Lawrence, Love Saves the Day, 293. 

82 Lawrence, Love Saves the Day, 292. 
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The man credited with pioneering that sound and shepherding the Garage’s dedication to 
music was Larry Levan, whose devotion to making people dance gave birth to the figure of 
the modern D.J. Before the arrival of Levan, who died in 1992, a D.J. was just a functional 
cog in the club’s apparatus, not the main attraction. Levan’s Saturday sets which came to 
be known as 'Saturday Mass'  were all-night marathons that ran the gamut of his eclectic 
tastes. If his audience wasn’t feeling a particular song, Levan, who was a master at 
working the crowd, would play it again and again until they eventually did.83 

Larry's diva antics and passion and dedication to every element of the club—not only DJing, 

but the sound-system, decoration, lighting—was awe inspiring, and led many to consider him 

one of the most important if not the foundational figure of dance music culture.84 Levan was 

certainly in fluenced and inspired by folks like Nicky Siano and David Mancuso, but his 

technique and repertoire pushed DJing into a seriousness and status as an art form in and of 

itself. What is ironic about his in fluence in establishing the sound that became “garage music,” 

was that Larry's style was not limited to a single genre, or type of music. Levan as expert and 

genius selector often had access to white-label and test pressings the public and dedicated 

crowd would never see. Many of the styles and genres that would become garage music were 

established by Mancuso in The Loft, but the power of the sound system, the more wild and 

debaucherous nature of the partying and hedonism, meant the Paradise Garage would serve 

as the ultimate signi fier in the canonization of music and record sale and distribution 

networks. 

Levan's upbringing as an underage club-goer and his experience within the Harlem 

drag and the ball community (that would later become the vogue community of New York and 

the Tri-State area) was essential to his performative identity and practice as DJ and icon. It 

was in the drag houses of Harlem that Levan would meet Frankie Knuckles, his best friend, 

contemporary, and protege who would be farmed out of the New York scene to Chicago to 

start a similar trajectory as Levan first at the legendary Warehouse club that opened in 1977. 

Knuckles began his work with Larry during his earlier residency at the Continental Baths, 

where Knuckles initially came in to help Larry with the club lighting, but eventually split the 

weeknight residencies and often took over Larry Levan's weeknight gigs due to him not 

83 Barna, Ben. “Memories of the Paradise Garage, From Those Who Danced There.” T Magazine. New York 
Times. Web. May 9, 2014. https://tmagazine.blogs.nytimes.com/2014/05/09/ flashback-memories-of-the-
paradise-garage-larry-levan-street-party/ 

84 Shapiro, Peter. “Saturday Mass: Larry Levan and the Paradise Garage.” Red Bull Music Academy. Web. 
April, 2014. https://daily.redbullmusicacademy.com/2014/04/larry-levan-feature 

https://daily.redbullmusicacademy.com/2014/04/larry-levan-feature
https://tmagazine.blogs.nytimes.com/2014/05/09/flashback-memories-of-the-paradise-garage-larry-levan-street-party/
https://tmagazine.blogs.nytimes.com/2014/05/09/flashback-memories-of-the-paradise-garage-larry-levan-street-party/
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showing up or sleeping through the gig.85 What uni fied these two pioneers was their passion, 

that flowed out into the intense scenes and communities they enabled. Both the Paradise 

Garage and the Warehouse were sites in which gay folk, and particularly queers of color, 

could cut loose and live out and proud in public that included sex and rampant drug use. As 

Simon Reynolds accounts, “Garage's roots go back to New York's early seventies disco 

underground. Mostly gay black and gay hispanic, this scene characterized by a bacchanalian 

fervor that was fueled by acid, amphetamine and the Ecstasy-like downer Quaalude.”86 The 

religiosity of this type of nightlife experience and Dj as priest or shaman was rather present in 

the consciousness of the partygoers and 'heads.' Reynolds remarks that, 

John Iozia described the Garage as both pagan ('an anthropologist's wet dream...tribal 
and totally anti-Western') and ecclesiastical (the dance floor was a fervent congregation of 
'space-age Baptists')....Garage veterans regarded the club as 'their church.'....the Garage 
was modeled on an audio-mixer that the manufacturer had originally developed for church 
sound-systems...Levan was won of the very first examples of the Dj-as-shaman, a techno-
mystic who developed a science of total sound in order to create spiritual experiences for 
his followers.87 

This cult like environment, and the spiritual commitment and energy of the club atmosphere 

and performativity of DJing meant both Levan and Knuckles approached this emergent art 

practice like the religious origins of the “vocation.” 

Levan who had already established his ties with what would later become the Paradise 

Garage in 1977 turned the offer eventually given to Knuckles to move to Chicago and bring 

the New York sound to a new venue, the Warehouse. (Figure 17 & 18, Warehouse exterior 

and shot inside the club). Knuckles, like Levan, spun an impressive range of disco, italo, 

funk, psychedelic rock, experimental, dub, and new wave that became a craze with a huge 

cult following. The Warehouse held marathon weekend parties for its largely black and gay 

clientele, though Frankie was committed to pushing the culture forward and joining racially 

and sexually divided communities that had joined together in New York venues like the Loft 

and Paradise Garage. The passion of his followers and devotees meant record stores in 

Chicago began organizing records Frankie would play at his residency in a “Warehouse” 

85 Bill Brewster and Frank Broughton, “Larry Levan Lookalikes and More: DJ Tony Smith on New York Disco 
and Electro in the '70s.” Red Bull Music Academy Daily, Web, January 8,2019. 
https://daily.redbullmusicacademy.com/2019/01/tony-smith-interview 

86 Reynolds, 28. 

87 Ibid., 28. 

https://daily.redbullmusicacademy.com/2019/01/tony-smith-interview
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section. Eventually this became shortened to “House” and this non-genre genrefication 

changed the trajectory of electronic music into the continuum that upholds the present. House 

music grew beyond the eclectic tastes of Frankie's selections and into its own form as 

Knuckles and his contemporaries began to break into production. There are even tales of 

Frankie overdubbing and cutting live dubs of tracks in the booth that he would play in different 

forms for club goers throughout the night. Frankie's style and passion for this speci fic music 

culture led to his honorary title “The Godfather of House.” Though originating from New York, 

his transition to the midwest put Chicago on the map as the destination of club music, and 

made house music and its culture a global export. 

Chicago's emergence as the house mecca sent reverberations across the globe to 

burgeoning club scenes in the United Kingdom growing out of gothic new romanticism and 

new wave, bouncing back to New York and New Jersey, to Detroit, and to the American 

South-West. In Detroit, a parallel scene grew out of funk and black psychedelic afro-futurist 

projects that led early pioneers like Juan Atkins to form early projects like Cybotron. The 

psychedelic proto-cyberpunk aesthetic of Detroit's electro came from a more European 

in fluenced aesthetic and black middle class milieu. The weirder elements of Krautrock, early 

Electric Body Music (EBM), new wave, and punk boiled into an explosion of high school clubs 

of DJs and dancer communities. Detroit's position as a manufacturing center in decline meant 

that the youth that would make up the first and second-wave of Detroit “Techno” came from 

greater means than poorer gay black and latino scenes of New York and Chicago. In addition, 

a younger crowd, the community and scene was less integrated with drug use, yet through 

the afro-futurist roots of Detroit funk and rock and roll alongside gnostic psychedelic had deep 

impacts on the particular consciousness of techno. 

Detroit was a wounded city, a decaying industrial town ravaged by the 1970s economic 

recessions as well as the neoliberal turn in Reaganomics toward globalism. This back drop, 

and the hope for something greater than the manufacturing jobs and brutalist Rust Belt 

environment, shaped the consciousness of its early founders like the Belville Three—Juan 
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Atkins, Derrick May, and Kevin Saunderson. The futurism in techno was a passionate search 

for salvation through speculative escapism from the decaying urban wasteland, as Simon 

Reynold's suggests when discussing Juan Atkin's project Cybotron (Figure 19), 

But for all their futuristic mise-en-scène, the vision underlying Cybotron songs was 
Detroit-speci fic, capturing a city in transition: from industrial boom-town to post-Fordist 
wasteland, from US capital of manufacturing to US capital of homicide. Following the late 
sixties and early seventies syndrome of 'white flight' to the suburbs, the decline of the 
auto industry, and the de-gentri fication of once securely middle-class black districts, 
Detroit's city center had become a ghost town.88 

The awareness of the social dynamics of capitalism's failure, the ghosts of the virtual 

promises of “progress,” represented a political consciousness and black pride that was 

different than the sexual and gay liberation politics of the New York and Chicago scenes. 

Whereas House and Garage's gospel and disco roots were characterized by an organic and 

often acoustic sound palette, Atkins, Saunderson, and May would go on to adopt, foreground 

and even fetishize technology in their aesthetic production. While isolated geographically from 

the other and early scenes of New York and Chicago, many of the young Detroiters in the 

1980s traveled to either city as their hometown was a de-facto mid-point between the club 

capitals. In addition, early techno productions—functional and “track” compositions that 

represented stripped minimal electronic soundscapes—were cut and tested in booth's like 

Frankie's own club The Power Plant. Derrick May's seminal “Strings of Life,” released in 1987 

and named by Frankie, was played again and again as a demo tape as Frankie first 

experimented playing the track for the crowd. Derrick May's connection to both Frankie and 

Ron Hardy, Chicago's other hero jockey who had taken residency at the Music Box after 

Knuckles departure, meant a healthy exchange and inspiration between Detroit and Chicago 

and also back towards New York. 

As these American phenomenons took off and slowly spread but mainly remained as 

localized phenomenon, the UK and Europe were primed to turn American dance music into a 

global mega-enterprise. Early ventures like New Order's funded and partially owned 

Hacienda, which was modeled off of the New York club's New Order experienced while 

touring the states, made cities like Manchester a clubbing destination hot spot for British and 

88 Reynolds, 9. 
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continental European youth and celebrity alike. The discovery and import of Chicago house 

and Detroit techno to the European market was taken up in a way the States would never see 

outside the infancy of the scenes in the midwest cities. A new age of club, inspired by both 

Manchester's Hacienda and New York's Studio 54 would open in the mid-1980s in one of the 

most unlikely places, Dallas, Texas. It was in this high end night club, designed and named 

after Philippe Starck that the psychedelic amphetamine, MDMA, or Ecstasy, would become 

an essential part and sacrament of party patrons. This final chemical piece combined with the 

musical traditions, genres, and performance technologies adopted by the British and 

European audiences to create a revolution that would spread like a viral movement first 

through Britain and Spain and then across continental Europe. 

What is signi ficant about this adoption of American club music and culture was that 

New York Garage, Chicago House, Detroit Techno, never really exceeded the local and 

specialized scenes within the states. There are many reasons for this though unfortunately it 

likely stems back to racist and homophobic sentiments across American culture that rejected 

Disco and the continuum of sounds it gave birth to. The AIDs crisis in the 1980s and early 

1990s also decimated the community at home that gave birth to what would become the 'Acid 

House' movement in the UK and the “second summer of love.” The American public's 

resistance to dance music, and especially queer culture, is perhaps no more prescient than in 

the Disco Demolition Night, organized as a baseball promotion in between a Tigers and White 

Sox double header, where fans rushed the field in order collect and destroy disco vinyl with 

explosives. The event approaches its 30th, anniversary, and though in the distant past, the 

affective fear and hatred that motivated this event still remains present in American popular 

culture. It is a ghost, that reminds us, the hatred for this music, culture, and lifestyle, by the 

dominant norm, is enough to entice rage, controlled demolition, and riots. 

Unlike these trajectories, the European audience could not get enough of American 

sounds but also their chemistry. As Matthew Collin suggests, 

Out of New York, Chicago and Detroit had come sounds which would literally change the world of popular music: 
garage, house, techno, three interlinked strands with similar premises – the use of technology to heighten 
perception and pleasure. Elsewhere in America, others were attempting to release similar energies, but in a 
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totally different field. Instead of sound, they worked with chemistry.89 

This alchemical 'technology of pleasure,' had emerged out of in-communities within the 1960s 

counter-culture psychedelia, namely pharmacological chemist Alexander “Sasha” Shulgin. 

Shulgin in his research found dramatic therapeutic uses for the psychedelic amphetamine 

MDMA, which produced profound sensations of euphoria, love, understanding and 

compassion, and pleasure, capable of helping with trauma and other psychological blockings 

in controlled therapeutic use. It was the adoption of this drug in the 1980s in Austin and 

Dallas, prior to the drug becoming illegal, that created a new form of party, the ecstasy party 

that used the music and drug itself to efface boundaries and division along racial, sexual 

orientation, and class that kept the dance communities of New York, Chicago, and Detroit 

separate and distinct. 

Ecstasy became a drug you could regularly get over the bar, and visiting patrons to the 

Starck Club, including members of New Order, Grace Jones, and proto-ravers who had 

discovered the culture imported to Manchester clubs and Ibiza brought back a new chemical 

that would change everything. As with all technologies that present the potential for 

consciousness expansion, MDMA production eventually developed into several cartels 

operating out of the American South West and West Coast. It was fear of what this drug could 

mean for control society, and what it did to its users, who often reported little to no effects on 

post-partying work performance that made the drug so popular and also so feared. Acid 

House would represent a new movement of a revitalized or retro-counterculture that would 

eventually return to the United States, bringing illegal and free party tactics to a nascent 

community of ravers. It is a confluence of these assemblages, pharma-technological, that the 

the contemporary underground claims their legitimacy and stakes. 

Ecstasy use and distribution would only remain legal for a year prior to legal 

crackdowns that increased in a war of deterritorialization / reterritorialization between the 

nomadic assemblages of the rave and clubland and the police. Despite this, the culture was 

89 Matthew Collin, Altered State: The Story of Ecstasy Culture and Acid House (London: Serpent's Tail, 2009), 
21. 
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changed forever. While it is easy to see the second summer of love or Acid House movement 

as a naive, solipsistic, and vapid culture of rehashed 60s' psychedelia, I believe this 

judgement emerges from the same mechanisms of capitalist realism and neoliberal ideology 

that foreclose and disavow any of the radical potential of American and global counter-culture. 

I draw upon this particular history because I believe the rave-space is a space that is always-

already seeping in the excess of the symbolic and imaginary—the virtual. The rave-space is a 

enchanted technology, a spiraling vortex that connects ancient mystical and gnostic tradition 

to modern technologies and pharmacology. To become medium, to embrace mediumship, 

means that we are committed to a belief these histories are not simply linear trajectories and 

the material and ideological conditions that give way to the contemporary formations of global 

dance underground. Instead these histories are always-already in the process of returning, 

mingling with the present, they are revenants. This history should haunt us, for what was lost 

and what could have been. But with our ghosts, armed with the dead as if in battle, this 

histories allow us to haunt the present to demand something else, something more. 

Calling forth our historical specters is a modality of queer hauntology, and position that 

refuses to accept time as a linear construct meant to oppress us or only accessible by 

territorial, state, and capitalist assemblages. DJing, dancing, the music itself, are all magic 

technologies meant to put us just outside time itself—to be able to grasp the virtual and lost 

futures that we know are lurking just within our perception. If we are unable to succeed, we 

can play the record again. The beat will return. We have done this before, and we will do this 

again. In the next section I attempt to show how I found to be haunted by the ghost, let it take 

and speak through me, and find the way. It is a attempt at an expression through performative 

writing that calls forth the ephemerality, ecstatic affect, and paranoid architecture of the rave-

space. It is a ritual in processing memories that are my own but lost, to summon them again 

to see how assemblage forces rebound and double like the echos of pulsing bass frequencies 

through the club. 
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PART TWO: 
SUFFERING AND WITTNESSING: MY TIME ON AND THROUGH THE 
DANCEFLOOR90 

“Lend me Your Ear and I'll Lend You Mine” 

– ? � ? � ? � 

“Sometimes the Path to Self-Enlightenment is Self-Immolation” - Something I said as my pocket was smoking, and later 
determined to be actually on fire because I forgot to put out a bundle of sage I had been burning outside The Pink, and was 

promptly asked to leave as they finished grilling my corn. April 2015 

Forklift driver crushed your foot during load in. 
Emptied an entire beer on your crotch... at 10pm. 
The bouncer found the bottom of your pockets. 

Lost your coat check ticket? Gotta wait 'till the end of the night. 
Dropped the poppers. 

It's been 12 hours, but you still haven't been paid. 
All your friends went home... yesterday. 

It's noon, you're sun burnt, and god knows where your sunglasses are. 
Fell asleep at the venue... in a cement recliner. 

Straight from the club to the airport... flight's delayed 12 hours. 
It's closing time... Monday morning. 

Suffer the Rave.91 

I can safely say that raving and a commitment to dance music culture has both saved 

me—given my life meaning, stopped me from taking action in my darkest moments—and also 

been a catalyst for so much struggle and dysfunction in my life. Members of the scene in 

Chicago have a in-joke / micro-brand called “Suffer The Rave” that hints at the swirling 

dialectic of rave as both savior and destruction. Suffering the rave implies the bizarre 

dedication to a desiring-machine supposedly generative of instances of pleasure, though 

knowing often one finds pain. To truly give ones life to the rave, to be a 'lifer,' is to suffer in 

hopes that a transformative experience happens for at least someone. This suffering for the 

greater good of the scene and community is a smoking-section stool version of amor fati, 

albeit with a greater hangover and more bruises from moving gear and the sound-system at 

the end of the night. 

The reflections on the rave, and what became this project, grew out of a mental and 

physical spiral I found myself in the spring of 2015, forcing me to consider a leave from 

academia and Buffalo. The project I was working on at the time, “Lend Me Your Ear,” was 
90 This next section represents a dramatic shift in tone and structure. In order to account for my experiences as 

a raver, this section is a loose attempt at experimental narrative, speculative hyperstition, and experimental 
ethnomusicology. I use a lose, personal, and narrative form as a means of show the affective connection to 
certain events, institutions, relationships, communities, and structures that constitute the rave. Ultimately, 
most of the events are ephemeral, in fluenced by factors like drug use, lack of sleep, the psychedlic power of 
the music itself, and often all of the above. I hope this writing captures some of that essence, while resisting 
reifying the contemporary and present into a dead object. 

91 Suffer The Rave statement on “About Us” portion of their website. Formatting from original. 
https://suffertherave.myshopify.com/pages/about-us 

https://suffertherave.myshopify.com/pages/about-us
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performative piece where I would take corn to local dive-bars, mainly in Allentown and the 

West-Side, have the cook / bartender grill them and sit with the corn at the bar until someone 

interacted with me. The casual or strange conversation this gesture would provoke would lead 

me to ask whoever engaged, “I'll lend you my ear, if you lend me yours,” in hopes they would 

share the eating of the corn and talk with me about their past, how they felt about farming and 

industrialization, their religious and spiritual beliefs, metaphysics, and the nature of reality. 

Fueled by a range of psychedelic and mystical elements, I was certainly unhinged, but also 

knew I was tapped into a manic, divine seeming, connection to the universe and Buffalo as a 

city in the Rustbelt. Ultimately I knew the manic episode, while productive, was dangerous 

and was interfering with my ability to complete and focus on school so I returned to New York 

—more speci fically Long Island where I had grown up—after a signi ficant and dramatic 

downturn in psychic energy. I believed I was burnt out, jaded from trying to throw shows that 

were not responded to well, partying too hard, DJing in my practice studio for sometimes 60 

hours a week (and never sleeping). The largest factor was that I was fried from trying to serve 

as my own auto-pharmacologist cum shaman as a means of healing the negative reaction to 

standard anti-depressants, selective-serotonin re-uptake inhibitors (SSRI), prescribed to me 

to help a depressive episode in Fall of 2014 despite my concerns and warnings. A horrible 

rekindling with an ex-lover, someone who I had met and shared the rave with, added to this 

dramatic chaos including when I took a break from talking to him and he called crisis services 

on me reporting a bogus suicide attempt. 

When I first arrived back on Long Island in June of 2015, I thought I was done with 

clubland forever. I felt like this is what early scholars and heads would describe as the poly-

drug-burnout of early ravers and DJs, some never able to return to themselves or the dance 

floor the same.92 I mainly resided in a spare bedroom in my childhood home, I slept for 18 

hours a day and worked when I could. I remained sober. The idea of leaving my house or 

interacting with other people gave me severe panic attacks, I couldn't imagine how I would 

ever return to the club, and this made the music painful and depressing. I shut it out and 

92 See Reynolds, Energy Flash, 299-302. 
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would stream podcasts over and over, that I had heard time and time again, as background 

noise. From June to September, I didn't dare dream of leaving my house, but with the 

encouragement of some friends who lived in the area and The Bunker NY's booking of one of 

my favorite acts—Paranoid London—for a special live set (with hardware, all synthesized, not 

DJing), I was ready to test the waters. 

To tell this is to set the scene and contextualize where I was at on this journey. While 

DJing and promoting had been major parts of my life, it was not until sometime later in the 

Spring of 2016 that I would think to bring it together with my academic self. What I shall unfold 

in this micro-reflections below, are momentary fragments, memories and experiences, I 

shared through discovering my community in the rave and music. Two events in particular, 

Now Way Back New York (Feb 20th, 2016) and Bunker x Unter I (March 18, 2016) at 

Bushwick's newly reopened venue Market Hotel would lead me to the NYC queer 

underground and to a handful of raver-intellectuals that were working on and through similar 

projects and demons on the dance floor. The synchronicity and kismet of the Goddess is 

never to be doubted. Less than a year later, while attending two Unter events at the 

Greenpoint building—a site that maybe became the most important rave venue for me and 

many in my milieu—I would learn of and process two tragedies that led me to want to return 

to school, and the Great Lakes region in order to tell my story—channeling my meandering 

thoughts, the ghostly voices, and epiphanies of the rave-space. 

While this is in part ethnographic, it is not a formal ethnography of the rave. I am not an 

anthropologist nor an ethnomusicologist. Scholar's such as Luis Manuel Garcia (PhD 

Ethnomusicology, UChicago) do the formal ethnographic methodology for those interested in 

that practice.93 I am interested in the etymological roots of ethnography – as the writing of 

people – as a productive meditation and motivation for my work of bearing witness and 

approaching collectivity at the rave. Ultimately, my experiences at the rave, and the 

transversals in thought, subjectivity, and ontology enabled through the rave are impossible to 

capture and imprison in language. Despite this, in good faith, I shall attempt to tell a tale of the 

93 Luis-Manuel Garcia, Intimacy and Affect, 38. 
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communities and spaces that have changed me and I am indebted to. Without them I would 

not be alive. 

Raving and the rave-space is a paradoxical space of potentiality. Its distribution 

networks are obscured shimmering and temporary, through word-of-mouth, the passed flier or 

ephemera found on the floor, pirate radio stations, illegal bootlegs and reissues in the 12-inch 

DJ-friendly format. DJ and rave culture is a renegade culture bent on sampling and 

abstraction that presents a practice seemingly antithetical to capitalism—piracy, copyright and 

publishing infringement, illegal use of private / public space, mass distribution through sonic 

technology—and also one of its worst mad projects leading to the current “EDM” inflation. 

Dance music may have begun in intentional nascent communities that existed within 

and through interstitial spaces of capitalism, but the accelerationist drives and the evil AI-

singularity hellbent on capitalistic implosion—the United States current operating system, 

neoliberal fascist globalism—have not been gentle. DJs and producers who are committed to 

upholding the history and art-form are trapped in cycles of extreme economic disparity and 

our precarious labor is a given. Wild expectations and hopes are sold as scam careerism 

controlled and gate-kept by dark drives within the music industry and media capitalism to 

extract value at any cost. This is a world where legends of the culture, often veterans of color, 

and young deserved talent alike, are struggling to make ends meet with gigging as a 

supplemental income. To live your dream is to commit to unhealthy and broken gig and tour 

patterns with multiple hour sets, jet-lag, and burnout in hopes of a few three to four figure 

salary gigs. This is the same world in which celebrities like Paris Hilton and others can play in 

EDM-casino-megaclubs in the Vegas Circuit along with a few celebrity DJ and Producers for 

seven figure salaries. The industry and hype markets can cause an emergent producer who 

has only made one or a handful of tracks to suddenly have a national or international tour for 

live and/or dj gigs despite this individual not knowing how or having the means to prepare a dj 

or live set. Industry standards dictate a Dj set consist of an hour to hour and a half (if you're 

lucky) of playtime where you barely get to open and experiment with the floor and space, 
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usually with a crowd, city, and community you have only just encountered. Those who 

dedicate their practice to the craft and art of DJing are met with an industry that does not 

respect and equate DJ skill, knowledge, or talent with gigs and opportunities. Rather the DJ is 

told they must be a producer for even most die-hard pure smaller-scale promoters to consider 

risking your booking. The present is far divergent reality than the one in which 50 years prior 

Mancuso, Siano, Levan, Knuckles, and others risks their lives and livelihood struggling— 

literally living in the booth and making the venue their homes—just to perform long form, 

sometimes 12 hour sets, because that was what you did and thats what was required of the 

DJ. 

Modern EDM is a culture that took the worst of pop and rock-and-roll mechanisms and 

forced them onto a once queer, black, underground culture that was meant to subvert the 

artist/curator DJ as the visual focal point or spectacle. Now interactive light-walls and the 

ability to see the DJ—even if they are literally faking a set with the gear unplugged or a the 

venue playing a tape—draw the EDM spectator, drugged out of their mind, to the pyrotechnic, 

light show, Superbowl half-time extravaganza. The originators of this culture did not do this to 

be seen, and even though Levan was described as a flamboyant and performative icon, as 

his best friend Knuckle's accounts in his interviews about his return to New York, in later life 

Levan was withdrawn, scared of DJing and the pressure clubs where Frankie held residency. 

Music journalism was once a haven where powerful and productive historical and 

social research hid between the towering interpellation of advertising capital. Beyond a sense 

of jaded nostalgia, music journalism and cultural publications have joined forces with 

marketing structures in social media platforms in a bizarre assemblage that is both the 

underground's oppressor and greatest weapon. Employing affective vectors along this 

assemblage in our collective communities and discourse is the tool we must use to survive 

and echo against all operations of mono-cultures noise and Control. This is no longer a 

culture of merely pirate radios, but a space that is a nightmare you'd experience in a disco 

nap that was a little too pre-loaded with the Baudrillard and Gibbson—a pirate themed spring 
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break amusement park resort, where if you die on your Ibiza vacation, you die in real life. 

If there is is any guiding principle to this practice and dedication to a type of witnessing 

and search for the collective, it is a belief that the rave-space holds power for giving life to the 

theoretical toolkit and framework that guides my research, writing and creative production. 

Abstract continental philosophy, psychedelic meditations of counter-culture, and occultist 

gnosticism only have so much power as ideas and articles, but, perhaps in only the ravers 

collective imaginative-delusions, the rave-space feels like a possibility engine where glimpses 

of the best and worst manifestations of these are nearly within grasp. The rave is a space 

where the hauntological forces and potentials written about by Mark Fisher and crackling in 

the music of Burial are palatable like the trails of your and others limbs on a powerful 

psychedelic. 

In coming back to the rave in New York, I began a spiritual and artistic practice that 

was committed to deep listening and meditation through and beyond the rave. I opened 

myself to relationships meant to unfold in my life like the spiraling grooves of a vinyl record. 

There was a message in the music, vibrations in the walls of the buildings as I leaned against 

them in profound loneliness 8 hours into raving, writing in the stall of a rave toilet clogged and 

over flowing with that which we would rather disavow. Theres something in the water....and I 

hope this party is going to have a free water fill up station. This spiral is one in which I believe 

I began to hear a multi-arc resonance akin to an Enochian-scream, whose ripples across the 

heavens are like the God-Particle in a theory of complete uni fication that suggest music is the 

answer, rhythm sound and vibration and the condition of our material possibility, and dancing 

is a weapon to cut your way to liberation. 

I was blessed to encounter a set of parties—The Bunker, Unter, the many crews at 

Bossa Nova—and venues, collectives and shared spaces—Pure Immanence in Brooklyn, Hot 

Mass and the Queer Rustbelt underground—and philosophies and mystical callings like Eris 

Drew's Motherbeat. After many raves I would sit in the suburban home, 45 minutes from the 

rave-space by early morning drive home, unable to sleep, no longer listening to the sounds of 
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the rave. Yet you could here it there. In the first stirrings of nature, bird calls, trees stirring due 

to temperature changes and the wind, critters first emerging. The cars passing by, the slow 

roar of symphony of passenger and commercial airplanes above. Resonant vibrations that 

were fractals from and into my consciousness. This began and increased in my journeys 

since September 2016, but it wasn't until December 2017, right as I would return to Buffalo, 

enthralled by its call that I would be gifted a name for this goddess tesseract. The Motherbeat. 

An ancient and ever present whisper-gift of the goddess, synchronicity on a dub echo, 

moments the music and sound wink back at you as a ghostly act of recognition by the 

Universe itself. 

Figure IV: “Time's Spiral,” digital image by author, April 2019. 
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Too Far Gone: Durational Raving and Acid as a Construct 

Too far gone ain't no way back 
Too far gone ain't no way back 

(x2) 
Release my soul I lost control 

Release my soul I've lost control 
Too far gone 

(x3) 
Ain't no way back here 

(x3) 
Too far gone, I'm too far gone 

I'm too far gone, I'm too far gone 
I lost control, I sold my soul 
I sold my soul, I lost control 
I lost control, I sold my soul 

Adonis, read the box 
Read the box Adonis, let's go 

When I hear that sound 
I wanna go underground 

-Adonis, “No Way Back.” Trax Recordings, 198694 

Figure V: Original No Way Back Flier, Interdimensional Transmissions95 

The Bunker and Interdimensional Transmissions—two long standing crews, parties, 

and labels from New York and Detroit, respectively—have a shared kinship and history that is 

perhaps best illustrated through the now party series No Way Back. Began in 2007 in a desire 

amongst friends and label mates to “return to the source,” I.T. head Brendan Gillen (BMG) 

who had founded the label/out fit in 1994, with Erika joining a year later, to revive and pay 

homage to the rave and history of the elusive life-changing party. Upset with a stagnant scene 

that plagued not only Detroit, but America at large as it began to be ravaged in the mid and 

late- aughts by bloghouse and first-wave EDM. The American scene had been decimated by 

94 Adonis, “No Way Back.” Trax Recordings, catalog#: TX112,format 12" vinyl US 1986. 
https://www.youtube.com/watch?v=aL2tIAOa7dw, 

95 Alicia Greco, “313: Return to the Source / The History,” Sequencer, web, May 26, 2017, 
http://sequencer.club/313-return-source-history/. 

http://sequencer.club/313-return-source-history/
https://www.youtube.com/watch?v=aL2tIAOa7dw
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burn out, Joe Biden and other Washington politicians who enacted a witch hunt on raves and 

the designer drugs they feared they promoted. The music industry, hell bent on selling and 

mainstreaming American cultural product, back through European and pop hybridization, had 

laid the nail in the first-wave of dance music with “electronica.” The vitality and potentiality, the 

political—racial, sexual, and class—edge, the speci ficity, were exercised and evacuated. 

Responding to this, BMG sought to recreate an old and lost experience from the early 

days of the rave. A dark sweatbox, in a shitty venue, stripped down and minimal. A rave cave. 

Where the music and sweat were all that mattered. Where you could truly lose yourself. 

Where in this loss you could find yourself anew, find the version of yourself you didn't know 

existed. A party that was 12 hours, that would go on after its expected end, that would 

challenge and ask and reward those who dared its test. Punishing techno that makes you a 

slave-to-the-rhythm to deliver you reborn. It is remarkable that the collapsing/leaking roof was 

a trope in the intial party, as it would be a shared experience ten years later when I would 

experience No Way Back in New York at the recently opened Market Hotel, on February 20th, 

2016. 

In recounting the first No Way Back in a piece in Alicia Greco's Sequencer highlighting 

the ten year anniversary celebration during DEMF / Movement weekend in May 2017, 

Brendan Gillen remarks, 

“Fucking crappy building. It was so bad. We had to bring in a giant jet engine heater and 
porta johns, there was no running water. The roof shocked up and leaked all night, as the 
snow melted from the dancer’s heat. Maybe at it’s peak it was around 150-200 people. The 
party felt magic, I can’t describe it. We had imagined people needed this, and it turns out it 
was even more profound than we had thought. So many original ravers and promoters 
came through. A highlight was Dean Major, of Syst3m, volunteered to run the door for us, 
himself a major inspiration for these kind of parties. His Hardware parties were the last real 
underground thing in Detroit of the original rave era. This party was a nod to the rave, 
taking inspiration from that Detroit outlaw vibe, but advancing the music with much finer 
curation, insanely deep selectors. Many cycles of life experienced in one party, and the 
energy was just so amazing. We were supposed to end by noon, but went until 5 in the 
afternoon. Derek ended up running through the wall. It was crazy. It was so special that we 
wanted to share it with more people, it was what we wanted to show visitors about Detroit. 
What they couldn’t get anywhere else.”96 

Similarly in the promotion material for No Way Back 2019, a neutral narrator—who we can 

assume is BMG or one of IT/ No Way Back inner circle—states in the parties boiler-plate 

reading manifesto: 

96 Brendan Gillen quoted in “313: Return To The Source / The History,” by Alicia Greco. Sequence. Web, 
5.26.2017 http://sequencer.club/313-return-source-history/. 

http://sequencer.club/313-return-source-history/
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This party will go til noon. The music at the Tangent will continue for a solid 37 hours from the 
beginning of NWB until Tuesday morning, with Lot Mass starting outside immediately after NWB 
closes, and Monday concluding with The Bunker… 
Every DJ chosen to play at No Way Back is a master of their medium, so deep in it that they all 
serve as constant inspiration. This is a celebration of the lost art of the late night Midwestern DJ. If 
you don't understand the touchstones of this party, it might be impossible to explain. It is a comment 
on a continuum. This is our generation returning to the source, feeling a freedom and a heat within 
the music that results in speaker fucking. Every generation experiences this whether it was at The 
Loft, Better Days, The Gallery, The Warehouse, The Shrine, Cosmic, Luomos, The Muzic Box, The 
Hacienda, Area Code 313, Spanky's, Medusa's, The Music Institute, or The Tangent. You might not 
even know that you have soul until you experience being totally lost in the music and realize there is 
no way back… 
The Tangent Gallery is the ultimate blank slate venue run by the people in it for the right reasons, 
who allow us to fully transform their space for every show we do there. It's in the epicenter of what is 
actually happening in Detroit, only blocks from Submerge and Moodymann's Prince Tribute house. 
In the No Way Back room we have our residents, with Eris Drew joining us for some fresh energy.97 

Why I wish to quote Brendan and the I.T family at such length, is the philosopher rave-

magician rhetoric he wields. Those involved in No Way Back are residents who grew up in the 

Detroit area. This is a commitment to a lost time, a gnostic temporal ritual to summon a vector 

of the rave once lost but familiar to those who were initially there in the 1990s to bear witness. 

This temporal magic may be characterized as “chronomancy.” There is a play and dialog 

between I.T. / No Way Back and the Bunker NY, who close the weekend at Tangent Gallery 

with a Monday Night party that ends somewhere between 8am and noon on Tuesday. The 

Bunker, I.T.'s sister label in NYC, was started by Bryan Kasenic, a Pittsburgh to New York 

transplant,who caught the eye of veterans Minneapolis Polar Bear Crew in 2003.98 Later 

Kasenic was joined by early residents Derek Plasaiko from Detroit in 2004, then in 2005 by 

Ivy Feraco, aka UNJUST. Later years saw the addition of Detroit locals Eric Cloutier and 

Mike Servito, who had grown up in Detroit and been adjacent to the extended 

Interdimensional Transmissions' family. Sparked by this party, they were drawn to make New 

York their home, because The Bunker, years before it would be come the nomadic 

assemblage it is today (traveling party, ethos, label, radio show), was a party that was “more 

than a party,” much like No Way Back. It was this sentiment that I would see in my first real 

No Way Back experience in February 2016 at the Market Hotel, NYC edition. It was later the 

words I would hear Eris Drew utter as the title of a lecture given after the First Rite of the 

Motherbeat in Pittsburgh two years later. 

97 “No Way Back 2019.” Event. Facebook Promotional Writing. Web. 
https://www.facebook.com/events/544017032770713/. 

98 Greco, Alicia. “The Bunker New York: 15 Years in the Making,” Sequencer, Web, May 21, 2018, 
http://sequencer.club/the-bunker-new-york-15-years-in-the-making/. 

http://sequencer.club/the-bunker-new-york-15-years-in-the-making/
https://www.facebook.com/events/544017032770713/
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No Way Back represents a certain rave ethos that can certainly be passed off as overly 

intellectual, sincere, and challenging. There are friends and colleagues who think that the 

music is masturbatory, self serving. In many ways the main room of No Way Back Detroit, is a 

ballroom of low vision, confusion, and the residents conducting the biggest mind-fuck, pissing-

contest, each selector trying to out-do the other with the weirdest, strangest, most psychedelic 

cuts. Personally, I find that is a party that is a true 'journey' if you are willing to submit to it, to 

surrender to the acid and become a slave to the rhythm.. Last year, Memorial Day Weekend 

2018, those who had a “weekender” wrist-band—which should have guaranteed no line quick 

entry—were required to wait in a line for 2-3.5 hours just to get in if you tried arriving after 

12:30am. The party only started an hour and a half earlier. Once in you are trapped, knowing 

that if you leave prior to 6am, there is no guarantee you will get back in. It is a psychedelic 

marathon, designed to break you down, wear you out, and leave you crying. 

The February 20th 2016 edition of No Way Back, was an attempt by Interdimensional 

Transmissions and The Bunker to celebrate the party that had grown into a cult ritual, and 

enact that ritual for the family and heads of the New York Scene. I was joined by a crew of 

friends from college, some of who now lived in Brooklyn. A few remained in Boston close to 

the New England school we had attended and graduated from in 2011. It was with this crew, 

namely my psychedelic mentor and one of my greatest life and rave-friends Jon, whose 

wedding I would help throw in 2017 (that we jokingly called No Wedding Back, taking place 

memorial day weekend the same time as the real NWB) on a rented farm and venue in the 

Catskills near Woodstock. We would joke this would be a great place for an actual rave. A 

year later I would rave their for the inaugural Smangtasia Festival, a small intentional 

weekender highlighting unsung domestic North American talent, put on by the NYC crew, 

Sublimate, in August 2018. 

The Market Hotel, the site of the NWB New York 2016, was a famed former venue and 

performance space that had recently reopened. Tsunami Bass Sound System, a local dub hi-
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power sound-system crew, provided a rig that literally shook and rattled the core of my body 

and the walls of the building. With low, diffused red PAR can lighting, and haze from the 

foggers and sweat of the dance floor it was hard to see anything, and that was really not the 

point. The low light and dark ambience reflects the psychological wormhole the DJs open. 

The room is broken up and feels more liquid because of a hanging military grade parachute 

net, hung and draped across the massive ceiling of the venue. This key decorative element is 

a signature of the No Way Back parties. The story goes that Interdimensional Transmissions 

has half of the parachute, while connected crew Mid West Fresh, another key collective in the 

Rust Belt and Midwest underground, has the other half. Thankfully the promoters installed the 

netting, because the sound system literally brought down pieces of the 2nd story loft-style 

space's ceiling. At times Jordan and Jon, the friends I went with, would turn to me asking if if I 

felt like there was something on my forehead or my hair and sweat. I didn't want to think about 

it or psyche myself out but did agree as I wiped my face and found tiny particles. Later I 

watched a certi fied chuck fall out and nearly smash me and another party goers head, only to 

be caught by the net bounce and roll around as me and the stranger laughed and shared an 

intimate moment. 

The night sticks out because early that day I learned of the passing of DJ Guido 

Osorio, half of Long Island duo Razor N' Guido who I would listen to on radio station KTU the 

dance / gay station as a young child on Long Island. I had made a facebook post, and during 

a moment on a cigarette break in my car, Dave, another friend who was sitting with me who 

didn't them know asked about the artist who had passed. I explained how much some of their 

tunes had meant to me as a child. With a tear rolling down my face I played him “Do It Again” 

lit one more cigarette, and composed myself only to return for more punishment by the NWB 

residents. 

The Bunker's showcasing of Now Way Back with the I.T. residents followed an 

impressive series of parties that included Paranoid London at Goodroom in September 2015, 

then Voices from the Lake live at the same venue November 7th, with Ectomorph—the live 
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project of I.T.'s leaders BMG and Erika—and their own individual DJ sets two weeks later on 

November 21st around thanksgiving. This swirl of events catapulted me from “I'm never raving 

again” to “How am I going to leave No Way Back early at 8am just to get home for work?” just 

a few months later. 

Just a few weeks after the No Way Back, Bunker would be collaborating with the young 

up-and-comer queer underground crew Unter—known for their edgy fliers and promotional 

campaign “#FuckUnter”—for a 36-hour banger featuring a marathon 8 hour set by Patrick 

Russell, Bunker and I.T. Resident/af filiate, to celebrate him moving to New York and 

headlining a similar set at Berlin's Berghain. With this in mind I asked my friends, “Do you 

think we will think back to this space as something special? Is this going to be like one of 

those spaces people list alongside the loft, paradise garage, the warehouse, the Packard 

Plant, the Hacienda, Berghain and Panorama bar?” I didn't know then, following the Bunker x 

Unter party, and a few unfortunate hype news media pieces written by people who wanted 

clickbait page reads for a tell-all exposé on Brooklyn's new underground debauchery, the 

Market Hotel would run into legal trouble with the cops and liquor board, ultimately leading to 

its shut down. It wouldn't really be until after I had really left New York and moved back to 

Buffalo around 2018, after the Cabaret Law was finally repealed that it would finally open 

once again. 

The Bunker x Unter party, held at the Market Hotel March 18th, 2016 would be the first 

in a trilogy of shared events. Market hotel, being a single open, loft, space did not allow for a 

side-room or chill-out space that would thankfully accompany the other events. I woke up at 

4am, to drive in to get there around 5 to catch the last of Subjected, and all of Unter resident, 

and powerhouse Queen of NYC, gays, techno, and acid Volvox. Volvox—Ariana Paoletti— 

was one of my favorite selectors, and had grew up in Buffalo, friends with some of my older 

friends who I met in Buffalo. Volvox would play from 7am-10am to fly directly to Buffalo to 

headline a party that Saturday night called Strange Allure. It was only a little later that I would 

get to experience my own Strange Allure on a return trip to Buffalo to empty a storage locker I 
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had left in 2015. Strange Allure would change the Buffalo scene, and my own and many 

other's lives. I would wind up working with the Strange Allure crew just a few years later on a 

project we currently run called Big Mood. I would not know any of this, pure dance floor 

kismet and synchronicity. 

Volvox enthralled me and the other members of the floor. It might have been 7am, a 

change over of folks who had got there at the beginning but now leaving, and the fresh guard 

with whom I arrived had taken over making this a new peak time. It was Volvox's destined 

spot, a time slot she would later hold reign over at the many Unter parties, especially those at 

the later Greenpoint space. Acid bangers, punchy trax, an epic dark and industrial climax that 

left my pre-drug taken brain mangled. The full lineup was as follows: 

Modest Glesman 10 PM - 12 AM 
Shawn O'Sullivan 12 AM - 3 AM 
Benjamin Damage 3 AM - 4 AM 

Subjected 4 AM - 7 AM 
Volvox 7 AM - 10 AM 

Konstantin 10 AM - 5 PM99 

Bryan Kasenic 5 PM - 8 PM 
Mike Servito 8 PM - 12 AM 

Patrick Russell 12 AM - 10 AM 
I would wind up leaving at 7:45am, only because the skin around my eyes was starting to 

burn and blister because of how much I had sweat. Similarly skin around my body felt the 

same. By chance one of my dearest friends from Buffalo, Ellis Katz, and at the time partner to 

my best friend and collaborator Chloe Higginbotham, was visiting and introduced me to 

several friends including Nick Bazzano who would go onto to become such integral members 

of my chosen rave-family. A key moment was during the middle to end of Kostanin's 7-hour 

set when they entered with several pounds of strawberry's bought at the fruit grocery stand 

and smoothie bodega below the venue. I cried as I bit into a fruit so delicious, felt myself 

rubber-band and explode as others around me shared in this communal gift. 

I would leave only for limited cigarette breaks, one smoothie, and a quick meal at a 

Mexican restaurant a block up from Myrtle around 1pm for about an hour. Bryan Kasenic's set 

was so dark and twisted to a dance floor of only 20 of us. By the time Servito, diva and queen 

of New York's Gay underground would take the decks it was packed. I was crying because he 

99 This was prior to Kostantin's sexist remarks that would unfortunately ruin a beautiful set from him and his 
label at-large. 
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kept playing songs that meant so much to me. Felix Dickinson and Jamie Reade's 

“Warehouse Days” on 2MR, Alan Fitzpatrick's remix of Trus'me's “I Want You,” an overplayed 

club anthem that had people screaming and literally crawling up and down the walls. A 

stranger turned to me also in tears at one point, someone who had struck through the dead 

hours of the end of Konstanin and Kasenic's wormhole to say, “right, and just like that, Mike 

Servito. Like a fresh dose of Vitamin C. A cold dash of orange juice. The Sunshine...huh....” 

Noticeably the lights had shifted from a dark blue haze to something a bit warmer and 

uplifting. 

Patrick Russell was the star of the show. It was something you had to be there for. He 

did not leave the booth. Not even to use the rest room. Little did I know then how 

transformative this set would be on me. It would change my life and everything that I 

organized it around. It would come full circle when two weeks after I returned to Buffalo I 

helped the redux crew throw a party with both early Bunker founding resident UnJust, Ivy 

Feraco, and Patrick Russell in January 2018. The rave was alive and these events showed 

me it was not just remembered, lost-past. 

Rave-Space and Game Ontology 

Raving and the rave-space has always been a weird struggle against and within real 

estate market forces. There is so much unused, open space that could be manipulated or 

manifested for the rave and dance music culture, but outside of day-breaker yoga rave with a 

wheat-grass smoothie designed to make you a better worker before hitting your startup of fice 

job, the powers that be certainly make sure the rave is kept at bay. There were brief 

moments in the 90s—use of the ghost spaces of financial capital's excess, where several 

floors of a manhattan skyscraper were suddenly turned into the rave. Of course there was 

Josh Harris's end-of-the-world bunker Public, that the FBI and ATF raided on Y2K New Years 

Eve, thinking it was an armed cult. They were armed, with a full ballistics gallery and 

explosives as an art installation for hundred or so the patron/participants locked in his 

immersive social experiment bunker under the bowery. 
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Nick Land and the other accelerationists, were hopped on amphetamines chasing AI-

singularity demons through jungle raves and demonic code-binges warning of the Y2K 

apocalypse like a coming cthonic god. Their twisted dystopic imaginations of the future-

present were nothing compared to a hard dose of Reality. Neocon forces of some Bohemian 

Grove maddened-ritual meant to keep Henry Kissinger alive. The ritual—consisting of a 

controlled demotion, double indemnity package deal, a ritualized destruction of World Trade 

Center. 9/11 was hyper-capitalism's attempts at rendering global politics fatalistic noir political 

drama. Giuliani was a 2-bit Walter Neff, but the city never felt as good, cunty, and rich as she 

did in her Barbara Stanwyck moment, the ultimate carry cum Carrie gag. America's collective 

patriotic mourning was used as a smokescreen to the real-estate and hedge fund imperialism 

demonic summoning radiated outward from the wreckage at ground zero. Giuliani was 

equipped and enabled to use the cabaret law as a new experimental Raytheon cluster smart-

bomb meant to eradicated and destroy the continuum of nightlife spaces and public sex in 

manhattan. Times Square could finally become a suburban strip mall. The swirling energy 

that is all of New York's collective narcissistic eating-you-own-load for fun of it, no actually 

because its a Gwenyth cleansing ritual, and now you're making the collective bowel 

movement in spiral down right down the toilet of Guy Fieri's Flavortown Midtown Experience. 

This was hyper-capitalism and control vectors bent on a crypto-fascist future imagination of 

the city. No alternatives. The tabloid panic of Michael Alig's Club Kid murder extravaganza in 

'96 only dreamed of such power. Goldman Sachs couldn't sell gentri fication this good. 

Figure VII: Trump With Giuliani in Drag 
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Figure VI: Bush 9/11 Meme, Author Unknown 

There are principles in game design and world building that lend itself to those working in the 

rave. The rave space is often a game space. A Magic-circle of intentions, rules, systems. It is 

a possibility engine of pleasure. 

Video game spaces are micro-abstractions of reality, and bleed back into actual 

financial capital. Graphics processors used for rendering gaming environments will self 

assemble mining crytpo-currencies. Case had it easy, the matrix didn't seem too bad 

compared to Google, Facebook, and Amazon's push noti fications. Neuromancer and 

Wintermute seem relatively cute and posh compared to Elon Musks call for Alexa to take a 

note during his burning man art car epiphany. 

It wouldn't be until the the Greenpoint raves, when I mystically was convinced there 

was a spiritual connection to the illegal partying and proximity to the WNYC Transmitter 

tower. That if I was stoned enough I could feel myself as the breath Jad Abumrad inhaled as 

he ripped the bong that is sampled at the end of the RadioLab intro. When gazing across the 

river from long island's poisoned coast to “manhattan”—that this wasn't real. That the 

machine, today, was somehow having just a little trouble rendering it all for you. It was just a 

little too impossible, too perfect, too illusory. 'Shucks, the simulation has truly outdone itself.' 
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We would gaze out the windows with the orange glow of the horizon cut against the azure 

mirror of the East River as it met the FDR. Everyone said it reminded them of a video game. 

How it didn't seem real. How fake it all looked. It was. I asked myself not to forget this. 

Figure VIII: Manhattan from Unter Greenpoint Figure IX: West St. and the WNYC Transmitter 

Difference and Repetition on a Wednesday: Pure Immanence 

Being a Bossa Nova club rat meant you were trash and so was the way you treated 

yourself. At least at the end of each month, like any good spiral and spiritual cleanse, a real 

release, Pure Immanence, was imminent. 

Pure Immanence grew out of Nick and Kiddo's pure involvement as ambient shepherds 

in our cozy, sleepy journey. They made the chill out a necessary part and art form that 

enabled them to produced masterpieces from Greenpoint to the later Dreamhouse raves. the 

“Unter nursery,” gardeners had a darker side and pure rave ethos that you could see, the last 

Wednesday of the month. 

I missed the first three but Pure Immanence—both the name of the party and their 

collaborative DJ duo—Nick and Kiddo—created a party that went just a little beyond. It was a 
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party that had a block-quote of a Deleuzian adjacent text. Not as a rhetoric of ironic 

detachment or cool, but because they truly understood how the rave was a vessel and 

possibility engine for radical thought. I didn't miss a single until I left the city for the rustbelt. 

Figure X: Screencap of event description including set times, Pure Immanence xxxii 

In the spring of 2019, just as I finished my thesis project, I had the privilege of playing 

and sharing with Rachel Noon. Pure Immanence XXXII. It was truly turtles all the way down. 

Renegade Futures: Greenpoint, Johnson and the Dreamhouse 

Prior to returning to the rustbelt, there was something magic in the Brooklyn scene. It 

wasn't just the punters and promoters, but a few spaces. In a hegemony of clubs that 

promised not to be the manhattan hellholes, Output was a raver's militarized interment camp 

to what the underground had to offer. 

The Unter Greenpoint space was special not only because of its size, but the sheer 

volume and number of rooms. The warehouse on Johnson was so large I felt like I was 

sperlunking into the earths mantle on BBC's planet earth caves. The dreamhouse was like a 

David Lynch afterparty where agent Cooper took too much acid, and did a line he thought 

was cocaine (it was definitely ketamine). 

What made these spaces so special, was their size and the knowledge this wasn't to 

last. These were doomed possibility engines, eating at the death of the universe only to make 
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new stars. It was all a bit too House Of Leaves. Haunted by their size, in September of 2017, 

in a manic rage post-sustain that I was determined to have raved, gone to work, still up—well, 

drive...6 hours to Pittsburgh. I needed the rustbelt as a landing gear. 

Figure XI: The ghost / shell of what used to be the warehouse for the Unter Greenpoint raves. 

Poisoned Rustbelt Baptisms: Hot Mass and the American Queer 
Underground 

John had just moved to Pittsburgh. It was a sick joke between us, I come the weekend 

he moved from Cleveland, to the “club.” The club was 'Club Pittsburgh,' a men-only, gay bath 

house that doubled as a functional club and after hours on weekend nights for all genders. 
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Just a staircase above a bail bondsman in downtown Pittsburgh is a true American treasure, 

the jewel of the Rustbelt Riviera. I wasn't in Buffalo long enough to have really been turned on 

to Hot Mass or the Cleveland scene as friends who did stay did after I left in 2015. It pains me 

to know that a queer and trans community, something I yearned for so badly, was just a 3-

hour drive away. The rave didn't really wake up until after I got back to New York. I didn't 

realize how important doing the drive—like so many ravers before me—became, like a 

mission, a total element of pure pleasure in my experience of the rave. 

On the way to my first Hot Mass experience, I called my friend Alex Morrison, my 

former roommate and long time collaborator, he laughed in my face. “I am so so so so fucking 

sorry for you. This is going to ruin your life. It ruined mine. Fuck. Your so fucked.” I didn't 

really quite grasp what he meant then. I thought I had found the rave, that the moment of 

techno, acid, and breaks revival of New York meant I couldn't leave, that I was truly 

witnessing a gold-age revivalism. I was shocked to and dismantled by what Hot Mass had to 

offer. 

Figure XII: Pearson Sound Cold Cuts Hot Mass times. 

This was a kind of clubbing experience that I didn't think people were wiling to let happen in 

NYC. People didn't actually like the rave, they like doing cocaine in rooms that meant them 

feel like even if they didn't have guest list, you at least were in this back room doing nose 

powders. 

Hot Mass was different. It was a cult. It was a Sunday sermon of gay dumb-dumb shit. 
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It was your mom's catholic guilt on a candy-flip, just back from a semester abroad in Berlin. 

With Rachel Noon, my rave elder and older sis, the love of my life and boyfriend at the time, 

Andy, and two dear friends, we returned in November, driving from the end of one Unter right 

into the car to Pittsburgh. We all were at the Unter rave, until nearly its end, and had to 

immediately hit the road, because in less than 16 hours Rachel had to open for Objekt. 

The weekend was a swirling spiral of chaos-magic. I fell in love with Hot Mass. This 

weekend, particularly Rachel's set and the intimacy and freedom I felt on the dance floor, 

made me realize just how hard I had fallen. If it was a cult, I had drank the Kool Aid, and, in 

my new convert excitement, had dumped a Costco pack of Kool Aid flavor packets into the 

municipal drinking reservoir. On the way home, Andy made me stop the car, I thought he was 

joking as he drifted into baby talk and I realized that the life went from his eyes, his body 

slowly fading like a animated puppet who's magic has run out. I quickly side-stepped and 

caught him in my arms, his body resting peacefully like the few snow flurries—first of the year 

—that kissed out faces. I had just caught him from falling into a ditch right off the of 

Pennsylvania Thru-Way shoulder. This moment felt like the first whispers from the goddess, 

like she was here in the rustbelt, telling me to return and showing me what power was here 

for me. My father having just ran the marathon was on a manic upper-induced episode that 

didn't let him realize just how toxic my partnership and relationship with my younger brother 

Ryan had been. Ryan threatened that before the end of the semester he was going to be in 

jail for putting me in a body-bag. I went to the In Training take over in December, I didn't want 

to come back home but knew I had to. 

My and my boyfriends mind fell apart, jumbled pieces of two different board games. In 

a spiral around my birthday, at Pure Immanence, Alex Morrison embraced me and whispered, 

“i get the trance thing....listen you have to leave, that place isn't safe for you, you should come 

home and live with me. Buffalo is the couch, come stay on mine.” 

A week later I had packed all of my belongings and preemptively cut ties with my family 

and Brooklyn, a city that haunted by painful remembrances and traumas brought on by heart 



                 

                

               

               

            

                  

                

 

       

           

            

             

           

             

           

           

81 

which felt too broken to heal. I arrived in buffalo with enough time to drop off my things in 

Alex's basement and we hit the road to make it to Hot Mass / Honcho New Years. This was 

special, the first time The Honcho crew decided to do a warehouse party since their first party 

prior to getting set up in club Pittsburgh. My friends in Pitt said it was like a revenge party as 

the cops broke up their first warehouse party 5 years earlier before it even started. At the air-

bnb prior to hitting the club, the Buffalo Bills made the playoffs, the first time in 18 years. I 

may not have been born in buffalo, but I'd be sure to die here. Fuck you, go bills. 

The Big Tripper: The Goddess, Lake Erie, and the Motherbeat 

Figure XIII: The Big Tripper, Alex Morrison, 2018. 

There is a upside Illuminati triangle that cuts through Lake Erie that connects the 

vertices: Buffalo, Cleveland, Detroit. The Great Lakes are waterways that were painted onto 

the landscapes by the glaciers retreat across the continent during the last ice age. The Lakes 

are conduits of a geological time beyond our temporal experience, temporal wormholes that 

sustain and poison us. The Great Lakes have enabled industrial capitalism in such a way that 

our progress and development has poisoned the last reservoirs of fresh water during a life-

time that will witness military and multi-national corporate fighting an profiteering off resource 
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depletion. Water is militarized product, thought it always-already has been. The tap is already 

at war with the body in Flint. At home, in summers the Niagara is literally filled with shit, and 

my city might “smell like cheerios,” but it also smells like a rave-port-a-potty. 

In returning to Buffalo in January 2018 I didn't realize how the hard revival of the 

American Underground and a return to the rave aesthetics meant a revival of a rave 

collectivity and embodied practice of shared nomadic driving that was thought to be a lost art 

of the 1990s rave travelers. This was a midwestern rite of passage. Any weekend was always 

a possibility vector—we could always drive to Hot Mass. 

It was in this environment, as a conduit, I felt ready and approached what I believed 

would be a transformative experience. Eris Drew, a trans mystic, DJ, and healer, had 

revealed her plan to enact a series of intentional rituals through a network of events including 

a rave, an intimate curated afters listening experience, and a lecture the Monday after. These 

events were certainly influenced by the project of Hugo Ball, Eris' collective project with other 

queer members of the Chicago scene as a monthly at Chicago's Smartbar. Eris project was a 

mystical tradition honoring what she identi fied as the “Motherbeat.” The Motherbeat was 

something primal something divine. The whispers of the goddess through a broken air-

conditioner driving home from the rave in 1994. 

The idea for Motherbeat first came to Drew 23 years ago, during a "visionary psychedelic 
experience" that led her to think of the rave as "an archaic revival." (Hear more about the 
origin story in Drew's video below.) More practically, the Chicago DJ and Hugo Ball 
resident also wanted to throw parties that could go all-night in the US, a rarity in a country 
where Drew says "alcohol culture has a stranglehold on the scene." 
"The deep ecstatic psychedelic roots of the scene appear to be subjugated to other 
values," she said in an email to Resident Advisor. "I want to put those upfront, so the time 
seems right for a crazy trans woman and her friends [to] inject a little chaos, femme 
energy and psychedelic love into the mix."100 

The First Rite of the Motherbeat: Shamaness Imploding was to be a ritual calling forth and 

celebrating this structuring beat of life—the realization of the goddess through soni fication. 

Eris promised to open a door or path to a mystical calling and responsibility to gnostic and 

psychedelic traditions of the rave. While alcohol was allowed at the event (BYOB), it was not 

sold at the bar. Instead users were encouraged to use whatever means toward self-discovery 

and tools that enabled the effacing of boundaries in a way they felt comfortable. Eris Drew— 

100 Andrew Ryce, “Eris Drew announces Motherbeat sereies of all-night parties in the US.” Resident Advisor. 
December 23, 2017. https://www.residentadvisor.net/news/40687 

https://www.residentadvisor.net/news/40687
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and my friends Miah and Shane who were gifted enough to share in helping the ritual—gave 

me the space and magic to recognize something divine and essential within me and journey 

through the rave—something in me that that I didn't have the language or words for. 

Eris' project—a party, lecture, ritual—took place on a Friday slot. Friday's were the 

days held by the bathhouse for the younger, queer and femme friendly events. The 

Motherbeat, featuring sets by Adab, Kiernan Laveaux, and Eris at the club were helped 

realized through the ambient afters by Chicago partners Lexcyia and Glorb, farplane. At the 

end of the weekend was a lecture and intimate happy hour DJ experience Monday evening, 

for women/femme collective GirlFx's In the Weeds at the Ace Hotel, Pittsburgh. Between the 

farplane exit ritual and the Tuesday lecture “More Than a Party,” was a standard Hot Mass 

Honcho Saturday party. It was an aggressive swerve into cis bear masculinity against the 

lesbian partners Tama Sumo and Lakuti, the booking agents of famed post-fall-of-the-wall 

Berlin venue Berghain / Panorama (P Bar), headlining all night. I would witness something 

that reminded me while a gay/queer event, this was an event that did not have the radical 

femme and trans energy of Eris' ritual. The music was good, but something tugged at me. I 

remembered the difference between a party or rave-space that invites the raver to conduct 

their rituals (Saturday's normal party experience), versus a ritual that invites the party and 

rave space, in order to conduct the raver (Friday's divine magic). 

I followed along the mysticism of Eris' project—a pagan appreciation for the divine, a 

belief in plant gnosis, of ethnobotany and pharmacological chemistry for therapeutic use, that 

we should approach the DJ as a “shaman” only carefully recognizing the colonialist drives and 

implications of that epistemology. She radiates a mystical energy throughout her DJing, 

production, and public writing and philosophy; nothing short of a goddess-agent, tapped into 

the progressive, which she curates through a careful selection of rave nostalgia, psychedelic 

Gnosticism, and breaks and UK Piano Hardcore made hauntologically summoned and made 

queer. Eris's magic is a vibrant reparative hacking of the archive unfolded before the eyes 

and ears of its witnesses. The break and breakbeat music—characterized by the sampling of 
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old funk drumming—is a hauntological trope throughout dance music and hip hop. 

Breakbeats are manifestations of the motherbeat, and Eris as conduit warps them into a 

reality matrix that sprouts like a fungus fed on love. The love of breaks is a commitment to a 

continuum of jungle, hardcore, idm, and gabber, that are the some of the most powerful 

futurist weapons we can deploy in the destruction of patriarchal control capitalism. 

Eris would be a guide through the summer circuit, Smangtasia and Sustain being key 

points of my experience following movement and my first No Way Back at Tangent. In the first 

few hours of the Bunker, Monday night of Movement / Memorial day weekend 2018, I sat with 

Nick Bazzano, his partner Jimmy, and Sublimate cofounder Tajh Morris. We spoke about the 

kind of rave-ethos that No Way Back asked of us, just how broken it left people including 

ourselves. Of the histories of black and gay afro-futurist imaginations outside capitalism's 

oppression. Of how so often promoters and parties were not concerned with the history and 

ghosts of the past that are our strongest protectors and those we owe our entire practice and 

performativity to. 

In a recent interview Zak Khutoretsky, a Minneapolis rave veteran who goes by DVS1, 

suggests that festival culture and what are tiny parties and intention two day weekenders are 

now very different worlds and cultures. It was in the latter that I witnessed Eris and other 

friends. It spiraled in a moment of kismet, of shared morning social sliver between new found 

west-coast friends who knew all my friends. Steven and Matt knew exactly why Josey 

Rebelle, who was given the final set of Sustain, was playing 170bpm hardcore at 9am in the 

morning. I cried as I felt the ancestors and DJ Rashad as she slang Tek-Life cuts like rave 

daggers. 

Throughout all of this, in the madness of helping with nearly every party in my city, I 

managed to try and build a rave for myself. A tiny piece of nothing, a reparative telling of Field 

of Dreams, my father's favorite film growing up. I was always a queer amongst a sea of 

impossibly straight-folk. I figured if I built it, listened to the eerie of Erie, gave voice to its 

haunting presences, they would come. There were queers and I wanted to find them, they 
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were my family. Dreamland (a former Buffalo queer arts space and venue) was decimated 

and closed due to land-lord disputes driven by way of gentri fication. This loss has left no 

home for Buffalo's queer underground artist community. I returned, spiraled back to Milkie's a 

venue used by Dana McKnight and Dreamland's gos gozah parties, of which I was a resident 

years prior. I would do it in Milkie's, a venue I hated and was quite frankly dangerous because 

the power could surge and fry the thousands of dollars of equipment upon booking my first 

show. It did of course. I new I would use so much smoke machine effects that you wouldn't 

even know you were at Milkie's. In the morning before my new party—an event I was was 

calling Ghost Stories, with Rachel Noon headlining—I was gather decorations in my I knocked 

one of my books over. Out spilled a flier for the last gos gozah I had played. I hadn't seen this 

in 4 years. 

In each rave experience I was concerned with the direction of our planet. That all 

lifestyle politics and attempts to mitigate the harm of disaster-capitalism could not do anything 

to alleviate the transformation process Gaia is going through. We are witnessing our own live-

streamed slow-burn apocalypse momentTM. The planet, and the technology and ancient 

alchemic materials we have dug-up in pursuits of necromancy called things like 'rationality,' 

'objectivity,' and 'scienti fic realism.' Gaia is a slime mold on a slime mold, our grain of time, in 

the vast continuum of all temporal realities, is a blip. What is not insigni ficant is the temporal 

destabilization that has occurred from rare earth mineral drilling, nuclear and explosive 

testings, and hydro-frakking that causes earth-quakes along the American east-coast. 

Raving has always been a meditation for me. It is a meditation, that refuses a dark 

nihilism, killing yourself as the only way out, or an ungrounded positivism. Raving gives me 

the ability through cognitive dissonance and contradiction to grasp the shifting and unstable 

reality that is a 'world' already enacting its own destruction, all the while denying and 

disavowing this death-spiral. Neoliberal information capitalism is a sel fish demon-child, hell 

bent on its own insatiable demands for arbitrary value even through radical destruction. It is 

out poisoned, mad, economic assemblage engages in ritual magic, such as the burning and 
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destruction of subsidized crops in favor of feeding the poor, or mass vacancies despite 

growing homelessness. I think it is important was capitalism asking us to conduct rituals that 

hadn't been performed since a time when the old-golds were venerated, and question 

whether we need to play in its illusions and manipulations. 

Figure XIV – Lend Me Your Ear, digital image, by the author 

The Third Rite of the Motherbeat: Flesh of the Goddess 

A year later my second encounter with the the motherbeat ritual, Motherbeat 3: Flesh 

of the Goddess, had a dramatic shift in affect. The sonic weapons I had let others use on my 

body had changed me. The rave no longer felt empty and without possibility. I was no longer 

caught by how powerfully alone I often felt in times where I knew I was surrounded by 

community, immersed in the collective. I didn't kill myself. Things felt different ,I cried as I 

locked eyes with Miah in the intimate moments when they turned the lights on at Hot Mass. 

Later that weekend, a conversation with Tony Fairchild, a good friend, and visionary archivist 

and champion of the Rustbelt, let me discuss his speculative realist science fiction project— 

TerraFirm—which was a project about a galactic corporate force terraforming planets in a 
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nearby solar system, for a cost. We talked for hours, exchanged notes and ideas about 

mankind potential futures or lack their of, lineages of psychedelia in dance music and counter-

culture, real structural and societal problems that threaten not only our culture, but some of 

our very livelihoods. 

Sometimes, being a DJ , or just being a committed raver, requires you to question your 

sanity. No one wants to do this. You do this because you want to suffer. Because you have 

suffered before. And you will suffer again. In this life, the past one, the next. Because 

suffering is all that you got. It is the freedom whisper of every slave spiritual that caused the 

corn to grow, flattening and twisting its stalks to reveal a crop circle set to land the space craft 

of an extra-dimensional Other here to save us from this corporeal meat-space. 

Adab, in a mix for Spontaneous Af finity, released right before the second Motherbeat 

ritual they would close, would remark, 

The idea for this mix started with me wanting to focus on filtering some of the current 
societal/existential anxiety I feel as a black non binary amab individual into an ecstatic, 
drummy set of tracks. I start with a clip from the film “12 Years a Slave” of a spiritual being 
sung called “Roll, Jordan, Roll”. In this scene the main character, enslaved after being 
born free, is focused on in the cinematography as he clearly accepts the reality of possibly 
never escaping while singing this song. This spiritual was historically adopted by enslaved 
African Americans as a coded message for escape. This is the guide post of the mix and I 
hope it aligns the orbits of the tracks that follow to display a sincerely black sonic 
narrative.101 

Until the last one is left standing, keep the records playing. Don't forget to go home, or sleep. 

Leave an offering, honor the dead. 

PART THREE CONCLUSIONS?: GHOST STORIES, TIME'S 
SPIRAL, AND RACING THE CLOCK 

With the conclusion of this non-linear temporal spiral, I want to return to my art 

practice. Often when describing party and rave-event work, there is resistance in the 

academy and art world to consider the validity of collective practice. This is ironic considering 

how standard lines of art careerism lead to artistic practices of celebrity-artists who rehash 

ideas for fabrication studios, studio interns, and corporate partnerships to enact work they 

101 Miah Benton quoted for Spontaneous Af finity 016, mix and interview series, web, March 2019, 
https://spontaneous.zone/016-adab.html 

https://spontaneous.zone/016-adab.html
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never touch. Unlike this sel fish, exploitative collectivized labor, is the labor of the rave. The 

rave can be a solitary journey of self-discovery, but dance music culture is never an isolated 

or individual practice. A good party, a real possibility space, requires a decentralization of 

power, responsibility, and resources. Ghost Stories came from some meditations on what it 

meant to take ghosts of history, ghosts of my own life, memory as a specter itself, and create 

something anew from the old and dead. It was about looking for a sliver of the divine in the 

mundane, but only expecting a glimmer. Like a shade or shadow, there, and then, gone. 

Attempting to capture or encounter the spectral element, was the goal, Ghost Stories was a 

vessel and platform to conduct this ritual. 

Figure XIV: Ghost Stories Flier, Rachel Noon, 6.30.18 

To take the ghost seriously is about feeling comfort and pleasure in that which I feared. 

Serious ghost-business marked the time I was too spun, unable to spiral together, and put 

what I thought was the animated version of the live-action Ghost Busters, only to discover an 

earlier Ghostbusters, something more aligned to He-Man and Thunder-Cats.102 The opening 

102 The Original Ghostbusters: The Animated Series, “I'll Be a Son of Ghostbuster,” Season 1, Episode 1, 
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scene features the 'big baddie,' Prime Evil, a spectral robotic inter-dimensional space-

skeleton wizard, who's synthesizer space-craft is played in order to make 'chords' or secret 

'notes' that ripped holes in reality transporting and hopping Prime Evil from different 

dimension to different dimension. It meant that sometimes an innocent mistake in media 

selection, is a read-yourself-to-filth moment of re flection. What is the art of DJing and sonic 

warcraft and sorcery if not this? 

Figure XVI, XVII, XVIII: Big Baddie, Prime Evil, from Ghostbusters, opening scene. 

Tuning in, listening for spectral frequencies was at stake when Theo Parrish, arguably 

one of the first fine art DJ-producers as he completed an MFA through dance music and 

DJing as his practice, mentions that a good party is like going up in your attic, only to find a 

ghost that scares you nearly-to-death.103 As he suggests, when asked if he would want to 

open a nightclub of his own, 

No, I think about it all the time. But all of those things in line at one point make a 
decent party. It’s magic every time something pops off. It sounds real cliche and 

Directed by Tom Tataranowicz, Written by Robby London and Marc Richards, NBC Universal, September 8, 
1986. 

103 Theo Parrish Redbull Music Academy Lecture, Hosted by Gerd Jansen, Seattle, 2005, 
https://www.redbullmusicacademy.com/lectures/theo-parrish-3-cheers-for-the-d 

https://www.redbullmusicacademy.com/lectures/theo-parrish-3-cheers-for-the-d
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real, you know? [Mimes a cheesy grin and thumbs up] “It’s magic when a party 
happens.” But it actually, really truly is because there’s so many other things that 
work against you, that once it pops off, and it’s good, and you know it’s good, and 
you try to ride it for what it is. It’s like seeing a ghost or something, you’re like, “I’m 
going to go to the attic again. Maybe I’ll see that ghost one more time.” That’s as 
elusive as it gets.104 

This elusive nature is a special fleeting glimpse of the virtual. It is the potential that shows 

you that playing with ghosts allows you to encounter and overcome your own fears, but also 

recognize the fears that neoliberal capitalism maintain's as strict prohibitions. What is 

frightening, is the proximity the party and rave-space has to some of the most radical political 

vectors: collectivity, ego dissolution and desubjecti fication, a centering of radical pleasure, 

ecstatic and hauntological temporality. Seeing the ghosts that haunt control society forces you 

to see a world in which our labor is not just alienated, pitiful rigged exchanges of our life force 

for wages, but a sacred divine labor of jacking, grooving, and losing oneself on the floor. 

Another term for this fleeting essence of virtuality enabled by the rave-space may be 

'spontaneous af finity,' the name of a Zine and podcast mix and interview series by artist and 

DJ Lycee. As she suggests in the opening manifesto of Spontaneous Af finity Volume 001, 

Spontaneous Af finity isn't about ego, knowledge, paraphernalia, or exclusivity of any kind. It's 
about PURE SENSATION. It's about losing track of yourself and merging with a moment. It's 
about temporary autonomous zones and ephemeral connections. It's about forgetting to Shazam 
that track or fix your hair. It's about the hours far past dawn when everyone left on the dancefloor 
has laid their soul bair but still looks beautiful under the harshness of sunlight. 
Spontaneous Af finity is NOT A UTOPIAN VISION. It's about understanding how to let go. How to 
let go of a person. How to let go of a place. How to break a routine even if it hurts. How to 
appreciate a feeeling that can't last forever as if it were eternal, and how to appreciate 
challenging moment—and challenging sounds—as catalysts for growth.105 

And so it is about both recognizing a need to let go, to know that which you give up can also 

return. To relinquish, for example, Mark Fisher, who's suicide was both a way out of his 

suffering, and the most painful and horrid hauntological gesture. But also relinquish our 

traumas, suffering, anxieties, and self-doubt. 

Because to find true salvation, to exist in ecstatic time, is the only mode of queer 

performativity that can accept failure but also recognize what it means to cruise for a world 

different than this. To cruise the haunting virtual, is to demand an organization of the 

104 Theo Parish, RBMA Lecture, 2005. 

105 Emphasis in original, from: Alyce Currier, Spontaneous Af finity Volume 001, zine, 2018, 
http://www.spontaneous.zone. 

http://www.spontaneous.zone/
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individual and collective that is not our current neoliberal nightmare, perhaps not yet here but 

not impossible, certainly on the horizon. It is a requirement that we not-only recognize that 

“time is out-of-joint,” but also that tempus fugit. That straight, linear-time of capitalism is an 

illusion and violent weapon towards collective organizations of ecstatic pleasure. For Muñoz, 

he believes, 

We must vacate the here and now for a then and there. Individual transports are 
insuf ficient. We need to engage in a collective temporal distortion. We need to 
step out of the rigid conceptualization that is a straight present. In this book I 
have argued that queerness is not yet here; thus, we must always be future 
bound in our desires and designs. The future is a spatial and temporal 
destination. It is also another place, if we believe Heidegger, who argued that the 
temporal is prior to the spatial. What we need to know sis that queerness is not 
yet here but it approaches like a crashing wave of potentiality. And we must give 
in to its propulsion, its status as destination. Willingly we let ourselves feel 
queerness’s pull, knowing it as something else that we can feel, that we must 
feel. We must take ecstasy.106 

To take ecstasy, to find the ecstatic within our communities and share velocities and 

intensities, is a radical refusal of the “here and now,” the material and virtual conditions of the 

present. To take ecstasy is to recognize the dream of the 60s and 90s psychedelia is always-

already within our grasp, a friendly ghost with which we can refuse the world. To take ecstasy 

—to attempt to live in a queer, ecstatic, destabilized time— is to move away from a politics 

that sees the failure of those who organized before us as the only trajectory of the past and 

present. That the failure of a collectivity or utopianism is not the final word, and instead see 

these failures as a necessary moment or step in the becoming that seeks to create foster 

radical collectivity and utopia. In the face of eschatological forces, we are racing against the 

clock, but the potential and virtual are ever-more present. A commitment to remember the 

specter that haunts us, as Fisher suggests, 

The concept of acid communism is a provocation and a promise. It is a joke of 
sorts, but one with very serious purpose. It points to something that, at one point, 
seemed inevitable, but which now appear impossible: the convergence of class 
consciousness, socialist-feminist consciousness-raising and psychedelic 
consciousness, the fusion of new social moments with a communist project, an 
unprecedented aestheticization of everyday life...Acid communism both refers to 
actual historical developments and to a virtual confluence that has not yet come 
together in actuality. Potentials exert in fluence without being actualized. Actual 
social formations are shaped by the potential formations whose actualization they 
seek to impede...But we need now to return to a time when the prospect of 
universal liberation seemed imminent.107 

106 Muñoz, Cruising Utopia, 185. 

107 Fisher, Acid Communism, 757-758. 
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And so we must wait, ever present and aware, learn to let go of ourselves in order to learn 

new ways of feeling and extra-normal perception to catch, even a glimpse, that which has yet 

be actualized. The choir of the dead, who join the living, whisper the keys to our liberation, 

and in their collectivity the faint call resonates and rebounds into a harmonization that 

screams across the plane of reality like a deafening roar. Becoming medium, becoming a 

conduit, is how we open ourselves to the ghostly presence. To open oneself to the ghostly 

presence invites the possibility of full-body and full-mental possession. To become possessed 

is to realize your own agency is always-already less and more than just your own 

mechanisms of desire and action. To become possessed by the ecstatic, by a queer 

hauntological forces, allows us to channel the imminent cries for liberation and salvation, to 

go “beyond the singular shattering that version of jouissance suggests or the transport of 

Christian rapture.”108 To be haunted, to be the vessel for the specters of communism, gay 

liberation, collectivized pleasure, and an af firming politics of vitality, is to recognize that there 

is power in embracing one's own alterity and monstrosity. It is not to return to the closet, but 

remember from where we have come and the trajectory we are going. There is power in 

claiming that we are the things that go bump in the night, the specter hiding in the attic, the 

ecstatic monster hiding just in the shadows ready to paralyze neoliberal fascist forces with 

their own worst fears. 

108 Muñoz, Cruising Utopia, 187. 
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APPENDIX 1: REFERENCE IMAGES AND FIGURES 

Figure 1: Acid House Love Poster by Dorothy.109 Schematic of the Roland 303 with 
relevant figures, institutions, in fluencers, and forces that shaped “Acid House” and the 
Second Summer of Love. 

Figure 2: Ishkur's Guide to Electronic Dance Music. Screenshot of flash applet. This 
window shows the house continuum. Outside of each genre, Ishkur's guide also broke 
down important instruments and samples. 

109Found here: https://www.wearedorothy.com/products/acid-house-love-blueprint-a-history-of-dance-music-
and-rave-culture-special-edition 

https://www.wearedorothy.com/products/acid-house-love-blueprint-a-history-of-dance-music-and-rave-culture-special-edition
https://www.wearedorothy.com/products/acid-house-love-blueprint-a-history-of-dance-music-and-rave-culture-special-edition
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Figure 3: Genealogy / Map of Juke / Footwork from Osaka based label Booty Tune.110 

Figure 4: musicmap, interactive music genealogy map, furtherest zoom out. 

110 Fact editors, “Explore the universe of footwork and juke in a handy fold-out map,” Fact Magazine, web, July 
10, 2014, https://www.factmag.com/2014/07/10/footwork-and-juke-map-booty-tune/. 

https://www.factmag.com/2014/07/10/footwork-and-juke-map-booty-tune/
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Figure 5: musicmap, Somewhat detailed view of dance music continuum. 

Figure 6: Closer view of House, Techno, and adjacent electronic genres. 
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Figure 7: General map and spacial view of music genres on musicmap. 

Figure 8: Lacanian Orders/Registers and the Psyche, personal drawing. 
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Figure 9: Lacanian Orders as “knot.” 

Figure 10: Inside David Mancuso's Loft, New York City, 1982, Unknown Photographer; 
Courtesy of Louis “Loose” Kee Jr. 
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Figure 11: David Mancuso inside the Prince Street Loft. Courtesy Matthew Marks 
Gallery. The Estate of Peter Hujar. Reproduced from Tim Lawrence's Archive. 
http://www.timlawrence.info/archive-backend/2013/7/16/david-mancuso 

http://www.timlawrence.info/archive-backend/2013/7/16/david-mancuso
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Figures 12 and 13: Map of NYC Club Spaces, reproduced from Night Fever: Designing 
Club Culture 1960-Today (2019). 
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Figure 14: Paradise Garage, exterior, 1987, Kazuo Washimi 

Figure 15: Patrons waiting in line for the Paradise Garage, Paul McKee 
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Figure 16: Inside The Paradise Garage, 1987. Bernie Bernthaler. 

Figure 17: The Warehouse exterior, 206 S. Jefferson 
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Figure 18: Inside the Warehouse, Frankie Knuckles Foundation. 

Figure 19: Cybotron “Clear,” cassette art. 
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