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Abstract: This article will explore some of the main inspirations behind the Time Machines
symposium, examining different conceptions and functions of time machines across a range of
media arts. While Dark might seem to offer the most literal example of a time machine, this
turns out to be a strange and impossible device, itself dependent on time travel in its manufacture
out of elements from different time periods and therefore calling into question notions of linear
temporality. The Black Quantum Futurism collective deliberately combines elements from
Afrofuturism and quantum physics to undo the oppressions of linear chronological time via a
range of media art practices, exhibitions, and workshops, including workshops in time travel.
Coil’s Time Machines project makes use of a different kind of loop—analog sonic repetitive
drones—to generate a disturbed temporal experience for the listener that, “under the right
conditions” (social, cognitive, chemical), may constitute a form of quantum time travel. All the
above can be considered as machines for escaping linear chronological time, even if these
escapes may have their own dangers and limitations depending on the context. Finally, the article
will analyze the post-hardcore band La Dispute’s “King Park,” an emotionally intense song
revolving around the accidental shooting of a child and the consequences of this for the killer.

More than just objective reportage or storytelling, I will argue that the song, both lyrically and
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sonically, inhabits the events it describes and enacts a mode of time travel to revisit these
traumatic events and to re-experience them from multiple perspectives. As such, I will argue that
this, alongside the other examples mentioned, resonates strongly with Deleuzian conceptions not
only of chronological time as a chronic condition that artistic practices draw various lines of
flight from but also of the event as an acausal and nonlinear intensity, always capable of being
re-actualized in the present.

Keywords: Time Machines, time travel, quantum entanglement, Dark, Black Quantum

Futurism, Coil, La Dispute, Afrofuturism, sonic drones, the event

I was born in a time machine

Broken down at some gruesome scene
Sometimes it works in reverse

And so I relive what hurts

I got used to numbing so comfortably
Locked in here with what's haunting me
Now I don't dare turn my back

That's when I get attacked

I'm broken down in a time machine

—Alkaline Trio, “Broken Down in a Time Machine”

Introduction

This article will present some of the main inspirations behind the 7Time Machines event that took
place at Goldsmiths in July 2023 and which, in turn, inspired this special issue. It will examine
different conceptions and functions of time machines across a range of media arts. While Dark
(2017-2020) might seem to offer the most literal example of a time machine, this turns out to be

a strange and impossible device, itself dependent on time travel in its manufacture out of
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elements from different time periods. The Black Quantum Futurism collective deliberately
combines elements from Afrofuturism and quantum physics to undo the oppressions of linear
chronological time via a range of media art practices, exhibitions, and workshops, including
workshops in time travel and sonic experimentation. Coil’s Time Machines project makes use of
a different kind of loop—analog sonic repetitive drones—to generate a disturbed temporal
experience for the listener that, “under the right conditions,” may constitute a form of quantum
time travel.

Finally, the article will analyze the post-hardcore band La Dispute’s track “King Park,”
released in 2011, an emotionally intense song revolving around the accidental shooting of a child
and the consequences of this event for everyone involved. More than just objective reportage or
storytelling, I will argue that the song, both lyrically and sonically, inhabits the events it
describes and enacts a mode of time travel to revisit these traumatic events and to retrace their
contours in a way that renders them sonic, visceral, and expressive, rather than merely reducing
them to news headlines.

While this may seem like a disparate series of media examples to engage with, what they
share is an interrogation of how different media art practices might function either with time
machines, as time machines, or in some cases, both. This raises questions not only about what a
time machine is but also what it is for. If the simple answer is that it is a device to escape the
limits of the present to visit the future or the past, then this is rarely presented as a simple
joyride. Even if emerging out of ideas of time as the fourth dimension and therefore susceptible
to voyages of exploration, there are usually higher stakes involved than mere curiosity; there are
compelling reasons to want to leave the present behind and perhaps to change it. More

importantly, at least in these examples, the drive to engage with time travel is not just to escape
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the present but to undo linear time itself, conceived of and experienced as an oppressive
structure.

While this is implicit in Dark, with there being plenty of reasons to leave the cursed and
possibly doomed present of Winden, ideas of linear chronological time as a “chronic” condition
are made explicit in different ways in the work of both the Black Quantum Futurism collective
and the musical group Coil’s Time Machines project. Both these projects are involved not just
with representing time machines or time travel but with enacting this undoing of the chronic
effects of linear time directly. La Dispute’s work takes a different approach, inhabiting past
events from multiple perspectives to unravel the multiple forces at work within them and to
become adequate to these events. Intriguingly, the temporal journeys in all these examples are
initially triggered by personal or collective grief and pain but, through embracing nonlinear time
and quantum perspectives, are able, if not to escape, at least to partially unravel the knots of
linear chronology.

This article therefore aims to explore the dynamics of all these projects as a way of
generating some answers to the questions of what time machines are and what they are for, and
more specifically, how a range of media arts can function as time machines. There are clear signs
that the regime of linear chronological time begins to be questioned or even to fall apart in the
nineteenth and twentieth centuries. Not only is modernism, across a range of artistic practices,
largely involved with disturbing spatiotemporal linearity, but the same can be said of
developments within the sciences, such as Einstein’s Theory of Relativity or Heisenberg’s
Uncertainty Principle, and ultimately the developments of quantum physics and chaos theory.
Without adopting a crude media determinism, it is no accident that this is the same period in

which new time-based modes of expression were emerging—from recorded sound and music to
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the range of moving-image devices that ultimately culminated in cinema. As these “time-critical”
media become increasingly prevalent ways of accessing reality, questions of technologically
mediated temporalities start to be foregrounded.

“Time-critical” is a term used by the media archaeologist Wolfgang Ernst, and it has a
stronger meaning than just time-based media; in fact, such media processes, both analog and
digital, force us to reconsider conventional understandings of time itself:

Technical media are not only reconfigured repeatedly in the course of time; they also serve

as models for the conception of emphatic time itself through their timing specifications,

which is how the concept of “real time” came into our current vocabulary. (5)

This can be seen, for example, in both Bergson’s early twentieth-century philosophy of duration
and memory as well as in Whitehead’s process philosophy,! both of which emphasize change
and emergence over static or mechanistic scientific models focused on stable states of matter and
dualistic separations between mind and matter, subjectivity and objectivity. It is therefore not
surprising that the late twentieth-century philosopher Gilles Deleuze would turn to cinema, as
Bergson had done before him, as a machinery for both producing temporal experience and
calling it into question. However, in place of Bergson’s denunciation of early cinema as a
spatialization of duration according to reigning empirical models of thought, for Deleuze, the
cinema he characterizes as the “time-image” is also capable of liberating a “non-chronological
time” or “a little time in its pure state” against the chronological mechanization of time (Cinema
2 17). These dynamics will now be explored via a series of examples of technical media arts,

none of which are cinema but all of which can be seen as post-cinematic.

! On Whitehead’s Process Philosophy, see C. Robert Mesle, Process-Relational Philosophy: An Introduction to
Alfred North Whitehead (Conshohocken, PA: Templeton Press, 2008).
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Dark (2017-2020) and Quantum Time Machines

The German television series Dark (2017-2020) complicates simplistic time travel narratives by
combining them with ideas of parallel worlds and a quantum approach to time travel. The series
constructs an expansive series of temporal loops that raise philosophical questions about the
nature of time itself, considered in a quantum framework. It does so via the artifice of temporal
disturbances that take place every 33 years, making it possible to leap between one generation
and another, initially manifesting in the disappearance and reappearance of children between the
present and the 1980s—an event that proves to be part of a much larger pattern of temporal
slippages. Rather than gaining access to an eternity liberated from embodiment and aging, the
time travel in Dark subjects characters to a ravaging of the body by quantum energies that all the
more emphasize the inescapability of corporeal decay and mortality.

In a sense, Dark tries to have it both or all ways, incorporating both intentional journeys
and seemingly accidental disappearances, as well as an evolutionary sequence of time travel
machines that range from Victorian steampunk devices of different dimensions to a secret tunnel
wormbhole in a cave system to past and future “god particles,” invoking notions of quantum
physics. As Steve Nallon and Dick Fiddy describe the main time travel machine: “This apparatus
uses Caesium-137, a radioactive isotope that when combined with a Higgs field (the so-called
God particle) creates the black hole that makes time travel possible” (71). This section will
explore some of the key aspects of time and time travel as presented in the show in relation to the
philosophical and ethical conceptions of time travel it presents.

One striking aspect of how Dark presents time travel is via its use of temporally
anomalous objects or time machines with no beginning or end but only circulation. One of these

is the book 4 Journey Through Time, “written” by the clockmaker H. G. Tannhaus. However, in
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reality, he never wrote it but only copied it in 1953 when it was brought to him from the future
by Claudia, who already possessed a published copy. It is not insignificant that the book features
a Penrose triangle on its cover—an emblematic geometrically impossible object, at least from the
perspective of Euclidean geometry. The back cover features a quote from a letter by Einstein that
reads: “We trust in the linear, ever uniform course of time - even into eternity. But the distinction
between past, present, and future is nothing more than an illusion.” This also applies to the time
machine itself, which includes both past and future components from different periods in the
series. In 1953, Tannhaus is asked to build it based on blueprints that Claudia brings from the
future, but it only works when the mechanical components are combined with the
radioactive/anti-matter substance released by the nuclear power plant meltdown in 1986 and
Ulrich’s mobile phone from 2019. As such, it is another impossible object—Ilike the Penrose
triangle or the book—that can only exist as a perceptual illusion, or, as Jonas says early on in
response to Marta’s experience of déja vu: “A glitch in the matrix or a glimpse of the other side”
(Dark).

There is a fundamental philosophy of time at work within the show that is close to
notions of quantum entanglement, namely the interconnectedness of all things and all times, even
across multiple worlds. This was already hinted at by the quote from Einstein but is taken further
via references to quantum physics, notably in episode seven of season 3, which begins with a
young Tannhaus giving a demonstration of the Schrodinger’s cat parable. In this thought
experiment, at a quantum level, reality is undecidable, and different states of reality are
superposed on one another; there are worlds in which the cat is either alive or dead, depending
on how it is observed. Dark itself abounds in a variety of Schrodinger’s cat-like situations in

which key characters like Marta are both alive and dead, or in the case of the parallel world,
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other characters like Jonas do not even exist at all. What seem like beginnings or endings are
only partial perspectives on events whose complexity exceeds these partial observations—an
approach to time that the show plays with aesthetically through repeating and reversing temporal
sequences. This results, in one sense, in a form of powerlessness, since attempts to change events
based on an inadequate understanding of them are doomed to failure. On another level, however,
changing “one grain of sand” can change everything if it is the right grain of sand. If one can
change or undo the knot of time itself, then it is possible to affect the entire construct and
reconfigure it, albeit with unpredictable results.

Black Quantum Futurism and DIY Afrofuturist Time Travel

Another key inspiration for the 7ime Machines symposium was the Black Quantum Futurism
Exhibition Temporal Deprogramming, which took place at the ICA in 2019, along with related
publications edited by Rasheedah Phillips, Esq. This exhibition included, in its workshop
program, pragmatic experiences of “DIY Time Travel” in relation to “quantum time mapping”
and “grandmother paradoxes”: “Grandmother Paradoxes, DIY Time Travel & Quantum Event
Mapping: A lecture and workshop exploring the history of linear time constructs, Afrofuturist
concepts of time travel, and Afrodiasporan traditions of time and space” (Black Quantum
Futurism).

DIY time travel may be hard to accept at first, until it is related to the underlying
philosophy of Black Quantum Futurism, which integrates Afrodiasporic experience with
quantum notions of nonlinear temporalities as the matrix out of which Afrofuturist time travel
emerges and develops. In fact, in the first volume of Black Quantum Futurism: Theory and
Practice, edited by Rasheedah Phillips, BQF provide a table that articulates a range of quantum

phenomena like “wave-particle dualism” and “non-locality and entanglement” alongside African
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spiritual/religious phenomena and real-world correspondences. Based on these correspondences,
BQF time travel is not about jumping from one point in chronological time to another but rather
a process that moves from visioning the future to future alteration to future manifestation.
However, this is not a vague New Age idea but instead a rigorous process of undoing linear time
in a way that increases the knowability of both past and future: “this practice develops foresight
and hindsight by studying features of time, sources of change, rhythms and patterns in larger
social patterns, as well as patterns in our personal sphere of experience” (Phillips 12). In fact,
these practices are all about deprivileging the hierarchy of the present moment in favor of the
past and future considered as formally equivalent. This temporal deprogramming allows access
to different times, whether these are only a matter of seconds away from the present or more
distant temporal processes like colonialism or slavery. It begins with a complex notion of
temporal experience as encompassing the present perception of short intervals and rhythms, the
sense of duration that incorporates the present with the past, temporal perspectives on the world,
and simultaneity and succession.

All of these temporal dimensions can be worked on to undo “simple” chronological time
in favor of a more open temporal experience, in which a fuller understanding of past and present
can enable visions and transformations of the future. One of the key concepts that Black
Quantum Futurism develops is that of retrocausality. Following the insights of quantum physics
as well as African spiritual conceptions, they argue that causality does not only go from the past
to the present and the future but also the reverse—from the future through the present to change
the past:

A BQF creative exploits the fact that the future can alter the present and the present can

alter the past. [...] When a possible future is envisioned, foreseen or chosen by a BQF
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creative, that future will instantaneously reshape its relationship to the past. In quantum

physics this instantaneous reshaping corresponds to quantum entanglement. What changes

in the future will be required to arrive at a present or past state? (19)

One fascinating aspect of this conception of time travel is that, instead of being oriented toward
returning to and intervening in the past, it aims at transforming futures that, through
retrocausality, will impact the present and past. This might seem counterintuitive, as the past is
usually thought of, from a linear perspective, as fixed once and for all. But just consider histories
of capitalism, colonialism, slavery, and genocide; these pasts have all been retroactively
transformed by actions undertaken in the present in the name of more ideal futures. This is only a
short step away from the modes of Black time travel advocated by BQF.

This is not so far removed from the earlier work of the Black Audio Film Collective,
especially the film The Last Angel of History (1996). In this film, written by Edward George,
George plays “the data thief,” a traveler from the future sent back to our present to search for
cultural artifacts that hold the key or code for the future. The film is interspersed with interviews
with Afrofuturist creative figures, including George Clinton, Samuel Delany, Lee “Scratch”
Perry, Sun Ra, Octavia Butler, Goldie, A Guy Called Gerald, Kodwo Eshun, and others. This
rich tapestry of Afrofuturist creative practitioners is presented as a matrix that weaves together
music, science fiction, futurology, and diaspora. BQF do something similar, albeit with a shifted
set of resources and theoretical referents.

The frequent references to “creatives” in BQF also point to an important aspect of the
collective: it is through creative practices—from poetry, writing, films, and visual art to hip-hop
and other Black musical practices—that this unworking of linear time takes place. In fact, sonic

time machines hold a privileged place in BQF practices, with one of the main participants being
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Camae Dennis, aka “Moor Mother,” a prolific music producer who also works with BQF
sonically to generate sonic experiences that correspond to more abstract BQF articulations of
time travel. Drawing on Afrofuturist musical traditions, the use of hip-hop techniques like
sampling, futuristic electronic sounds, and time-traversing poetic lyrics, these sonic practices
enact a form of temporal disruption.

This can be especially heard on “Umzansi,” the opening track of her Jazz Codes album,
produced in collaboration with BQF. The sonic has consistently been devalued in relation to
science fiction, as Jason Heller addresses in his book Strange Stars in relation to sci-fi music of
the 1970s: “Literature and cinema were taken as serious sci-fi and discussed openly as such; sci-
fi music, on the other hand was still seen as sort of a novelty” (xii). The same is equally true
when it comes to the subgenre of time travel. Nevertheless, recorded music is uniquely
positioned to capture and express non-chronological temporalities, whether through the powers
of rhythmic repetition or the ability to combine sonic components deriving from or evoking
different times through sampling and synthesis. Perhaps this is what led Wolfgang Ernst to write
about sonic and vibrational media processes as “sonic time machines,” albeit in a slightly
different sense. The sonic practices of BQF also operate as sonic time machines in distinct but
not unrelated ways to the following examples we will explore.

Coil’s Time Machines Project and Undoing the Chronic in Chronological Time
It may seem quite a leap from Afrofuturism to the post-industrial group Coil, but clear
connections do exist, especially if the lyrics of Coil’s track “Sex with Sun Ra” are taken as a
form of homage to Afrofuturism with its own unique temporal logic:

Sun Ra was here in his element. He invited me back for a ride [...]

In a spaceship powered by natural sounds
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I smiled, agreed, and we left for the place. That is full of the reasons for time and space
He said, “I dream of colour music. And the intricacies of the machines that make it
possible”
I said, “You are nothing if not inconsistent”
He said, “I rely upon being insistent. I'm almost never forever. I'm almost never for now
I implore you, explore all the people you meet” (Coil, “Sex with Sun Ra”)
However, Coil’s most direct engagement with time machines was in their Time Machines
analogue drone project, which was sufficiently different from their usual output that they
released it under the name Time Machines.

The origins of the Time Machines project lie in the discovery of the ability to produce
effects similar to those of sacred music—not to mention mind-altering drugs—via repetitive
drone sequences produced on analogue modular synthesizers. This discovery was made by Drew
McDowell, who then played the results to other Coil members with seemingly the intended
effects: they immediately started to enter into altered states in response to the music. This was, in
effect, what Coil’s various musical experiments had always been aiming for—to replicate in
sonic forms the gnostic effects of ritual experience and other sacred technologies like
psychedelic drugs. The looped drones of Time Machines seemed especially efficacious in the aim
of disrupting temporal experience, and a whole mythos developed around these recordings. Each
drone piece was linked by the group to a specific mind-altering chemical formula—whether
DMT, psilocybin, or telepathine—based on their “research” into the resonance between the
textures of the mind-altering experience produced by each piece and the associated chemical

substance.
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A visual analogue might be found in the phenomenon of flicker films, which similarly
reduce the resources of film to pure alternations of light intensity and have likewise been claimed
to provoke altered states of consciousness. These techniques were also applied to Brion Gysin’s
Dreamachine, which used the simple technology of a turntable with a light source filtered
through a rotating cardboard cylinder with holes to provoke altered states of awareness—
markedly similar to the effects of sonic drones. As John Balance described this project:

Time Machines was supposed to cure you of time. In the sense that time is an affliction,

everything is speeding up and there’s no time and everything is compressed. Your time

isn’t your time any more. It belongs to someone else and they pay you for it and then
suddenly you find you haven’t got it. So you borrow it from somewhere else. Time

Machines was an attempt to create a space where people can stop and have gaps. (cited in

Keenan 376)

Time Machines was not merely conceived as a break from the rhythms of capitalist subjectivity
but as a veritable form of time travel, referring not only to the powers of sacred music but also to
Coil’s perennial interest in John Dee and Enochian magic. Not only was the cover of the release
designed to resemble John Dee’s obsidian scrying mirror, but it was also accompanied by
stickers that represented various elements of Dee’s monadic figure, incorporating all the signs of
the zodiac.

Coil’s Time Machines project had the explicit aim of stopping or leaping out of time, a
quality it shared with sacred music: “Sacred music ... takes you out of yourself, stops time, takes
you somewhere else. There’s a real sense of non-corporeality ... the same with certain aspects of
the psychedelic experience, escaping time, playing around with infinity” (377). As indicated by

the track titles, drug and psychedelic research were important to this project—but not as a means
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of composing music, as had been the case for previous projects. Instead, drugs came afterward,
once the music had already been recorded, as a way of identifying the psychic texture of each
track, functioning as a kind of post-production calibration of the music with the mind alterations
provoked by specific chemical compounds: “there was a definite sense between us that we knew
when timelessness was starting to appear, the drones weren’t just drones for the sake of it. You
could feel a slippage and blurring of the edges” (377-379). This effect was, in part, an artifact of
working with old analog modular synths: “instruments that took on a life of their own just
through being used for so many decades. The circuitry gets fucked up and they become random
in a way you could never replicate via any other means,” in the words of McDowall (cited in
Keenan 379). As such, the Time Machines project constitutes a series of time machines,
potentially as effective as the fictional machines presented in Dark or the DIY time travel

experiences of BQF.

Fig. 1. John Dee’s Monadic Zodiac figure as used as a logo by Coil.
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La Dispute’s “King Park”: The Event or “What Happened?”

A very different form of sonic time machine can be found in the music of La Dispute, especially
in the track “King Park” from their album Wildlife, released in 2011. La Dispute is a post-
hardcore band, or perhaps a “screamo” band—a term used to differentiate strains of post-
hardcore music that employ screaming, distinguishing them from both emo and metalcore. In
fact, La Dispute’s vocalist and lyricist, Jordan Dreyer, deploys a whole range of vocal
techniques—from spoken word to singing, to howling, to screaming—to perform his highly
poetic lyrics, accompanied by the musical intensity of the rest of the group. Untypically for a
band of this (sub)genre, the lyrics do not tend to be based on a catharsis of personal experience
but instead rely on various modes of storytelling, often focusing on traumatic events that take
place in specific times and places—usually in the proximity of Grand Rapids, Michigan, where
the band originates.

In the eighth plateau of A Thousand Plateaus, entitled “1874: Three Novellas or ‘What
Happened?’” (179-204), Gilles Deleuze and Félix Guattari distinguish the tale and the novella
according to their temporal orientations. In the novella, “Everything is organised around the
question ‘What happened?’ ‘Whatever could have happened?’” whereas in the tale, “the reader
asks with bated breath: What is going to happen? Something is always going to happen, come to
pass” (192). This past orientation is as much about forgetting as it is about memory and revolves
around something that is both secret and imperceptible—precisely what is at play in the La
Dispute tracks discussed here.

A typical example of this is the track “HUDSONVILLE, MI 1956,” which, like some
other tracks on the Rooms of the House album, is a form of historical fiction, documenting what

the lyricist’s grandparents went through when a devastating tornado hit the area, separating them
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in different locations, each uncertain whether the other had survived. The transpersonal nature of
the song is expressed first in its title, which—Ilike the chapters of A Thousand Plateaus—names a
singular event via a date and a place, not a person. The lyrics present an attempt to control the
tragedy by performing everyday actions, like doing the dishes while keeping the radio on, hiding
in a basement, and observing all the external signs of danger and collapse—from rattling
windows and sirens to wires snapping and metal twisting in the “funnel cloud.” The song also
references scattered news reports of everyday tragedies.

Importantly, the story is not recounted from an external, godlike perspective but from
within the event itself, reflecting the limited knowledge and perceptions of the characters
involved. They do not know what is happening outside or where their spouse is but can only
perform routine actions, echoed in the repetitiveness of the music, which builds to a climax
alongside the re-imagined storm. The sonic shifts in intensity are accompanied by the
injunction—presumably from the radio—to “stay calm,” an instruction that feels increasingly
impossible as the song progresses. In a sense, the music embodies the storm as an event that
encompasses and subsumes the lives of the story’s protagonists.

In The Logic of Sense, Deleuze contrasts two accounts of the event. The first, which we
could equate to official history or journalism, presents the event from the perspective of the
present of its actualization in a given state of affairs, in which “the future and the past of the
event are evaluated only with respect to this definitive present” (151). However, there is another
sense of the event in which “there is the future and past of the event considered in itself,
sidestepping every present, free of the limitations of a state of affairs, impersonal and pre-
individual” (152). While at first glance it might seem that the song is all about adopting stable

points of view based on embodied experience, in fact, these are not stable but rather mere
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collections of habits caught up in the wider storm—one that is constantly arriving as well as
passing. The song is not interested in the state of affairs after the fact but rather in the event itself

as it unpredictably unfolds, bringing with it affects of panic, terror, survival, and loss.

Figs 2 and 3. La Dispute performing at the Garage, Islington, 6 June 2024.
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“King Park” adopts a similar strategy but in relation to a more contemporary and less
personally connected series of events. Based on a real-life accidental shooting of a child by a
teenage gang member, the song recounts both the initial event itself and the tracking down of the
killer to a motel room, where he proceeds to shoot himself—not out of suicidal intent, but as a
way to counteract the accidental killing of an uninvolved bystander. This time, the lyrics begin
with seemingly objective descriptions of the time and place of the event, resembling the style of
a newspaper report, accompanied by already frenetic music. Despite some doubts about the
veracity of this account, however, the song soon shifts toward a desire to travel back to the event
itself—an impossible total perception of the event that would encompass all points of view
related to it, thereby enacting a type of time travel:

And I travel backwards through time and space and

I disintegrate, become invisible

I wanna see it where I couldn’t when it happened

I wanna see it all first hand this time
This is not in the interest of objectivity but rather an attempt to understand the event more
deeply—examining all the affects circulating around the different figures involved, from the
shooter and his friends to the victim and the victim’s family, as well as the police and bystanders.
As the song states, “I want to be there when the bullet hit,” meaning not only an accurate
reconstruction of the event but also a deeper engagement with its emotional and psychological
weight: “If you could see it up close, how could you ever forget?” By fully “knowing” the event,
its full force and singularity are liberated from journalistic clichés and the cynical dismissal of it

as just another senseless shooting among many. This time travel is not limited to the originating
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event but extends further back, allowing the listener to experience the seemingly inconsequential
series of events leading from childhood innocence to gang membership. From here, the song
returns to the aftermath of the event—both the victim’s funeral and the killer’s escape attempt—
including his final phone call before taking his own life, in which he asks, “Can I still get into
heaven if I kill myself?”—a question posed as a kind of sacrificial counteraction to the original
killing:

I thought to slip through the door, I could’ve entered the room

I felt the burden of murder, it shook the earth to the core

Felt like the world was collapsing
In contrast to the original murder, the narrator seems weary of all this knowledge of death and
leaves before the final shot, not wanting to know the ending—which is, of course, already
known. Again, this could seem to be all about a personal, subjective point of view, but while
described in the first person, what is presented is a free-floating, a-chronological, mobile
perspective, following the multiple contours of the event and its effects. This perspective
functions as a possibly failed attempt to, if not redeem the event, at least sear it into collective
memory in such a way that it is never forgotten. Indeed, this song is widely considered La
Dispute’s most powerful work.
Conclusions
These different examples of media arts illustrate how various forms of artistic expression can
constitute time machines, enacting modes of time travel that go beyond conventional ideas of
linear chronological time. Whether through anomalous temporal objects, retrocausality,
repetitive mind-altering drones, or the inhabiting and articulation of the intensities and affects of

past events, each demonstrates an alternative approach to temporality. In a sense, these examples
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all resonate with Deleuze’s claim that “the only subjectivity is time, non-chronological time
grasped in its foundation, and it is we who are internal to time, not the other way around”
(Cinema 2 82)—but only if time is understood in a non-linear, transpersonal, and
multidimensional way. If these are all examples of what time machines can be, then their
purpose is to dismantle the chronic condition of chronological time in favor of more open,
transformative relations with multiple pasts and futures—challenging the tyranny of privileging

the present.
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