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NOTES
This AFF is a Sonic Based Aff that is built upon Ludlow’s thesis of rap. Sonics that you would want to play with this aff would have to include a variety of 808’s and hi-hats---other sounds maybe lead to problems with the method. The 1AC makes a thesis level claim about historical blackness and the disposition of black labor within it. The main topic link is that the resolution is a form of stealing black artists work through intellectual property rights and is backed behind the logistical politics of the ontology claim. The aff goes to further that debate is a site for black-performance and its ability to destroys existential insecurities of white futurity. 
 
1AC
Black Sonics---1AC
White futurism labels Blackness as “outcasts” reordering progression when tapes stop. Characterization of abandonment maintains a dislocation of white domination that furthers Blackness as the Other producing biocentric models of evolution. Only furthering Blackness to weaponize whiteness in academia destroys notions of existential insecurities. 
Shanks ’23 [Logan K; June 13; Logan Shanks is a graduate researcher from Brandeis University who received her degree in AAAS/WGS/English. Logan defines herself as a “Black feminist curator” who demystifies traditional “academic” understandings of blackness by pairing Black theoretical knowledge with everyday, familiar encounters of Black culture and art to create spaces where Black ways of knowing are validated and elevated, “A Meditation on Afrosurrealism, Black Gender, and the Non-Human,” Crossings: Swarthmore Undergraduate Feminist Research Journal: 1 (2), 17-26] /vishwa 
Fleeing and escaping, second-class servitude in their own “home” countries, refuged white Europeans mimicked their intimate familial class violence to create the New World mercantilist-capitalist system by stratifying themselves into a higher class, enslaving African people and Indigenous people in the process. These white insecurities manifest in laws, literary genres, epistemological constructions, and every facet of American life. One of those is the American romance literary tradition that writer Toni Morrison explicitly names in her book Playing in the Dark: Whiteness and the Literary Imagination. Morrison gives us the language to understand America as a white, nationalist, hegemonic world-building project that brands its aesthetic as generative and restorative through the shadow of slavery: “The black population was available for meditations on terror-the terror of European outcasts, their dread of failure, powerlessness, Nature without limits, natal loneliness, internal aggression, evil, sin, greed. In other words, this slave population was understood to have offered itself up for reflections on human freedom in terms other than the abstractions of human potential and the rights of man.” Ultimately capitalism derived from feudalism to free the peasants and serfs who were the least powerful in Western Europe and established a new white hierarchy that “freed” them from their poor, oppressive class conditions. 
The white reordering of history acquaints us with a narrative of historical progression and controls when the tape stops, plays, and rewinds. I use Black feminist literary scholar Michelle M. Wright’s concept of “linear process narrative” to acknowledge how white linear historiographies play on a loop to place Blackness in constrictive, barricaded time-spaces in which whiteness uses Blackness as a historical causality to map out its regressions. As Black folks attempt to break 37 “free,” they must appeal to and reason with fallacies of white freedom and equality through the same forms of language, mediums, and textiles that are used to hold captive Black matter in its anti-Black world-building projects. Through the destabilization of historical time periods, the Black collective will be better equipped to destroy the machinery of white supremacy that naturalizes anti-Black normative assumptions of gender, sexuality, and reproduction. 
As whiteness defines freedom in the form of white patriarchy (dependent on the suffering and oppression of stolen African people), Blackness runs the risk of inadvertently re-inscribing signifiers of white humanity in their new constructions of subjectivity and humanity. While the abandonment of freedom as a concept could seem degenerative and pessimistic to the survival of Black people, I beg the question of why Black existence is predicated on running and escaping the whip, ultimately an inescapable, slow necropolitical death? Perhaps, surrendering could possibly be more “freeing” than rendering Black matter legible to the category of the white Human. In our swapping of (white) Humanist conceptions of freedom for the non-Human, we are liberating ourselves from limiting, fixed categorization. In solidarity with Jayna Brown’s Black Utopias: Speculative Life and the Music Of Other Worlds, I recognize “those of us who are dislocated on the planet are perfectly positioned to break open the stubborn epistemological logics of human domination. These (im)possibilities open up where the human has abandoned us and onto a much bigger universe, when we jump into the unknowable.” Brown’s 38 statement has facilitated my choice to abandon the white Human category. The intimate interiorities are expressed in the Black feminist quilting of both Afrosurrealism and Afropessimism as artistic traditions and philosophical meditations that highlight how Blackness exists beyond the limiting concepts of white gender and the illegibility of white assumptions surrounding Black family, sexuality, and gender. 
The category “Human” rests in the condition of gender; gender enters on the stage of European colonialism and sexual conquest. I call upon Caribbean philosopher Sylvia Wynter’s overrepresentation of the man to define Black freedom’s attempt to perform citizenship in the desire to be “Human,” in others words, a white Man: 
Other, the abnormal Other, the timeless ethnographic Other, the most salient of all these was to be that of the mythology of the Black Other of sub- Saharan Africans (and their Diaspora descendants). It is this population group who would come to be made, several centuries on, into an indispensable function of the enacting of our present Darwinian “dysselected by Evolution until proven otherwise” descriptive statement of the human on the biocentric model of a natural organism. With this population group’s systemic stigmatization, social inferiorization, and dynamically produced material deprivation thereby serving both to “verify” the overrepresentation of Man as if it were the human, and to legitimate the subordination of the world and well-being of the latter to those of the former. 
There is no “Human” and white regime without the control of Black reproduction and life. The American colonial law “Partus Sequitur Ventrem” was imagined as a curse that assigned subjects with a Black female genitalia to be slave-producing vessels: “Whereas some doubts have arisen whether children got by any Englishman upon a negro woman shall be slave or free, Be it therefore enacted and declared by this present grand assembly, that all children borne in this country shall be held bond or free only according to the condition of the mother—Partus Sequitur Ventrem. And that if any Christian shall commit fornication with a negro man or woman, hee or shee soe offending shall pay double the fines imposed by the former act.” On the basis of white reproductive logic, this law fertilized the 40 grounds on which the colonial mappings of the “New World” were reinforced in every Black striving towards freedom. However, it is important to note that Blackness does not emerge from whiteness, but it is rather whiteness that exists because of the coercion of Black matter. To be white is to be human as to be human is to oppress and dominate. In our captivity, Blackness is expected to show up in specific ways that stabilize the existential insecurities of whiteness.
Intellectual Property commits to subordinate Black Property at the expense of exploitation. Through “Mileu” the system entrenches dissonance enclosing normativity sacrificing Black Bodies. Current logistics demands taciturnity to expand the “good”.
Greene ’98 [Kevin J; September 7th; Kevin J. Greene is a professor at Southwestern and a nationally recognized entertainment and intellectual property law scholar and an expert witness consultant for copyright, trademark, publicity rights, and entertainment contract disputes. He is a highly committed, outstanding teacher as well as a passionate leader and an IP law influencer. He teaches Contracts and Copyright Law. Professor Greene was most recently a tenured Professor of Law at Thomas Jefferson School of Law in San Diego, “Copyright, Culture & (and) Black Music: A Legacy of Unequal Protection,”]/vishwa 
The copyright regime converts cultural by-products such as art, dance, music, and literature into commodities, labeled generally as intellectual property. In simple societies- often and derogatorily described as primitive- music and other a result, they have tremendous social transformative power. But in modem capitalist culture, songs, books, music, and dance also become items in the supermarket of ideas. In addition to expressing cultural attributes, such as shared mores and popular sentiments, intellectual property provides tremendous economic power.  
In the abstract, the notion of protecting intellectual and artistic property seems obvious. Concretely, protection is available only by way of a very specialized area of the law inaccessible to the unschooled. Intellectual property has been worthless where the creator failed to comply with legal requirements. Furthermore, the legal system, including copyright law, generally was created without deference to the interests of large segments of society. The copyright regime is owner-centered, not creator-centered," and 'reflects a possessory attitude best summed up as follows: "That is property to which the following label can be attached: To the world: Keep off unless you have my permission, which I may grant or withhold."  
In practice, Blacks as a class received less protection for artistic musical works due to (1) inequalities of bargaining power" (2) the clash between the structural elements of copyright law and the oral predicate of Black culture, and (3) broad and pervasive social discrimination which both vulnerability to exploitation and appropriation of creative works. This phenomenon of cultural appropriation experienced by Black artists compares to the history of legal subordination experienced by African-Americans under property law principles. 
Legal devices such as restrictive covenants at one time Blacks, historically, constituted the quintessential "out"group in American society. Social status and copyright law replicated inequality, and deprived the African-American community of untold millions in royalties and other revenues. 
Music scholars have noted that Black artists, as a class of performers, routinely found their works appropriated and exploited by publishers and managers. The publishers typically (although hardly always) were white. As a result, Black artists as a class were denied the economic benefits of the copyright system. The prolific exploitation of Black artists casts doubt on the value and neutrality of legally sanctioned economic incentives. The copyright system did not protect Black artists as class from disproportionate economic and cultural exploitation and appropriation of the fruits of their works. Yet Black artists, even as slaves, continued to produce original works. This suggests that people from non- western cultures would create original works even without financial incentives. ' For example, Black American slaves created an impressive body of musical and artistic work, which like their physical labor, went uncompensated. 
Part of the pattern of cultural appropriation included the predisposition of the dominant culture to stereotype and demean minority cultures. The copyright system does not exist in a vacuum, but in a concrete social milieu. The cultural or economic impact of the copyright regime on minority groups requires examination from a historical and social perspective. In a concrete social, cultural, and historical context, the degree of protection accorded to intellectual property in American society, as with tangible property, frequently depended on the racial (as well as gender and class) status of the individual. Disparate treatment occurred despite the 94 ostensible race neutrality of the copyright regime. Superficially, the copyright system sits outside of social Anglo-American culture. These values include individualism and formalism. In contrast to Anglo American culture, Black culture has traditionally been transmitted orally and communally, and has stressed group endeavors above individual achievement. These cultural facets have disadvantaged the Black minority in a dominant culture which stresses written communication and individualism. 
The collision of disparate cultures creates cross-cultural dissonance. Cultures that operate from communal and informal bases (such as the African culture) clash with the individualistic, formalistic culture inherited from Europe. It has been noted, for example, that "folk culture ...is a social culture; it is produced in societies where social experience is more important than private experience and is typically produced and reproduced communally." For ill or good, liberal individualism is an essential component of Anglo-American culture. The Founding Fathers assumed that individual, rather than group, creation is normative. Accordingly, the intellectual property rights they endorsed represent the belief that economic rewards to individuals best serve the common good. These underlying assumptions of copyright law conflict with the concept of group or communal creation which characterize other cultures. In such cultures, aesthetic and spiritual rewards, rather than economic rewards, may be a primary motivator for creating art.
“Appropriation” starts from dynamics of “subaltern” politics between black and indigenous labor.  The triangulation of the “other” is a forum of Eurocentric logistics that is part and parcel with the commodification of “culture” to satisfy the “tokenization” of white audiences. 
Cherid ’21 [Maha I; July 14; Maha Ikram Cherid is a graduate student at McGill University. in the Department of Integrated Studies in Education, ““Ain’t Got Enough Money to Pay Me Respect”: Blackfishing, Cultural Appropriation, and the Commodification of Blackness,” Sage Journals: 21 (5) https://doi.org/10.1177/15327086211029357] /vishwa
The Cambridge Dictionary (n.d.) defines cultural appropriation as “the act of taking or using things from a culture that is not your own, especially without showing that you understand or respect this culture.” There are three main elements that need to be highlighted here. First, this definition implies that the “appropriator” is not part of the group to which the cultural element itself belongs. Second, this concept implies the act of “taking or using” cultural elements, meaning that whoever is engaging in this process can engage with the culture on their own term, thus indicating that power dynamics are at play. Third, and perhaps most important, the cultural element is taken out of its context in a way that either does not credit its origins or is disrespectful to its meaning.
A good example to illustrate this definition is the wearing of “native headdresses” by nonindigenous folks at events like Coachella. In North America, indigenous people have been made subalterns through settler colonialism and white supremacy (Mann, 2000; Razack, 2002). As a result, there exists at both the macro- and micro-social level a power dynamic between indigenous people and non-indigenous people who live on these lands. In State of Race: Critical Race Feminism for the 21st Century, Razack et al. (2010) describe those power differentials in the Canadian context as follows:
The racial and gendered politics of the state were organized through a complex triangulation of relations, with Indigenous peoples marked for physical and cultural extinction, European settlers for integration, and people of colour for perpetual outsider status as “immigrants” and “newcomers.” (pp. 4–5)
Here, we see that indigenous peoples’ positioning is different to that of nonindigenous peoples, and is specifically subservient to that of Europeans, in a way that threatens their culture and continued existence. As a result, there is an inherent power differential that is enacted when someone who is not indigenous decides to take headdresses out of their context to wear them as fashion accessories. In addition, the significance of headdresses in indigenous communities, while varied, is generally associated with status and achievements. By wearing one without having the necessary qualifications, a nonindigenous person is removing it from its original context in a way that disrespects the traditions of the community.
Young and Brunk (2009) identify two main ways in which cultural appropriation can create harm. First, cultural appropriation could imply infringement of legal property rights. For example, both Khloe Kardashian and her sister Kylie Jenner were accused of stealing designs made by Black creator Destiny Bleu and Black-owned brand Plugged NYC (Lawrence, 2017). In these cases, the Kardashian–Jenner sisters took cultural items that were both inspired African American fashion from the 1990s and created by Black designers. In doing so, and without crediting the creators of the clothes nor paying them to use the designs, their appropriation of elements of Black culture simultaneously infringed on intellectual property rights owned by Destiny Bleu and Plugged NYC.
The other potential harm identified by Young and Brunk (2009) is “an attack on the viability or identity of cultures or their members” (p. 5) The authors go on to write:
Appropriation that undermines a culture in these ways would certainly cause devastating and clearly wrongful harm to members of the culture. If appropriation threatens a culture with assimilation, the same moral issues are raised. Other acts of appropriation potentially leave members of a culture exposed to discrimination, poverty, and lack of opportunity. (p. 5)
They in essence present the argument that the symbolic harm caused by appropriation as an enactment of power dynamics causes concrete consequences for the culture of origin and its people. Their legitimacy in society and the meanings they ascribe to their own symbol are negated in favor of those who are appropriating. In addition, cultural appropriation leads to benefits for those doing the taking, whether financial or social, and prevents the original peoples from accessing those same gains. When Kylie and Khloe launched products based on stolen designs, they not only financially benefited from the sales, but also prevented less known Black designers from earning profits on their creation. The mechanics of cultural appropriation thus maintain racial and ethnic hierarchies that effectively disempower communities that are already marginalized.
Commodification of Black Culture
This leads us to a discussion on how the appropriation and commodification of Black culture have served to enact white supremacy, capitalism, and patriarchy as interlocking systems of oppression. In the introduction of The Black Culture Industry, Ellis Cashmore (1997) writes the following:
Any residual menace still lurking in African American practices and pursuits has been domesticated, leaving a black culture capable of being adapted, refined, mass-produced, and marketed. Whites not only appreciate black culture: they buy it. A great many blacks have become rich on the back of it. An even greater number of whites have prospered. (p. 1)
The integration of Black culture in contemporary capitalist frameworks has served to “domesticate” the stereotype of the dangerous African American, but only insofar as it can be consumed. This consumption, Cashmore is pointing out, is not universal. Black culture is intentionally being made palatable to a White audience, with the goal of making a profit. This is neither an accidental development nor the natural progression of anti-racist activism. It was a planned transformation orchestrated by capitalists who saw an economic opportunity.
In the text, Cashmore emphasizes the dangers of forgetting this fact, as he states,
. . . inflating the significance of black culture may work against tangible enhancements to the lives of African Americans. The most significant value of black culture may be in providing whites with proof of the end of racism while keeping the racial hierarchy essentially intact. (Cashmore, 1997, p. 2)
Rather than being a successful integration of Black people into the public sphere, the commodification of Black culture is a superficial show of tokenized representation that serves to obscure the ways in which this process has not only failed to create deep social changes but has effectively enacted existing power dynamics.
This becomes particularly evident once questions of intellectual property and ownership are brought into play. A recent example is the difference in popular discourses regarding Taylor Swift’s decision to remove her content from streaming services versus that of Jay-Z to do the same and launch his own streaming platform named Tidal. In 2015, Swift, supported by her label, announced the decision to remove her works from Apple Music following the company’s decision not to pay royalties to artists during new users’ 3-month free trial (Tiffany, 2017). The singer argued it would detrimentally affect less known artists (Tiffany, 2017). Her published statement received an outpouring of support from artists, labels, and fans, and media outlets framed this as her standing up against big corporations on behalf of small creators (BBC Staff, 2015). That same year, Jay-Z launched the streaming platform Tidal with 15 fellow Artist Shareholders1 with the goal of ensuring that artist be paid fairly for their work (Flanagan & Hampp, 2015). From its announcement onward, both business experts and the general public predicted that it would fail, and Jay-Z was mocked incessantly (Kosoff, 2017; Willens, 2015). Both Taylor Swift and Jay-Z were making the same argument: Companies that made enormous profits should respect artist’s work and pay them properly. Yet, while Taylor Swift, a White woman, was praised, Jay-Z, a Black man, was ridiculed. In the end, while Apple Music agreed to change their policy regarding free trials in response to Swift’s critique (BBC Staff, 2015), Jay-Z sold Tidal to telecommunication company Sprint (Rys, 2017). The discrepancy in support that was provided to Taylor Swift and Jay-Z reflects Cashmore’s argument because it reveals how racial dynamics affect the ability of Black artists to defend their intellectual property the way White artists can.
This inequality is also demonstrated through the consumption of Black culture by White audiences. In “Not My Sister’s Keeper,” Natasha Howard (2014) states that the increasing popularity of hip-hop and rap music among White youths is a form of voyeurism that allows them to peek at the lived reality of the racial other. This voyeuristic engagement with blackness through the consumption of its commercialized culture is rooted in historical and ongoing processes of racialization (Cashmore, 1997; Howard, 2014; Railton & Watson, 2011) and is particularly evident in the way Black womanhood is represented and consumed (Holmes, 2016; Hooks, 1992; Railton & Watson, 2011).
Signification of “ancillary” based persona’s produces a capacity that “symbolizes” subjects as invisible personalities for “devices” to replace blackness with universal confusion. 
Troutt ’5 [David Dante; April; David Troutt is the founding director of the Rutgers Center on Law, Inequality and Metropolitan Equity (CLiME) and teaches and writes about race, class and legal structure; intellectual property; torts and critical legal theory., “A Portrait of the Trademark as a Black Man: Intellectual Property, Commodification, and Redescription”; https://lawreview.law.ucdavis.edu/sites/g/files/dgvnsk15026/files/media/documents/DavisVol38No4_Troutt.pdf] /vishwa 
Initially, we must ask whether MarCus really stands a chance of registering himself as a human trademark under intellectual property law as courts currently interpret it. MarCus's trademark application describes a persona consisting of both superficial characteristics (e.g., name, image, voice) and more intrinsic attributes of identity (e.g., independence, amorality, "cool"). Not only do some characteristics defy precision, but they continue to raise context-dependent questions to which the answers remain largely subjective.24 That may not be fatal, however, because intellectual property law often creates apparent "certainties" from perspective-based contingencies. Therefore, this part analyzes MarCus's quest in the legal and scholarly context, beginning with the applicable threshold requirements for trademark registration by the PTO and the tempting, but less desirable, route of acquiring aggressive rights of publicity instead. As we shall see, those routes have coalesced as courts have allowed individuals to assert similar claims to commercial self-ownership under section 43(a) of the Lanham Act and state right of publicity laws. After delineating that case law coalescence, I offer some of the salient scholarly criticism of such expansive protection as it relates to general trademark rationales and to the particular complications raised by MarCus's case. Finally, I situate the entire discussion within the larger, enabling context of what Jean Baudrillard called "hyperreality."
A. Registration and Validity 
MarCus's legal approach to status takes a direct route to PTO registration, rather than pursuing a more cumulative strategy of gaining recognized rights around more ancillary uses of his identity in commerce.2 In fact, he hopes that the application process will itself engender legal opposition to his mark so that he can maximize publicity of his successful mark and its value in the marketplace. 6 However, the 27 PTO application is rather straightforward. The narrow legal inquiry for the trademark examining attorney is whether MarCus's persona may be perceived as a distinctive signifier of a commercial source (advertising services) to ordinary consumers. The question may be divided into two parts: subject matter protection under the Lanham Act, and validity (or distinctiveness). There is no explicit subject matter prohibition on the trademark registration of a symbol which happens to be a human being. Under section 43(a) of the Lanham Act, a trademark may consist of any "name, symbol, device or combination thereof" capable of identifying the source of a product or service in interstate commerce. However, the Act's statutory language has not been a bar to the recent registrations of color,31 sound,32 or smell? none of which falls within even a liberal reading of the Act's categories. 34 Colors, sounds, and smells simply are not words, names, symbols, or devices in any traditional sense, though the interpretations that have permitted their registration - like groundbreaking trade dress decisions before them - recognize that the essence of a trademark is its source-identifying capacity (i.e., its inherent, or secondary, ability to function as a commercial signifier). When the Supreme Court decided that color alone could function as a trademark, it spent little time on any plain-language statutory bar.
Both the language of the Act and the basic underlying principles of trademark law would seem to include color within the universe of things that can qualify as a trademark. The language of the Lanham Act describes that universe in the broadest of terms. It says that trademarks "include any word, name, symbol, or device, or any combination thereof." § 1127. Since human beings might use as a "symbol" or "device" almost anything at all that is capable of carrying meaning, this language, read literally, is not restrictive. 
Assuming MarCus overcomes the subject matter threshold, his primary requirement for registration would be to demonstrate that his mark had sufficient distinctiveness; that is, that the mark is readily identifiable to an appreciable segment of the public as a symbol of source. Distinctiveness analysis, sometimes referred to as a mark's validity, tends (sometimes awkwardly) to proceed according to a fivepoint continuum first announced by Judge Friendly in Abercrombie & Fitch v. Hunting World, Inc. Judge Friendly's factors test a mark's distinctiveness by considering whether it should be characterized as "generic," for which it receives no federal protection; "descriptive," for which it only receives protection upon a showing that it has also acquired secondary meaning in the minds of the relevant public; 37 "suggestive"; "arbitrary"; or "fanciful." The latter three categories of marks nearly always receive protection. Under the Abercrombie & Fitch test, MarCus's persona would likely be sufficiently distinctive. MarCus's persona cannot be considered generic, because in the context of the market, it expresses a uniqueness of personality that cannot be said for all humans. To call it descriptive would also be inaccurate because his personhood does not instantly describe his unique advertising services. Consumers cannot perceive the precise function of MarCus, LLP, marketing services by MarCus's appearance, voice, or other specific indicia of his persona. At the least, MarCus's mark in himself suggests his peculiar advertising methods and effects. But, while a suggestive mark like Coppertone suggests what the consumer may experience by using the product, MarCus's services may not be so readily identifiable. Nor is the MarCus mark fairly called fanciful in the sense that it is entirely made up. He is no more "made up" or self-invented than any other human being. What is most distinctive about MarCus as a mark is that he has sought arbitrarily to equate his personality with a signifier of commercial source and, as far as the consuming public is concerned, nothing else. Therefore, the MarCus mark is IFrobably arbitrary and presumptively entitled to a finding of validity. 
However, these are merely the technical requirements that MarCus must overcome. For the sake of the hypothetical, we may assume he has already done so. The more interesting analysis concerns developments in both Lanham Act case law and the right of publicity, which over the past two decades have laid the foundation for legal claims to selfcommodification. 
B. The Lanham Act § 43(a) and Protection of Persona 
1. The Lanham Act § 43(a) 
Trademark registration of one's persona is only the most explicit way to own a federally protected identity. The process of conferring rights in unregistered commercial marks has been underway for years in the guise of section 43(a) false endorsement and false advertising claims brought by celebrities (often accompanied by strong right of publicity claims).39 To make out a prima facie case, a plaintiff must demonstrate that her identity - name, likeness, voice, identity, or "symbol" - was used in affiliation, connection, or association with the defendant's goods or services or as to plaintiff's participation in the origin, sponsorship, or approval of the defendant's goods or services without plaintiff's consent and in a manner likely to confuse or deceive consumers. 4 0 Several cases have established that section 43(a) claims can function like a federal right of publicity.4 ' However, it may have been the Ninth Circuit's opinion in a voice misappropriation case that clarified how a broad view of the term "symbol" in the Act could make a right of publicity claim nearly equal to that of a trademark.42 To identify the key dynamics of trademark rights expansion, I examine two other cases - both of which incidentally involve black male celebrities - which demonstrate how such a move continues to facilitate the commodification of identity. For the purpose of supporting MarCus's case, I follow that analysis with less obvious observations about trademark's process of authorization. In the first decision, Kareem Abdul-Jabbar v. General Motors,43 the Ninth Circuit relied on its opinion in Waits v. Frito-Lay, Inc.4 A to go beyond the unfair competition roots of section 43(a)'s false endorsement language and to declare (somewhat hesitantly) the functional equivalent of a human trademark. Abdul-Jabbar filed suit against GMC for using his former name, Lew Alcindor, in a car commercial which ran during the televised 1993 NCAA basketball tournament.45 Years before, when Abdul-Jabbar played college basketball, he used his given name, and GMC's ad made specific mention of that fact, including recitation of his championship accomplishments and comparing Jabbar's stature to that of the Oldsmobile 88. 46 The court began analyzing the Lanham Act false endorsement claim by stating that "[s]ection 43(a) [as amended in 1988] ... expressly prohibits, inter alia, the use of any symbol or device which is likely to deceive consumers as to the association, sponsorship, or approval of goods or services by another person." 47 According to the court, if it can be deemed a symbol and has the capacity to confuse or deceive consumers, then it may be treated as a trademark.4 "Symbol" encompasses "other uniquely distinguishing characteristics," and, therefore, may be conceivably the celebrity's name alone or other traits associated with his identity. Here, GMC had used more than AbdulJabbar's given name. It also conveyed specific facts about his career that amounted to enough indicia of identity to cause consumer confusion.49 But, is that sufficient analysis to conclude that Abdul-Jabbar is a human trademark? Perhaps not, at least as the court leaves it; but he can function as one."'
In a second, arguably more explicit, attempt to gain trademark protection for a persona, the Seventh Circuit majority looked less favorably on golfer Tiger Woods' (Earl "Tiger" Woods, or "ETW") claims.5 ETW sued Rick Rush, the self-styled "America's Sports Artist," and his art publisher for using Woods' image in a painting called The Masters of Augusta and his name, a registered trademark, in retail materials." According to the facts, Woods' image was actually portrayed in three different poses in the piece, which also included the likenesses of several other golfing greats in a scene commemorating Woods' historic victory at the Masters Tournament in 1997.53 ETW offered several theories of liability, suing under the Lanham Act for trademark infringement, false advertising, and dilution as well as asserting his Ohio common-law right of publicity. The majority denied ETW relief on all grounds. However, its characterization of ETW's trademark claims is noteworthy. 
Here, ETW claims protection under the Lanham Act for any and all images of Tiger Woods. This is an untenable claim. ETW asks us, in effect, to constitute Woods himself as a walking, talking trademark. Images and likenesses of Woods are not protectable as a trademark because they do not perform the trademark function of designation. They do not distinguish and identify the source of goods. They cannot function as a trademark because there are undoubtedly thousands of images and likenesses of Woods taken by countless photographers, and drawn, sketched, or painted by numerous artists, which have been published in many forms of media, and sold and distributed throughout the world.55 
This probably states too much, and the majority may have been displaying some underlying antipathy for the nature of the claim. In any event, the court held that ETW did not hold trademark rights in all 56 images and likenesses of Woods. In a spirited dissent, at least one justice argued that Woods' image may function as a trademark, provided, for example, that consumers identified him in a specific and familiar pose appropriated by the artist.5 7 The case demonstrates the lack of clarity as to whether the Lanham Act protects human personas "like" a trademark or if it is inevitable that the Act will protect human personas "as" trademarks .
Vote aff for “Mumble Rap”, a method of disrupting white standards that embodies a “fractured” lacking origin. This casts aestheticism giving way to sonic resistance where neoliberalism embarks disruption of “suasion” through 808’s and hi-hats exceeding conceptions of “listening” creating solidarity with production.
Ludlow ’21 [Maxwell J; October; Maxwell Ludlow was a Teaching Assistant in the State University of New York. Co-taught "Transhumanist Media", and "The Image", a mixed undergraduate/graduate seminar on Black studies, gender studies, and contemporary critical theory, “Listening to Mumble Rap: Blackness and Autofiction”; https://soar.suny.edu/handle/20.500.12648/11546]] /vishwa 
Mumble rap lacks a fixed geographical origin. It emerges slowly, rearing itself in waves across time and space of countless decentralized forces: the most prominent of these being neoliberalism and the internet. Neoliberalism as a guiding economic unfolding in tandem with the prison industrial complex created new geographically dispersed forms of Black-American life. This economic force became an engine for ensuring the continuity or afterlife of slavery, by creating punitive social worlds for Black folks across America. The massive proliferation of prisons in the United States was a form of “policing the crisis” of neoliberalism, which represented a significant departure from the Keynesian macroeconomic policy and labor politics of the early-20th century. Under Keynesians, racism and segregation were rampant, but Black labor was an essential feature of the wartime production of the United States. Black families moved to large, industrialized cities for decent-paying factory, government, and shipyard jobs which briefly marked the emergence of something like a Black middle class. This all changed following World War 2 due to a confluence of factors, including the end of the wartime production, the return of White veterans to the United States, and the meeting of a group of intellectuals called the Mont Pelerin Society. These notable intellectuals, including Frederich Hayek, Karl Popper, and Milton Friedman, advocated against the Keynesian model of central planning and proposed instead a highly unregulated form of capitalism, where the role of the government would instead be to remove all barriers to maximizing private profits. It took a few decades, but when this doctrine of personal responsibility finally became a governing economic policy in the 1970s, the results were disastrous for Black Americans. Where there was once hope for prosperity and sites of brief refuge there were now heavily militarized police forces, government-sanctioned paradigms of resource extraction, and abandoned neighborhoods. Policing was a key feature of this targeted disruption, and from the ’80s until today, incarceration rates have skyrocketed. Without pre-accumulated capital or opportunities to further themselves legitimately through education or business, Black Americans were left with two options: subsistence living through petty wage labor or participation in illegitimate economies. Despite these segregated and unjust conditions, Black life carried on, through various forms of intoxication, through love and the bonds of community. 
Mumble rap is connected to what Fred Moten identifies in Duke Ellington, the pursuit and even possible achievement through the aesthetic invocation of a life “beyond category.” [Moten 25] A life beyond subjection, a radical rupture of the now, a break with our pained present condition. Moten continues “black performance has always been the ongoing improvisation of a kind of lyricism of the surplus.” The surplus identified here is a negation of a racialized subjection that mumble rappers experience as residents of Black bodies, albeit wealthy and culturally powerful. This surplus might be to borrow another Motenism, borrowed from Glissant, “the consent not to be a single being.” Our neoliberal world seeks to reduce Black life into legible, fungible identities: the prisoner, the baby mama, the angry black lady, the rap star, the basketball star, the Obama, the Sambo, the Watermelon eater, the Uncle Tom. What does it mean in the face of this systematic quantification of Black life, to proclaim that one is not just incapable of reducing to a stereotype, not just too much to be quantified, but “never too much” to be quantified or reduced to a coherent, intact whole? This declaration is a powerful situation of Black life as a decadent, charged force, that while made up of excess, and made in excess can never truly be excessive. 
Surplus and excess have complicated relationships with blackness. Our lives are put at risk through the use of excessive force. Black enjoyment and happiness were thought to be excess in times of slavery, sharecropping, and even late capitalism. Blackness has been a site of surplus value extraction from the first moments of European contact, where Blackness was made. Yet, it is in moments where subjection in its many forms is subverted, undermined, or cast off that Blackness is at its most joyful. When we exclaim that we are “never too much,” we’re staging an aesthetic intervention, an incantation with political, liberatory drive, that pushes against the punitive neoliberal order. 
Mumble rap is glitzy and high-def. It is dark, gloomy, nocturnal, and nihilistic, but it is colorful, freeing, post-structural. It is primal futurism, rap’s worst nightmare, and its savior. With its skittering high hats, rumbling 808s, and angular synths, it is electric, high-intensity music about experience. Emcees like Playboi Carti and Lil Uzi Vert tell painted stories of drug-fueled, hallucinogenic late nights over dizzying instrumentals. Their music is often discredited for lacking substance, but this critique is unfounded and born out of white supremacist modes of thinking. Some critics can't comprehend that the work of a 16-year-old mumbling rapper might go over their heads, and so they’d rather deride the work than interrogate their lack of appreciation or understanding. This refuses to dig deeper, to give the time to this music feels inherently racialized, with the idea being that some works are inherently unsophisticated and unworthy of further examination. 
Mumble rap is poststructural, it is a critique of articulacy and normative speech, a vestige of Black liberal respectability politics. Mumble rap is an assault on the racism of good intentions, the generations-old liberal Black politics of the NAACP and Alain Locke, among numerous others who have fallen into the belief in uplift suasion and “good behavior” theory of civil rights. Uplift suasion is pervasive in the Black middle and upper classes, even today. Its proponents argue that we should highlight the accomplishments of Great African-Americans to illustrate the equality of Black and White minds, thus dismantling racism. This thinking forces Black greatness in all of its forms to conform to White American standards. This theory might produce Great Black Shakespearean actors, classical music composers, oil painters, or political commentators, but if Black Greatness must be confined to only forms historically recognized by predominantly White institutions, then there could never be truly Black forms. 
Mumble rappers reject the idea that black art must move through dominant frameworks to be artful, emotional, or worthy of intellectual recognition. Today, rappers and scholars of rap appeal to racist musical structures by pointing at the technical virtuosity of rappers like Eminem and Busta Rhymes or the harmonic/rhythmic complexity of producers like Madlib and J Dilla. These comparisons are fair and could be used to combat a certain form of racism, but this critique contains within it a high culture/low culture divide that considers mumble rap a lesser form of art, and that maps class onto race. The sophistication of mumble rap lies not in its usage of a sophisticated harmonic language borrowed from jazz or the lyrical worldbuilding of its emcees but in its articulation of Black life. Mumble rap is affect music. It is a transcendental performance that dismantles the purist vision of a rap culture fixated on lyricism. Mumble rappers treat speech as something malleable. Grammatical conventions and pronunciations are unfixed; the rules of speech were meant to be adapted and broken. Mumble rap is liberatory, a site of aesthetic exploration where experience comes before all else. The process of creation is an improvised performance, where ad-libbed grunts, melodies, refrains, and shrieks fall off the performer’s tongue - they are in a state of flow. They draw on experience to form these worlds, but they’re also in a state of heightened experience. They allow themselves to be guided by intoxication: their chemical intoxication, musical intoxication, the intoxication of their worlds. The flow state is an essential feature of the genre. Here, penmanship and the ability to rap quickly, the longtime markers of a great rapper fall away. Nobody wants to hear you rap fast in mumble rap. Nobody wants to hear your pre-written complicated rhymes schemes. Nobody wants to hear your pretentious theorizing about woke culture or racist police. We want you to shut up and vibe. This new paradigm infuriates an older generation of successful battle rappers, the Eminem’s and Pete Rock’s of the world, for whom technical ability is the meaning of the craft. They and the popular rappers who follow them are among the most outspoken critics of mumble rap. They mourn the death of their craft, while the most successful artists in their genre consistently break the canonical mold of what makes a great rapper. The phase in and out of legibility, deforming and manipulating language and speech to fit the shape or vibe of the production. 
What is the value of imprecision, of in-betweens, of inarticulacy? Is there language in mumbling? This question seems to animate the critique of mumble rap, and it comes weighted with layers of presuppositions and prescriptions about the nature of art. 
The gangsta rap of the mid-to-late 1980s was offensive to liberal sensibilities for its violent, drug-riddled, often misogynistic, and homophobic portrayal of street life. Even Black political activists like C. Delores Tucker and musicians like Wynton Marsalis have framed and attacked gangsta rap as a sort of negative, dark, hegemonic force. They see it as something that pollutes the minds of the young and compels them to enact violence on the world. They establish that the subject matter of the genre is dangerous and so the music itself is dangerous. Conversely, mumble rap is largely framed as having the opposite problem; while some critique the genre in identical ways to gangsta rap (too violent, sexist, morally impure, etc), the overwhelming majority of its detractors accuse the genre of almost entirely lacking substance, especially lyrical substance. It’s seen as garbage, devoid of meaning, and incomprehensible. The repetition of this criticism might leave the uninformed listener to expect mumble rap to sound much more atmospheric like field recordings or ambient music, something meandering or aimless, something without composition or structure. Perhaps the more attuned listeners would draw on these disparate genres and recognize certain formlessness that they hold in common. 
While this formlessness, inarticulacy, or imprecision is a source of derision and controversy for casual listeners of the genre, internet commentators, think-piece writers, and other amateur cultural commenters, I see it instead as something thematically and theoretically important to the music. Rather than rejecting this lyrical ambiguity outright, I see the form of speech that mumble rappers engage in as affective, affecting, and anti-structural; a decentering performance of Black freedom that dismantles hegemonic binaries and carves out a space for Black life. 
Their style is deeply musical, but lyrically ambiguous. They turn stutters, coughs, slips of the tongue, and other material realities of speech into music through a vocal delivery that is often semiotically unclear, but dynamic and rich with information. 
Whether intentionally or not, these formal qualities push back against the canon of rap music; the most successful mumble rappers are outsiders. While they’re uber-popular with late millennials and a disaffected Generation Z, they don’t go on late-night talk shows or win big awards. It took a fundamentally global phenomenon in Migos and Lil Uzi Vert’s Bad and Boujee to bring mumble rap to Grammys in 2016, years after Migos and Lil Uzi Vert became household names to anyone under 25 years old. They lost to Kendrick Lamar’s DAMN, an album beloved by academics, poets, artists, and cultural commentators for both Kendrick’s dynamic performances and his brilliant lyricism. It has always felt paradoxical to me that mumble rap is discredited thanks to aesthetic expectations for rap that are steeped in classist determinations about value. When Kendrick writes about Compton in his voice it’s worthy of massive praise, but when Lil Durk documents his life in Englewood, it’s seen as violent or negative. Mumble rap has something of a presentation problem. Critics refuse to see the poetry in raggedy speech, in something imprecise or unresolved. They craft portraits of their lives as they are in an almost stop-motion fashion. They move from clubs to Ubers to moments of extreme emotional intensity to street fights to Paris in streams of vignettes without necessarily stopping for critical analysis or value judgments. They’re excellent cinematographers, showing only what’s important to their work in a given moment. They might lack overarching narratives or happy endings, but that’s what allows them to so deftly capture the surreal and often confusing nature of Black life in the United States of America. 
Part of this could be that mumble rap is often missing an aspirational character, common in the more culturally acceptable work of Black artists like Kendrick Lamar, Common, Tribe Called Quest, JAY-Z or Kanye West. I deeply cherish works by these artists, but they often appeal to a narrative that the material conditions of Black people can be improved through the hard work and determination of the individual. Mainstream critics often cast them as heroes, who made it out of their depressed neighborhoods through grit and exceptional moral character. These protagonists are victims who rise above their circumstances against all odds to become pillars in their communities and positive influences on the next generation of disenfranchised Black youth. Conversely, the image of mumble rap is unresolved and depressed, filled with all of the bizarre forms, in-between states, and the contradictions of everyday life. This representation of Blackness is likely more problematic, but it is also deeply generative and worthy of deeper investigation. 
South Side Chicago’s Keith Cozart or “Chief Keef” was born in the afterlife of slavery: from his earliest moments he was thrust into a deeply traumatizing world of violence and oppression, a world without refuge, especially for young Black men. He was named after his deceased uncle Keith Carter, who was known as "Big Keef." Chief Keef’s mother was 15 when she had him, the same age at which he dropped out of high school. A year later, Cozart joined a gang and was placed under house arrest for 60 days after firing a gun in Chicago’s Washington Park neighborhood. While under house arrest, Cozart began uploading drill music to his YouTube channel, BigGucci Sosa, with a cadre of other teenage gang members like Lil Reese, Fredo Santana, and Lil Durk. This music, drill music, featured improvised vocals, lyrics about everyday Black life under neoliberalism, frenetic, borderline polyrhythmic hi-hat and snare patterns, booming 808 basslines, and bright synthesizers. The sound of drill was heavily influenced by Atlanta's Lex Luger, while simultaneously laying the groundwork for the next generation of trap stars like Playboi Carti and Lil Uzi Vert. Keef and his collective’s music passed through Chicago’s high schools, house parties, parks and cars, but it was through the internet that Chief Keef entered a truly stratospheric height. His anthemic “I Don’t Like” became a mainstay in Chicago’s party circuit and the perfect punch in the face of punitive neoliberalism, because as one party promoter tightly summarized it “****** just hate everything out here.” I Don’t Like, which features Lil Durk over a bell and synthesizer laden production by South Side native Young Chop is an Afropessimist experiment in spontaneous energy, an emphatic disavowal of the punitive neoliberal order. The powerful chorus, one that is profoundly resonant with a disaffected and trapped generation, is a floating list of the categories of people Chief Keef doesn’t like: fakes, snitches, bitches and sneak dissers alike. His target is amorphous and infinitely broad in scope. We have all been guilty of being and come across these types of people and so the power isn't necessarily about the precision of this diagnostic, but the simplicity and relatability of the text. It’s memetic, fans can enter this song as they choose and they’re instantly exposed to the intensity of Chief Keef’s scathing assault on dishonesty, cowardice, and sneakiness. Through his music, he seizes power, strength, and otherwise unusual confidence given his material circumstances. 
In this introduction to his late 2020 offering, Whole Lotta Red, mumble rapper Playboi Carti seems to respond to surplus outlined earlier in the work of Fred Moten with his constant, repeated refrain of “Never too much” over a rumbling, distorted beat. We as an audience are left to speculate, “what is never too much?” Perhaps this refers to bling, the unending desire for material gains that has become synonymous with hip hop. In the music of Carti and his peers, there is never too much material value, but there is also never too much affective value. To quote another of his peers, Lil Uzi Vert, “money got longer, speaker got louder, car got faster,” in this world they’re crafting, there is never too much money, there is never too much volume, never too much speed, never too much sexual arousal, never too much intoxication. 
Shoota begins with a lone muted synthetic keyboard, slightly touched in reverb. The texture is familar but foreign, more resembling a dinky Casio patch than an immaculate recorded Steinway. The descending piano figure repeats twice before Philly’s Lil Uzi Vert enters the stage, warming up his voice like a supercar revving its engine. The performance requires preparation. As Uzi croons “Nooow is my time,” pizzicato strings dance forwards and backwards, creating a Bacon-eqse portrait of a deranged mechanical orchestra of digital automatons playing in tandem. The sound reminds me of confetti or an explosion of fireworks; prismatic and celebratory, a flurry of vivid color. The texture disappears as soon as it comes, leaving us back with the sole keyboard texture, filling an imaginary stadium or auditorium. Uzi’s voice enters again, in the form of an overdubbed Maaly Raw’s producer tag, the pitched up and playful “That-that-that-that-that-that be Maaly Raw '' that bounces around from left to right the speaker. A producer tag is like the opening credits to their film. The most successful trap producers are known by their tags alone, their tags are greeted with roars of excitement at festivals and in clubs. They become a part of the song’s lyrics. Another key role of the producer tag is to signal where the drop of a trap production is. Often, trap songs begin with a drumless sample or composition, until the producer tag appears often in the first few seconds of the beat with the arrival of an 808 bass and digitally sequenced hi-hats, snares, cymbal, and additional synth textures. This moment where the 808 comes in and fills out the rumbling low-end of a song is called the drop. The distortion of an 808 is overbearing, raw noise, a low pervasive rumble that becomes the defining feature of a space. High volumes and large speakers are essential for these invocations into sonic space, this ritual sonic intoxication that envelops one’s body. The rumbles are inescapable in a club, a car, a studio, or a pair of headphones. Trap music creates and claims space, its potent low frequencies are expansive. They push through thin apartment walls, bound through the doors of busy nightclubs, and pour out of Ubers parked at red lights. My encounters with these 808s fill me with deep pleasure, both affective and historical. The rich resonances vibrate my body like a massage: they rattle the seats of my car and close up my throat. The 808 is heard as it is felt, it shakes the body. 
On Shoota, Maaly Raw subverts this expectation by continuing to loop the strings and piano without drums, creating the space for Uzi’s signature vocal delivery to take the focus of the song. Uzi's autotuned flow is sing-song and lighthearted as he describes his rise to financial success and stardom with a charming mix of kaleidoscopic vocal delivery and off-kilter poetics. Uzi refers to his car as a “pecan drop,” compares monogamy to getting arrested, and makes checks bleed. Uzi is all over the map with his performance, constantly switching the cadence and timbre of his voice and his melodic composition. He twists his words around to create unique melodic figures, manipulating his voice with each line to change shape and character. His storytelling is dramatic and hyperbolic, just as vivid and arresting as the instrumental. It isn’t until over halfway into the song that the rest of the arrangement is revealed, which includes an 808 bassline, a flurry of skittering hi-hats and snares, and celesta-like bell textures. At this moment, all of the tension of the song's build-up instantly melts away. Playboi Carti makes his first appearance in the song with the lines “woke up with my toolie, what it do? / Meet me in the alley with the troops, uh/I got red shooters, I got blue/Let that thing down and point at you.” Instantly you’re suddenly in the passenger seat with Carti as he nonchalantly conjures images of a fearless fugitive on the run. Here Carti is someone so untouchable that they’d ask whether you should take a Bentley or a Ferrari to rob a bank as casually as they’d ask what you want for dinner. These stories on this album may be hyperbolic or deeply exaggerated, but there’s something deeper to their production. They blur the lines between autobiography, dreams, and fiction effortlessly, but with this super flexible, mumbled delivery that borrows liberally from various dialects of AAVE and nowhere at all. He uses imprecision to craft a new Black voice, something that is entirely his own and yet feels entirely ours. 
Mumbling presents a new way of looking at the world and a new way of creating art within it. It takes the quotidian and ephemeral. and raises its volume to deafening heights. It captures the drama, the surrealism, the irresolvable contradictions of Black life and leaves them bare, we can only bask in the abstraction. While the form comes to us in the perpetual afterlife, the wake of slavery, we are grateful for its long coming arrival. From spirituals to blues, to jazz, to rock and roll, to soul, to funk, to hip-hop, to techno and beyond, mumble rap is only the most recent blossoming of a Black-American aesthetic tradition deeply rooted in the soul of a nation. It was sampled from the liquid scatting of Ella Fitzgerald, the warped noise of Ornette Coleman, the electronic wizardry of Drexciya, the pounding cannonade of Clyde Stubblefield, and the oral histories of our ancestors, who may remain nameless to us, but whose resistance will never go unremembered. I hope this essay serves as a catalyst, an inspiration to explore and reimagine new sonic textures, new techniques of refusal, and new ways of living together in a divided world. Mumbling might be able to take us there if only we are willing to listen. 
Traditional models of debate force a Racial Contract of denial and rejection that can only be brought down through performance of restructuring the truth of Western Rationality. Theorization of rhetorical movements co-opts the politics of the captive Black body exposing structural racism against Black Debate. Only a sonic reckoning to disrupt assimilated logistics of “Problematized” can changes the binaries of white epistemology.
Shanks ’23 [Logan K; June 13; Logan Shanks is a graduate researcher from Brandeis University who received her degree in AAAS/WGS/English. Logan defines herself as a “Black feminist curator” who demystifies traditional “academic” understandings of blackness by pairing Black theoretical knowledge with everyday, familiar encounters of Black culture and art to create spaces where Black ways of knowing are validated and elevated, “A Meditation on Afrosurrealism, Black Gender, and the Non-Human,” Crossings: Swarthmore Undergraduate Feminist Research Journal: 1 (2), 17-26] /vishwa 
In her book Scenes of Subjection, a text that mothers and births the field of Afropessimism, Black feminist literary scholar and historian Saidiya Hartman coins redress as “a re-membering of the social body that occurs precisely in the recognition and articulation of devastation, captivity, and enslavement.” This generation of Atlanta’s rappers embrace the darkness and dwell in the Black hole; many are planted and grown from the ashes of Sherman’s March to Sea, a historical moment that marks a time of transitional failure as the enslaved subject attempts to shapeshift “American citizen” and “Human.” The hoods and projects that rappers like SahBabii and Yung Nudy originate from represent the instability and corruption of ethics relating to American pragmatism and ethics. Many of these homes were promised to Black Americans after fighting in World War II and saving up enough money to escape their racially violent conditions in the South; however, no amount of performance of citizenship could shift an already fixed anti-Black necropolitical system. Eternally, Black matter, living-unliving corpse, rests in a state of fungible ungendered flesh: “the procedures adopted for the captive flesh demarcate a total objectification, as the entire captive community becomes a living laboratory.” Under partus sequitur ventrem, the intimate familial grounds of sexual violence breed the grounds for particular psychoanalytical realities to arise as the father of an enslaved mother’s child was rendered null and void in the court of law. This causes the assimilation into the category of “citizenship” and “Human” to be further complicated as it is defined under the logics of white gender binary. Without recognition of a paternal father figure, how does one easily transition into the “Human” category? The failure to explicitly recognize the intimate and familial nature of sexual violence on the plantation must be read as parallel to the Black American’s exclusion of aspired American citizenship. 
Trap music, specifically the genre of Atlanta Trap music, ought to be considered Afropessimissm tradition as it embraces the failure of the “Black Man” to be fully assembled and neatly fitted into the category of the “Human,” in other words, the White Man; rappers curate their image through villain-like imagery, such as Vampires (PlayBoi Carti refers to himself as King Vamp) to represent a psychoanalytic craving for self-esteem and acceptance in the face of oversexualization, criminalization, and failures to assimilate into hegemonic masculinity. Patrick Moynihan's rhetoric is retained through state propaganda that claims the socioeconomic failures of the Black community root from the inability to possess a strong family unit with a male head of the household. In reality, the question is not in relation to the “effectiveness” of Black families but rather its failures to assimilate into a white patriarchal family that owns land and retains its generational wealth through the sexual conquest of the Black womb. Political campaigns and programs, such as the welfare system and criminal justice system, are created to reap profit from “Black pathology” by hyper-surveilling and controlling Black inner life in attempts to “correct” an already “pathologized” community of people who lack a stable family unit. Due to the legacies of partus sequitur ventrem, a white enslaver’s paternal involvement is invisibilized; in contemporary Black urban culture, the narrative often blames Black fathers for leaving their children without contextualizing abusive racial-sexual violence committed against Black families. Subconsciously, Black men in a way attempt to reconcile with the deadbeat enslaver who they were unable to inherit any land or generational wealth as they were assigned to enter as human commodities and not “sons” (heirs to property). The question to be proposed is how does an enslaved Black person, both property and commodity, inherit other properties? The contemporary Atlanta “rockstar” rapper lifestyle of money/sex/drugs and overall apathy and detachment from one’s self can be read as a fusion of an imagined dream-space of Afrosurrealistic expressions in a white, Chaucerian social matrix. In this realm, Black men cosplay as their deadbeat white enslaver fathers who owned land and women as sexual property. The requirement of the stabilizing Black feminine subject in an over-sexualization postured, can perhaps relate to the racial-sexual geographic structures of the auction block. Black men’s gendered performance could be read as a process into the psychoanalytic reckoning of the category non-human’s failure to assimilate white gendered performance. In a failed attempt to disassociate from the traumas associated with the legacies of slavery, the white social matrix is replicated in Black dwellings; it is here where the club represents a memory that “enacts the contradictions and antagonisms of enslavement, the ruptures of history, and the disassociated and dispersed networks of affliction.” 
The distinction between the non-Human and dehumanization refers to the requirement of white proximity and non-Blackness to have protection in this hegemonic state. These Afrosurrealist, yet white Chaucerian social matrices, are governed by memories as being held of human property and eternal social death; it is no coincidence that the subject of oppression may aspire to perform racial class structures to be granted economic power. Perhaps, including Trap music in the Afrosurrealist tradition has the ability to challenge white essentialist binary epistemology in Black music rather than reinforcing Black male trauma (depression, loneliness, police brutality, incarceration, sexual violence, etc.) as naturalized properties to signify as Black Man. The lack of advantages that white patriarchy has to offer to the intimate lives of Black men is a testament to not only the lack of integrity of gender in the social lives of Black people but an affirmation of bell hooks’ teachings and meditations on the effects of white patriarchal culture on men: “The first act of violence that patriarchy demands of males is not violence toward women. Instead patriarchy demands of all males that they engage in acts of psychic self-mutilation, that they kill off the emotional parts of themselves.” 55 Music and art exists as the only outlet for Black men to meaningfully express and articulate emotions, while confined in some regard, as the entry into subjectivity relies on misogynistic, stabilizing Black feminine figures; its ability to convey Black men’s subconscious interiority is a representation of Black literacy and collective thought that ought to be valued rather than problematized under the rules of white epistemology’s criteria of good/bad. Art is a medium that is most distant from the white time matrix and has the ability to rupture white epistemologies that otherwise would go unchallenged in white hegemonic societies. Without the performance of white gender, Black art and Black feminist world-building gives all Black folks the space to exist in a way that affirms their bodies and souls as sacred. We return to the Black feminist literacies, intellectual genealogies, and world- building as the origin to map and dream our freedom.
Debate’s stasis of persuasion creates a dichotomy of “spatiotemporal” parameters for contingent subjectivity that erases hermeneutics for pathologizing black dialects that exchanges “flesh” for raciality.
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At the End of the World there is blackness doing the (im)possible. This essay con- siders the (im)possibility of debate in our contemporary crisis through an examination of the domestication of potentiality in rhetorical dialectic. Debate, in its presupposition of stasis, parallels sovereignty’s ontologizing operations of antiblack racial terror that suspend contingency. Meanwhile, blackness was already getting it done. The U.S. Civil War serves as a privileged example for thinking through black- ness as the groundless constitutive outside to the possible that yet gestures toward other generative moments found in refusal of the disappointing options that pass for politics offered to us today.
We are haunted by the specter of civil war. Liberal and conservative politicians and commentators openly express anxiety about the possibility of out- right hostilities and the “unravelling [of] our national fabric” (Gambino 2017). Increasing polarization, identity politics that destroys persuasion, an atmosphere of conspiracy regarding the deep state or foreign puppet masters, apparent disenchantment with institutions, general mistrust in electoral politics, a gridlocked and weak congress, and open skirmishes between white nationalist and antifascists are put forth as signs of the end times (see, e.g., Blight 2017; Wright 2017; DeGroot 2018; Smith 2018). The looming crisis of the end of politics that everywhere drives the nostalgic desire for a return to a normalcy and civility invites us to rethink debate and to pose a different question that does not seek to redeem a past that never was and continues to come at too high a cost for the wretched of the earth. Rather than “make debate great again,” I’d like to sit with the vertigo so as to consider debate’s (im)possible outside. Such a quest for a horizon that is before-after-immanent to the End (of politics or history or the world) will require that we rethink the spatiotemporal coordinates of the entire liberal project that secures the parameters of debate as the dialectical and agonis- tic contestation of the possible. My central interlocutor here will be blackness: that (non-)ontological constitutive outside of the modern grammar that is relegated to the realm of absolute necessity, negativity, incapacity, and pathology that subtends the political and the rhetorical. As that which is always already outside the World/History, blackness provides an anoriginary nonplace from which to think crisis and a politics of actualizing the impossible.
Imminent civil war is an interesting but unsurprising anxiety; it is unsurprising because the U.S. Civil War informs so much of the popular narrative of the United States and its ethical position that confirms the progressive nature of time, and because liberal sovereignty was always a war waged against civil war.1 And it is interesting because the Greeks referred to civil war as “stasis.” Today standing, state, and stability are also meanings of stasis, as it emerges from histemi. Stasis then doubles both as sovereignty and as sovereignty’s undoing and evokes a constant permanence of war even in peace. Stasis in rhetorical studies takes on the meaning of “issue” and serves as a hermeneutic for coming to consensus on the point of contention from which debate proceeds. Stasis here also means stand- ing in the sense that there is some “ground” in the form of prior consensus on the nature of the disagreement.2 The somewhat paradoxical relationship between consensus and dissensus found in stasis speaks to a kind of disavowal of ungroundedness that precedes even the point from which to begin speaking. Must one have a presupposed potentiality for a common ground to be able to proceed in argument? Refusing this disavowal of groundless- ness as it emerges in contemporary figurations of agonistic debate might enable us to more accurately think of rhetoric in its modern inflection as the presupposition of a ground as a war against its own void via antiblackness. The inversion of Clausewitz’s proposition is salient: rhetoric is the continuation of war by other means; rhetoric as a mode of war in an effort to ontologize itself against its groundless outside.3
The (im)possible is always at stake in debate since rhetoric regards the contingent as its necessary presupposition. According to Dilip Gaonkar, Pdf_Folio:64 this “key, but largely unnoticed, assumption in contemporary rhetorical theory” finds its basis in Aristotle’s response to Plato’s charge of the unspecifiability of rhetoric (2004, 5). Instead of freeing us to reflect explicitly on the nature of contingency, Aristotle’s domestication of rhetoric by placing rhetoric within the domain of the “contingent, yet probable” has prompted most rhetorical scholars to forgo consideration of contingency in favor of the thematic of probability: doxa, constraints, norms, ideology. Contingency in these schemas tends to be considered as a property ascribed to statements, propositions, and rhetorical acts—to the ontic world that constitutes the context of the rhetor—rather than as a mode of the subject or the singular encounter that constitutes a rhetorical situation. The possibility of rhetorical dialectic, that exigency that provides the opportunity for agonistic argument that can be sublated into judgment, animates historical progress and places debate as the ground for civic life. In the liberal understanding of contemporary debate, contingency takes on an interior spatial dimension as the possible content through a disavowal of the contingency of debate’s outside that is rendered impossible.
To say that debate is impossible is then to beckon to war on the horizon. It is to recognize the state of emergency as the end of the state of debate. The historical legacy of the U.S. Civil War will not let us end it there how- ever, because blackness haunts even civil war, and threatens stasis in both its senses with incoherence. To leave raciality by the wayside is to repeat the endless disavowal that what we are threatened with is civil war and not race war. It is to still recuperate this World though the dialectical resolution that can adjust antagonism to agonism. It is to wage liberal sovereignty’s war against civil war all over again. Polite discussions that acknowledge racial terror only so as to explain away racial violence as the unique domain of extremists maintain a sense of white innocence that not only individuates a structural condition, but also pathologizes and prohibits black utterance (especially when that utterance might take on the form of rage) by adjusting the impossible demands of blackness back to the acceptable terms of debate. Within such discussions, blackness can only appear as an afterthought, as what Denise Ferreira da Silva terms the affectable I or outer-determined rather than self-determined subject in the onto-epistemological modern text (da Silva 2007). Raciality is intrinsic to modernity because it is necessary for the construction of the Subject—it names the materialization of the spatiotemporal forms that make the modern grammar. It creates the grounds for the self-determined subject. For da Silva, nothing short of a fracturing of the spatiotemporal formal principles of understanding that subtend historical and scientific knowledge will redress the totality of racial violence, especially as it concerns black folk.
Let us then take seriously Du Bois’s insight into the actual U.S. Civil War that animates so many antiblack pathologies today: that it was the black slaves, not Lincoln nor the Union, who won the war; and that it was the slaves, and not the South, who ultimately lost. For it was in the chaos and crisis of civil war that fugitivity realized freedom only to have it snatched away in Reconstruction: “The slave went free; stood a brief moment in the sun; then moved back again toward slavery. . . . Democracy died save in the hearts of black folk” (Du Bois 1935, 30).
In Black Reconstruction, we are gifted a tale of the violence of antiblack dialectic and the potential of black fugitivity. The common narrative that the North fought a war to end slavery and to preserve the Union figures the U.S. Civil War as a political battle concerning sovereignty and succession, or in the radical imagination as a battle for the future of capital between an industrial North and a pastoral planter economy in the South. For Du Bois this cannot be the whole or even essential part of the story, as both narratives naturalize the position of the slave and her nominal emancipation as derivative rather than active. In Du Bois’s account, black liberation was never the terms on which the war was fought; the war was fought over competing concerns to limit the competition that black people posed to whites, both as slave labor and as free labor. The North for its part desired neither the abolition of slavery nor its expansion into the western territories. Northerners desired a resolution to an untenable status quo thrown into disequilibrium by competing visions for how best to subjugate the black population to secure the white settlerist way of life. It was not until the slaves, through the waging of the General Strike, showed the North the way to win the war that Lincoln reluctantly issued the Emancipation Proclamation (Du Bois 1935, 82). The General Strike was the moment in which the impossible was actualized, through an incisive refusal to continue under the terms presented: “This was not merely the desire to stop work. It was a strike on a wide basis against the conditions of work. It was a general strike that involved directly in the end perhaps a half million people. They wanted to stop the economy of the plantation system, and to do that they left the plantations” (Du Bois 1935, 68).
Significantly, Du Bois’s analysis of the Civil War extends beyond the Confederacy’s surrender in 1865 to the end of Reconstruction and the beginning of Jim Crow in 1878. The democracy to come was quickly sealed off in the compromises made between the North and the South that we call blackened debate at the end of the world Reconstruction. Here debate, both as contestation on common ground and as the resolution to war, could only re-elaborate black suffering through nominal emancipation. In Reconstruction we witness how the bargain was struck for a newly transformed American whiteness produced through the sublation of the “Southern way of life” (the fantasy of which still animates grievances on the Right), but against black life. The reinstantiation of master-slave relationships in confederate amnesty, black codes, the Thirteenth Amendment, vagrancy laws, convict leasing, extralegal terror, and the ongoing sentimental and material expropriation of total value from the slave that sustains global capital constitutes the emergence of the “afterlife of slavery” that characterizes our present (Hartman 1997).
Du Bois’s analysis disrupts the spatiotemporal coordinates of the political to think the (im)possibility of black politics and liberation. To think with and through blackness means that we cannot think the Civil War as a demarcated event distinct from Reconstruction and Jim Crow or think the stasis of contestation between the divisions of a polity. We must abandon the liberal notion of progress that “accumulates . . . [and] . . . captures” black suffering in the name of securing an antiblack future as well as the appeal of universality and particularity which spatially “arrests Blackness’s creative potential” (Dillon 2013, 42; da Silva 2014, 84). According to da Silva, “such an understanding of total value [of slavery for the creation of the World] requires a suspension of the view that all there is in Time and Space . . . the radical force of Blackness lies at the turn of thought—that is, Black- ness knowing and studying announces the End of the World as we know it” (2014, 84, emphasis mine).
Da Silva joins a growing number of black scholars in many different disciplinary homes thinking through the metaphysics of blackness as that which is ungrounded and ontologically null with respect to the modern onto-epistemological paradigm.4 In the World that ontologizes antiblack- ness and racial capitalism, the calculus of racial terror exceeds and makes possible recognition through the reduction of blackness to the figure of the Slave. The middle passage here is metonymic, naming the production of anagrammatical blackness through the ongoing logistic of being captured and shipped, that reduces blackness from body to flesh, “that zero degree of social conceptualization that does not escape concealment under the brush of discourse” (Sharpe 2016; Spillers 1987, 67). Such a proposition returns raciality, specifically blackness and antiblackness, to the analysis of what grounds debate’s (im)possibility.
Pdf_Folio:67
What would it mean to think debate as a praxis of the impossible? To think a blackened debate not as the presupposition of a ground through approximation to an antiblack human genre of Man, the Subject or the transparent I, but as Harney and Moten say, “jurisgenerative black social life” (2017, 15)? We would need to rethink the cherished terms of rhetoric itself. We might think debate not as dialectic that both precedes and proceeds from stasis, but as the refusal of “the call to order” that opens up black forms of life, even as form is placed under erasure (Halberstam 2013, 9). From this vantage point of blackness, which is not really a vantage point at all, but a being out of place and time, of Being under erasure in the condition of mutual dispossession, we might begin to sketch other visions that deactivate rhetoric’s ontologizing premises, to hold for a moment, in the hold and in the wake, not grounded but oceanic movement, decay and life, where even dead things become something else. It is here and happening all the time in the marooned spaces of the world. In studying debate’s (im)possibility, we might theorize at the End of the World as a praxis oriented toward its abolition.
Case
Method---2AC
Deployment of sonics redeploys black aesthetics and creates a performance that transcends material gratuity.
Morrison ’19 [Mathew D; December 1st; Matthew Morrison is Assistant Professor in the Clive Davis Institute of Recorded Music at New York University's Tisch School of the Arts. He has held fellowships at Harvard University, the Center for Popular Music Studies, the Tanglewood Music Center, the Mellon Foundation, and the Library of Congress, “Race, Blacksound, and the (Re)Making of Musicological Discourse”; 132-162 https://doi.org/10.1525/jams.2019.72.3.781] /watkins
The development and transmission of these sonic and bodily scripts is central to my deconstruction of the formation of racial identity and notions of intellectual (performance) property in Blacksound’s emergence out of blackface. The amalgamation of this sonic and embodied legacy in commercial entertainment simultaneously constructs recognizable sounds of popular performance via black(face) aesthetics that are made accessible to and absorbed into the public domain.33 Blacksound also accounts for the legacy of violence that is embedded in the commercialization of popular music out of blackface performance, as black people have experienced, and continue to experience, systemic racism, while white (and other nonblack) people freely express themselves through the consumption and performance of commodified black aesthetics without carrying the burden of being black under white supremacist structures. 
Tracing this aesthetic phenomenon provides insight into the way the embodiment and performance of racialized sound figures into the development of property relations and continues to resonate within the complicated, often interracial, and often racist contexts out of which popular music styles emerge. Blacksound as an analytical tool is an attempt to address George Lewis’s call for music historians to develop a nomadic Americanist musicology that challenges the discipline’s “political tendencies toward” rigidity and “fold[s] music into the vast sweep of American historiography.”35 Blacksound reveals how popular performance, from its origins in blackface and its rapid spread throughout the nation, overlaps with multiple aspects of US history, politics, and culture, while being both embodied (in performance and consumption) and commercialized through mass entertainment. 
Through this concept, I also aim to develop an approach that “theorizes the outcomes” of Blacksound’s potential impact on identity and popular entertainment beyond the United States, a country with the “most extensive and influential mediascape” across the globe.36 I have created the neologism “Blacksound” as a compound noun in order to engage the material nature of the diverse sounds produced by black people—as well as the aesthetics assigned to blackness through the legacy of blackface—that are consumed in and beyond the United States. Blacksound prompts us to consider how these constructed commercial aesthetics are in dialogue with the ways in which “black sounds” produced by black people have been theorized and practiced within music, history, literary, performance, and critical race studies. -
What Blacksound contributes to 33. On “amalgamation” in racialized performance in nineteenth-century America, see Nyong’o, Amalgamation Waltz. 34. See Hartman, Scenes of Subjection, 23. 35. Lewis, “Americanist Musicology and Nomadic Noise,” 693–94. 36. Ibid., 693. Race, Blacksound, and the (Re)Making of Musicological Discourse 791 these discourses is an analysis of the way the commercialization of popular sound and the rituals of blackface performance materialize through property and race relations. The concept is a call to shift attention to the (im)- material aspects of blackface performance that are difficult to recover when relying specifically on a recording, as blackface proliferated for decades through sheet music and live performance before commercial audio and film recordings became available in the late nineteenth and early twentieth centuries. An analysis that employs Blacksound takes seriously the “thickness” of performance—whether live, recorded, or prerecorded. This approach foregrounds the embodied production of sound through which we might examine how “intermaterial vibration can afford a better understanding of the ways in which music does what it does, and the ways in which humans use it as a force for good and bad.”37 Through “intermaterial vibration,” Nina Eidsheim provokes us to move beyond thinking of music and sound as fixed objects to thinking of them as “transferable energy” that pulsates “through and across material . . . transforming as it adapts to and takes on various material qualities.
Framework
AT: Fairness---2AC
Debate’s an arch of redemption in which the resolution blackmails us to restore the equilibrium of standards for “plenitude” that subjugates suffering to enhance the clock of academia.  
Wilderson ’16 [Frank B; Feb 25; Associate professor of African American Studies and Drama at UC Irvine, PhD in Rhetoric and Film Studies from UC Berkeley, “HSI Podcast 52,” 5:33-12:25; http://www.podcastgarden.com/episode/hsi-podcast-52_71843] /vishwa
But here’s why I would say that the things can’t be reconciled and why I’m fascinated with the way high school and college debaters are using it. I think it was—I don’t know what sociologist—Max Weber (you know; I quote all sorts of people except right out fascists)—I believe he said that the power to pose the question is the greatest power of all. And the way that the question is posed in the world of debate in January—the question that carries one through the entire twelve months—is posed in a way that cannot be reconciled with the basic lens of interpretation of Afropessimism. The question is always posed on what I call and others call an arch of redemption. In other words, the question assumes an instance of plenitude, say, the free association and the free assembly—the right to free assembly—of citizens, and then it moves from that assumption to a rupture. So it moves from equilibrium to disequilibrium, which is to say the manifestation of the surveillance state. And so the third move in the tripartite arc of narrative is, of course, the move of redemption, which is to say how can the plenitude—whether it’s a historical materialist plenitude, a social formation having its rights and liberties disrupted—how can that be restored. It’s that movement from equilibrium to disequilibrium to equilibrium restored which is precisely at the center of the critique of Afropessimism. Afropessimism is not an offering for historical redemption; it’s not an offering for the restoration of a body in need of redress the way that postcolonialism is, the way that Marxism is, the way that radical feminism is, the way that Indigenism is. It’s a critique of the rhetorical structure of those lenses of interpretation, critiquing them as to a) what they don’t or are unable to say about the violence that subjugates and positions Blacks and b) why it is that they actually need Blackness as slaveness to be outside of their lens of interpretation. So there’s a way in which—to come full circle to where I started—there’s a way in which the rhetorical structure of debate, the demand of debate, the protocols are already ideologically laden. It doesn’t matter what question you pour into those protocols. The protocols, themselves, are all ideological straightjackets which preclude the kind of investigation of suffering. In order for Black suffering to be part of the debate question, it would have to go through a structural adjustment to begin to look like the suffering of some other group. The way Hartman talks about this is by suggesting that what you have in the world of subalterns—degraded humans who suffer—you have narratives of the possibility of real or imagined redemption, which is to say, narratives which are structured around the question of how to relieve the suffering that didn’t happen before the invasion of some sorts. But what she says with respect to Blacks is that you cannot tell the story of before the invasion, before the destruction. So, without being able to do that, she says when you think of narrating Blackness, you have to think of repetition as opposed to redemption. And so when we were off the air, one of the things I said to Marquis and to Josh is that one of the foreseeable problems with the future of Afropessimism is people kind of cherry-picking from it to enhance the explanatory power of their own suffering. And that cherry-picking will actually, inevitably, leave by the wayside the very deliberate absence in Afropessimism, and that is the absence of redemptive theorization, which is present in everything else. Redemptive theorization is theorized through all three volumes of Das Kapital; it’s theorized in the psychoanalytic feminism of Hartman and people like Julia Kristeva; it’s theorized in the work of Ward Churchill and Vine Deloria. It’s not only theorized. I should take a step back. It’s assumed. It’s assumed. And so, these are metacritiques of relationality. What Afropessimism is is a metacritique of the metacritique, to show how pure and simple relations are dependent upon—they’re parasitic—using [black people] as a parasitic host.
Ballot PIK
Ballot PIK---2AC
The 1AC is a tapping into the fugitive sounds that refuses the call for order, policy and governance. This process of dialogue allows for the cultivation of black and indigenous sociality. 
Brooks ’20 [Navin Brooks A. Fugitive Listening: Sounds from the Undercommons. Theory, Culture & Society. 2020;37(6):25-45. doi:10.1177/0263276420911962]wakedl+watkins

Sounds from the Undercommons Frank Ocean’s scream – the sonic event that began this meditation on the voice – is such an expression of this fugitive vocality. It is a noise of excess that cannot be contained, a noise that moves relentlessly toward the edge of that which constitutes subject and object. But Ocean’s scream is also captured as a recording, and as such, is able to be reproduced ad infinitum. Some might say that the technology of sound reproduction performs an operation of abstraction akin to the transformation I have described above of the voice into an ideal object. This argument posits that technologies of mechanical reproduction sever the voice from the body that produces it, transforming it into an ‘acousmatic’ object that can be repeated, as well as bought and sold (Truax, 1984; Schafer, 1994). But the problem with this account is that it relies on a set of a priori assumptions that ‘hold human experience and the human body to be categories outside history’ (Sterne, 2003: 20). Such arguments appeal to a conception of the body as already coherent and whole, and an idea of technology that is abstracted from its embeddedness in the social sphere. Jonathan Sterne, in his deconstruction of the ideological assumptions behind such arguments, writes: [T]hese authors assume that sound-reproduction technologies will have a disorienting effect on the senses that are otherwise grounded in coherent bodily experience. The assumption of sensory coherence requires a notion of a human body that exists outside history. For instance, the claim that sound reproduction has ‘alienated’ the voice from the human body implies that the voice and the body existed in some prior holistic, unalienated, and self-present relation. (2003: 20–21) As we have already established, the performance of Blackness emerges from flesh that precedes the formation of body that is autonomous and whole. When I listen to Ocean’s scream, the hairs on my body prickle to attention and goose bumps form involuntarily on my skin. 
I register the scream in my flesh. Flesh reaches out toward flesh, across the technological divide. Ocean’s scream might be better understood, following Moten and Harney, as a ‘call for and from disorder’ (2013: 133). In listening again and again to this irruption of noise, I am learning to attune to a vibrational field that opens toward an alternative order of desire. Here we might follow Sterne in challenging the assumption that ‘sound-reproduction technologies can function as neutral conduits, as instrumental rather than substantive parts of social relationships’ (2003: 21). It may seem an obvious point to make but the reproduction of a recording is never identical; the event of listening is always unique and always coded by the social relationships it is embedded in. Ocean’s scream reverberates differently whether I listen to it by myself at home or surrounded by others at a party. The vibrations of the flesh seek connection and refuse to be stilled by technologies of mechanical reproduction. Of course it is not only in song that we may find voices that operate against the logic of improvement and accumulation. 
We can find such fugitive impulses in the murmur of a crowd, the noise of a riot, and, as I will elaborate, in the hushed tones of a gossip network. I am interested in gossip as a critical function of the undercommons, suggesting that it might constitute a useful medial modality in the ongoing project of breaking and building socialities. Gossip has long been positioned as a diversion from the pursuit of true knowledge, characterized as a groundless form of feminized speech that trades in falsity and/or triviality. But this has not always been the case. ‘In its original meaning, gossip implied no gender; it meant “godparent,”’ a meaning derived from the etymological roots of the word as ‘godsibb’, which designated God’s kin (Spacks, 1982: 19). The evolution of the term sees it come to be used to refer to a drinking partner; a woman’s female friends invited to be present at a birth; and finally, in its modern connotations, to describe a woman who engages in idle talk, or, the idle talk commonly associated with women (Spacks, 1982: 19). Common to each of these definitions is the notion of an intimacy that is established via proximity. In each iteration gossip denotes a certain closeness – physical, social or familial – and in its original usage describes a relation of care connected to forms of kinship that foreground collective ownership and exchange. Silvia Federici (2004) expands on the conception of gossip as an intimate and feminized social relation, arguing that the term took on a derogatory connotation in the transition from feudalism to capitalism. In this period, the coercive accumulation by dispossession of both resources and bodies also required the destruction of feminist forms of sociality and solidarity. Federici connects the dismissal of gossip to such forms of persecution as the witch-hunts and to biopolitical measures concerned with the regulation of family life, gender, and property relations. Inherently multi-vocal and polyphonic, gossip evades capture and cannot be singularly owned. It is a form of radical knowledge that moves outside of official discourse, circulating noisy information across a social body. As such, we can make a historical distinction between modes of idle talk that affirm and uphold the dominant socio-political order – such as the locker-room talk of influential men – and gossip, a mode of speech that has evolved as a way to circumvent the dismissal of certain voices as noise. Indeed, the refusal to hear gossip as speech is, paradoxically, what gives rise to its interruptive potentiality. This circulation of speech under the guise of noise creates the possibility for a ‘discursive’ social body that may not be recognized as comprising political beings yet may nonetheless be practicing politics. Gossip serves as a productive mechanism, making possible the construction of alternative ways of knowing and socializing that place generative difference at their core. As I have argued elsewhere (Brooks and Lorange, 2017: 39), ‘gossip both points to subjects, objects, events, and affects, and foregrounds points of view. This dual pointing is a gesture that is simultaneously internal and external, an index of the subject and their relation to other subjects, objects and events in the world.’ Gossip requires a mode of listening that, to recall Jean-Luc Nancy (2007: 6), ‘[strains] toward a possible meaning, and consequently one that is not immediately accessible’. To participate in gossip is to engage in feedback and feed-forward loops between speaking, listening, processing and recording/inscribing. This does not refer to linear feedback but rather to a complex dynamic of looping in which directionality is never stable. Feeding forward and backward, gossip involves the dual operations of capture and conversion in which speaking and listening fold into each other. Taken in this way, gossip suggests an active and relational mode of listening, a transversality that attends to social and cultural contexts and dynamics rather than simply the content of the speech. 
Gossip involves a listening with rather than simply a listening to. Listening with is a modality in which ‘a listener is always in movement, allowing the resonances to carry one off on the various lines of flight the sounds induce – toward other sounds and sound-making, into the mesh where one registers and attempts to comprehend how such sounds leave their mark – then back again to the event itself of listening’ (Nardone, 2015). Fugitive listening attends not only to formal and informational content but also to the forces, relations, and contexts that code conversational exchange. Here we can think of gossip as a mode of speech in which affective forces and intensities are transmitted, in addition to conversational content. Gossip, writes Judith Butler (2018: 2) in relation to José Esteban Muñoz’s championing of this minor mode of speech, is ‘a way of passing along affect that makes it larger, letting it lift off from reality, where the affect is not a discrete bit of excitation, a quantity: it conditions and enters the collective crafting that augments its intensity; it is never quite separable from the scene of address that it transforms’. Participating in gossip requires a type of listening that attends to the extralinguistic affective aspects of speech that are produced by context and conveyed in tone. A fugitive listening attends to that which escapes and exceeds signification. It registers the forces and intensities that circulate within the social field and has the potential to point out what is actually going on at the register of the felt. Gossip is speech that not only cannot be owned but can only be collectively produced. Of course, this is not to suggest that gossip is always virtuous – my intention here has not been to distinguish between ‘good’ and ‘bad’ forms of gossip, an established argument that attempts to elevate gossip from the status of inauthentic speech by redefining the distinctions between trivial and significant, positive and negative. Instead, I am interested in how fugitive speech acts like gossip might interrupt the disciplining of knowledge by foregrounding noisy and relational modes of speaking and listening. In such a communicative system, ‘bad’ sentiments might be as valuable as ‘good’ ones. As Butler (2018: 12) writes, ‘bad sentiments … can signal the capacity to transcend hopelessness … Feeling bad things, like anger and rage, and doing bad things, like being rude, can fulfill the editorial function of commenting upon the massive unacceptability of present reality’. This admittance of ‘bad’ sentiments into the structure of fugitive speech foregrounds the value that the gossip network places on the affective dimension of communication and the structures of feeling such exchanges produce. Attending to both the affective and informatic dimensions of gossip requires a transversal listening and speaking practice that is similarly collective and collaborative. Gossip involves a dual movement between acquisition and dissemination, and is sustained by a community who contribute small fragments of information into a networked discourse that is constantly evolving (Ayim, 1994: 87). The test of informational validity is socially determined, not by an appeal to an a priori truth but by a consensus that emerges from collaborative inquiry. It operates according to an epistemological order outside of those that we inherit from liberal and Enlightenment traditions. Gossip refuses to adhere to, or to be curtailed by, the conventions of discipline or the demands of formal discourse, instead promoting an informal and collective mode of knowledge production. As a mode of inquiry it is speculative and imaginative, and yet the fear of gossip is that it contains and will reveal truths that might otherwise go unacknowledged. Taken in this way, we can think of gossip as producing a type of under- or counter-history. While gossip promotes unrestricted inquiry, it also trades in the secretive. However, gossip’s relationship to secrecy is complicated as there is always a risk that gossip will spread beyond its intended recipients (with consequences that will vary depending on the content of the gossip and the political context of its capture). Never totally private, we might think of gossip as the speech of counterpublics, producing and disseminating what Moten (2010: 84) refers to as ‘the open secret’; that is, the freighting of sensitive information across the break, in the open. This information is never static and never fixed but rather in a continuous state of evolution – ‘the secret is only transmitted in transformation and transmutation’ (Moten, 2010: 105). For Moten, the secret presents itself as an obscurity that may not be decipherable via traditional interpretive strategies but that is nonetheless felt or known in some form or another – it is a relation of the flesh. The secret is engendered in the act of communication and so must be understood as an open secret. 
While the secret may be marked by a certain obscurity, it is never completely private or closed off from exchange. Animated by the circulation of open secrecy, gossip also always involves the production of collective social relations. It is a mode of speech that is conditioned by its contact with others, a mode of speech that refuses to be stilled and refuses to be disciplined. It inhabits an antagonistic relation to the proper and the proposed. Here I am thinking about gossip as a mode of speech that arises in the midst of collaborative activities such as study or ‘minor’ planning, returning here to Moten and Harney’s notion of undercommon modalities. Gossip’s continuous movement between the secretive and the open can be understood as just that movement that supports the threshold of a becoming-public of information. Opposed to the practices of governance and policy, fugitive modalities of study and planning foreground multi-vocality, producing a cacophony of demands and practices that refuse to conform to the corrective demands put forward by policy and policy-makers. For Moten and Harney, policy comes to represent a mentality or disposition, and the mobilization of policy produces governance, which they define as follows: Governance should not be confused with government or governmentality. Governance is most importantly a new form of expropriation. It is the provocation of a certain kind of disinterestedness, a display of convertibility, a display of legibility. Governance is an instrumentalisation of policy, a set of protocols of deputisation, where one simultaneously auctions and bids on oneself, where the public and the private submit themselves to post-fordist production. (2013: 80) Describing, alternately, an informal and improvisatory set of practices and activities – or perhaps a disposition counter to the one articulated by policy – planning and study gesture towards modes of intellectuality and communality that exist outside the logics of categorical distinction. Such modalities of social life emerge from a general antagonism, which cannot ‘be tamed either by the feudal authority or social violence that is capitalism, much less by policy initiatives like agnostic dialogues or alternative public spheres’ (Harney and Moten, 2013: 109). Gossip contains a general antagonism towards formal discourse or policy – it moves information that is counter to or in excess of the officially sanctioned and generates transversal lines of communication that cut the linear movement of discourse via policy. We can locate something akin to a gossip network in certain mediated environments that allow for participatory interaction, such as in the use of Twitter in the lead-up to, and duration of, the 2015 Baltimore riots that occurred in the wake of Freddie Gray’s murder at the hands of police. This networked discourse is captured in a chapbook produced by the collective Research and Destroy New York City, titled The 2015 Baltimore Uprising: A Teen Epistolary, which forms an archive of the online activity of a sub-community of Black Twitter – Baltimore teenagers. Looking at this archive, it strikes me that the production and circulation of information on Twitter can function like a gossip network, working to produce counterpublics that have the potential to disseminate ‘news’ outside, or in excess of, the official channels (news media, statements from police and politicians). Of course, this is not to claim that Twitter is a radical political platform. On the contrary, it emerges from the corporatization of networks that configures the social as a mass of discrete individuals, a phenomenon that has given rise to the univocal blustering that is a hallmark of Donald Trump’s online presence, for example. Rather than ascribing an inherent radicalism or conservatism to the platform, we can understand Twitter as belonging to a diagram of contemporary power that is inflected by different kinds of subjectivations. Against the violence of white supremacy, this collection of tweets indexes a collective voice that announces the existence of other possibilities, of forms of life that exceed the terms given by the modern subject. This gossip network is a chorus that is full of noise that: freights sensitive information across the break; indexes a fugitive public animated by an improvisational imperative; and documents Black performances that are mediated by a complex interplay between technocultural processes and structures (bodies, software platforms, algorithms, digital networks, data flows, affects). It is a set of operations that move, following Moten’s formulation, according to ‘the reality of escape in and the possibility of escape from’ (2008: 1745). 
Thinking back through the logics of race and racialization, I want to suggest that we might understand those voices that engage in fugitive modes of speech such as gossip via Denise Ferreira da Silva’s notion of Black Feminist Poethics, which she describes as ‘a moment of radical praxis [that] acknowledges the creative capacity Blackness indexes, reclaims expropriated total value, and demands for nothing less than decolonization’ (2014: 85). Ferreira da Silva (2014: 86) proposes that we read and listen in order ‘to un-organize, un-form, un-think the world’, such that we might interrupt ‘the dominant fantasies of a kind of knowing that can only determine itself […] with iron hinges of universal reason’. Attending to those voices that belong to the order of the flesh might constitute a first step toward a process of un-organizing, un-forming, and un-thinking the world. In other words, we must listen to such voices not out of some desire to incorporate them into liberal conceptions of the public sphere, but rather to radically transform our very conception of the public sphere. Developing a listening practice attuned to these fugitive voices might be the first step toward a form of sociality that exists outside the epistemic violence of liberalism. 

Labor DA---2AC
Labor exhaustion from the “Non-Real” forms weaponization that further dynamics of black terror to rupture semiotics. 
Gillespie ’2 [ Gillespie, John , Undergraduate Researcher and Debater at Towson University, “On the Prospect of Weaponized Death,” Propter Nos, Volume 2: Issue 1, Insurgency / Exhaustion, Fall 2017]

The Black body lives to die; the specter of death shadows it everywhere. What matters crucially here, in our invocation of the hyper-real, is the importance of the Symbolic. The Symbolic is what “structures the libidinal economy of civil society.”7 The Symbolic here is understood as “the representational process” that structures “the curriculum and order of knowledge” and/or “the descriptive statement of the human” in our contemporary World.8 And in this World, white symbolism is everywhere. In fact, in an anti-Black paradigm, white symbolism is everything. White symbolism over-determines itself as the Symbolic itself, and denounces anything that challenges its genre-specific mode of knowing, seeing and understanding the World. In other words, white symbolism holds a monopoly on the Symbolic in ways that operate “lawlikely so within the terms of their/our order- specific modes of adaptive cognition-for, truth-for.”9 There is no outside to whiteness, to white semiotics, to white constructs of value and reality, to white structuring of libidinal value. And for this reason, like Wilderson, “[I] am more interested in the symbolic value of Whiteness (and the absence of Blackness's value)...”10 in a world of white hyper-reality. Propter Nos 2:1 (Fall 2017) 7 If Blackness is lived in the hyper-real, then there is a hyper-intensification—an overrepresentation—of semiology that dictates the coercive violence of the Black’s (non)existence. The semiotics of White Being is the factitious fiction that simulates the entire World. White Being and black death are part of a globally blood-soaked symbolic exchange that has extended itself over the terrain of the World to such an extent that there can be no distinguishing between the Real and the Non-Real. White Being is that Being for whom ontological capacity exists, whereas the Black is the antithesis to Being, that fleshly matter whose essence is incapacity.11 If “language is the house of being,”12 as Heidegger puts it, then Blackness is trapped at the very center of White Being. Dionne Brand puts it concisely when she writes, “We are people without a translator. The language we use already contains our demise and any response contains that demise as each response emboldens and strengthens the language it hopes to undermine.”13 This abject positionality was codified through a violence so epochal that Modernity itself can be said to have been inaugurated through it. However, at the same time, “the center is, paradoxically, within the structure and outside it.”14 That black death and anti-blackness exist in this liminal positionality posits the impossible possibility of a rupture in the moment. For that which is inside the structure, only through being outside the structure, enables the possibility of both sedimentation and disorientation. Jacques Derrida writes, “The function of this center was not only to orient; balance, and organize the structure— one cannot in fact conceive of an unorganized structure—but above all to make sure that the organizing principle of the structure would limit what we might call the freeplay of the structure.”15 If black death centers the structure, then it is somewhere in the perfection and expansion of this antagonism (the inside-outside antagonism) that the cartography of gratuitous anti-Black violence is laid out. What might happen when what orients the structure becomes insurgent, attacking the structure through that which centers its very Being? What might happen if black death became weaponized in order to further limit the freeplay of the structure—the expansion of White Being? Afro-Pessimist thinkers, in favor of a diagnostic analysis, tend to veer away from the tradition of critical social theory that prescribes solutions to the analysis in the conclusion of their work. However, one finds throughout Afro-Pessimist literature a battle cry, a prophetic vision, a pulsing pessimist hope for the “end of the World.” For if Whiteness ended Worlds through its colonial simulations and violent transmutations of Africans into Blacks, then the only way out is an end to the White World. White Being is irredeemable, and so is the World it fosters. Sexton says, “In a world structured by the twin axioms of white superiority and black inferiority, of white existence and black non-existence, a world structured by a negative categorical imperative—‘above all, don’t be black’—in this world, the zero degree of transformation is the turn toward blackness, a turn toward the shame, as it were, that ‘resides in the idea that 'I am thought of as less than human.’”16 It’s only through black vigilance that the simulacra of White Being is made clear and the spectacle of Propter Nos 2:1 (Fall 2017) 8 gratuitous freedom is made visible. It is somewhere in this structural antagonism, that on the one hand conditions the possibility of the World, and on the other hand conditions the possibility of its end, its limitations, its disorientation, that we found the language to say the unsayable and do the undoable. As Frank Wilderson reminds us: Black Studies in general and Afro-Pessimism in particular present non-Black academics with more than an intellectual problem. It presents them with an existential problem. The reason is because there’s an aspect of Afro-Pessimism that we don’t talk about...which is that were you to follow it to its logical conclusion, it’s calling for the end of the world...it wants the death of everyone else in the same way that we experience our death, so that one could not liberate Blacks through Afro- Pessimism and be who one was on the other side of that. That’s the unspoken dynamic of Afro-Pessimism. 
If we are engaging in a war in which the symbolic value, the semiotics of this World itself, positions “the Black as death personified, the White as personification of diversity, of life itself,”18 then resistance needs an “unspoken dynamic.” It needs a space where “words don’t go”—a form of guerrilla linguistics, a submarined syntax, an undercommon communication. Perhaps, here, where the conversation is blackened, and the theory is phobogenic, and the journal is Propter Nos, we can allow ourselves to excavate insurgent dictions still lost in the lingua franca of White Being, but full of the specter of black terror, black disorientation. If the Black is death personified, then what might happen if we weaponized our death? What might happen if we recognized the inevitability of that death? What if we began to think that the non-uniqueness of that death was an opening towards the “end of Humanity?” In The Spirit of Terrorism, Jean Baudrillard writes, “When global power monopolizes the situation to this extent, when there is such a formidable condensation of all functions in the technocratic machinery, and when no alternative form of thinking is allowed, what other way is there but a terroristic situational transfer?”19 Terrorism consists of the militaristic tactics used by those who are facing globalized White Being with asymmetrical technologies of terror, violence, intimidation and war. A terrorist is any armed vigilante willing to rupture the system of semiotics through an equally cofounding semiotic. A semiotic that returns one to the “desert of the [Black] Real”—where a “project of total disorder” is unleashed upon the semiotic system.20 Black terrorism is a violence that re-appropriates the death embedded in the Black’s ontological incapacity in order to enable the possibility of a radical capacity—gratuitous freedom. White Being itself is a decentralized onto- epistemic deployment of violence, and if violent insurgency is necessary, then the decentralized approach of the black terrorist is necessary to counter the terror of White Being. This being said, black terrorism is perhaps better understood as counter-terror terrorism. We do not have the power to end the World with life. 

We Propter Nos 2:1 (Fall 2017) 9 only have the power to end the World through death. As Baudrillard writes, “The radical difference is that the terrorist, while they have at their disposal weapons that are the system’s own, possess a further lethal weapon: their own deaths.”21 The United States has an international military force, a storehouse of nuclear arms, and the capacity, within their police state alone, to “terrorize” not just one block in Baltimore, but the whole entire world. Black terrorism is what happens when we heed the Afro-Pessimist call that “A living death is as much a death as it is a living,”22 it is what happens when we take seriously the unsayable in Afro-Pessimism. Black Terrorism is (non)ontological fugitivity that disavows any need to focus on social life—black terrorism steals black death itself from White Being. It is for this reason that Baudrillard speaks to his own White Being and the specter of terror when he says: When Western culture sees all of its values extinguished one by one, it turns inward on itself in the very worst way. Our death is an extinction, an annihilation. Herein lies our poverty. When a singularity throws its own death into the ring, it escapes this slow extermination, its dies its own natural death. This is an immense game of double or quits. In committing suicide, the singularity suicides the other at the same time— we might say that the terrorist acts literally ‘suicided’ the West. A death for a death, then, but transfigured by the symbolic stakes. ‘We have already devastated our world, what more do you want?’ says Muray. But precisely, we have devastated this world, it still has to be destroyed. Destroyed symbolically. This is not at all the same undertaking. And though we did the first part, only others are going to be able to do the second.23 We are the others. Tasked with the (un)fortunate task of ending White hyper-realism, the White World, and White Being. Well aware that if White Fascism continues the project of black annihilation, the only choice we will have is to fight. Not because we want to, but because we have to. 

Performance PIK
Performance PIK---2AC
Their agenda of white guilt is a cover of “faith” to further coloniality as a guise of “modernity”. Notions of progress rationalize black bodies to imagine formations of “barbarians” forcing concealment within debate. 
Winters ’16 [Joseph; May 20; Winters is the Alexander F. Hehmeyer Associate Professor of Religious Studies and African and African American Studies. He also holds secondary positions in English and Gender, Sexuality, and Feminist Studies. His interests lie at the intersection of black religious thought, African American literature, and critical theory, “Hope Draped in Black: Race Melancholy, and the Agony of Progress”, ISBN: 978-0-8223-6173-2] /vishwa
The idea and promise of progress, an idea that is connected to values such as recognition, equality, and freedom, has always been a fraught object of discussion and interest for black writers, artists, and thinkers. This is especially the case for the philosopher, social critic, and activist W. E. B. Du Bois. In “The Souls of White Folk,” a scathing essay written in the aftermath of World War I, Du Bois radically undercuts the pervasive faith that the world is moving steadily on a path toward increased freedom and equality. In this essay, he suggests that the rhetoric of civilization and progress denies a traumatic underside that consists of slavery, the colonization of people of color, war, and conquest. In an expression that resembles a prayer, Du Bois exclaims: “We have seen—Oh Merciful God! in these wild days and in the name of Civilization, Justice, and Motherhood—what have we not seen, right here in America, of orgy, cruelty, barbarism, and murder done to men and women of Negro descent.”12 While Du Bois underscores the specific struggles of black Americans during the so-called nadir of American race relationships (a post-Reconstruction period marked by the establishment of Jim Crow segregation and the ritualized lynching of black bodies), he is also thinking broadly about the relationship between civilization, progress, and race-inflected domination within modern life. Similar to Karl Marx, Du Bois contends that many of the material freedoms, advancements, and enjoyments that the modern world introduces rely on systems of exploitation and exclusion. As Du Bois puts it, “High wages in the United States and England might be the skillfully manipulated result of slavery in Africa and peonage in Asia.”13 What is important here is that Du Bois can be interpreted in this essay as saying that modern notions of progress and freedom are inherently flawed and problematic because they rely on and are intertwined with practices and conditions— capitalism, colonial expansion, racial hierarchies, endeavors, and incentives to usurp and possess the earth—that are harmful to non-Europeans, working-class bodies, women, and other groups. At the same time, he can be read as suggesting that these notions of freedom and progress are not necessarily flawed or attached to pernicious desires, endeavors, and projects; rather, these ideals have just not been embodied or practiced properly. If the latter position is taken, then progress and the practices and arrangements associated with this ideal should be embraced and simply expanded to include groups, communities, and collective bodies that are presently marginalized.14 This ambivalence haunts Du Bois’s writing and thought. (But, of course, he is not unique; he inherits, and bequeaths, this ambivalence.) As many commentators have noted, Du Bois occasionally identifies with and adopts rather simplistic notions of progress and civilization. Like other black intellectuals and black people more generally, Du Bois articulates a commitment to something like racial progress or uplift. While historical efforts to uplift the race seem necessary and laudatory, these efforts carry troubling implications and consequences, especially when uplifting black people is defined as civilizing the black masses. As Kevin Gaines points out, the proverbial uplift paradigm, adopted by many black intellectuals and activists since the nineteenth century, calls for an educated, elite class of black people to liberate the masses of black folk from imposed conditions of poverty, ignorance, and moral depravity.15 The demand and struggle for recognition has therefore involved the celebration of certain individuals or groups that “embody” and signify progress and advancement; these are figures that have adopted and learned the ideals, values, and practices of the civilized world (Europe and America), middle-class whiteness, enlightened Christianity, and so forth. Du Bois certainly has moments that betray a strong allegiance to progress, to the idea that recognition for black people requires being inducted into the civilizing process. Here we might think about Du Bois’s fascination with charismatic figures like Otto Von Bismarck, a model for black leadership, according to Du Bois, because he embodied a “forward marching spirit” in his endeavor to unite Germany. Or one could cite his enthusiasm during World War I about black soldiers (and black people’s patriotism) being conduits for recognition, assimilation, and advancement. But to reduce the possibilities in Du Bois’s thought to these moments is to foreclose more ambiguous, and more generative, trajectories and lines of flight as indicated in essays like “The Souls of White Folk.” Throughout his corpus, there are fruitful tensions and conflicts around related notions of progress, recognition, and freedom; while he certainly has one foot in the civilizing processes of modernity, he also acknowledges that these processes are pernicious and terrifying for people of color, working-class bodies, and other kinds of subjects. Du Boisian ideas like the color line, the Veil, and double-consciousness, themes that I discuss in chapter1, suggest that modern life is fractured and broken and that the flourishing of some groups and communities relies on the systemic marginalization, alienation, and death of others—in addition to tendencies to bury and conceal these persistent realities. To better understand Du Bois’s equivocal position, it is helpful to remember that he is responding to ideas, philosophies, and narratives that mark people of color as backward and uncivilized or that locate black bodies outside the movement of history. As Shamoon Zamir reminds us, Du Bois is in conversation with philosophers who adopted and articulated these kinds of narratives, most notably Hegel.16 Hegel is significant in part because of his attempt to fuse philosophy and history, to offer a coherent, systematic account of the development of Reason and Spirit within history.17 For Hegel, world Spirit develops in stages and through various conflicts and contradictions, becoming more coherent and mature in the process. Spirit moves from a lower form of consciousness to a higher form, originating in the East and culminating in the West. During this journey, according to Hegel, Spirit “skips over” Africa, meaning that Africa does not participate in the development of reason, truth, and freedom. Africa, in Hegel’s vision, “is no historical part of the World; it has no movement or development to exhibit. Historical movements in it—that is in its northern part—belong to the Asiatic or European part of the world.”18 Here my intention is not to simply bash Hegel for his individual blind spots, nor is my intention to neglect the more admirable aspects of his thought and 10 Introduction legacy. What is important here is that Hegel’s thought demonstrates how the logic of progress operates to establish and justify racial hierarchies. Because some nations are imagined as more advanced than others (in politics, technology, culture, religion), these advanced nations are able to rationalize and vindicate the violent treatment of inferior nations as part of a civilizing process. Hegel claims, for instance, that civilized nations are entitled to “regard and treat as barbarians other nations which are less advanced than they are.”19 As Hegel indicates, the colonial system, a set of coercive arrangements and policies that heavily shaped current racial formations and hierarchies, was motivated and legitimated by narratives of progress that located Europeans at the forefront of history’s movement and black and brown peoples behind, or forever outside, the vanguard of history.20
Abelism K
Ableism K---2AC
Sonic performances are NOT just confined to music but rather an aesthetic of imagining new futures and care for one another which can come in different forms for disabled people. Foreclosing these forms of relationality reinforces an ableist “hearing line” that turns all their offense.
Eppley ’21 [Charles Eppley, contemporary art and digital media culture specialist, Visiting Postdoctoral Fellow in the Epistemes of Modern Acoustics research group at the Max Planck Institute for the History of Science, “A Map of a Sound as a Space: Christine Sun Kim’s (LISTEN) (2016),” November 2021, https://mast-nemla.org/archive/vol2-no2-2021/a_map_of_a_sound_as_a_space.pdf]//Townes
As a young person, Kim was “taught to believe” that sound was “not a part of her life,” as she explained in her 2015 Ted Talk “The Enchanting Music of Sign Language.” Yet deafness contains a spectrum of acoustical and sonic experience, spanning those who hear some to those who do not hear, and those who have always been Deaf to those who experience gradual or sudden hearing loss. Regardless of one’s individual cochlear ability, Deaf and HoH people experience sound both physiologically and socio-culturally, including physical vibrations and through the biased cultural values (and resulting barriers) that define and enforce norms of sound-making and listening in public and private space. Despite cultural presumptions that Deaf people live in a silent world, few are likely to consider sound, noise, and the politics of listening as carefully as Deaf and HoH people, whose lives are circumscribed by barriers to acoustical information. Kim’s works, such as (LISTEN), portray the complexity of Deaf life—and Deaf culture—in and beyond society’s ableist sonic infrastructures and ideologies, envisioning encounters with listening through memory, affect, and non-acoustical perceptual modes that integrate sight, touch, taste, and smell. In this process, they activate sound as a category unbound from a single aesthetic or social modality and challenge ideologies that privilege certain ranges and abilities of hearing over others.
(LISTEN) subverts dominant histories and theories of sonic art that center the experiences and values of hearing people. Rethinking the soundscape as a site for social critique, this article critiques modes of soundwalking that perpetuate oppressive systems of power, especially those that naturalize and normalize hearing and/or interpret sonic environments as neutral spaces of perception and consumption. Engaging contemporary soundscape theory in a consideration of deafness, power, and control, this article frames (LISTEN) as a critical soundwalk, challenging the discursive and phenomenological barriers that constrain contemporary sonic art theory and history. These barriers, such as embracing socially-constructed values of normalcy in hearing, are identified by Christopher Kentz as reinforcing a broader “hearing line,” theorized as an “invisible boundary separating deaf [sic] and hearing people” in society (18).32
Kim’s (LISTEN) reinterpreted Listen (1966) by sonic artist Max Neuhaus (1939–2009), an early example of soundwalking (within colonialist trajectories of Western art and music).33 In this practice, listeners move throughout a dynamic acoustical environment, or soundscape, in search of aesthetic meaning. A soundwalk aims to activate one’s perception of sonic space, creating a sense of place in which active listening offers compelling acoustical information about spatial environments typically interpreted visually. Neuhaus realized Listen many times between 1966 and 1974. For the first iteration, he asked participants to join him at 14th Street and Avenue C in Manhattan, “where the street bisects a power plant,” the same location as Kim (Neuhaus 63). Neuhaus—like Kim, who realized her version on the original’s fiftieth anniversary—led them through the area to transform the sounds of the street into avantgarde environmental music.
Neuhaus’s Listen represents a detachment of sound from conventional musical categories, and the formation of “sound art” as a discrete genre of “dematerialized” postwar art. But what mode of listening develops in this framework? Who is allowed to creatively engage and interpret the soundscape? What manner of soundwalking emerges from Neuhaus’s epistemology of listening, where the local soundscape is acousmatically mediated as raw sonic material, detached from the community and observed from the outside?34
Rather than observing the soundscape and larger sensory environment from the outsidein, Kim deployed an inside-out perspective that emphasized a non-cochlear and multisensory approach to listening that centered community relationships using an expanded definition of sound. Developing a route (see fig. 5) based on her personal experiences and social position, Kim redefined the soundscape from a Deaf cultural position, inviting participants to consider: What does “temperature rising” sound like? How do we feel fluorescent lightbulbs “moan?” Which noises convey the concept, or event, of “darkness manifesting?” (LISTEN) foregrounded the many affordances that deafness and Deaf culture provide to sonic art practice and scholarship, a paradigm that prioritizes cochlear perception over other modalities of listening. And by enclosing Neuhaus’s original title in a caption—(LISTEN)—Kim expanded the formal boundaries of soundwalking to include more than sound itself.  
Their attempt to only endorse proposals is they are universally accessible collapses into purity politics which naturalizes the erasure of Afrofuturist production. The aff is uniquely key to center black disabled futurity that undermine normative constructions of the body. 
Neal ’21 [Hearing A Black Ghost Made Flesh: “Three-ness” and the Afrophasmic By: D’Arcee Charington Neal. D’arcee is currently a PhD student at Ohio State University and focuses time on disability theory, digital media, and Afrofuturistm- working to change conversations around Blackness and Disability for non-profits and universities.] 

Put simply, Afrophantasm is a rhetorical state of being that adequately recognizes the lived states of Blackness and disability together with the understanding of the invisibility that accompanies that position, and the specific decision to weaponize said state in either a positive or a negative way. It’s not enough to know that for example, I am both Black and disabled because how this information is relayed and understood is also equally important. Oftentimes, race and disability are “correlated…with violent and oppressive overtones,” and are “conceptualized as being analogous to each other,” (Erevelles, 1); and the idea that people can simply switch one for the other, when talking about the realities of oppression, considered as a moment of a lesser state, often puts me into a position of having to pick a side. But Kimberle Crenshaw, Theri Pickens and others have instead, made it a point to constantly rebuke this idea. Her concept of intersectionality as “the interconnected nature of social categorizations…[and how they are] regarded as creating overlapping and interdependent systems of discrimination or disadvantage” (Merriam-Webster, 1) sums up the overall point. But the nuance regarding disability (as 15% of the world’s population according to the World Health Organization) and the language we use to talk about it, hasn’t caught up. As a rhetoric scholar, the concept of Afrophantasm is made up of four distinct methodologies including critical race theory, rhetorical theory, disability studies, and Afrofuturism. By combining the four ideas together, it allowed me to think about not only about the conception of the word, but also its potential uses and applications which I have drawn together in an Afrofuturist audio novel that I call Spectre: AV about a wheelchair user who gains the ability to turn into a digital ghost. It was important for me not only to suggest the ways that such an idea could operate, but also to think out loud about how it could be twisted and allocated as a rhetorical concept. Subsequently, such an idea ultimately has perfect merit in the realm of agency and embodiment relating to both the wider world and the individual. As the first research method, by looking at critical race theory and my use of “afro” it roots the experience specifically in the realm of Blackness. As a counternarrative to Black negativity mentioned earlier, it’s important for me that the work call out the way that Blackness has been misused and pushed aside in favor of capital, and the work of empire. No one does this better than W.E.B. Du Bois, and I focused on his seminal work The Souls of Black Folk when he wrote, “It is a peculiar sensation, this double-consciousness, this sense of always looking at one’s self through the eyes of others…One ever feels his two-ness – an American, a Negro; two souls, two thoughts, two unreconciled strivings, two warring ideals in one dark body, whose dogged strength alone keeps it from being torn asunder.” Though he is referring to the two-ness of being an American Negro in 1903, such views have never gone away. To that, I add a third layer which I consider “three-ness” of disability which makes up the concept of Afrophantasm where you are considered for your Black disabledness in the space of Americana. // All of these ideas are combined and worked through my audio novel Spectre:AV, which showcases Black disability through the ideas of a futuristic Neo Orleans in the year 2135. In the story, Kyrie Di’allo goes from college student, to public enemy #1 after a racist medical organization kidnaps him to harvest his unique DNA but accidentally grants him the ability to change the world around him through his invisibility. I combine the various aforementioned methods with the keystone concept of critical fabulation coined by influential scholar Saidiya Hartman, and it talks about how to build creative worlds on top of slave archives full of missing information, in order to achieve narratological research. Hartman details the difficulties in trying to maintain power of historical agency when juxtaposed against death and archival erasure, and using her technique, Spectre is built from the real records of five disabled Black slaves who lived in historical New Orleans in 1870. However instead of focusing on their deaths and limited information given by the hospital during the time in which they lived, I reexamine the spectacle of what it would’ve meant to be a Black disabled person in the far future under a different set of rules where the world has removed the need for disability completely. // In conclusion, I created the idea for Afrophantasm as a way to give Black disabled people more autonomy over the words we use to describe ourselves. The ideas of marginalization and deficit continue to leave derogatory aftereffects attached to real people’s lived experiences when the people who inhabit them, may not feel this way at all. So this was a way to honor those lives and to expound on the near limitless resilience that Black disabled people inhabit on a daily basis. Further, it’s a way to call out the ignorance and macroaggression we receive all the time and to use such views in order to improve our own lives. Through Spectre:AV, I am presenting a different reality where Black disability features prominently in the dead center, while pulling in all the threads that reimagine the lives of people who are overlooked. It’s a high concept piece of creative scholarship that combines Black rhetorical theory with Afrofuturist dreams of disability and power, to show off the idea that stigma and performance can be weaponized through Black art. I wanted a Black power fantasy of high speed chases, gunfights, queer love stories, and historical research to show how powerful Afrophantasm can be when it’s designed, created by, and starring Black disabled people; ultimately because we recognize that we are invisible, but I want people to know that that if we are, it’s only because we choose to be. 
Cap K
Perm---2AC
Sonic Afrofuturism is a necessary component for challenging the terms of our futures scripted by Western science fiction AND producing material collectivity which is essential for ANY movement building to be successful. 
Hassler-Forest ’22 [Dan Hassler-Forestis a media scholar who speaks, writes, and teaches about the interaction between popular culture and societal debates. “Palgrave Science Fiction and Fantasy: A New Canon”, 11 January 2022, Palgrave imprint, Accessed: 1/3/23] HZaidi 
The frst chapter in this book introduced Afrofuturism as a Black cultural form that counters sf’s colonial heritage. Where chronopolitics is a method that disrupts capitalism’s teleological organization of time and space as the necessary building blocks for expansive accumulation, sonic Afrofuturism disturbs the western hierarchies through which sf world-building is expected to follow the same measurable coordinates. In Bakhtinian terms, this makes her work centrifugal rather than centripetal (Hassler-Forest 2016, 189): where most forms of Eurofuturist sf replicate capitalism’s measurable approach to space-time, Monáe’s sonic Afrofuturism constructs speculative worlds without simultaneously seeking to measure, map, or control them (Prescod-Weinstein 2021, 257). Just as Eurofuturist sf has tended to reproduce the basic structural coordinates of industrial capitalism, Afrofuturism has thereby made capitalism’s racial organization more starkly visible. Cedric J. Robinson introduced and developed the term racial capitalism to emphasize how racism has been a primary rather than a secondary component of the capitalist system. His foundational work as a theorist and historian of the Black radical tradition1 has documented in exhaustive detail how slavery and antiBlackness were “historical and organic rather than adventitious or synthetic” in the development of global capitalism (2000, 4). Every failure to acknowledge race as a central component therefore implicitly perpetuates white advantage2—even among those who supposedly seek to criticize or demolish it. Robinson’s term therefore helps us see more clearly that “one cannot understand capitalism without understanding the stolen labor of enslaved Africans and their descendants as a fundamental organizing principle and building block” (Prescod-Weinstein 2021, 140). In his book Necropolitics, Achille Mbembe has identifed the three central drives that have structured racial capitalism from its inception: The frst is the constant manufacturing of races, or species (as it happens, Negroes); the second is the seeking to calculate and convert everything into exchangeable commodities (law of generalized exchange relations); and the third is the attempt to maintain a monopoly over the manufacture of the living as such. (2019, 177) The interlocking nature of these three drives clarifes the inextricably intertwined relationship between racism and capitalism. This has resulted in a set of social hierarchies that distinguish Black from white, subject from object, center from margin, human from inhuman (Zamalin 2019, 11). In the same way, it has depended upon narratives and mythologies that reproduce whiteness as an invisible and “neutral” default identity. Across its many depictions of speculative futures, the sf genre has historically privileged racial capitalism’s basic mechanism of primitive accumulation through imperialist expansion (Rieder 2008, 30). This has yielded a feld of cultural production in which whiteness has been deeply ingrained across the wide and diverse feld of mass-cultural sf (Rieder 2017, 140–141). Considering this seemingly endless variety of futures where Black people either don’t exist at all or exist only as barely present background fgures, one understands how Afrofuturist utopias have deviated from white utopian fction. Rather than expressing in narrative form the white modernist’s drive toward god-like mastery, Black utopias have constituted a mixture of “pragmatic experimentation and critical reexamination” that challenges liberal humanism’s master narrative of Eurocentric progress and colonialist expansion (Zamalin 2019, 14). By contrast, the Black utopian tradition is steeped in what Paul Gilroy has described as “both a hermeneutics of suspicion and a hermeneutics of memory” (1995, 71): a double movement that combines the critical deconstruction of white supremacy with refections on the legacy of African enslavement. This double movement facilitates a form of redemptive critique that opens up pathways toward a future of liberation. And because this redemptive critique emerges in response to the historical legacy of colonialist extraction and racist oppression, it is shaped by dreams of escape rather than by fantasies of expansion. This is, again, why the Afrofuturist imagination is so much more than the expression of Black centered speculative futures. If the overarching goal is not the expansion of power but the eradication of oppression, then we can see how Afrofuturism as an expression of Black radicalism is uniquely able to project a truly universal utopian horizon. And since Western fantastic fction has been dominated by its systematic demonization of Black people as an inherently threatening “Dark Other” (Thomas 2019, 9–10), it takes substantial effort to reverse this dynamic, decolonize our shared vocabulary, and “re-story” our narrative culture (159). This re-storying process has been central to Afrofuturism. It contributes to antiracist movements by foregrounding the signifcance of race in all speculation about the future. It bolsters the civic imagination by providing speculative alternatives to the grim reality of racial capitalism (Jenkins et  al. 2020, 5). And it provides frameworks for postcapitalist speculation that are drawn from histories of the oppressed, rather than those who continue to proft from racial capitalism. As Robinson once wrote: “What is required for the African Diaspora to assume its historical signifcance is a new and different philosophy and a new theory of history” (Robinson 2019, 22). Afrofuturism draws on sf to help us imagine such philosophies and theories of history, while showing us how they fnd expression in stories that invite us to look beyond racial capitalism’s hegemony. As a Black utopian project, Dirty Computer articulates a vision of futurity that “troubles normative, and normalizing, temporalities as it affrms a forward-leaning desire for life lived otherwise” (Brown 2021, 17). Monáe’s world-building vividly clarifes how Western defnitions of the human have always been grounded in processes of exclusion: her Metropolis Saga used the android fgure as a vessel for those who are denied their humanity, while Dirty Computer foregrounds queerness as a primary destabilizing force (Romano 2018). These movements place Janelle Monáe’s work within the larger framework of critical posthumanism as a necessary correction to liberal humanism (Roden 2015, 9). Unlike liberal humanism’s singular, stable, and unifed subject, posthuman subjectivity represents “an amalgam, a collection of heterogeneous components, a material-informational entity whose boundaries undergo continuous construction and reconstruction” (Hayles 1999, 3). More than anything else, this means coming to terms with an ethical philosophy that tears down humanism’s hierarchical structures and opens itself up to more radical understandings of social and political justice (Braidotti 2013, 46). As the previous chapters have illustrated, racial capitalism’s social organization is grounded in a matrix of intersecting oppressions. While this matrix includes race, gender, sexual identity, class, age, and ability among its primary axes, anti-Blackness has unifed and transcended them as the core exclusion against which “universal” humanity has been measured (Jackson 2020, 33). As Zakiyyah Iman Jackson phrases it in her essential book Becoming Human, “Blackness has been central to, rather than excluded from, liberal humanism: the black body is an essential index for the calculation of degree of humanity and the measure of human progress” (2020, 46). Racial capitalism has thrived on this systematic dehumanization of Black people, in which chattel slavery served as “a geologic axiom of the inhuman in which nonbeing was made, reproduced, and circulated as fesh” (Yusoff 2018, 5). Jackson’s key term for understanding racial capitalism’s irreducible anti-Blackness is “plasticity”—a term that indicates how Blackness is equated with an animalistic lack of humanity that defnes the essence of non-white bodies as “infnitely mutable” (Jackson 2020, 11). Therefore, since liberal humanism has been grounded in the exclusionary abjection of Blackness, its cultural traditions continue to cast Black people’s essence as fundamentally malleable and thereby “sub/super/human at once” (Jackson 2020, 3): simultaneously superhuman in their physical abilities as laborers, and mere subhuman fesh that can be molded by those whose whiteness automatically grants them fully human subjectivity (Weheliye 2014, 27). Black utopian speculation has countered this projection of Black plasticity with speculative narratives of freedom that are fundamental building blocks for our collective ability to imagine postcapitalist futures. For as we move through the latter-day stages of a capitalist system that has fallen into a chronic state of disrepair (Streeck 2016), we require utopian visions grounded in true solidarity and liberation from oppression more than ever (Miéville 2018, 6). And the utopias that derive from the Black radical tradition are more suitable to this context than any other: Our dystopian postdemocratic political moment requires imaginative thoughts. We need more rather than fewer utopian ideas about radical democracy and social freedom, more rather than fewer antiutopian critiques of American faith in free-market utopianism, religious fundamentalism, technological determinism, and racial progress. Black utopia can add to this chorus trying to generate them. (Zamalin 2019, 144) Once we recognize the profoundly racial organization of capitalism, we also understand why Black utopian sf is best equipped to illuminate our precarious postcapitalist horizon. Since race operates in the frst place as a mode of oppression, moving toward a future that will “expand the principles of fairness and opportunity to all members of society” is a process that should be driven and inspired by those voices with the most intimate knowledge of social inequality (Marable 2016, “Black Studies, Multiculturalism and the Future of American Education”). Janelle Monáe’s world-building has explored new theoretical approaches to Black futures that emerge from Afrofuturism’s chronopolitical approach to history. On Dirty Computer, this has yielded a ferce critique of racial capitalism grounded in the rich tradition of Black radicalism. But where the despairing non-futures that have come to typify Eurofuturist sf lack any true hope for a better future, Black anticapitalism continuously “advances as each generation assembles the data of its experience to an ideology of liberation” (Robinson 2000, 317). This ideology of liberation is what ultimately binds together all of Dirty Computer’s complexly networked components, which celebrate the queerness of postcapitalist futurity as much as they condemn the cruel and exploitative history of racial capitalism.  
Dispossession as an analytical concept allows community formation beyond just the sonics.  
Roberts ’18 [Nichols, Robert. 2018, Associate Professor of Political Theory in the Department of Political Science at the University of Minnesota “Theft Is Property! The Recursive Logic of Dispossession.” Political Theory, Theft Is Property! The Recursive Logic of Dispossession (northwestern.edu)]
In attempting to apprehend the difference that Indigenous dispossession makes to Marxist understandings of land, labor, accumulation, and property, Rob Nichols addresses what appears to be a contradiction outside of Indigenous studies: If the Earth cannot be owned, how can land be stolen from its rightful owners? He argues that, first, dispossession “transforms nonproprietary relations into proprietary ones” and that, second, the dispossessed “are figured as ‘original owners’ but only retroactively, that is, refracted backward through the process itself.” 
As he elaborates, “It is thus not (only) about the transfer of property but the transformation into property.” Naming this process “recursive dispossession,” Nichols pinpoints why Indigenous lands, stolen into property and possession, are so difficult to apprehend outside the systems of property and possession. As he explains, recursive dispossession works through “transformation,” “transference,” and “retroactive attribution.” Indigenous peoples’ relations to land are transformed (from a relation of responsibility to a relation of rights) only so that land-as-a-property relation can be transferred or sold to settlers. 
The act of selling belatedly names Indigenous peoples as “original owners.” Dispossession, Nichols demonstrates in Theft Is Property!, “produces what it presupposes.”13 This shift is important for rethinking how primitive accumulation was not a stage of capitalist development but is, in fact, ongoing and necessary for settler-state capital accumulation through its colonial relation.14 The shift is also important for theorizing and learning from Indigenous resistance: “The theory and practice of Indigenous anticolonialism, including Indigenous anticapitalism, is best understood as a struggle primarily Koshy, Cacho, Byrd, and Jefferson inspired by and oriented around the question of land—a struggle not only for land in the material sense, but also deeply informed by what the land as system of reciprocal relations and obligations can teach us about living our lives in relation to one another and the natural world in nondominating and nonexploitative terms—and less around our emergent status as ‘rightless proletarians.’”15 As Coulthard explains, to see capitalism as a colonial relation is not just to see capital accumulation through the lens of ongoing dispossession but also to see anticapitalist activism in unceded and occupied Indigenous lands beyond workers’ struggles—in other words, to see “indigenous land-based direct action” as fundamentally revolutionary and anticapitalist.16 For us, staging our analytic as colonial racial capitalism allows a centering of relations of racism, settler and franchise colonialisms, and capitalism across a variety of historical and geographical contexts and engages their relation to the persistence of violence, precarity, and inequality in capitalist modernity.
 Our analytic of colonial racial capitalism brings together genealogies of decolonial, Indigenous, and Black radical critique to explore how colonization and imperialism partitioned the globe into racially differentiated lands and peoples, naturalizing and justifying the expropriation of some bodies and lands for the benefit of others. As Chandan Reddy notes, “For the last three hundred years, Westernization and capitalism have refined and continuously expanded ‘society’ for the human community while abandoning for death any life whose first and primary crime has been its mere existence—that is, whose crime is that it exists without value or meaning for westernized-man.”
 The essays in this volume move across a range of contexts, from the strategies of Indigenous dispossession encoded in legal definitions of the corporation and the tribe, to the historical erasure of the colonial violence of the Mexican-American War in public memorials, to the cognitive mapping of nuclear wastelands of colonial modernity located on Indigenous lands and in the global South, to mechanisms of debt and development as race-neutral means of asset-stripping Black communities, to the colonial legacies shaping the Vietnamese state’s protection of natural resources in the mining sector against Western and Chinese investors. The analyses link the logics and violences of domination and dispossession to interconnections among colonialism, racial capitalism, and formations of social difference. As they construct new links across fields, extend the analytic to unforeseen situations, and direct it toward new materialities, these essays open up possibilities for solidarity, action, and reflection that work against processes of violent partition and repartition through which colonial racial capitalism is reproduced. Colonial Racial Capitalism Racial capitalism is colonial capitalism, especially where settler and imperial thefts of land, the production of hierarchies of global space, and the expropriation of labor occur by means of recursive processes that require possession and rights in order to produce dispossession and rightlessness. 
As Jodi Melamed observes, “Capital can only be capital when it is accumulating, and it can only accumulate by producing and moving through relations of severe inequality among human groups—capitalists with the means of production/workers without the means of subsistence, creditors/debtors, conquerors of land made property/the dispossessed and removed.”18 Thus, although liberal multiculturalism premised on antiBlack settler colonial expropriation now promises inclusion and equality through rights-based forms of administrative rule, colonial racial capitalism depends upon a simultaneous violent disenfranchisement, dispossession, and removal of certain bodies, subjectivities, and possible collectivities to secure and maintain speculative financialization. In the context of US and Canadian settler colonial societies, the ever-expanding logic of accumulation through dispossession depends upon colonial relations with Indigenous peoples as its condition of possibility, and as Joanne Barker observes, “In a state whose capitalism is always already reaching out globally, of course Indigenous peoples cannot have equal or commensurate claims to any lands and resources that might compete with corporateas-the-government’s interests to expand, extract, and profit some more. Of course.”19 This analytic of colonial racial capitalism therefore intervenes in and refracts a broader re-theorization of the relationship between capitalism and violence 
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Afrofuturism and black feminism are symbiotic strategies in nature. 
Faucheux ’17 [Amandine H. Faucheux “Race and Sexuality in Nalo Hopkinson’s Ouevre; or, Queer Afrofuturism”. Amandine Faucheaux is a Visiting Assistant Professor in English, at the University of Louisiana, specializing in contemporary American literature. Her work has appeared in Science Fiction Studies, The Journal of Science Fiction, The Journal of Bisexuality, and elsewhere. She has taught a wide variety of classes over her career; most recently she taught an American Literature survey course, and a modern fiction course focusing on 20th century speculative fiction.]
In “Black to the Future” (1993), Mark Dery defines Afrofuturism as “speculative fiction that treats African-American themes and addresses AfricanAmerican concerns in the context of twentieth-century technoculture—and, more generally African-American signification that appropriates images of technology and a prosthetically enhanced future” (180). Since then, an increasing body of Afrofuturist scholarship has emerged and expanded upon Dery’s coinage of the term, particularly in terms of genre spectrum and even medium, as scholars continue to study Afrofuturism from a musical perspective.3 Given that Afrofuturism profoundly challenges ideas about science, technology, and knowledge, many afrofuturist texts do not fit neatly into the conventions of science fiction and actually borrow from other speculative genres such as fantasy, magical realism, horror, and so on. 4 In a recent essay, Julia Hoydis argues that the literary tradition of black female writers of speculative fiction that started with Octavia Butler produces a “hybridization of genres.” Hoydis claims that women in Afrofuturism especially are “more concerned with speculation and disturbing notions of reality than with scientific-technological ideas and ... they often maintain a concern with history despite a distinctly futurist orientation” (71). Certainly, Hopkinson’s work does not escape such definitions; as Rob Latham puts it: [c]ritics have been hard-pressed to come up with an adequate critical vocabulary to describe the complex genre-crossing involved in [Hopkinson’s] work. Is she producing variants of magic realism? Adaptations of the folk tale to technocultural realities? Futuristic fables? The short answer is that she is doing all of these things, and more. (338) In addition, as Hoydis aptly remarks, “a Hopkinson novel ... [typically] features characters of all ethnicities, ages, genders, and sexual orientations” (81). In his definition of the movement in the Oxford Companion to Science Fiction, De Witt Douglas Kilgore writes that “Afrofuturism can be seen as less a marker of black authenticity and more a cultural force, an episteme that betokens a shift in our largely unthought assumptions about what histories matter and how they may serve as a precondition for any future we may imagine” (8). Kilgore’s definition is particularly probing because it underlines the afrofuturist project of contesting the idea of linear time and subsequently subverting the primitivism/modernity binary. Recent works by Isiah Lavender III and Lisa Yaszek re-examine nineteenth-century novels as afrofuturist5 ; other scholars such as Yatasha L. Womack and Kodwo Eshun argue that the Afrodiaspora was a science-fictional experience.6 Lonny Avi Brooks suggests such retroactive analysis when he writes that “Afrofuturism as a basic framework suggests promising directions for reinvigorating our language to speak about racial identity in the deep past and the long-term future” (153). Afrofuturist texts subvert images of a post-racial future in which technology and modernism have allowed white people to survive and racialized others to fade away. 7 But they also reclaim historical narratives, particularly traumatic histories such as the African diaspora and US slavery, and play with time and time travel in ways that do not allow for a simple conception of time as linear. Considering the engagement of afrofuturist texts with histories of racism, slavery, colonialization, and systemic oppression, as well as the position of racialized bodies in stories set in the future, it is crucial to analyze the conjunction of race, gender, and sexuality. In her recent essay “Black Girls Are from the Future: Afrofuturist Feminism in Octavia E. Butler’s Fledging,” Susana Morris argues that Afrofuturism and black feminism share similar preoccupations with resistance to systemic oppression and erasure, so much so that they are “symbiotic” (153). She defines “Afrofuturist feminism” as “a literary tradition in which people of African descent and transgressive, feminist practices born of or from across the Afrodiaspora are key to a progressive future.” She writes further that Afrofuturist feminism “offers a critical epistemology that illuminates the working of black speculative fiction in vital ways” (153).8 Morris applies her theory to the works of Octavia Butler, whom she sees as a prime example of an author whose fiction is both Afrofuturist and profoundly engaged with the concerns at stake in black feminism, namely race, gender, sexuality, and ability (154-55).  
Link---2AC
Essentializing “feminism” de-lineates what constitutes a “feminist approach” and re-entrenches binaries of western gender constructs that produce violence. 
Cavar ’20 [Sarah Lynn Cavar “ Enacting Transbutch: Queer Narratives Beyond Essentialism” Sarah Lynn Carver has a Bachelor of the Arts from Mount Holyoke College]
What if we theorized Spillers’ marked-(un)womanhood –– in which every gender she has been called has been invented by the white supremacist state in service of its agenda –– alongside (other) instances of misgendering? What if we, as Cathy Cohen suggests in Punks, Bulldaggers, and Welfare Queens, moved “trans" from an identity limited to particular bodies, to a fluid and subjective experience? Indeed, what if we recognized the “welfare-queen” and other racialized, gender-defiant figures as queer in their own right?25 This would require an expansion of trans, a genuine commitment to deessentialize “the trans experience.” There is no essentialized sexgender without racial essentialism, no naturalized cisness without its constituent whiteness. The entwinement of white supremacy, colonialism, misogyny, and cissexism are precisely what subjects women of color, especially Black women, to multilayered violences.26 For this reason, even when cis and straight, Black women also have the ability to engage with and participate in an unequivocally queer, trans project, a movement designed to bend and break norms into which they themselves never fully fit. This is a project that extends far further than the work of “queer theory” –– paradoxically confined by the white academy –– typically permits.27 Transness and Blackness are, as C. Riley Snorton wrote in Black on Both Sides, “tethered.” To be Black and trans at once becomes overkill: “‘You’re already 28 black, why would you want to draw more attention to yourself?’” 29 Widespread hatred toward, disgust at, and and criminalization of trans embodiment calls back to the criminalization of “already black” bodies, which Treva Ellison describes as "visually anchoring the production of LGBTQ criminality but [remaining] absent from the elaboration of LGBT politics.”  
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Dispossession as an analytical concept allows community formation beyond just the sonics.  
Roberts ’18 [Nichols, Robert. 2018, Associate Professor of Political Theory in the Department of Political Science at the University of Minnesota “Theft Is Property! The Recursive Logic of Dispossession.” Political Theory, Theft Is Property! The Recursive Logic of Dispossession (northwestern.edu)]
In attempting to apprehend the difference that Indigenous dispossession makes to Marxist understandings of land, labor, accumulation, and property, Rob Nichols addresses what appears to be a contradiction outside of Indigenous studies: If the Earth cannot be owned, how can land be stolen from its rightful owners? He argues that, first, dispossession “transforms nonproprietary relations into proprietary ones” and that, second, the dispossessed “are figured as ‘original owners’ but only retroactively, that is, refracted backward through the process itself.” 
As he elaborates, “It is thus not (only) about the transfer of property but the transformation into property.” Naming this process “recursive dispossession,” Nichols pinpoints why Indigenous lands, stolen into property and possession, are so difficult to apprehend outside the systems of property and possession. As he explains, recursive dispossession works through “transformation,” “transference,” and “retroactive attribution.” Indigenous peoples’ relations to land are transformed (from a relation of responsibility to a relation of rights) only so that land-as-a-property relation can be transferred or sold to settlers. 
The act of selling belatedly names Indigenous peoples as “original owners.” Dispossession, Nichols demonstrates in Theft Is Property!, “produces what it presupposes.”13 This shift is important for rethinking how primitive accumulation was not a stage of capitalist development but is, in fact, ongoing and necessary for settler-state capital accumulation through its colonial relation.14 The shift is also important for theorizing and learning from Indigenous resistance: “The theory and practice of Indigenous anticolonialism, including Indigenous anticapitalism, is best understood as a struggle primarily Koshy, Cacho, Byrd, and Jefferson inspired by and oriented around the question of land—a struggle not only for land in the material sense, but also deeply informed by what the land as system of reciprocal relations and obligations can teach us about living our lives in relation to one another and the natural world in nondominating and nonexploitative terms—and less around our emergent status as ‘rightless proletarians.’”15 As Coulthard explains, to see capitalism as a colonial relation is not just to see capital accumulation through the lens of ongoing dispossession but also to see anticapitalist activism in unceded and occupied Indigenous lands beyond workers’ struggles—in other words, to see “indigenous land-based direct action” as fundamentally revolutionary and anticapitalist.16 For us, staging our analytic as colonial racial capitalism allows a centering of relations of racism, settler and franchise colonialisms, and capitalism across a variety of historical and geographical contexts and engages their relation to the persistence of violence, precarity, and inequality in capitalist modernity.
 Our analytic of colonial racial capitalism brings together genealogies of decolonial, Indigenous, and Black radical critique to explore how colonization and imperialism partitioned the globe into racially differentiated lands and peoples, naturalizing and justifying the expropriation of some bodies and lands for the benefit of others. As Chandan Reddy notes, “For the last three hundred years, Westernization and capitalism have refined and continuously expanded ‘society’ for the human community while abandoning for death any life whose first and primary crime has been its mere existence—that is, whose crime is that it exists without value or meaning for westernized-man.”
 The essays in this volume move across a range of contexts, from the strategies of Indigenous dispossession encoded in legal definitions of the corporation and the tribe, to the historical erasure of the colonial violence of the Mexican-American War in public memorials, to the cognitive mapping of nuclear wastelands of colonial modernity located on Indigenous lands and in the global South, to mechanisms of debt and development as race-neutral means of asset-stripping Black communities, to the colonial legacies shaping the Vietnamese state’s protection of natural resources in the mining sector against Western and Chinese investors. The analyses link the logics and violences of domination and dispossession to interconnections among colonialism, racial capitalism, and formations of social difference. As they construct new links across fields, extend the analytic to unforeseen situations, and direct it toward new materialities, these essays open up possibilities for solidarity, action, and reflection that work against processes of violent partition and repartition through which colonial racial capitalism is reproduced. Colonial Racial Capitalism Racial capitalism is colonial capitalism, especially where settler and imperial thefts of land, the production of hierarchies of global space, and the expropriation of labor occur by means of recursive processes that require possession and rights in order to produce dispossession and rightlessness. 
As Jodi Melamed observes, “Capital can only be capital when it is accumulating, and it can only accumulate by producing and moving through relations of severe inequality among human groups—capitalists with the means of production/workers without the means of subsistence, creditors/debtors, conquerors of land made property/the dispossessed and removed.”18 Thus, although liberal multiculturalism premised on antiBlack settler colonial expropriation now promises inclusion and equality through rights-based forms of administrative rule, colonial racial capitalism depends upon a simultaneous violent disenfranchisement, dispossession, and removal of certain bodies, subjectivities, and possible collectivities to secure and maintain speculative financialization. In the context of US and Canadian settler colonial societies, the ever-expanding logic of accumulation through dispossession depends upon colonial relations with Indigenous peoples as its condition of possibility, and as Joanne Barker observes, “In a state whose capitalism is always already reaching out globally, of course Indigenous peoples cannot have equal or commensurate claims to any lands and resources that might compete with corporateas-the-government’s interests to expand, extract, and profit some more. Of course.”19 This analytic of colonial racial capitalism therefore intervenes in and refracts a broader re-theorization of the relationship between capitalism and violence 
Perm---1AR
Afro-Futurism runs congruent with Indigenous Futurism as the only paradigm to destroy anti-blackness and settler-colonialism. Solves better than the alternative and avoids the trapping of a reductive land paradigm that locks the native within settler modes of sovereignty and recognition. 
King ’20 [Tiffany Lethabo King, et al. Otherwise Worlds : Against Settler Colonialism and Anti-Blackness. Duke University Press Books, 2020. MBA]
The relationship between Native genocide and anti-Blackness has been articulated sometimes in terms of presumed solidarity or comparison, such as the notion that Native peoples harbored runaway slaves and that Black fugitives assisted Native peoples in armed struggle against settler encroachment. Sometimes it has been articulated in terms of antagonism, such as the focus on Native peoples who owned slaves and on enslaved or indentured Black people who participated in settler raids on Native nations. Nowadays, it seems to be in terms of incommensurability, which asserts a lack of commonality/relationality between Black and Native folks. This project emerges from us thinking that all of these modes are insufficient. While certainly solidarity, antagonism, and incommensurability are distinct and no one mode of relationality can be presumed, at the same time it is illogical to presume we can talk about any mode without doing it in relationship with one another. If we submit momentarily to the popular position that Black and Native peoples and, by extension, Black and Native politics are at an impasse represented by their incommensurability, then the flip side of being stuck together—or this stuckness—is already a form of relationality. As a result, we think Édouard Glissant’s “relation” seems to be a helpful starting point: Relation...does not act upon prime elements that are separable or re-ducible. If this were true, it would itself be reduced to some mechanics capable of being taken apart or reproduced. It does not precede itself in its action and presupposes no a priori. It is the boundless effort of the world, to become realized in its totality, that is to evade rest. One does not first enter Relation, as one might enter a religion. One does not first conceive of it the way we have expected to conceive of Being.1 2Tiffany Lethabo King, Jenell Navarro & Andrea SmithIt seems that much analysis of the relationship between Indigenous geno-cide/settler colonialism and anti-Blackness tends to be prescriptive in that the analysis presumes a certain prescribed politic—whether it be a call for solidarity in a certain way or a call to reject solidarity. But analysis of re-lationality suggests something otherwise—that the relationality between genocide and anti-Blackness is not fixed and easily knowable. In addition, to borrow from Antonio Viego’s Dead Subjects, t here is an imperative in the academy to make Native peoples knowable and to presume that Black peoples are already known.2 Thus, not surprisingly, the relationship between the two is presumed to be fully representable and it keeps Black and Indig-enous communities in isolation from one another, which is a settler desire/dream.
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Afrofuturism and black feminism are symbiotic strategies in nature. 
Faucheux 17 (Amandine H. Faucheux “Race and Sexuality in Nalo Hopkinson’s Ouevre; or, Queer Afrofuturism”. Amandine Faucheaux is a Visiting Assistant Professor in English, at the University of Louisiana, specializing in contemporary American literature. Her work has appeared in Science Fiction Studies, The Journal of Science Fiction, The Journal of Bisexuality, and elsewhere. She has taught a wide variety of classes over her career; most recently she taught an American Literature survey course, and a modern fiction course focusing on 20th century speculative fiction.) 
In “Black to the Future” (1993), Mark Dery defines Afrofuturism as “speculative fiction that treats African-American themes and addresses AfricanAmerican concerns in the context of twentieth-century technoculture—and, more generally African-American signification that appropriates images of technology and a prosthetically enhanced future” (180). Since then, an increasing body of Afrofuturist scholarship has emerged and expanded upon Dery’s coinage of the term, particularly in terms of genre spectrum and even medium, as scholars continue to study Afrofuturism from a musical perspective.3 Given that Afrofuturism profoundly challenges ideas about science, technology, and knowledge, many afrofuturist texts do not fit neatly into the conventions of science fiction and actually borrow from other speculative genres such as fantasy, magical realism, horror, and so on. 4 In a recent essay, Julia Hoydis argues that the literary tradition of black female writers of speculative fiction that started with Octavia Butler produces a “hybridization of genres.” Hoydis claims that women in Afrofuturism especially are “more concerned with speculation and disturbing notions of reality than with scientific-technological ideas and ... they often maintain a concern with history despite a distinctly futurist orientation” (71). Certainly, Hopkinson’s work does not escape such definitions; as Rob Latham puts it: [c]ritics have been hard-pressed to come up with an adequate critical vocabulary to describe the complex genre-crossing involved in [Hopkinson’s] work. Is she producing variants of magic realism? Adaptations of the folk tale to technocultural realities? Futuristic fables? The short answer is that she is doing all of these things, and more. (338) In addition, as Hoydis aptly remarks, “a Hopkinson novel ... [typically] features characters of all ethnicities, ages, genders, and sexual orientations” (81). In his definition of the movement in the Oxford Companion to Science Fiction, De Witt Douglas Kilgore writes that “Afrofuturism can be seen as less a marker of black authenticity and more a cultural force, an episteme that betokens a shift in our largely unthought assumptions about what histories matter and how they may serve as a precondition for any future we may imagine” (8). Kilgore’s definition is particularly probing because it underlines the afrofuturist project of contesting the idea of linear time and subsequently subverting the primitivism/modernity binary. Recent works by Isiah Lavender III and Lisa Yaszek re-examine nineteenth-century novels as afrofuturist5 ; other scholars such as Yatasha L. Womack and Kodwo Eshun argue that the Afrodiaspora was a science-fictional experience.6 Lonny Avi Brooks suggests such retroactive analysis when he writes that “Afrofuturism as a basic framework suggests promising directions for reinvigorating our language to speak about racial identity in the deep past and the long-term future” (153). Afrofuturist texts subvert images of a post-racial future in which technology and modernism have allowed white people to survive and racialized others to fade away. 7 But they also reclaim historical narratives, particularly traumatic histories such as the African diaspora and US slavery, and play with time and time travel in ways that do not allow for a simple conception of time as linear. Considering the engagement of afrofuturist texts with histories of racism, slavery, colonialization, and systemic oppression, as well as the position of racialized bodies in stories set in the future, it is crucial to analyze the conjunction of race, gender, and sexuality. In her recent essay “Black Girls Are from the Future: Afrofuturist Feminism in Octavia E. Butler’s Fledging,” Susana Morris argues that Afrofuturism and black feminism share similar preoccupations with resistance to systemic oppression and erasure, so much so that they are “symbiotic” (153). She defines “Afrofuturist feminism” as “a literary tradition in which people of African descent and transgressive, feminist practices born of or from across the Afrodiaspora are key to a progressive future.” She writes further that Afrofuturist feminism “offers a critical epistemology that illuminates the working of black speculative fiction in vital ways” (153).8 Morris applies her theory to the works of Octavia Butler, whom she sees as a prime example of an author whose fiction is both Afrofuturist and profoundly engaged with the concerns at stake in black feminism, namely race, gender, sexuality, and ability (154-55).  
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Combining different their fiction with our sonics is the best way to navigate the law-sound relation.
Parker ’15 [James E. is a Lecturer, Melbourne Law School James E. K. Parker is a Lecturer in Law at Melbourne Law School, where he is the director of a research programme on "Law, Sound, and the International" at the Institute for International Law and the Humanities, “Towards an Acoustic Jurisprudence: Law and the Long Range Acoustic Device,” 2015] etkin
This is not a niche enterprise. Because all legal thought and practice necessarily takes place in and in relation to sound, an acoustic jurisprudence is as relevant to the law of property, evidence or immigration as the law of genocide, human rights or torts. But this diversity also makes it hard, and indeed undesirable, to offer a road-map in advance. There is no one story here, no single narrative capable of capturing or appraising the law–sound relation as a whole. Nevertheless, the four analytics outlined at the outset of this piece do provide something of a starting point. (1) The soundscape is always also a lawscape. We must attend to the role played by law in the production of our sonic worlds. (2) We can and should read legal texts for what they reveal about law’s sonic imagination: how legal institutions conceive sound from one context to the next. But law doesn’t just regulate sound. Legal practice itself is soundful. So (3) we should equally concern ourselves with the judicial soundscape, both the acoustic features of the courtroom, and the ways in which that environment was constructed, understood and perceived.41 Finally, because law’s conduct is soundful out of court as well as in it, (4) we should also address the many and changing modes of law’s acoustic expression: its juris-diction. In each instance, the necessary attitude is neither purely internal nor external, neither that of apologist nor critic. An acoustic jurisprudence requires both a knowledge of law and a certain distance from it: a matter of walking alongside, an interested listener. The purpose is not to absolve or condemn law then, but to hold legal institutions to account. Life and law are necessarily lived in sound. The wager of an acoustic jurisprudence is that those of us who think and work with law have a responsibility to pay attention.
