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Unlike other youth movements, which are caught up in revolution and resistance, the 

culture surrounding electronic dance music emphasizes surrender. Participants strive to give 

themselves to the experience, and in doing so they develop a deep sense of community, an 

altered perception of reality, and a new form of identity. These outcomes are not foreign to 

Christian worship. The chief difference between the cultural expressions of EDM and Christian 

worship may lie in the contrast of postmodern spirituality with modernistic institutional religion. 

This study investigates the role of ritual and music in EDM experiences, how community and 

identity are formed by these experiences, what EDM culture may tell us about postmodern 

spirituality, and what implications the above may have for the future of Christian worship. 

Brief history and characteristics of EDM 

Early electronic music was primarily a form of art music. During the 1970s, when 

electronic instruments such as synthesizers and drum machines became more affordable, disco 

music began to integrate them with analog instruments. Disco waned in North America during 

the 1980s, but continued evolving in Europe. Electronic forms of dance music dominated the 

post-disco club scene during the 1980s. Styles included dub, synth-pop, electro-funk, and 

industrial dance music. The development of Musical Instrument Digital Interface (MIDI) in 1983 

enabled digital communication among synthesizers, drum machines, sequencers, and samplers. 

Analog instruments, and the musicians who used them, were no longer needed. Individuals could 

become producers without the support of commercial labels by using electronic instruments to 

edit remixes of past songs, and their music fed niche club scenes such as house music in Chicago 

and New York and techno in Detroit. 
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While rave and drum-and-bass sub-genres prevailed in the United Kingdom during the 

early 1990s, and trance music came out of Germany, in North America the hypnotic sub-genres 

of techno and trance found their homes in warehouse parties and outdoor raves. The earliest 

raves in North America were the New York City “Storm Raves,” DJed by Frankie Bones (real 

name Frank Mitchell) in 1991 and 1992. The North American rave scene developed over the 

next few years, and by the mid 1990s EDM was widely recognized in contemporary culture. The 

genre suffered a lapse in popularity during the late 1990s when it was unsuccessfully marketed 

as electronica and marginalized in the industry. However, in the mid 2000s, EDM reemerged in 

the mainstream when it was introduced to a new generation of pop music fans. Artists with 

Billboard Hot 100 hits began to utilize elements of the genre, and EDM itself gained attention for 

its concerts and festivals, which featured high-profile DJ personalities and stunning visual 

effects. By 2011 a new generation of mainstream ravers had emerged that supported long raves 

and festivals at large venues, music sharing websites, and even EDM radio stations. The music 

popular with these contemporary fans is heavily influenced by the dubstep sub-genre that 

originated in London during the late 1990s and electro-house, a fusion genre of house and 

electro. 

Contemporary mainstream EDM artists aim for innovation in sound while keeping the 

music danceable. With dozens of sub-genres influencing one another, it is difficult to list musical 

characteristics that apply to all EDM. Nearly all of it is in 4/4 time with repetitive rhythm and 

strong bass frequencies. It often features high and low points in the music that are determined by 

thick or thin layering of sounds and crescendos or decrescendos of volume. Tempi are fast, 

ranging roughly from 110 to 175 beats per minute, but more often between 130 and 150. The 

bass drop (or simply, drop) is a climatic point in the music track in which the texture builds and 
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the bass frequencies are eliminated, often resulting in a moment of silence before the music 

resumes with increased intensity and a more dominant sub-bass. 

A distinction is often made in academic studies of EDM between mainstream and 

underground dance events. While it would be overly simplistic to completely distinguish the two, 

they constitute poles of a continuum of dance events. Although they feature similar musical 

styles, the underground scene is small-scale and locally organized, while mainstream takes place 

in the context of commercialized entertainment industry. According to Gordon Lynch and Emily 

Badger, a significant difference between mainstream and underground is found in their aims.1 

Mainstream events are primarily commercial operations that provide safe and exciting 

environments for attendees, while underground events are seen as tools for effecting 

sociocultural change with emphasis on the community they create rather than financial profit. 

Participants often consider underground events as means to a spiritual evolution or recovery of a 

lost spiritual heritage. In the mainstream rave scene, religious communication and symbolism is 

used as a metaphor to convey the importance of an event without expecting any spiritual 

commitment. 

Approaches to the study of EDM culture 

Several scholars in the field of sociology and anthropology have conducted formal 

studies of EDM culture. Each tends to take a somewhat unique approach, and many attempt to 

apply various sociological constructs in order to understand the culture in relation to religion or 

spirituality. A minority of sociologists draws direct connections between institutional religion 

and EDM culture. One researcher, who believes that club culture borrows heavily from religion, 

writes, “Those clubs that are not actually ex-churches often function like a church, with pulpit 

                                                        

1. Gordon Lynch and Emily Badger, “The Mainstream Post-Rave Club Scene As a Secondary Institution: 
A British Perspective,” Culture and Religion 7, no. 1 (2006): 28-29. 
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replaced by DJ booth, pews by the dancefloor, priest by promoter, organist by DJ, organ by PA 

systems and sacrament by Ecstasy tablet.”2 He notes that EDM lyrics, club events, and 

promotional materials often feature religious themes.  

Another scholar asserts that, by including “thanks to God” in their lists of recognition, 

American house artists reveal their religious beliefs.3 He also believes that the role of the MC 

reflects that of the Baptist preacher. Both MCs in the London underground garage scene and 

Baptist preachers incorporate discussions of social and political issues in communication with 

their respective audiences, he claims. Garage MCs have also incorporated call-and-response 

techniques similar to those of Baptist preachers to elicit audience response. Both groups must be 

able to perceive the mood of their audiences and encourage audible and physical responses in 

their ritualized interactions. The scholar concludes that London garage music has “embodied 

religious practices associated with the Baptist church.”4 What he describes are, more accurately, 

worship practices of African-American congregations.  

Others have noted that African-American musical traditions influenced the musical 

structures and styles of house and garage music developed in Chicago and New York. 

Similarities between the two traditions include their ritualized activities, lack of boundaries 

between secular and sacred, technique of building pace toward an emotional peak, use of 

instruments from the Black church tradition, and emphasis on social and political themes.5 

American house and garage subsequently influenced underground garage music in the United 
                                                        

2. Rupert Till, “The Nine O’clock Service: Mixing Club Culture And Postmodern Christianity,” Culture 
and Religion 7, no. 1 (2006): 94. 
 

3. Ciaran O’Hagan, “Sounds of the London Underground: gospel music and Baptist worship in the UK 
garage scene,” in Rave Culture and Religion, ed. Graham St. John (New York: Routledge, 2004), 189. 
 

4. Ibid., 194. 
 

5. See O’Hagan, “Sounds of the London Underground,” in Rave Culture and Religion, ed. Graham St. 
John, 188. O’Hagan cites Rietveld and Fikentscher. 
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Kingdom. Thus, these scholars conclude, African-American musical characteristics, along with 

the tradition of spirituality they embody, have been taken up by the United Kingdom garage 

scene. 

Another writer attempts to bring EDM culture close to institutional Christianity by 

describing the mission of an evangelical Christian youth group to Ibiza, a capital of club culture. 

As the group sought to engage with the club culture on Ibiza, its members reported finding 

significant common ground. Mission team members noted that both clubs and churches use 

music to create community, some nightclubs appropriate Christian terminology in promotional 

materials, and clubbers are willing to converse about their spiritual quests.6 Based on her 

findings, the writer proposes that an emergent Christian youth movement might be facilitated by 

such cultural engagements. 

In contrast to these isolated arguments, most sociologists believe that a direct connection 

between institutional religion and EDM culture is too simplistic. The most compelling support 

for this claim is that EDM fans themselves do not consider clubbing experiences as explicitly 

religious or spiritual.7 One pair of researchers found that “participants tended to see the 

application of terms such as ‘religious’ or ‘spiritual’ to clubbing experiences as naïve, the 

consequence of over-use of recreational drugs or the expression of an over-idealized view of club 

culture.”8 Graham St. John, an Australian anthropologist who is one of the most prominent 

researchers of EDM culture, regards it as separate from mainstream contemporary culture. The 

global rave phenomenon that began in the early 1990s is characterized by surrender rather than 

                                                        

6. Stella Sai-Chun Lau, “Churched Ibiza: Evangelical Christianity and Club Culture,” Culture and Religion 
7, no. 1 (2006): 79-80. 
 

7. Lynch and Badger, “The Mainstream Post-Rave Club Scene,” 33. 
 

8. Ibid. 
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resistance, he explains, which differentiates it from previous youth movements. Beginning with 

acid house rave, which developed in the United Kingdom during the late 1980s, dance and music 

in rave culture no longer contextualize self-expression. Rather, participation means giving 

oneself to a communal ethos and expecting a state of transcendence and revelation.9 In other 

words, involvement in EDM culture is efficacious; it does something. What it does may be 

variously described as experimentation, transformation, identification, or revitalization. “Rave 

scholars recognize a subjunctive and re-creative culture,” St. John explains, “an assemblage—the 

music, dance, spatial reconfigurations, temporality, body modifications and alternative states of 

consciousness—which is seen to facilitate becoming.”10 EDM culture presents a structure in 

which liminal experiences may occur. 

Another social anthropologist, Morgan Gerard, affirms this view. He argues that “ritual 

transformation in rave and club events is made possible by both the spatialization and 

performance of music and the ways in which participants negotiate liminality throughout the 

course of events.”11 The techniques of EDM present liminal experiences among its participants 

that are rare in contemporary western culture. While Gerard does not go so far as to state that this 

liminality represents a form of spirituality, St. John regards the various views of EDM culture as 

spiritualities of life or secondary religious institutions. 

Tim Olaveson, an anthropologist of religion and ritual studies, draws upon the ideas of 

sociologist Émile Durkheim and social anthropologist Victor Turner to interpret the rave 

experience. Durkheim coined the term collective effervescence to refer to a feature of certain 

                                                        

9. Graham St. John, “Electronic Dance Music Culture and Religion: An Overview,” Culture and Religion 
7, no. 1 (March 2006): 2-3. 
 

10. Ibid., 4. 
 

11. Morgan Gerard, “Selecting Ritual: DJs, dancers and liminality in underground dance music” in Rave 
Culture and Religion, ed. Graham St. John (New York: Routledge, 2004), 167. 
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social assemblies. Found particularly in religious rituals, it is “inherently communal and 

collective; energetic, electric, or ecstatic; an essentially non-rational affective state or experience; 

ephemeral or temporary in nature; and a possible source of great cultural creativity.”12 Olaveson 

purports that the experience of connectedness, which is central to raving, is collective 

effervescence. The connectedness, he says, also parallels Turner’s notion of communitas, which 

allows a community to share a common experience through ritual. Both Durkheim and Turner 

believed that connectedness is fundamental to sociocultural revitalization, and Olaveson uses 

their work as a basis to explore rave as a type of new religious movement (NRM). An NRM is a 

group of recent origin that is different from existing religions. NRMs tend to fill gaps in cultures, 

and Olaveson explores whether rave functions as an NRM within consumer capitalism. He 

concludes, “While it may not be entirely accurate to call rave culture(s) NRMs, there is clearly 

something important happening at both individual and societal levels. In particular, one of the 

central features of the rave experience – the experience of connectedness – is often interpreted by 

ravers as a religious experience.”13 Thus he defends a traditional understanding of religion by 

noting the common ground between EDM culture and existing religions. 

Approaching EDM culture from the perspective of religion in culture, Gordon Lynch and 

Emily Badger suggest that the religious significance of commercialized raves may be framed by 

Thomas Luckmann’s idea of a new social form of religion in the West. In his 1967 book The 

Invisible Religion, Luckmann wrote that a new social form of religion was replacing religious 

institutions in late-modern western society.14 He differentiated between two understandings of 

                                                        

12. Tim Olaveson, “‘Connectedness’ and the rave experience: rave as new religious movement?” in Rave 
Culture and Religion, ed. Graham St. John (New York: Routledge, 2004), 88. 
 

13. Ibid., 100. 
 
14. Lynch and Badger, “The Mainstream Post-Rave Club Scene,” 30-31. 
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religion: religion as world view and religion as sacred cosmos. The former is broader and allows 

individuals and communities to establish meaning in the world through a symbolic and moral 

universe. Sacred cosmos deals more specifically with issues of death, finitude, and vulnerability. 

These issues sometimes go unaddressed by institutional religion, and other secular social 

institutions such as government and education have begun to take up this work. As a result, 

religious institutions have become marginalized over time. Thus, Lynch and Badger assert, “the 

story of the decline of institutional Christianity does not simply concern the fate of one 

specialized form of religion, but rather reflects a fundamental shift in late-modern western 

society in which we are seeing the replacement of the institutional specialization of religion by a 

new social form of religion.”15 The question sociologists should ask is not how religious 

institutions address the sacred cosmos, but what ultimately determines how members of western 

society determine meaning for their lives. Luckmann suggested that, in the mainstream world 

view of late-modern society, meaning is found through the autonomous individual’s experience, 

and this pursuit of meaning is aided by secondary institutions that market particular ideas, 

beliefs, values, and practices.16 This lead Lynch and Badger to analyze their own ethnographic 

study of rave participants according to how ravers made sense of their clubbing experiences. 

They discovered three basic emphases. First, participants recognized the dance events as 

having a welcoming and accepting ethos through which they could develop close relationships. 

Second, because most participants attended events as part of a preexisting group of friends, they 

implicitly or explicitly associated them with a particular set of values. These values include 

personal autonomy, tolerance, self-expression, and open-mindedness. Third, ravers viewed dance 

                                                        

15. Ibid., 31. 
 

16. Ibid., 31-32. 
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events as opportunities for self-development, finding them to be beneficial for personal well-

being and for social relationships.17 These emphases lead Lynch and Badger to conclude that 

EDM culture is, in fact, a secondary institution as described by Luckmann.18 In contrast to 

Olaveson, they believe that EDM culture is not a new religious movement; rather, it shows the 

shift away from specialized religion toward a new social form of religion. They describe this as 

emerging post-Christian spirituality that relies on exploration of self in the context of 

relationships with others. 

Aspects of EDM culture 

Whether it constitutes a form of specialized religion or social religion, EDM culture does 

seem to be a paradigm of societal undercurrents that reflect a larger shift in thinking about 

religion and spirituality within contemporary culture. In order to understand the change, it is 

helpful to consider what characterizes EDM culture. Key aspects include electronic music 

equipment, methods of promotion and media, drug use, and dance. Crucial to what makes EDM 

culture unique is the way community is formed and identity defined through the ritual of raves. 

While the use of electronic equipment for music production is inherent to EDM, it is 

more a tool than a goal. As has been noted, the contemporary EDM genre has numerous 

predecessors that include musical styles that existed before the widespread use of electronic 

equipment. Even after disco began incorporating synthesizers and drum machines, they were 

used in tandem with traditional musical instruments. It is also important to note that electronic 

equipment is not unique to EDM; many other contemporary popular genres utilize digital 

technology in place of other instruments. It is true, however that electronic music serves as a 

                                                        

17. Ibid., 34-37. 
 

18. Ibid., 37. 



Cowden 10 

distinct tool for creating mutual experiences among EDM participants. Gerard explains that 

“house, techno and drum ’n’ bass records work as tools DJs employ in the programming and 

mixing of sets.”19 Specifically, he says, the electronic techniques of filtering, looping, equalizing, 

and mixing serve as techniques of liminality in the ritual function of an EDM event. 

Marketers of EDM culture have developed unique methods of promotion and uses of 

media. Due to its development in the underground rather than mainstream of society, EDM 

consists of dozens of niche sub-genres, many of which are served by magazines, websites, and 

specialized record shops. Event promotion often includes visual imagery that is distinct to the 

particular scene. Because of strict radio licensing requirements, much underground dance music 

in the United Kingdom has been disseminated through unlicensed stations known as “pirates.” 

These stations foster a sense of community among underground fans that is rarely present with 

commercialized radio. 

Use of recreational drugs, although not imperative, is common among EDM participants. 

The most widely used, and best known, psychoactive drug within EDM culture is 

methylenedioxymethamphetamine (MDMA, or “ecstasy”), although others such as cannibas, 

crystal methamphetamine and lysergic acid diethlamide (LSD) are also used. The term ecstasy, 

taken back to its Greek root ekstasis, “to stand outside oneself,” is a psychosocial state that does 

not necessarily depend upon mind-altering drugs. Ravers often describe such states as the feeling 

of being simultaneously consumed by and separated from their surroundings. Whether in rave 

culture or religion, altered states of consciousness (which tend to be discounted by western 

society in favor of rational, conscious thought) often occur in conjunction with life-affirming 

experiences that can amplify emotion and a sense of communal belonging. Scholars assert that 

                                                        

19. Gerard, “Selecting ritual,” in Rave Culture and Religion, ed. St. John, 174. 



Cowden 11 

psychoactive substances such as MDMA are largely used to enhance the natural high produced 

by bodily and emotional aspects of raving.20 One study reports that while ravers indicated that 

psychoactive substances were important for fostering initial rave experiences, they were no 

longer necessary after a period of time in the rave scene.21 This may be a result of what the 

author describes as “neural tuning,” in which the drug helps the autonomic nervous system to be 

aware of contextual factors that produce altered states of consciousness.22 Regardless of the level 

of significance of such substances, ravers and scholars believe that the natural high of EDM 

events is primarily the product of contextual stimuli such as music, lighting, dancing, and the 

crowd. 

Dance is important to EDM culture, not as an act of self-expression, but for how it 

functions in the lives of its participants. Olaveson writes that dance “catalyses the experience of 

connectedness.”23 Gerard explains, “Dance, therefore is the primary conduit for liminal, 

transformative experiences in the lives of ravers and clubbers. As a coordinated social action, 

dance transmits culture, encourages interconnectedness and reconfigures the body beyond the 

confines of the individual ego.”24 Rather than focusing on the individual, dance allows him to 

surrender to the community and engage in the ritual processes that define EDM culture. 

Formation of community and redefinition of identity occur through the ritual of raves. 

Participants view the cyclical liminal processes found at raves and clubs as transformative and 

                                                        

20. Melanie Takahashi, “The ‘natural high’: altered states, flashbacks and neural tuning at raves,” in Rave 
Culture and Religion, ed. Graham St. John (New York: Routledge, 2004), 159. 
 

21. Melanie Takahashi and Tim Olaveson, “Music, Dance, and Raving Bodies: Raving as spirituality in the 
central Canadian rave scene,” Journal of Ritual Studies 17, no. 2 (2003): 79. 
 

22. Takahashi, “The ‘natural high’,” in Rave Culture and Religion, ed. St. John. 
 

23. Olaveson, “‘Connectedness’ and the rave experience,” in Rave Culture and Religion, ed. St. John, 91. 
 
24. Gerard, “Selecting ritual,” in Rave Culture and Religion, ed. St. John, 180. 
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transcendent. “Liminality is the root paradigm of underground dance music,” Gerard believes.25 

He notes that, although the idea of ritual is generally viewed by western culture as primitive, the 

vocabulary of EDM culture is full of references to it such as “trance dancing” and “techno-

shamanism.” Although each rave experience is unique, Gerard outlines in detail the techniques 

of liminality shared between DJs and ravers. Records and electronic manipulation are tools for 

structuring the shared ritual. The techniques of filtering and looping are used to build tension, 

excitement, and expectation that draw participants into dance. The technique of equalizing 

(EQing) is used constantly by the DJ to transition between records or to affect the sense of time 

during a single record. Dropping the bass out of the music temporarily suspends the dancers, and 

bringing it back in reestablishes uniformity within the community. Mixing is, according to 

Gerard, the most important liminal technique. A DJ demonstrates his technical and artistic skill 

by overlaying two records simultaneously. If done poorly, he breaks the flow of the ritual. If 

successful, however, the transitional period between records facilitates a climactic moment of 

spontaneous community.26 Successful liminal processes repeated during the course of a DJ’s 

music set, combined with dance, and perhaps drugs, may result in what ravers call the “vibe.” 

The “vibe” seems to be universality understood among ravers, yet it is difficult to define. Many 

refer to it as an ultimate feeling of community, a force, energy, or a feeling of “now-ness.” It is 

an optimum social dance experience that is the primary source of belonging and identity in EDM 

culture. 

 

 

                                                        

25. Ibid. 
 

26. For more on these four DJ techniques of liminality see Gerard, “Selecting ritual,” in Rave Culture and 
Religion, ed. St. John, 175-177. 
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Implications for Christian worship 

Even if EDM culture is just a temporary sociological phenomenon, it nevertheless points 

to an overarching shift from modern views of religion to postmodern spirituality, and the 

Christian community cannot afford to ignore this shift. Lynch and Badger conclude, “The 

mainstream post-rave dance scene can therefore be seen as one of many secondary institutions 

that support this emerging post-Christian spirituality based on liberal, humanist and Romantic 

values and focused on the development and exploration of the self in the context of intimate 

relationship with others.”27 Sociologists may continue to argue about how EDM culture is related 

to institutional religion, if it is related at all. Christianity as a whole must determine how to best 

respond prophetically and spiritually to such a drastic change. Christian liturgists, meanwhile, 

can find more specific implications of EDM culture for Christian worship, and maybe even a few 

applications. 

The most obvious implication for Christian worship may be the role of electronic music 

itself. Some advocate that the music used in club culture is perfectly legitimate for use in 

Christian worship. The lyrical content, they say, may be interpreted according to Christian 

beliefs, should the participants choose to do so.28 However, this is a structuralist view which 

assumes that reproducing a particular musical style in worship will inherently allow the church to 

interact with the culture that developed the music. Gerard points to the error: 

Not even a recent initiate in rave or club culture would expect that what was lost can now 
be found simply by magically dressing up a venue, hoping a DJ will perform as he might 
have previously, or expecting a crowd of dancers instantly to commune. If an event is 
like church, a DJ like a shaman and a dance floor like communitas, it is because they are 

                                                        

27. Lynch and Badger, “The Mainstream Post-Rave Club Scene,” 38. 
 

28. Sai-Chun Lau, “Churched Ibiza,” 85. 
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actively transformed as such through ongoing interactions between performers and 
participants as they experience music and dance.29  
 

It is more helpful to consider the purpose of music in EDM culture. Both music and dance serve 

as tools to structure ritual, and the particular records used by a DJ are less significant than the 

way they are manipulated to serve the communal ritual. Thus the ends (community and vibe) 

dictate the method (liminality), means (techniques of DJing), and to a lesser extent the materials 

(actual records). This model of end goal, method, means, and materials serves to guide the 

remaining discussion of implications for Christian worship. 

End goal. While definitions and descriptions of worship differ among Christians, most 

would agree that the end goal of worship is to glorify God in community with other believers. 

Transformation of participants into citizens of the kingdom of God is secondary. The liminality 

is obvious; participants in Christian worship live simultaneously in the kingdom of God and in 

the contemporary culture of the world. Attempts to reconcile this apparent duality have resulted 

in a common impression that the physical and temporal is evil and the spiritual is good. This 

duality is objectionable to postmodernity, however, which desires a holistic world view. 

Method. The method of ritual employed by EDM culture is particularly effective in 

postmodern culture, which values personal experience over rationality. Ritual operates through 

liminal spaces and liminal processes. The liminal space of the club rave that Gerard describes 

includes the entrance door, bar, dance floor, DJ’s space, and VIP room, and each of these serves 

the purpose of ritual.30 Likewise, each part of the physical space in which Christian worship 

takes place should serve a specific purpose in the worship ritual. It is helpful to think of ritual 

itself as a journey with leveling points, periods of increasing tension, and climaxes. A successful 

                                                        

29. Gerard, “Selecting ritual,” in Rave Culture and Religion, ed. St. John, 170. 
 
30. Ibid., 171. 
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ritual experience also requires some method of reincorporation to the everyday world. Each of 

these stages is necessary for participants to progress through the process of liminality together 

and develop what Turner describes as communitas. Christian worship planners would benefit 

from engaging ritual studies in their thinking about how liturgy guides the congregation through 

the liminal process of worship. 

Means. EDM culture may also help inform techniques of worship leadership. One might 

make a connection between a DJ and the Christian worship leader. A good DJ combines 

technical skill and artistry in order to guide the ritual with confidence. In order to manipulate the 

music in an effective manner, the DJ must be sensitive to the other participants in the room, 

assessing their states and re-synchronizing them as needed. Likewise, a worship leader who is 

skilled and creative must know the congregation, but must also be able to assess the situation at 

each moment in worship and employ techniques to help the congregation move forward with the 

liturgy. This means that, although the worship leader participates in the ritual process, his role is 

different from the role of the congregant. Worship leader is a selfless role; similarly, the DJ 

rarely attracts attention to himself, for he serves the goal of communitas.  

Materials. A final role in EDM culture that has not been discussed is that of VIPs. 

According to Gerard’s experience, the people present in a club VIP room are mostly DJs, club 

promoters, and other industry insiders.31 These professionals are responsible for maintaining the 

social and historical framework of EDM culture through evaluation and planning. They rarely 

participate in the dance. Instead, they evaluate the ritual proceedings by observing the DJ and the 

reactions of the dancers to their surroundings. Outside of the event, they act as representatives of 

the EDM social structure in the everyday world. This function of representative is crucial for a 

                                                        

31. Ibid., 173-174. 
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worship planner. The particular materials used in worship are ultimately less significant than the 

method and means of worship, but someone or some group must do the work of 

contextualization for Christianity. This task requires keen understanding of Christian belief and 

tradition, contemporary culture, and how the two come together to sculpt worship experiences 

that, first, glorify God, and second, transform congregants according to the Lordship of Jesus 

Christ. 

The most effective, though not easiest, adjustment Christian liturgists may make in 

planning and leading worship is to reinforce reliance on the Holy Spirit in belief and practice. 

One scholar advises, concerning the emergence of contemporary spirituality, “less ‘self-

preservation’ (or organizational concern) and more ‘expressive spirituality’ (or revelation of 

mystery) is the way forward for religion.”32 Christians are to continue the incarnational work of 

Christ, which means perceiving and acknowledging cultural shifts, determining how God is 

carrying out his redemption in each time and place, and joining in the task under the guidance of 

the Spirit. Liturgy, the active working out of communion among individuals, is an affirming 

rehearsal of the community’s identity and mission. The concepts of identity and community are 

central to the culture surrounding electronic dance music, and this culture forms identity and 

community in unique ways through the method of ritual and the techniques of music and dance. 

These aspects of EDM culture may inform the adaption of Christian worship to continuing 

cultural shifts. 

 

                                                        

32. David Tacey, The Spirituality Revolution: The emergence of contemporary spirituality (New York: 
Brunner-Routledge, 2004), 191. 
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