The Pop Festival

History, Music,
Media, Culture

Bloomsbury Academic
An imprint of Bloomsbury Publishing Inc

BLOOMSUBURY
NEW YORK + LONDON « NEW DELHI + SYDNEY




Bloomsbury Academic
An imprint of Bloomsbury Publishing Inc

1385 Broadway 50 Bedford Square
New York London
NY 10018 WC1B 3DP
USA UK

www.hloomsbury.com
BLOOMSBURY and the Diana logo are trademarks of Bloomsbury Publishing Plc
First published 2015 |
® George McKay and contributors, 2015

Al rights reserved. No part of this publication may be reproduced or transmitted
in any form or by any means, slectronic or mechanical, including photocopying,
recording, or any information storage or retrieval system, without prior
perrnission in writing from the publishers.

No responsibility for loss caused to any individual or organization acting on
or refraining from action as a resuit of the rmaterial in this publication can
be accepted by Bloomsbury or the author.

Library of Congress Cataloging-in-Publication Data
The pop festival: history, music, media, culture/edited by Gearge McKay.
pages cm
Includes bibliographicai references and index.

Summary: "A brilliant collection of essays on popular music festival culture as a whole,
from its origins to a wide range of conternporary manifestations” —Provided by publisher.
ISBN 078-1-62356-820-7 (hardback: aik. paper) -

ISEN 978-1-622566-958-4 (pbk.: alk. paper)

1. Music festivals, 2. Popular music-History and criticism.

1. McKay, George, 1960- editor.

ML35.P66 2015
781.64078-dc23
2014045826

ISBN: HB: 978-1-62356-820-7
PB: 978-1-62356-959-4
ePDF: §78-1-62892-196-C
ePub: 978-1-62892-198-4

Typeset by Deanta Giobal Publishing Services, Chennai, India
Printed and bound in the United States of America

For Ailsa



Acknowledgements ix
Picture credits xi
Contributors xvi

Introduction George McKay 1

1 “The pose ... is a stance’: Popular music and the
cultural politics of festival in 1950s Britain
George McKay 13

2 Out of sight: The mediation of the music
festival Mark Goodall 33

3 ‘Let there be rock!” Myth and ideology in the rock
festivals of the transatlantic counterculture
Nicholas Gebhardt 49

4 “Asreal as real can get’: Race, representation
and rhetoric at Wattstax, 1972 Gina Arnold 61

5 The artist at the music festival: Art, performance
and hybridity Rebekka Kill 75

6 Photo-essay: Free festivals, new travellers
and the free party scene in Britain, 1981-1992
Alan Lodge 87

7 Festival bodies: The corporeality of the
contemporary music festival scene in Australia
Joanne Cummings and Jacinta Herborn 99

8 The Love Parade: Furopean techno, the EDM

festival and the tragedy in Duisburg
Sean Nye and Ronald Hitzler 115



viii

10

11

12

13

14

CONTENTS

Protestival: Global days of action and carnivalized
politics at the turn of the millennium
Grabam St Jobn 129

Alternative playworlds: Psytrance festivals, deep

play and creative zones of transcendence
Alice O’Grady 149

No Spectators! The art of participation, from
Burning Man to boutique festivals in Britain
Roxy Robinson 165

Musicking in motor city: Reconfiguring urban space
at the Detroit Jazz Festival Anne Dvinge 183

Branding, sponsorship and the music festival
Chris Anderton 199

Everybody talk about pop music: Un-Convention
as alternative to festival, from DIY music to social
change Andrew Dubber 213

Index 231

This book draws on funding and findings from two research projects: HERA/
EUFP7 Rhythm Changes: Jazz Cultures and European Identities (in which
four contributors were involved: Prof Andrew Dubber, Dr Anne Dvinge,
Dr Nick Gebhardt and Prof George McKay; 2010-13), and McKay’s Arts
and Humanities Research Council {AHRC) Leadership Fellowship for the
Connected Communities programme award (2012-15).

The editor would like to thank organizers of and contributors to
the following events and projects, which in varying ways fed into the
thinking for the book: Carnivalising Pop symposium at the University
of Salford, 2014; AHRC Creative Economy project, ‘Carnivalising the
creative economy: jazz festivals research and knowledge exchange’, 2014;
EFG London Jazz Festival, 2014, 2013; Cheltenham Jazz Festival, 2014;
Jazz Messengers conference, University of Aveido, 2013; MSN Festival-
goers survey media consultancy, 2013; Lancaster Jazz Festival, 2013;
AHRC Connected Communities programme events, 2011-14; AHRC
Live Music Exchange project conference, University of Glamorgan, 2012;
MA Music Festival Industries validation, Southampton Solent University,
2012; Kendal Calling Professor in Residence, 2011; AHRC Research
Network, ‘Festival as a state of encounter’, Leeds University, 2009-10;
ESRC ‘Music festivals and free parties: negotiating managed consumption:
young people, branding and social identification’ project, University of
Bath, 2008-10; EUFP& Society and Lifestyles project, Vytautas Magnus
University, 2006-08.

Also, at the University of Salford, thanks to Prof Tony Whyton, Dr Ben
Halligan, Dr Michael Goddard, Prof Brian Longhurst, Dr Chris Lee,
Dr Deborah Woodman; Amsterdam Conservatory — Prof Walter van de
Leur, Loes Rusch; EFG London jazz Festival — John Cumming, Katrina
Duncan, Amy Pearce; Kendal Calling — Ben Robinson; Frukt Marketing and
Operations — Chloe Sideris; Cheltenham Festivals — Julia Jenkinson, Tony
Dudley-Evans, Ian George, Emily Jones; AHRC/Connected Communities —
Prof Keri Facer, Sue Hanshaw, Mark Llewellyn, Gary Grubb, Paul McWhirter
and the entire AHRC team really! At home, thanks to Emma McKay and
Dora McKay. And thanks also to Mike Weaver, Alan Dearling.



114 THE POP FESTIVAL

Smith, M., and J. Davidson. 2006. *““It makes my skin crawl” ... the embodimey
disgust in phobias of nature” Body & Society 12{1): 43-67.
Tsitsos, W, (1999). ‘Rules of rebellion: slamdancing, moshing and the Americ

alternative scene. Poputlar Music 18{3): 397-414,

tof

an

Waite, G. (2014). ‘Bodies that sweat: the affective responses of young womer i,

Wollongong, New South Wales, Australia’. Gender,
of Feminist Geography. 21(6}: 66682,

Place and Culture: A Journg

CHAPTE

The Love Parade: European
“techno, the EDM festival and
the tragedy in Duisburg

Sean Nye and Ronald Hitzler

Over the course of its 21-year history (1989-2010), the Love Parade grew
to become, for a number of years, the largest and most famous electronic
music event in Germany and all of Europe. The event was staged on a total
of nineteen occasions in Germany — sixteen times in Berlin (1989-2003,
2006), the city with which the event remains most closely associated, and
three times in the Ruhr Valley (2007, 2008 and 2010) (see Meyer 2001; Nye
2009a and, for images and interviews, Loveparade 2003). Over the course
of this history, from 2001 on, the Love Parade name was globalized and
used for affiliated mass events in numerous cities {Tel Aviv, San Francisco,
Vienna, Cape Town, Santiago de Chile and Mexico City).

The Love Parade was also the first ‘techno parade’ event of its kind in
Burope, and the most famous techno parade in the world. Techno parades
are a specific form of electronic dance music (EDM) festival, consisting
of a caravan of trucks that drive through the main streets of a major
metropolitan area. The trucks are equipped with sound systems, from
which DJs play techno, or EDM. The aesthetics of techno parades grew out
of a combination of rave and free festival culture, while borrowing from
the aesthetics and structures within the larger history of festival parades,
such as Carnival and Pride Parades (Johnston 2005; Nye 2009a). Yet the
Love Parade became its own original. The techno parades that followed
in its wake, both in Germany, such as Generation Move in Hamburg and
Reincarnation in Hannover, and internationally, such as the Street Parade in
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Ziirich and the Technoparade in Paris, borrowed extensively from the Loy,
Parade’s aesthetics and structures. It thus became the symbolic originator of
a specific form of EDM party, primarily based in Europe, that saw its rise iy,
the 1990s and decline in the 2000s.

On 24 July 2010, the Love Parade’s history came, however, to a horrifj.
and abrupt end. Several hours after the event began in the city of Duisbm-g,
overcrowding at its main entrance resulted in a panic and stampede, whicl
caused the deaths of twenty-one people and the injuring of hundreds more,
With a tragedy of this magnitude, a shadow has been cast across the Love
Parade’s legacy. It now stands in the popular imagination as an exemplary
annual event whose existence was perpetually in crisis and whose future
was never certain, but which, in the end, lived beyond its time. When the
definitive cancelling of the event by its de facto owner, Rainer Schaller, wag
announced the day after the tragedy, the debate regarding the Love Parade’s
definitive meaning for our time began (T-online Nachrichten 2010), The
legal procedures regarding accountability and criminal actions occurring
around the panic in Duisburg are also ongoing.! However, this chapter does
not address these legal ramifications or criminal procedures. As authors
who have experienced the Love Parade in Berlin and the Ruhr Valley, we
seek rather to clarify how the Love Parade came to be held in the city of
Duisburg and to provide an overview of the parade’s history within the
framework of pop festivals.

The chapter is divided into three sections. We begin with an introduction
to the Love Parade’s Berlin history and the transforming interests involved
in moving the parade to the Ruhr Valley. We also explain the economic
and cultural context of the Rhine-Ruhr metropolitan region. Second, we
focus on the Ruhr Valley Love Parade history and the city of Duisburg. This
investigation addresses Duisburg’s hosting of the Love Parade in the context
of the Ruhr Valley’s status as the 2010 European Capital of Culture, under
the title RUHR.2010° {see Hitzler et al. 2012, RUHR2010 website), as well
as the tragedy of 24 July 2010. In the final section, we offer some conclusions
regarding the Love Parade’s history in the context of ‘eventization’ theory,
to understand the role that mass gatherings such as the Love Parade play
in marketing cities and regions with cultural capital and tourism, while also
addressing the continuous and arguably increasing importance of EDM
festivals in the twenty-first century,

Love Parade history: Berlin, the Ruhr Valley
and event economics
The Love Parade began on a rainy summer’s day, 1 July, in the fortuitous

year of 1989, just a few months before the Berlin Wall came down
(on 9 November), which resulted in Germany’s official reunification on
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3 October 1990. A two-truck ‘sound system’, with 150 people attending
this underground parade, announced a new form of party within the
developing Berlin techno scene. The first parade {and subsequent parades
aneil 1995) took place along the Kurfiirstendamm, the main shopping
street in West Berlin. The parade was thus established during the musical-
historical crossroads following the 1988-89 acid house trend in West
Germany {and West Berlin) and leading to the early 1990s techno-rave
Popular explosion in the newly united Germany. The idea of the ‘Love
parade’ derived from Dr Motte, a Berlin acid house DJ who wanted to
have a free and open party on the streets where people could gather and
‘pe themselves’ through dance, fun and spectacle. The partiers that year
demonstrated under the quite playful stogan, ‘Friede, Freude, Eierkuchen’
(Peace, Joy, Pancakes), a discursive attitudinality that arguably reflected
also the cheeky combination of ‘Love’ with the political and military
traditions of ‘Parade’.

It was hardly expected during this inauspicious beginning that the parade
would develop into the flagship event for the German techno scene as early
as 1991 (see Figure 30). During that year, the regional EDM scenes from
across Germany (including Frankfurt, Cologne and others) gathered at
a single event, the Love Parade, for the first time (see Meyer 2001; Sextro
and Wick 2008). The parade grew rapidly from 6,000 participants in 1991
to an extraordinary 750,000 in 1996, which was the year the Love Parade
transferred from the Kurfiirstendamm in West Berlin to the Strafle des 17.
Juni. This rapid development also occurred in parallel with the establishing
of Berlin techno clubs and parties along a new ‘club mile’, many of which
were located in the free spaces that had opened up in East Berlin during the

FIGURE 30 The Love Parade, Berlin, 1998: “The flagship event for the German
techno scene’.
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early 1990s (Nye 2009a; Rapp 2009). The Strafle des 17. Juni is a majo;}
thoroughfare; while still located in West Berlin, this street leads to the
Brandenburg Gate, a monument along the former East-West border. Op the
other side of the Brandenburg Gate, the thoroughfare continues into formey

East Berlin under a more famous name: Unter den Linden. This move to the

former border reflected in urban geography the symbolic development of

the parade into the pop symbol of a newly united Berlin and a newly United
Germany. The festival eventually grew to become the largest electronic mugie
festival in the world, with a peak attendance of 1.5 million in 1999. Echoing
Woodstock decades earlier, it was even described, in Der Spiegel newspaper,
as the ‘symbol of a generation’ (Beyer et al. 1999), :

Indeed, by the time of its move, the Love Parade had become a hyhrid
pop festival beyond its original form as a ‘techno parade’. It retained
playful, and minimal, use of political langunage through official yearly
mottos (1997’s ‘Let the Sunshine in Your Heart’, or 1998’ ‘One World,
One Future’, for instance) and the legal designation of a demonstration
through Dr Motte’s annual, and short, speeches (often just a few minutes
long) during the event. Along with the parade, media and cultural industries
began to develop. For example, cach year the parade was broadcast live
on VIVA, Germany’s music television equivalent to MTV; as a result,
numercus videos of Love Parade DJ-sets remain available on YouTube.
Various kinds of media were also produced in connection with the parade,
from CD compilations to Love Parade ‘anthems’, to a feature film called
be. Angeled (Nye 2009a).

The parade itself split into two parts. During the day, the parade format
was retained to the extent that numerous sound systems, or ‘love mobiles’,
sponsored by clubs, labels or pop media organizations, had DJs playing
varieties of EDM. These would run along the Straffe des 17. Juni and
around a Prussian monument known as the Siegessiule {Victory Column),
which was at the centre of the thoroughfare and thus became the de facto
symbol of the Love Parade. Shortly before sunset, the various love mobiles
were linked up with the main stage for the so-called Abschlusskundgebung
(closing rally). The linked sound systems represented a symbolic experience
of greater unity with the main stage at the Siegessiule. Sets by star DJs
followed in rapid succession, with the main focus on the stage rather than
the parade. The passage into night also allowed for an extraordinary light
show to be broadcast both from the trucks and the main stage. The Love
Parade developed into a kind of hybrid event that mixed parade, outdoor
festival and media spectacle. The closing ceremony would be followed by
the dispersing of the masses, usually to various techno parties, and the
soundscape across Berlin itself that night made it feel like a techno city.
Techneo was played in all possible venues: restaurants, cafes, the U-Bahn and
vatious impromptu D] sound systems in the streets and parks. Numerous
special club and rave events of the so-called Love Week were organized in
the days leading up to and following the parade.
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The parade’s long history on the Strafe des 17_. ]un_i (1 996—20032 2006)
had both symbolic and organizational benefits. Firse, it took place in front
{ the Brandenburg Gate, which had become a symbol of Germanl and
European division during the Cold War. Thus, the parade becan?e assoc.lated
with a monument identifiable to numerous German and mterpamonal
rourists (Nye 2009a). As seen in Figure 31, the party’s pop play with the.se
monuments is evident, for example, in the music video to an anthem with
which the parade remains strongly identified: Da HQ(?I’S ‘Meet her ag the
Love Parade’ {Da Hool 1997). The Strafe des 17. Juni is also loFated in the
Tiergarten, Berlin’s central park, which ensured that overcrowding was not
a great concern. The park grounds allowed people to come and go from
the parade as they wished. This use of space, however, also caused anger
and debate regarding the damage to the gardens each year and th‘? mass
amounts of rubbish; indeed, the greatest criticism of the parade at this time
focused on its commercialization and the antisocial behaviour, the mass beer
consumption and resulting urine in the park.

For these and a varicty of others (legal, economic and popular) reasons,
conflicts regarding the event’s presence in Berlin remained constant.
Eventually, the possibility of holding the Love Parade in Berlin came o
a definitive end in carly 2007. Completing a long process of commercial
distancing from the Berlin techno scene, the new organizer of the event was
the Lopavent GmbH, a subsidiaty of a German fitness club chain, McFit.
The owner, Rainer Schaller, had set up Lopavent after he bought the Love
Parade name from Dr Motte and four co-owners in 2006. Thereafter, the
Love Parade became an event organized in order to promote the McFit
brand. Lopavent still managed to organize the Love Parade in Berlin in 2006.
However, by 2007, Lopavent became interested in moving the event to Fhe
Ruhr Valley, a major industrial area that was part of the metropolitan region
of the Rhine-Ruht. Consisting of roughly 11 million people, the Rhine-Ruhr
is by far the largest metropolitan region in Germany; in fact, it is roughly

FIGURE 31 Da Hool, ‘Meat ber at the Love Parade’ (1997) video: The Love Parade’s
‘vop play’, dancing in front of the Brandenburg Gate.
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double the size of Berlin. The commercial and cultural i '
the parade to the Ruhr Valley quickly became clear; in é):li'etf::yozf()lz)mvm
enc_l of the long Berlin history of the Love Parade was finally announced7
a flve-yf:ar plan for the Love Parade to tour different Ruhr cities eact
(sce Hexssmeyer 2007 for the five-year plan). .
Relocating around the Ruhr Valley seemed to offer many benefitg &
Lopavent’s plans for securing the Love Parade’s future. These iltS for
rhree key aspects. First, this polycentric metropolitan region was m-xt?]mhfe
.dlffer(?nt fropz Berlin; it even necessitated that the Love Parade t'11<c et
in various c1t-ies within the Ruhr Valley. This Berlin event thus tra;sl? Place
into a t'ravelhng carnival. In this way, Lopavent could avoid suspiciox(l)rrlr:ed
in leaving Betlin, it had to settle for a ‘second best’ German city (su 21 o
Haml?m-g or Munich). Indeed, the move to the Ruhr Valley seemed toLb o
conscious decision to fundamentally reimagine the Love Parade. Second ei :
negottations confirmed that the managers from business, the medija ol,' o
and culture were interested in, indeed enthusiastic a’bout brin,i}; P
Love{ Parade to the Ruhr Valley. Third, the Rubhr region had ;111'eadg i e
conglderable prestige, because the city of Fssen was to be the Eﬂimed
Capit?ll of Culture for 2010. The nomination of Essen was, in effectpiin
oceasion for p.romoting the entire region as a cultural Rugr Metro ,01' ;
By poolmg.thelr resources and embracing a marketing strategy of symlljaoll'&
monocentrism, these cities could challenge the regional dominance of thlc
Rhine cities (Cologne and Diisseldorf). Finally, it seemed as though he
Ruf;;zezi{ {so-called Ruhr time) had arrived. o e
e 1 ea that had been manifested, the Ruhr Metr i
be the 1degl surroundings for the Love Parade. Theetfl()(fﬁ)?ilisr;gaﬁﬁ?;; e\:{re:‘o
chqsen as its future sites: Essen (2007), Doremund (2008}, Bochum (2009)e
Duisburg (ZQIO} and Gelsenkirchen (2011). This meant, that a five- eau3
plan now existed that would secure both the cultural promotion ofythe
Ruhr Valley and, finally, the future of the Love Parade. After all, the Love
Pargde had .been in various stages of crisis throughout its long ’historJ in
Berlm,. desplr{e the economic and cultural benefits it had given the ca Yital
following umﬁcatiqn. These crises included cancellations of the paracﬁ: in
§0%4 anc_i 2005, which almost ended the event permanently. In contrast, the
OquJ; !I:::zélades C(?I:lld s;:curely garner anticipation, with the apparent sup}nort
ming cities, for a i i b
% pcicomir %{ e ,RUHR%%I;(S‘fmaIe of the European Capital of Culture

» the
)and
Year

The Ruhr parades and the Duisburg tragedy

On 25 August 2007, with the sloganizing certainty that ‘Love is Everywhere’
Kle l};:arade’s: new advagce through the Ruhr Metropolis began: first in Essenf
Ps‘ ;d happened during its Berlin years, the official figures of the Love

arade attendance were exaggerated. Yet, with pressure for success and
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arketing sensations, the Love Parade figures quickly increas<?d to the pomnt
of systematic falsification dur'in.g the Ruhr years.? It was widely reported
o the media that up to 1.2 million party people attended the Love Parade
1[1 fssen (unofficial statistics of 400,000 are more reasonable). With a split
;;ructure comparable to the Berlin Love Parades, the love mobiles headed
through the city during the day, up to the main square. A successful ‘closing
cally’ at the prize-winning main stage helped to quell longings for a return to
the Berlin Victory Column. By the end of the parade, worries that had been

rominent in the media — such as that the parade could be a quantitative
disaster in terms of attendees or a qualitative debacle in terms of party
organization — proved unfounded.

Completely enthused by the precedent established by Essen, the
Dortmund city authorities began to plan for 2008. For the ‘Highway of
Love’, they blocked an entire section of the major route, the B1/A40. The
sart of the parade was delayed considerably by rain, but when it began, a
resounding sound-exhaust was emitted along the Ruhr highway. The masses
of partying people seemed endless, both on the freeway and in front of the
two-storey main stage. With these great results, the extraordinary figure of
1.6 million visitors was announced, suspiciously 100,000 more than the 1.5
miltion record set by the 1999 Love Parade. While clearly a PR stunt (actual
figures of ‘only’ 500,000 are more reasonable), the elation of the organizers
was patent. However, after these successes in creating what looked like a
successful new travelling tradition of the Love Parade, the following year
it was suddenly cancelled when the Bochum city authorities withdrew their
support and organization, daunted by the prospect of a reported 1 million
party-goers turning up to their small city for Europe’s largest rave,

For the numerous supporters of the Love Parade, including the organizers
of the European Capital of Culture RUHR.2070 events, and those with a
vision of the Ruhr Metropolis, this was a new and unexpected blow. After
the Love Parade’s future had finally seemed secure after years of crisis, it
was once again cancelled. Thus, the thanks to Duisburg was considerable
when the city confirmed it would indeed still host the 2010 Love Parade, as
originally agreed, even though it also did not appear to have the capacity
to handle the event. Duisburg was immediately swept up by supportive and
powerful interests, so that the Ruhr Valley would not suffer the disgrace of
rejecting one of the largest pop festivals in Europe during the same year as
RUHR.2010. In the following months, the technical, logistical and financial
wheels were set in motion to transform Duisburg, in particular, the ruins of
the Duisburger Giiterbahnhof (the Duisburg train depot).

This large industrial field, about a mile south of the Duisburg train
station, was to be developed into a usable site for the ‘Art of Love’, the Love
Parade 2010 (Figure 32). Observers and fans were at first irritated that no
actual parade was planned through the city centre. Rather, a considerably
reduced number of floats would drive in a circle around the massive
industrial fields of the depot, which was itself to be fenced in because of a
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FIGURE 32 The location for Love Parade 201 0, on disused post-industrial ground
behind Duisburg railway station.

range of technical and legal reasons. In this form, it appeared that the Loye

Parade had finally diminished into the mere semblance of a techno parade.
The official justification was that the compact urban structure of Duishuyrg
did not allow for any alternative. The Giiterbahnhof was the only site large
enough to accommodate the anticipated mass of ravers and party-goers.

After Bochum, Duisburg was the smallest and the least recognizable
city that had ever been considered for the Love Parade. The compact
urban structure and lack of administrative resources thus presented
considerable challenges and new risks. As charted above, the Love Parade
ran smoothly for its many years in Berlin’s Tiergarten, and it took place in
the two major cities of the Ruhr Valley: Essen and Dortmund. Dortmund,
especially, had developed a reputation for electronic music events that
made its hosting of the Love Parade seem logical and practical. Since 1995,
Dortmund’s Westfalenhallen, or Westphalia Halls, were host to the oldest
annual mega-rave in Germany: the Mayday. Similarly, an electronic music
festival, Juicy Beats, had taken place annually in the Westfalenpark since
1996. Each of these sites was ideal for the after-hour parties following the
Love Parade 2008.

Duisburg, however, was beset by considerable challenges. While the Ruhr
Valley has suffered from a declining population and unemployment since
the early 1960s, Duisburg had been particularly hard hit. These struggles
aside, the importance of Duisburg as a logistic and industrial area should
not be discounted. Duisburg is one of the world’s major steel cities, home
to Thyssen-Krupp, and it also boasts the largest inland harbour in Europe.
Nevertheless, Duisburg provided challenges not present in Essen, Dortmund
or Berlin. For a city with such economic and cultural issues, it was of utmost
importance to Duisburg that the Love Parade be successful, The event was
both a marketing platform in the effort to attract ‘youth culture’ and a source
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of considerable tourism for the industriall city. Moreover, this event v.vtasf(t)c;
rake place in the year of RUHR.2010, which represented the opportll‘;im yhile
Duisburg to become fully integrated inﬁo the new Ruhr Metrc;lpo is, wures
stealing the spotlight from more prominent cities. In short, the press
xtraordinary. . ‘
wegf(:)em the earlyyaftemoon of 24 July 2010, despite many ‘uneln)ns_w;\llerd
Jogistical issues, the arrival of the expected party masses mnt tl}llft ! E
began. Shortly after 4 p.m., there was an official anncTuncsfne that .h
million visitors were expected. It seemed to bfa an extiaor‘ maéy?, 50 oopo-
for the city. The realistic figures are now estimated at‘amulll ) 40, m,
nevertheless, until the moment the panic began at apprommjte y 4. hp;)tiz
the jubilation in Duisburg seemed apparent. What foll(?we wastaac ;atic
anfolding of events and reports that were deeply trgubhng, eveg r ::1 na to,
for all who were personally involved in some capacity. As atten lees s1ence
escape overcrowding by reaching a narrow staircase at the m?ln en tra_ e é
a stampede resulted in hundreds of injuries and the deatl;ls of twenty n
people.’ This disaster also resulted in trauma fOJ:' many Qf the survwcz{r: athé
as mentioned, serious legal actions against mulnple_ parties connected to
organizers, the police and the city government, which are ongomg.h wall

Such a horrific end to the history of the Love Patrade in t.he Ruhr Valley
has further resulted in a plethora of cultural accusations and mterpretanLons.
It was later linked by many, including the original founder of the' _owi
Parade, Dr Motte, to the gradual distancing of a cult-event from its oriigmaCE
idealistic intentions (The Local website 2010). It had Peen transformed an
reorganized to suit the complex materialistic calculations of ftnjrrep}feneuis,
media organizations and city politicians ~ as Dr Motte put it in the \T(a e
of the disaster, ‘It is the fault of the organizers. ... ?t is just abouF p?a 1fng
money; the organizers did not show the slightest feeling of responsibility for
the people’ (quoted in The Local website 2010).

In 2007 and 2008, the Love Parade had been the exemplgry pop event
representing the new cool cultural vision of the thr MeFropolls: Thl? vision
utilized the reputation of the Love Parade, following its internationa :fzfzflt}oln
in 2001, as an event linked to major global cities. Howeszr, the Ruhr o dlCﬁl s
and media organizations were also fooling themselves if the.y believed t ;u:
the Love Parade would bring the Ruhr Valley cultural prestige. In fa(Et, the
Love Parade’s move to the Ruhr Valley was at once an economic benefit and
a cultural liability. Arguably, the prestige of the Love 1_’ara<lie had already
run its course, and, for many EDM and carnival purists, it had becorrll;
the object of ridicule for its commercial compromises. After all, thi)'( \;'\::(l)u1
point out, to maximize profits, sponsorship and media partoers ip C;l §
(even with the notorious German tabloid, Bild) had been made, \_;vhlle or
the McFit fitness chain itself, the Love Parade was seen as a marketing event
suited for the chain — combining the twin-functionality of EDM as music for
dance clubs and fitness clubs — while offering mainstream youth and other
party-goers relaxing summer fun.
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Yet the Love Parade, these criticisms aside, remained one of the few musje
events of such social-political dimensions as to claim the representative
spotlight of an entire generation. That it became representative of the
German techno scene during the 1990s was its achievement and its scourge,
Indeed, in the 2000s, a gradual alienation occurred between the Love Parade

and the techno scene, including its more popular wings. Dr Motte, the’

founder of the Love Parade, transformed already by 2006 into one of jg
most outspoken critics. It remained an EDM festival musically, yet Many
branches of the techno scene no longer identified the parade as a relevant
techno festival. Rather, media attention during the 2000s became focused
on Berlin club culture and its new international scene of ‘easyjetset’ tourism
(Rapp 2009; Nye 2009b). The major techno magazines located in Berlin,
primarily Groove and De:Bug, contained virtually no reports on the Lovye
Parade following 2003, although regional ones, such as the Rhine-Ruhg.
hased Rawveline, did continue to feature the Love Parade. The aura of the
Love Parade appeared to have dissolved into a hollow ritual, where its pop
fun had turned into a bad mix of cynicism and sarcasm.

Since the catastrophe, in which twenty-one people died, the question of
the Love Parade’s hollow aura has been heightened to include issues of self-
deception in relation to both moral and legal responsibilities. Still, over the
course of its twenty-one vears history, it seemed almost miraculous that an
annual event of this size was carried out eighteen times seemingly without
a hitch. However, the transformation of the Love Parade into a travelling
carnival ultimately posed new risks. The feature of constant geographic
novelty meant that the Love Parade would take place on untested grounds
and sites every single year. For an event of this size, this presented logistical
challenges each year that eventually resulted in terrible mistakes at the Love
Parade Duisburg.

Eventization: The continuation
of the EDM festival

Placed in the larger context of popular culture at the turn of the millennium,
the Love Parade can be considered within the structure of ‘events’ (Gebhardt
et al. 2000). An event, understood sociologically, pertains to social gatherings
that are systematically marketed as necessary for people to attend in order
to have a unique ‘experience’. Entertainment industries, of which the Love
Parade was a part, offer an ‘experience’ consisting of profane ‘fun’ that is
marketed as self-expression free from specific rituals and political ties
{Gebhardt et al. 2000), Mass events like the Love Parade operate on a double
marketing strategy of connecting to specific scenes and traditions (techno and
rave culture) while promising that the event will be a unique experience for
all (we might here consider the 2,000 motto, ‘One World, One Loveparade’).
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[n whatever way the event is marketed, it is simply #ot to be mussed. Cities
and regions thus view events as ideal means to attract both media attention
and visitors,

The Love Parade was an event with far greater potential for visitors than
the mere techno scene itself offered. Indeed, in virtually every economic
aspect and media practice, the Love Parade had been transformed into a

ublic event. To be sure, aside from its early period (1989-91), the Love
parade had been a public event both in Berlin and the Ruhr Valley. It
transformed within a few short years from a totally unobserved, small and
alternative techno parade to a mass event that was reported on the world
over. While the Love Parade changed its motto each year, it kept its basic
idea: individuals from all corners of the world gather in a single place to
party, dance and have ‘fun’. The only limitation was the specific type of
music on offer. This propagated a universal sense of what a ‘participant’
could be. It is important to remember that the Love Parade charged no
entrance fee and had no door policy. In this sense, it was in its conception a
public event in a fundamental form, although it did maintain links with the
edgicr techno scene: in Berlin, for example, as noted, there developed a Love
Week of techno events that accompanied the Love Parade.

At mass events, there is always the potential that panic or other
catastrophes can occur. A disaster on the scale of Duisburg might lead one to
expect major changes in event planning. After all, the trust of city and local
authorities would be shaken, especially the assumption that events are the
best option for promoting economic growth and cultural prestige. However,
the only major change in events that the Duisburg tragedy directly caused
was the definitive cancelling of the Love Parade and a partial decline and
avoidance by sponsors, of new techno parades; an attempted replacement,
in particular the B-Parade proposed for Berlin in 2012, was itself cancelled.
In fact, the Fuck Parade, a small anti-Love Parade started by the critical
wings of the Berlin scene in 1997, is the only remaining ‘techno parade’ in
Berlin (see Kutschbach 2013 for a report). Nevertheless, established techno
parades of similar size, notably the Street Parade in Ziirich, continue (see
The Local website 2014 for a report on the ‘million party-goers’ at the 2014
Street Parade in Ziirich).

Morcover, the Berlin Love Parade helped to establish the reputation of
the Serafe des 17, Juni as a place for mass events that continues to this
day; recent and current events on this street include public screenings for
major international football tournaments at the Faumeile (fan mile), and
Berlin’s Pride Parade (the Christopher Street Day Parade), which boasts
a considerable number of techno floats. One newspaper report of the
football Panmeile was even headlined: ‘Like the Love Parade with footbalf’
(Brennberger 2012). Though the techno parade is now not the preferred
form of event, the multi-day and midsized dance festival continues to have
an extraordinary, and growing, presence throughout Europe. In part, this
form is preferred because security and logistics can be better managed on
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long-cstablished, ticketed and regulated festival grounds. In Germany alone,
this includes major annual festivals: Mayday (since 1921), Time Warp (since
1994), Nature One (since 1995), Melt (since 1997), Fusion (since 1997)
and many more. Dance festival polls and reports continue to be featured iy
techno magazines and online publications, from Faze to Resident Advisor,

which has even included a montbly Top ten list of dance festivals since 2007

(Resident Advisor 2014). International EDM festivals have also growpy
immensely in recent years, from the United States to Brazil to Korea, which
has caused increased competition, rising prices and critical reports in the
German press (e.g. see Hartmann 2013; Walez 2014),

For officials and local authorities, mass events, including EDM festivals,
appear to remain the only alternative because everyday life in late modery
society has already become evemtized. Indeed, eventization has turned
into a routine aspect of modernity similar in ways to pluralization (Berger
and Luckmann 1995), individualization (Beck and Beck-Gernsheim
2002), optionalization (Gross 1994), commercialization (Prisching 2006),
globalization (Beck 1999) and mediatization (Krotz 2007). Eventization is,
in other words, the strongest manifestation of what the Bamberg sociologist
Gerhard Schulze has called our ‘experience rationality’ (Schulze 1992),
which he later analysed as an ‘event culture’ (Schulze 1999). In the German
context, this has led to repeated critiques of the perceived problem of the
hedonistic ‘society of fun’ (Spafgesellschaft) (Hepp and Vogelsang 2003),
These critiques against the amoral sale and consumption of abstract ‘fun’
arise, however, within a context in which events are the primary basis by
which cities and regions, including the Ruhr Valley, market their worth
and quality of life to their customer-citizens; for the music industry as well,
the decline in recording profits has resulted in an increased emphasis, and
dependence, on festival culture.
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Notes

1 Reports regarding official legal proceedings began in January 2011: http://
www.badische-zeitung.de/panorama/loveparade-katastrophe-16-personen-
im-visier--40204959.hrml. Accessed 14 September 2014. In July 2014, the first
civil lawsuit was filed against three parties: the city of Duisburg, Rainer Schaller
and Lopavent, and the state of North Rhine-Westphalia: http/fwww.zeit.de/
gesellschaft/2014-07/oveparade-klage-duishurg. Accessed 14 September 2014
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3 huepifwwwrp-online.de/miedertheinnord/duisburgfloveparade/Alle-Loveparade-
Zahlen-gefaelscht_aid _887726.html. Accessed 14 September 2014. A thirty-
four-page repore was refeased after the Duisburg catastrophe acknowledging
the systematic inflating of attendance numbers during the Ruhr years.

3 For more information, a video ‘documentary’ by Lopavent contains images
of the location and timeline of the events, though this should be viewed
with the krowledge that it serves Lopavent’s legal interests of assigning the
blame to the police: https://www.youtube.com/watch?v=8y73-7IFBNES& list=
UlUlmsalMvDRyVXsvCld8LMzQ. Accessed 14 Septemnber 2014, A more
thorough documentary by Der Spiegel also exists: hetp/fwww.spiegel.ev/filme/
loveparade-duisburg/. Accessed 14 September 2014.
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CHAPTER NINE

Protestival: Global days of
action and carnivalized politics
at the turn of the millennium’

Graham St John

in carnival the body is always changing, constantly
becoming, eternally unfinished. Inseparable from nature and
fused to other bodies around it, the body remembers that it
is not a detached, atomized becoming, as it allows its erotic
impulses to jump from body to body, sound to sound, mask
to mask, to swirl across the street, filling every nook and
cranny, every fold of flesh, During the carnival the body, with its
pleasures and desires, can be found everywhere, luxuriating in
its freedom and inverting the everyday.
WE ARE EVERYWHERE (AINGER ET AL. 2003, 175~6)

Introduction: Carnivalized politics

On 16 May (M16) 1998 a Global Street Party took place in thirty cities
on five continents coinciding with the Group of Eight {G8) summit in
Birmingham, England, and the following week’s World Trade Organization
(WTO) ministerial in Geneva. This was the first Global Day of Action, a



