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“ I believe in the signal of the bass drum.
It is the heartbeat of my life.”
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“ I believe in the signal of the bass drum.
It is the heartbeat of my life.”

The last musical revolution that irreversibly changed the face of pop culture already dates back almost 20 years and can be described in six letters : Techno.
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While the bass drum was kicked into life in the basements of Detroit and Chicago,
Germany was quick to embrace and adapt Techno to its own needs, firmly establishing Berlin, Frankfurt and Cologne on the musical map, and rave parties on the
weekend agenda.
Cologne’s reputation as the epicentre for intelligent and minimal Techno –  soon to be known as the Sound of Cologne –  c ould well have been seen to be
resting on the shoulders of producers such as Mike Ink, Love Inc, Studio  1, Profan,
Freiland and M : I : 5 –  o r rather, on the shoulders of Wolfgang Voigt, the mind behind all of these projects. Pioneering an eclectic approach by fusing Techno with
the rhythm structures of German carnival music, Polka or Schlager (crooning),
Voigt consistently reinvented and developed electronic music with astonishing
verve and vision. He continuously charted new territories for Techno by using and
abusing the endless possibilities of the still young genre for his own ideas and
headstrong musical concepts, without forgetting the primary target for his music :
the dance floor. And even though he has not released any of his own music for the
past five years, his influence can still be heard in the sound of the youngest generation of producers in clubs all over the world. His own musical output culminated in the ambient project Gas which broke out of the club context by distilling
a hypnotizing and infinite density of orchestral loops and sounds reminiscent of
the romantic German forest.
Since 1996, Wolfgang Voigt has given his attention to a project he initiated
together with his brother Reinhard Voigt, Jürgen Paape, Jörg Burger, and Michael
Mayer : the record label Kompakt. What began as a small record shop in Cologne
in 1993, quickly turned into one of the global players on the music market that established a solid reputation for innovative electronic music of consistently high
quality. More interesting though, is the fact that by housing everything from the
label to recording studios to distribution to a record shop under one roof, Kompakt
has succeeded at remaining truly independent by controlling the entire production chain from creator to consumer. Economically and artistically successful, it
carefully bridges the gap between being an international trademark business and
yet at the same time, a family affair.
Business and family, marketing strategies and pop fandom, encyclopaedic
musical knowledge and rave parties, Bach and Acid, Cologne and globalism, intellectual theories and the straight bass drum –  these are the polarities, somewhere
between which Wolfgang Voigt can be positioned. Seemingly incompatible as all
these characteristics might be he succeeded in merging them into a distinct sonic
universe appealing to both, head and feet alike.

constant pressure to be avant-garde and to invent, has evaporated. We are talking
about an established musical form that you can always refine and learn to master
and it is in this phase that you have to view my generation within.
From the media’s recent point of view, though, both Techno and electronic music are
seen to be on a downhill track. Do you honestly see a relevant future for club culture ?
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You come from Cologne, a city famous for its party spirit. Your business partner, the
DJ Michael Mayer, once explained, ‘Techno… is… sweat — not science.’ For you, can
the conceptual and the hedonistic share the same dance floor ?
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I would revise this statement a little : Techno is sweat and science. It always depends on who you are and from what perspective you are looking at it. As with any
new form of music Techno has a scientific angle to it, even though at the moment,
sweat might be in the foreground and the science pushed slightly more toward the
back. In the mid - 90s, Minimal Techno from Cologne became very popular and received a great amount of attention by the newspapers as well as by the art world.
So there was a context that began to draw parallels to Minimal Art and to all kinds
of theories that in my opinion were partly justified and partly nonsense.
Above all however, Techno is Techno –  i t is dance and party music, but that
can also incorporate or serve intellectual structures. The borders are fluid. One
might get the impression that nowadays it is only about staying up as long as possible and taking more pills than ever. This might be true in some cases but it is
certainly not the one and only truth. Dance still retains its good old hedonistic
characteristics, people are still mesmerized and magnetized on the dance
floor –  b ut the brain is dancing as well, if you like. You cannot deny the amount of
thinking and conceptual structure that has gone into Techno –  i t is there, somewhere at the back of your mind, and it dances along.
You have somehow retained the euphoria of this 90s dance culture with your own
music, but more centrally the label, while at the same time pointing its trajectory
toward a forward thinking sensibility. Why be a believer in progression ?
It’s true that with Kompakt, we have been largely associated with this optimism
and this energy. However, it is also clear to us that club music, which generated
its energy first and foremost from being very fresh, very innovating and permanently driven forward at an extremely high speed –  is just not that new anymore;
sometimes it’s even stagnating, repeating itself or developing in minor steps
around small technological details.
However, we still love doing what we do, we still love this spirit of discovery.
As far as we are concerned, it is still the newest and the best that pop culture
has to offer, we don’t really see an alternative. In a way, it is almost because of
this that we feel better than ever before within this genre, simply because the

I will challenge you very firmly that this music is on a downhill track. True, the
media have been promoting it like this over the past few years, but it is also in the
nature of media to work in cycles, they thrive off the perpetually new.
Techno has found its place in music history, and the structure of the Techno
Party as you can experience it in any urban centre all over the world, is a firmly
established part of club culture. So if you see it in the context of partying, which
is after all what this kind of music is all about, then generally everything is all
right with the good old bass drum and after a couple of beers. I don’t see an end
to it, not for me and not for Techno in general.

night : the first thing you hear is the bass drum, this vibrating thudding in the distance. It is a magical world-encompassing sound; it is the heartbeat of my life.
Once the bass drum stops I will probably drop dead. So yes, it is a language, a
purely musical language.

STRUCTURALISM
Do you believe that the bass drum has its own language ?
Absolutely. I believe in the signal of the bass drum. It has been the heartbeat of
the musical planet for me. We all know this sound when you approach a club at

You have often used the term ‘Pop Sensibility’ in reference to your work –  what does
this mean to you ?
I am and will be addicted to Pop for the rest of my life. It is a fact that we, and
that goes for myself especially, are grounded within pop culture as such, and are
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always excited by its phenomena. And even if we insist on pure Techno within our
work, there is a colouring on a theoretical level regarding our attitude.
Techno refers to technology, but even if it has this technical aspect, it was
never what we were interested in. I certainly don’t have much knowledge of that.
What we are interested in is the unexpressed political dimension which has never
been there and never will be but is always present in the vibrations, simply because the producer always has a specific viewpoint without needing to express it
in his musical output. We are interested in the glamour and the glitter, in the sex
and drugs and rock’n’roll of pop culture. So it is an outlook influenced by Warhol
rather than technology.

So there is a contrast between the anonymity cultivated by Techno and the individual
aspects that you are interested in, the glamour or politics that you just mentioned
which refer to a personality.
What I am always and to this day fascinated by when I hunt for the one great demo
tape is, based on the common language of Techno, this one sign between the lines,
this one fantastic cosmic sign of there being something more. It could be a little
secret between two hi-hat beats that one cannot capture in words but it could
also be a decided powerful bassline that will say, I am different to everybody else.
It is a magic signal; it is one of the most beautiful moments. It is like seeing a falling star –  i t is there and then it evaporates. It is just for one moment, but during
that moment there is nothing else, you don’t have any enemies and everything
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technique used by dance music producers worldwide. Did you set out to ‘outcool’
with the uncool ?
I have always been able to make music that I hate, I could get interested in it. For
instance, I always hated it when German bands sang in English. I always thought,
who is going to believe you ? But that didn’t stop me from starting an English band
with my friends because it gave me the opportunity to practice my drumming ! I
might hate a lot of things associated with German Volksmusik and Polka, but I am
interested in the music, in the aesthetics and the structure. My idea was always
to translate it into a different context. If I don’t succeed in making it attractive to
contemporary youth culture then it has no place there anyway.
The music of my parents was German Schlager. When I was six, my father tortured me with Peter Alexander and Heino. When we went on holiday I always had to
listen to it. At first I hated it and then at some point I found myself singing along.
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is all right. That is what I mean with this glamorous effect that makes the music
special in our eyes.
Concerning glamour, you have readily embraced what most young Germans felt was
unglamorous : folk music, Schlager, Glam Rock and the idea of the romantic landscape. From this, you have developed very original musical vocabularies. Schaffel,
for example, is based on the timing of Polka and has turned into a standard rhythm

Later, I discovered my own music: T. Rex, Deep Purple… then Jazz, Punk, New
Wave. And after that, English referential Pop, Scritti Politti, ABC, Prefab Sprout.
Then there was a low and after that came Techno and since then, nothing else.
However, these things, Polka, folk music, always played a role. I didn’t really
grow up with them but I just realized at some point that the beat really suited me.
I developed a sort of scientific interest in them and I discovered similarities to

Techno, a parallel in the structure of the rhythm which is the kettledrum. I like this
kind of music –  i t is fundamentally problematic in its cultural and political heritage but I wanted to grasp it simply as a musical structure, as a rhythmic starting
point to invent a new kind of sound. So I tried to create a new symbiosis between
the two by crossing Techno with carnival music.
It was because of this and because of my theoretical ideas around it that I have
always been perceived as a particularly German producer. I liked that, though, it
was important to me, I always liked the idea of slang. Techno is a nonverbal global
language without any national borders, but with individual dialects. I was never
someone to see Techno as something hermetic. The bass drum has to be straight,
that much is clear, but everything else is open to interpretation.
An almost compulsory aspect of youth culture is to rebel against the backdrop
that you were raised with. For you however, it seems you have not only returned to
musical sources of your upbringing, but that it has provided some of the driving motives in your output of work.
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aesthetically to the 70s then it is not about being retro or trying to be authentic,
I would be really disgusted by that. I tend to look at music history as a kind of
supermarket or a toolbox where you are free to pick up an instrument now and
then –  b ut always only to create forward thinking music, to complement, to accompany, to enhance.
What I was interested in with Techno was to show an interrelation between
the 4/4 beat, the bufta bufta bufta bufta, and the rhythm of a Polka or a marching
band –  and not to copy Jeff Mills. I always thought it outrageous that in this wonderful and unlimited universe of Techno which is transgressing all the nations and
all the borders of the planet, that it should once again boil down to badly imitating
your American heroes. What I wanted was to reinvent this kind of music with my
own means. I was wondering whether it was possible to fuse it with my own personal musical heritage, to take it apart, dissect and reassemble it in a different
context. Can I create out of this genetic material, if you like, out of the smallest
macrobiotic particles, out of this aesthetic, a new kind of music that can function
again like Pop that could be mentioned in the same breath as my idols ?
Since the beginning of the 80s, it was the only thing that I was interested
in. I had worked on this for more than ten years; I had turned it into an almost
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scientific research –  t he largest part of which has never seen the light of day.
When it came to the point that it was ready to be released I did not really feel like
it anymore. For me, that project was finished; I was satisfied with the theoretical
aspects of it.

DISKOSCHLEIFEN
What three things affected you the most when you were growing up?
Number one was definitely Marc Bolan, I regard him as my true musical father.
I discovered the hits of T. Rex when I was nine or ten years old and it seriously
changed my life. Number two would be the mini skirt –  I was really into that and
still am today. Number three is a little bit more abstract, maybe the idea that you
don’t have to be a good student in order to do good work. And also, realizing and
dealing with the fact that the power of my work is based on contradiction. Making
a Gas record comes from the same creative source as doing a licensing deal or
building a shelf.
Well, it is perfectly all right to serve yourself in the past as long as you are looking ahead. One has a historical consciousness so if I use something referring

You were a bad student?

album because now there was only one mission and that was to find out how to
produce Acid.
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Incredibly bad! In primary school I was pretty good. But then, at ten or eleven, my
surrogate father, Marc Bolan, took over my education and I was interested in
nothing but pop culture, I could not see the point of going to class anymore. From
then on my performance in school was a disaster. It got a little better later on, but
really I was only into pop music and culture.
What was your awakening point to the existence and possibilities of Techno ?
In 1986, Jörg Burger and I were in the pop business. We worked for two years on an
international pop album which was meant to be somewhere in between ABC and
the SOS Band. We burned a lot of money in a very expensive studio paid for by the
record company. Then, when we were about to finish this record, the Acid inferno
hit us. We had heard something about this new hype, so we went to a record shop
and bought everything with a smiley face on the cover. We didn’t quite understand
what it was all about, we were a bit mystified. One week later, the Rave Club
opened in Cologne which was the first club to play Techno on weekends. After that
I was completely hooked. I was in heaven. For me, it was the greatest musical
revolution since Punk at the end of the 70s. So we found ourselves in the embarrassing situation of having to explain to our producer why we could not finish the

Wolfgang Voigt
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Were you aware that you were taking part in a musical revolution ?
We knew that it was a revolution but we were more excited by the idea of it being
something fast and short-lived, that we didn’t have to commit ourselves to a concept. After working for two years on a record and being utterly exasperated by it,
I found Acid very liberating. It was music for here and now, it was like a musical
‘quickie.’ In this general excitement of the club scene you could continually produce a lot of this music very fast. It was new that you could remain anonymous.
You didn’t have to do promotion, show your face, be the interpreter of your music;
it was all about the tracks. The people behind the records were not important. It
was fascinating and sexy and kind of wild at the time, it was like smoking crack.
And I liked this fast food feeling about Acid. No one really realized that this would
turn into so much more until a few years later on…
During the 90s, you released your work under a whole range of pseudonyms
and labels. Why did you decide to kill off the most successful of your alter egos,
Mike Ink ?

I could have quite comfortably and successfully continued using the alias of Mike
Ink if I had wanted to. However, it was meant to be a concept of somebody anonymous producing music. I was very productive at that time and I did not want to
release my music under my real name. But at some point, it took on a life of its

part of me. This music was always meant to be my private musical cosmos, until
then I had been satisfied to experiment with this world in my own hermetic space.

KÖNIGSFORST
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own and people started addressing me as Mike Ink in real life. The only thing missing was to have his name in my passport. Everybody thought for years I was Acid
Mike from Cologne. And in a way I was, because there is a part of me that loves
partying and Acid and drinking vodka. But there is also another side to me, there
is also Wolfgang Voigt, and that side surfaced at some point and wanted to be
recognized as well. So I thought, this is enough now, I have to terminate this project. This led to me releasing the record Love Inc by the producer Mike Ink on the
label, Force Inc…
It was a difficult time for me, I felt like I was at a dead end, I was kind of finished with Techno, I had made a lot of statements about it and felt like I needed
something else. It was only when I felt myself misunderstood, when people started
to mistake me for a certain kind of Techno that I loved but that I didn’t want to be
reduced to, that I decided to come out with Gas.
Gas was the result of a personal crisis. It was a difficult process which involved a lot of struggling within myself since I had never intended to express this

Wolfgang Voigt
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So the struggle was not to produce Gas, but more to open its intimacy to the
public ?
I was afraid that no one would understand it and I have an aversion to music that
cannot be understood. I shouldn’t have worried; I still get mail from many people
all over the world saying how important Gas was for them. There must have been
plenty of people who understood it musically in the right way.
The thing was, I had been producing similar music long before I started working with Techno. There are early recordings from the 80s which no one knows or
ever will know, where I produced atmospheric forest sound. It strived for the same
density and depth toward something very elegiac and atonal. It was the attempt
to intensify the aesthetics of a German musical heritage via certain loop techniques which to me, sound like the continuous rustle of the forest. When I still had
the time I would spend long hours walking in the woods, what I used to call mind

walks, where I would imagine music like Gas, which I would then go on to produce
many years later. I tried to set to music my own personal frame of mind with
regard to a classic cliché of the German forest. If you look at the artwork on the
Gas covers, those are images that I took over many years in the woods where I tried
to distil the very essence of the wood and reduce it to a pure beauty. I was not
interested in the romantic cliché of the woods; I wanted to see its basic grid, to
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in vast sound spheres, a very elegiac sound repeated over and over in the far
distance, held together by an invisible bass drum that comes marching by somewhere hidden in the woods, coming closer and fading away again. It was an acid
experience, basically. It’s drug music.
With a drug experience though, associations are separated. Gas, however, is a very
focused listening experience.
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see the forest behind the forest behind the forest. That goes back much farther
than Gas. Gas was only the release of a little part of what I had been working on
for a long time.
You once said that in philosophy there is ‘a beautiful idea that things may return over
time.’ Did you have a clear vision of how this idea would then be transformed into
sound ?
Well, there was clearly an intention to create a certain atmosphere. I had an image
in my mind of a gaseous and nebulous sound, of an exhilarating streaming music
which literally flows over, which has no beginning or end, no hard edges, only softness. My association was this music drifting through the coppice of a misty wood

Wolfgang Voigt
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Gas is an ambient project. Ambient has traditionally been on the edge of club
culture and often serves as an escape. Drugs have always been a way of getting
access to this very fantastic and associative, hypnotic kind of music, so I don’t
mind these references. I played Gas records only once in my life at a festival and
one guy asked me afterward whether I was into heroin. It surprised me, because
I am definitely not into heroin. I can kind of understand what he meant though; it
works like an opiate –  s omething intoxicating.
It is also an association that you might have had when you were lying underneath a tree as a kid, looking up and seeing the leaves in the late autumn light
when everything sparkles golden and it is so beautiful that you disappear within.

You are inside of this tree and will never come out again. Then you hear acoustic
signals that accompany the visual and this fantasy has no beginning, no end, no

and stampeding bass drum marches, the records were met with an intense controversy at a time when right wing violence in German rural towns was proving a grave
problem. Ten years later, with Germany hosting the world cup, a rash of flags to
be seen at every street corner, plus a real feeling of pride and identity, do you think
Germany’s national confidence is slowly returning ?
I was born in 1961, and for our generation to see all these flags and this new awareness of nationality is still a huge problem. For me, it would be out of the question.
This historical burden is still there regardless of this new nationalism that might
be sported by some suntanned football fans on their holidays. Today, we have
a new generation which have no second thoughts about waving a German flag in
the street. I can laugh at it but more importantly, I would not be able to change it
anyway.
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top or bottom. For me it represents a kind of fourth musical dimension, there is
a density which is absolute, genuine. It pulls you deep down, it is an enclosed
universe, and it is like drowning in a lake. Of all my music projects that have been
published this is the most important to me. It’s the closest to my musical mindset
and expresses my deepest original emotions.
To communicate to a German youth culture the beauties of the forest, nature and
the landscape was seen as a high-risk act. With its use of Wagnerian string loops
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All my life, I have been overly sensitive to right wing trends within German
culture. I was always ashamed of this heritage and I was very keen on making sure
I had a spotless image and was an historically aware person. My entire socialization
was heavily impregnated by anti-fascistic influences, until this very day. When
the wall came down and you saw these images of the racist attacks in Hoyerswerda,
I would have loved to emigrate; it was the low point of my cultural existence.

On the other hand, this gave me a very developed sense for my own background.
In the late 70s, German subculture started to develop its own dialectics. When
the German New Wave came up, toying with these symbols of the Third Reich, it
was the first attempt to establish German language in a wild and subversive youth
culture, and they did it by making fun of a problematic history. It was conscious
provocation in order to escape this dilemma, to liberate oneself from this stigma.
Gas was perceived a little in this spirit, but Gas was not about Wagner, Gas was
about Gas. It never is about the source, it is about me. It doesn’t matter where
a sample comes from, the question is, what is the result ? I grew up with nature.
Ever since I was a child I have had a weakness for the classic cliché of the German
forest, I was blown away by Hansel and Gretel. So, as far as I am concerned, I only
tried to make a proposition of how to express German culture in a correct and acceptable way in an international framework.

We are what we are. I do think that we are pretty down to earth and accessible
even though of course we are proud of having achieved a certain international
reputation. It isn’t a strategy and this kind of image has advantages as well as
disadvantages.
Family seems to be a term that comes up again and again in relation to Kompakt.
You employ friends and artists to be involved in the label work, there are communal lunches. Though this family aspect could also be interpreted negatively, as a

ALLTAG
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The same could be said for Kompakt  –  a German statement in an international framework. One always gets the distinct impression of a certain personal touch with the
label, is honesty important for you ?
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clique or as a closed circle, why was that important to you, was it a continuation or
compensation ?

Well, I didn’t need a surrogate family, I already had one –  and my brother is also
involved in the label. The family aspect is coincidence. In the beginning, we
were just a bunch of guys that got along and liked the same music. Out of that
something developed and turned into what it is today. It’s an accident, a stroke of
luck.
On one hand, Kompakt is a company like any other company, we work eight
hours a day and we do our job. However, we would not like to compare ourselves to
any other company, we function more like a band actually, and that is also our attitude. When I was a child I wanted to be on stage and to play the guitar, to be the

front man. However, at some point I realized that this is not what I am, that I am
someone who is better behind the scenes. The idea of Warhol’s Factory was something I was fascinated by, to have this space where you live and work with your
friends, where you produce your art and where you celebrate yourselves, where
you have fantastic parties and treat life as a club, without any boundaries between
living and working.
Surely there will be a limit to the growth of the label in order to retain this
structure ?
In terms of the crew, we have reached our limit. We are very keen on sustaining
this manageable family context but with more than 20 employees it is already a
pretty large family. We have this large pot for pasta in our kitchen and we like to
say that if this pot is not enough for all of us, then we are definitely too many.
Of course we want to develop and to be successful, to stand still is deadly. But we
don’t like to work too hard, we are not on the way to turn this into a large empire.
Especially now that our sound studios are finally finished after a long delay, we
notice that we would all like to spend more time on producing our own music again
rather than keeping our Techno kingdom running.
When you started out with the label were you already aware of the direction that you
wanted to take with it ?
MONO.KULTUR # 08
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In the beginning it was pretty anarchic, we were rather slack. We had a little record
shop called Delirium with a few kids hanging around, drinking beer and listening
to Gabba records. I remember people calling us and asking whether we did mail
orders to which we answered no because we were too lazy to go to the post office !
We had no idea what this would turn into.
That kind of changed after a few years when we became more successful with
our own releases. We decided to move to a different location and bundle everything under one roof. We thought, it should be more compact and that’s how the
new name came about. In the beginning, it was just the shop and then very quickly
the label as well as at the same time, distribution for our own records in 1996.
Soon our confidence grew as the shop started to do better so we decided to take
the step into wholesale distribution. It worked very well and grew at amazing speed,
into an umbrella for about 80 labels that we distribute on an international scale.
You are by now in the unique position to control the entire production chain from
creator to consumer. Why is total control so important to you ?
First of all, to be independent. We did not want people telling us what to do anymore, to have as few people as possible involved in the process between the
creator of the music and the consumer. If you take someone like Michael Mayer,
when he makes a record he has his own label to release it and his own distribution to get it into the shops all over the world. There is a minimum of people or
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institutions who can decide in between, whether this record stands a chance,
whether it is something that the buyer needs or wants.
As with many other labels that have developed a strong identity, there is always the
danger of the label becoming more important than the artist. How do you manage to
sustain a balance between the artist’s interests and the label’s ideas ?
Obviously, we are functioning in a creative process and an economic logic that
demands success. With Kompakt, we work with a strong identity, we work with
signs and logos that we use again and again. People know who we are. Nevertheless,

we have no wish to dominate our artists and I think we have managed to avoid that.
Ideally, it should enable a lesser known artist to position himself within the market

Wolfgang Voigt

the time for this in these fast-living times. Of course I still work on tracks but only
sporadically and without any pressure to release them. The company allows me
the great freedom of not having to publish anything for economical reasons. If
I decide to put something out it is because I think it musically relevant and not out
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by way of the label. In reality, it seems to have little effect. The Techno market
is very difficult, people will just buy what they really like, even if the cover says
Kompakt a hundred times. Mainly though, you position your label as brand in order to profit from the presence that goes along with a strong identity. In return, it
allows you a certain freedom in what you can release.
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Is there not a danger of the brand turning into a golden cage where the quality trademark Kompakt works against you because it will limit you in your choices ?
Of course we have our image and that has its upsides and downsides. In some
cases, we do receive material that we think is great and which we would love to
push but where we know that we are not the right people to do so because the
market would not expect something like that from us. Then again, our spectrum is
much broader than our cliché image would allow for; we do all kinds of experiments
with Pop or with really weird stuff, so it is not all as uniform as one might have
thought.
It is our biggest passion to discover new music, to spot it, to support it and
release it. We also made a lot of mistakes, releasing records that no one understood. However, we will always go for something that we consider innovative. It
might take us a while, we might be sceptical, but as long as it is something which
pushes our idea of music farther, we will do it.
Is it a good thing when you are sceptical ?
Absolutely, I need to be sceptical –  I don’t want to plaster the walls with music.

DER ZAHN DER ZEIT

of financial necessity. That is a factor I can see a lot around me and that should
not be underestimated. But whatever I do, including the management of the label,
I always approach it from an artist’s point of view, also when I am releasing the
records of other producers –  i t always happens with an artistic concept. I choose
the material, I package and promote it, I place it in the larger context of the label
thus providing it with a greater conceptual structure and placing it in the world
under a certain trademark, within an existing framework of the brand Kompakt. It
is part of an entire construction as which I see the label, it is a body of work.

Don’t you ever feel your obligations as record label manager prevent you from producing your own music ? Does Kompakt give you the same amount of satisfaction ?

And this ‘artist’s point of view’ –  is it honestly still possible to uphold this ?

It is satisfying in a different way. Running the label is a fulltime job, it is a lot of
work, and so is art. I have always been someone who was very fast at producing
once I knew what I wanted –  b ut the preparation, the road to knowing what I want
is a long one. I needed to think for a long time, to construct ideas in my head before going into the studio and pinning something down. I have difficulties to find

Well, this is maybe the reason that I’ve been finding it more difficult to produce
music during the past few years. And as much as I still enjoy and appreciate the
hedonism of club culture and everything that we stand for with the label, I also
have to state a lack of vision within Techno at the moment; it is much more about
confirming the status quo. The early years of Techno suited me much better than

now because I like to try to invent music rather than just administrating it. The
purely functional, the combination of given elements, does not suit me –  and I am
almost sorry that it doesn’t. Sometimes I would find it liberating to treat music
from a detached point of view, to just get a track on its way. So far, all my projects
have been driven by a guiding vision. They have followed a theoretical concept.

Wolfgang Voigt

been the most successful and received the best feedback when I managed to
invest a part of my soul into a track, even when it was almost painful.
You said previously in an interview that ‘Every record is speech…’ However, you have
not released any records for the past five years. Do you feel you have nothing more
to say ?
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That concept might have come to me standing in a club the night before, but I have
never started my computer to just fool around.
Whether I like it or not, I can’t help but think conceptually, even if I try to make
a solid, functional record which should fit into any regular DJ set. I have always
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Good question, I wonder myself sometimes… I did say a lot for a while, I had a very
productive phase when I released quite a few records, a lot of things which I could
not say in any better way today, I could just confirm them. But I have always stayed
in touch with my own music and especially during the past year, I have been listening to a lot of my work from years ago with a great distance. I found that a lot
of it still felt relevant to me and I thought that it might be worth picking up the
thread, which is also the reason that we are thinking about remixing or reissuing
some of the old material.
I think it’s great though, that Techno, which was meant to be temporary, immediate, fast, avant-garde, has now almost twenty years behind it and there is no
end in sight. This would tell me that it could be my lifestyle, that I can grow old
with this music in dignity. There is an option of a phenomenon like the Rolling

Stones within Techno, and I mean this in the best sense possible. I think it impressive that it is possible to grow old onstage and in dignity as long as you know your
tools. The audience is merciless in that respect but it will appreciate you if you
can keep it up.
So we have not seen the last release of Wolfgang Voigt yet ?
No. I am just taking my time, that’s all. For me personally, there would be no question of picking things up precisely where I left off. I have finished telling a certain
story so if I cannot think of a new one then I would at least need a pretty good

Wolfgang Voigt
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reason to continue the same storyline. However, I have a lot of different projects
I am working on. There was no time to produce a record in the last five years but
that doesn’t necessarily mean that there won’t be time for it in the next six months.
I believe that something will happen fairly soon.
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