Dr. Ulrich D. Einbrodt

Space, Mysticism, Romantic Music, Sequencing, and the Widening of Form
in German ,, Krautrock” duringthe 70°s.

The German Bea Bands of the sixties tended to imitate the British bea music
scene, in their looks as well as in their music. Sometimes they used the German
language, which is the funny version, but often the tried to sing in English,
which resulted in bad pronurciation and the missng ,th“ becane a
charaderistic asped of many bands. At the end d the sixties however, many
bands were looking for new inspirations; they were tired of copying the British
bea scene.

Interestingly, the new kind d German popuar music had its origin in
Cdlifornia. Here the hippies of the mid and late sixties and bands like “ Grateful
Deal” creaed the so-cdled “Psychedelic Music”, a mixture of revolt, drugs,
dreamns, and longimprovisations.

It needed some time until the psychedelic movement reated Germany and a
kind & German psychedelic music began to develop. This music was on
cdled “Krautrock”.

As the “All Music Guide” states, “...Krautrock refers to German bands from
the 70s that expanded the sonic posshbiliti es of art and progressve rock. Instead
of following in the diredion d their British and American courterparts, the
German bands becane more medhanicd and eledronic. Often they credaed a
pulsating, droning sound that owed more to the avant-garde than to rock &
roll.”* This refers to the music of Tangerine Dream and many others, but not to
some other important styles of Krautrock.

The term Krautrock itself was—so it is sid — creaed by a British Magazne,
possbly influenced by songs from Amon Dudl 11 like “Mr. Kraut’s jinx” or the
simple title “Krautrock” from the band “Faust”. Some German musicians
regarded it as negative, others said it is just an expresson for a kind d music
where zn equivalent English term does nat exist, and therefore it is something
speaal.

Thus, Krautrock isthe music, which has not much or nothingto dowith usual
rock & roll. For instance, the succesful German band “ The Scorpions’ played a
kind d international hard rock in the seventies, so the term canna be gplied for
their music. Therefore, the term does not cover the total range of German
popuar music from the seventies, it indeed indicates a very speaal style, often
meditative, sphericd, or somehow crazy.*

AmongKrautrock, agrea number of different sub genres existed. The aticle
concentrates onfive of these sub genres, as the bands that represent them, are, or
were, among the most popuar bands of Krautrock. These sub genres of
Krautrock are: Cosmic Space Music, Experimental Mystic, Romantic, Mystic
Fantasy and Popuar Sequencing Music. As the first two are dosely conreded
with the mentioned term “psychedelic” and the description d the “All Music
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Guide”, the other three follow different musicd tendencies. These sub genres
are represented best by the bands Tangerine Dream, Faust, Novalis, Eloy and
Kraftwerk.

The band “Tangerine Drean” formed in 1967 Starting as a Rock "n Roll cover
band, they soonwanted to change their repertoire to something dfferent. Edgar
Froese, the mastermind and synthesizer player, had studied some time scul pture
with Salvador Dali and felt influenced by his surredistic tedhniques and ideas
and though of conveying these ideas to his music.> They discovered the
synthesizers and made them the most important instrument. Also they used a
flute and agan and thus creaed spacey, cosmic soundscapes that gave this part
of German psychedelic music its geda name. Terms like “Space Music”,
“Cosmic Music” or simply “Eledronic”, charaderize that style that is deeply
conreded with the works of “Tangerine Drean”.

The asmic amosphere cane out clealy with their sscondabum from 1971,
entitled “ Alpha Centauri”.

et SR o As the title Alpha Centauri suggests, our

- eyg®

neighbouing solar system, abou four light
yeas away, gave the name and is resporsible
for the acsmic asped. The dbum contains
only three traks, the title song “Alpha
Centauri” lasts a bit more than 22 minutes. It
consists of a streaming and flowing d noises
and sounds, forming an atmosphere of outer
space

A pipe organ can be head amost
throughou the song, fading in and od, using
heavily reverberated minor clusters and sourd
FX. A drone tone on G that fadesin and ou as
well, acompanies half the song Noises are
wind-like on dfferent ranges, with dissandos and changing vdumes. A chair-
like dfed becmes more natural in the end, soundng like voices with intense
reverberation. A flute improvises for abou fifteen minutes of the song, fadingin
and ou as well. Mostly withou any acammpaniment and just wind nases in the
badkground the flute is freeto improvise on any scae; often it uses ssgments of
the A minor, F mgjor and E minor 7 scdes (see example 1). The flute seems to
like the sounds of wind FX or glissandos, as it can dften be head in this
conrexion. Until the end, the organ comes in again heavily with a loud pedal
basstone, suppating the ostinato G major — A minor motif, using the third (B)
occasionaly in bassinstead o the tonic G. These dhords are followed for one
time only by an D magjor — E minor part to turn bad to the final G major — A
minor repetition (seetable 1 for songstructure).

Image 1: Tangerine Drean,
Cover “Alpha Centauri”



Interestingly, the song contains also lyrics, but not sung, but spoken with
distortion and delay effed. The German text is abou the spirit of love that fill s
the universe. Thisloveis 9 strongthat hate has no dace

Der Geist der Liebe aflllt den Kosmos, und ar das All zusammenhélt, kennt jeden Laut. Der
Geist steht auf, seine Feinde zerstieben, und de ihn hasen, flieh'n var seinem Angesicht.
Sende aus deinen Geist, und Leben entsteht und also erneuerst du des Antlitz der Erde.
Komm Geist, erfllle die Herzen deiner Menschen und entziince ihnen das Feuer deiner
ewigen Liebe.
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Example 1: Alpha Centauri, flute from the “flute & wind’-sedion (12:00-12:25)

Surely, a song structure like this has no dacefor intros, verses, choruses and
bridges or even solos. The whale title can be regarded as a solo with changing
badkgrounds, aflowing stream of sounck.

Tangerine Dream went through several phases, the most important change was
to include sequencer patterns, as can be head ontheir album “Phaedra” from
1974 where the fifteen minute title song makes heavy use of sequencing and a
lot of moog and mellotron effeds. As arule, the apeggiated sequencing trance
driftsin and ou of the mix. The melodic lines of the moog are dl rather smple
and are cetainly intended to induce atrancelike dfea aswell. The sequencing
is programmed in minimalistic steps to creae aflowing motion, where danges
are minor, and realy imperceptible. The wind-like dfeds are here as well asa
charaderistic of the bands' soundscepes.

The band has written several works for film music and is adive still today.
Now as before, the synthesizer is the most important instrument.®



Alpha Centauri / Tangerine Dream (1971)

cymbals dronetone flute +reverb  windfx windy fx
organ cresc. (©)) different range

(pipe organ throughou, fading in & out)

0:00 2:27 3:.00 3:50 5:40
glissandofx high organ glissandofx wind nases flute & wind
different ranges sounds andflute high pitched, ac zither: d,g
7:25 8:25 9:25 10:00 10:55
flute & wind flute & wind flute intensifying flute dimax
fx volume (high pitched)

12:00 1316 1540 16:33 16:40
lyrics organ & choir organ & choir fade end
(spoken) organ: organ: till 22:04
until 19:15 (G-Am) (D - Em)

with loud and badk to

basstone (G-Am)
18:06 19:00 20:00 21:20 22:.04

Table 1: Alpha Centauri Song Structure (The time line indicates sgnificant changes in sound
and arrangement)

The band “Faust” formed in 1971 With very littl e successin Germany, they
were even more successul in Britain.” They did na start as a Rock band, but
felt a stronginclination to experimental eledronics from their beginning. After
disbandinginthemid 70es, the band reunited in the |late 80ies.

In 1973 they released the dbum “Faust 1V”, which included the song
“Krautrock”, which is a fine example of the mentioned meditative and crazy
atmosphere of that genre. As David llic states in the liner-notes of the re-isaue
CD, Faust does not produce song forms, time and spacedevelop as greans of
consciousness® As “Alpha Centauri”, the title “Krautrock” relies mostly on
noise and soundfx. The cver of “Faust IV”, however, does not resemble its
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bizare musicd contents at al: Here only empty music manuscript paper is
shown. The songcan be divided into two parts, A - withou drums, and B - with
complete drum set. Most of the entire songis built arounda simple pattern with
nathing bu the tones d and e, performed by two synthesizer sounds, where a
verson with heavy fuzz distortion pays only e (Synthesizer 2), and the
reverberated courterpart (Synthesizer 1) plays e with d onthe fourth bed, (see
example 2).

The two parts of the song llecome even more diff erent becaise the ostinating
pattern of synthesizer 1 is fading within the A-part so that it is lost when the
drums dart. In addition, with the entry of the drums the sound d synthesizer 2
changes from the fuzzy versionto an undstorted, more basslike sound.
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Example 2: Krautrock, synthesizer patterns

To crede a wide stereo effed, synthesizer 1 is on the left channel and
synthesizer 2 onthe right channel only. This patterns goes on for at least the
whole of part A, the volume of the first synthesizer is constantly fading through
part A andis no longer audible in part B. The pattern of synthesizer 2 goes on
for the complete song but it changes from the fuzz version in part A to a bass
soundin part B. In addition, the pattern varies rhythmicdly in the second part.
An eledric guitar adds afew single notes and single nate lines, often with heavy
use of a wah-wah. The material is mostly in the scde of E pentatonic minor. A
seoond gutar is used for sound fx ony with heary wah and dstortion
application; no significant melody or harmony is audible here. These sounds
form apart of the machinery-like soundsthat are aeaed by synthesizers as well.
A tambourine alds percussve dements by starting to rattle only occasionally
first, then moving ontowards a rattling through oneighth naes with stresson
bedas 2 and 4and thusintegrating an rock n' roll asped here.

The entry of the drum set marks the beginning d the second part of the title.
The drums ad rock-like similar to the tambourine by emphasizing beas 2 and 4
on the snare drum and so part B has at least rhythmicaly somethingin common
with conventional rock music. A short fade out, fade in and ou again leals to
the final ending (seetable 2 for songstructure).



Krautrock / Faust (1973

Part A
gliss synthesizer ~ short guitar  tambouine stereo tambourine
pattern notes occasionadly  wah-guitar on2+4

(heavy steamy, madinery-like soundfx throughou, fading in and ou)

0:00 0:02 0:38 0:50 1:30 2:00

Part B
tambourine guitar tambourine drumset high wah-
rattling through single notes stresses rock groove guitar notes
on eighth ndes, heary wah-fuzz  “one and’-beds on2+4
stressng the fx in badkground fuzz-synth
“four and’-beds replacal by

basslike sound

4:00 5:00 6:00 7:00 8:05

drums fade, drumslouder cymbals badkto master shortfadein  quick

steamy instead of hihat fadeout ofal sounds fadeout +
glissandofx hi-hat loud dums end
dominant

9:20 10:00 10:40 1053 1112 11:32 11:45

Table 2: “Krautrock” Song Structure (The time line indicaes sgnificant changes in soundand
arrangement)

Apart from the dedronic emphasis, several other styles are in close connexion
with Krautrock. The romantic style forms an important part of Krautrock; the
most succesdul band is “Novalis’, named after the German pcet from the 18th
century. The band dd na only take his name: Severa lyrics are taken dredly
from the poet, only slightly modified. To underline the romantic impresson,
Novalis chose Art Nouveau covers, as for the dbum, “Sommerabend’.

The title tune “Sommerabend” - with lyrics by the band - is a piecewith more
than 18 minutes which is divided into five parts that blend into ore ancther (see
table 3 for song structure). All musicd patterns are rather simple, using mostly
slow melody lines with soft soundng synthesizer chords for badking. As the
band wses aregular instrumentation, the synthesizers are acompanied by drums,
eledric and aoustic guitars and bassguitar. Novalis garted as a folk oriented
band, so the use of the aoustic guitar feds somewhat intimate for them.

6




A typicd “Krautrock”- charaderistic
for bands that do nd belongto the more
eledronic sub genre is the intense use
of the soft soundng synthesizer
badking chords, usualy a stringlike
registration is applied for this
acmmpani ment.

The lyrics point out the intention
behind it: A thougliful feding d a
summer evening shoud be aeded,
where someone is stting at the bead,
dreaming with the waves, becoming
depressed and heppy again by the ideg
that he and all others could be happy
when he leans or knows how to gve
love to athers. Thisideabringshimto a

Image 2: Novali S, Cover
“ Sommerabend’

new day with new hope.

The first part cdled “Wetterleuchten” (Summer lightning), ads as an
introduction to set the moodin na much more than synthesizer badkground a
few notes of the dedric bassguitar, and slow, simple drums with snare on keds
2 and 4, bassdrum mostly on kea 1 and eighth ndes on h-hat. As most of this
part has only chord badkings on D sharp minor and F sharp maor, the dord
progresson A minor, F mgor, A minor, G mgor and A minor again suppats
the simple melody line that softly rises out of the dords at the end d this part,
(see xample 3):
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Example 3: Excerpt from “Wetterleuchten”

Here the typicd badking chord sound with a string-like synthesizer setting is
used, the dhord progresson is played with minor variations. The melody uses a
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soft lead sound (square-like) with reduced harmonics. The first four-bar-pattern
is repeaed, where only the melody changes to the lower octave for three beds
of one bar. Thiswhole sedionisrepeaed again after two bars of A minor.

Part 2 istitled “Am Strand’ (On the bead) and adds the a®ustic guitar with
the ssimple ostinato chord pattern A minor, C and D magor, playing chord
arpeggios. The guitar soon changes to play two vaicings of the A minor chord
only, acompanied by the bassguitar with na more than G and A notes, where
G ads as a suspension. After two minutes, the guitar goes badk to the chord
progresson and uses arpeggios again. Sounds of waves are suppased to suggest
the beath mood thoughthe waves tend to be rather small ones here. In this
sedion, the lyrics dart.

Part 3 “Der Traum” (The dream) shows us the depressed asped of the
protagorist, but also the ideato gve love. In mood \ery similar to part 2, a
slightly enhanced chord structure is used here: E minor, A minor, B flat mgor,
C magjor, B minor, and A mgjor. As is the rule for the dhord progresson o
Novalis in this time, this pattern is nealy aways repeded with only minor
changes. Instrumental sedions aternate with vocd parts, a lead synthesizer
sedion is repeaed completely, see &so table 3 for song structure. At the end, a
siren-like synthesizer glissando leads over to the opening d the happier
soundng “New day” -Part.

Part 4 “Ein neuer Tag” (A new day), changesto arock & roll li ke groove on
the dhords D, F and A mgjor, to demonstrate the paositive asped of the new and
happy day. The siren soundthat started in the previous part goes on here for a
few seaonds and thus combines part 3 and 4 Same & in part 3, instrumental
sedions aternate with the vocds. The instrumental intro sedion is repeaed
twice dter the first and second vacd parts. Part 4 is divided into two sedions,
where the seaond sedion is a repetition d a fragment of part 3, “The dream”,
seetable 3 for detail s. Here the lead synthesizer and the guitar play the same &
in the wrrespondng elements of part 3, the vocds however, present the melody
with new lyrics.

The last fifth part “Ins Licht” (Into the light), is just arepetition o a sedion
of part 1, “Summer lightning’, slightly modified in sound Here afew final
chords are added by synthesizer alone.

Regarded as a complete work, the piecelooks like a ercle where the end is
attadhed to the beginning. The repetitions of several sedions that are used in
different combinations within the single parts suppat the impresson that the
title shoud be regarded as a whae, athough the sedions are not redly
musicdly blended but are more or less smply juxtaposed.



Sommerabend / Novalis (1976

Wetterleuchten Am Strand
string- synthesizer  melody sedion  repetition  ac guitar chords| ac guitar
drums onA minor of melody chordsto arpeggio (short)
bass sedion prepare next A minor chords
few lead soundfill s part
0:00 2:08 2:47 3:10 3:50
Der Traum
Wave soundfx  chord progesson Vocds | ac guitar eledr. guitar  vocds
A minor guit. Am,C,D click fx & strings
melody

4:20 5:40 6:20 8:12 8:42 9:22

Ein neuer Tag vocds
lead synth. vocds lead synth. synth fx eledr. guitar: (chair)
repeaed as before (siren sound| rock nroll groove
melody line (comp. 1Q00) lead synth.
10:00 10:42 11:22 12:00 12:07 12:57
lead synth. vocds leal synth. Repetition d vocds lead synth.
melody (chair)  melody lead guit. / synth. melody of asin“Traum”

as before of “Der Traum”  “Der Traum”  with dff. sound
(comp.13:22) (comp. 842) (comp. 922)  (comp. 10:00)

1322 1342 14:06 14:29 15.08 1545
InsLicht
same & same & synthesizer  end
“Wetter” “Wetter” final chords
first sedion melody part
with dff. sound (comp. 208)
16:22 17:22 1803 1815

Table 3: “Sommerabend” Song Structure (The time line indicates sgnificant changesin sound
and arrangement)

Very often, the German bands tended to mysticism and magic in their lyrics and
so there was the need for a musicd expresson, which in many cases resulted in
dark, mystic keyboard sounds with minor chords that were gplied to awake
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strange, alien emotions. Stories of ancient, cosmic, medieval, or fictitious fairy
tales had to be set to music. Of course, the string like synthesizer sound that
plays only chords is amost indispensable here again and clealy evident as a
charaderistic feaure of typicd Krautrock.

The band “Eloy”, who barowed their name from the short story “The time
madhine” from H.G. Wells, where the naive and innacent creaures were cdled
Eloy contrasting the “Morlocks’, the monsters of the underworld.

To present a total work of art, this album introduced ore theme where the
individual trads demonstrated certain aspeds or phases. The band chose the
theme of the rise and fall of Atlantis, which they presented with four titles and
the wver functioned as a suppating and mind inspiring painting. As the
seventies were the decale of skilfully worked ou covers, this media was
integrated as well: The aver could be unfolded to show huge, doulde-sided
ill ustrations of the main elements of the dbum. The dbum was entitled “Ocea”
and showed godPoseidonas ruler of the ocean, seeimage 3.

In this case, hisheal islost in agalaxy and he holds arod with askull, which
gives evil forebodngs. It can aso be seen that he is =ttled on or he dmost
forms an island, at the shore of which severa saili ng ships sem to colli de with
the rocks.

The concept starts with the first title, the rise of Atlantis, with “Poseidon's
creaion’, goesover to “Incanation d Logaos” and “Decay of Logas” till the last
title that charaderizes the fall of the isand, “Atlantis agory at June 5th —
84987 13, P.M. Gregorian Earth time”. Here the exad date and time of the fall
Is given. The band, so it seans, did na cae much abou the airious time “13
p.m.”

The theme is taken from Plato’s documents “Timaios’ and “Kritias’, which
describe the rise and fall of Atlantis.”

Eloy is much closer to the rock scene the other bands analysed here. The first
title, “Poseidon's Credion”, shows ome dements of Eloy’s music and o why
they, nevertheless belong to the “Krautrock” genre. Typicd for Krautrock are
the indispensable string synthesizer badkings that play only simple dhords, also
the rather naive vocds that are more spoken than sung and that ladk proper
pronurciation. On the other hand it shoud be mentioned that the instruments are
played with more virtuosity: Compared to Novalis, the drums play a lot of fast
rolls and more sophisticaed hi-hat rhythms, the basslines are full of melodic
content and do na rely ontonic notes only. The title feaures an energetic intro
that leads on to the organ theme, also introduced by a swelli ng crescendo.

The organ theme (see example 4) is smple and in octaves in D minor, but is
has a moving-onward fed that fits to the 12/8 time signature and with this
simple structure it amost sounds like aheavy guitar riff. This sgnature is kept
for most of the song uriil it changesto 4/4 for the synthesizer and gutar solos at
the end, seetable 4 for complete songstructure.
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Example 4: Organ Theme from “Poseidon' s Credion”

Image 3: Eloy, Cover “Ocean”

The organ theme is repedaed four times
to gve placethen to gutar fills on G
major. This whoe sedion is being
repeaed with two times organ theme to
move on to a guitar solo with string
badking. Here two owerdubled gutars
fight aroundthe solo part, whichison D
minor first and aternates with C major
when a rearder (or a rrespondng
synthesizer setting) joins the sedion. A
repetition d the organ theme withou the
G magjor sedionleals to the vocd part of
the title. Here, the spoken lyrics tell
Plato's gory how Poseidon creaed
Atlantis. Lots of reverberation and celay
on the vocds try to hide the bad
pronurciation, but the inevitable string
badkings succea in making this part
somehow mysticd. Based for some time
just on D minor and A minor, the
progresson A flat, B flat and G mgor

functions as a link to the transposed seadion onC minor and G minor, where &
itsend, A flat, B flat an G link badk to D minor and A minor for the repetition d
this whole part, with new lyrics. The repetition feaures bass guitar and
accentuated drums, and in the third version d this part the C minor sedionis
cancdled. Then the drums emphasize ahi-hat on eighth ndes, together with
many fill s, which, as awhaole, make atypicd rock groove. The final synthesizer
and gutar solos change the time signature to 4/4, both instruments rely on a
harmonic badkground d only C minor and D mgjor. At the end, a dhoir fadesin
with na more than just a low tone on an “aadh’-voicing, until it uses ssme
simple higher melodic lines onthe C minor scde. This chair leads to the end.
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Poseidon’s Creation / Eloy (1977)

guit. arpeggio  strings organ theme guitar solo changeto organ theme
F minor organ D minor (2 guitars) Dm-C Dm, withou
& synth. crescendo  guitar fills stringbadking & recorder G major part
then bass& (G mgor) D minor

drums

Fm-Dm (time signature: 12/8 urtil 7:40)

(repeded)

0:00 0:45 1:23 2:20 3:29 3:55

Dm - C part arpeggio guit. changeto changeto Ab,Bb,G  reped vocd

(short verson) Dm-Am Ab,Bb,G Cm-Gm as before part as from
& cymbals, then (structure & comp. 517 4:29,&
vocds (spoken) Dm - Am) bass& drums
string bading

4:18 4:29 5:17 5:30 5:42 5:55

reped vocd synth. solo guitar solo  chair chair end

part, (withou square lead onCm-D (Aa&h voces) high melody

Cm - sedion) sound one note (minor scde)

hi-hat: eighth  (based onCm - D) Cm Cm

rock groove  timesign.: 4/4

7:05 7:40 8:22 9:27 10:30 11:37

Table 4: “Poseidoni s creaion” Song Structure (The time line indicaes sgnificant changes in
soundand arrangement)

“Kraftwerk” formed in 1968andis considered to be the most famous band when
Krautrock is concerned. Their minimalistic sequencing combined with simple,
often funny, commonpacenorsense lyrics™ and synthesizer lines that are eay
to sing along cave them worldwide success They rely on synthesizer sound,
but occasionally traditional instruments like aflute can also be head. Their most
succesdul abum is “Autobahn’, released in 1974 The ver shows this
highway (seeimage 4) and the title tuneis abou cruising along onthe highway,
overtaking aher cas (or being owertaken aswell) and li stening to the radio.

An intro with the noise of a starting car sets the mood for the aquise. A
vocoder voice, saying “Autobahn’, tells were the protagonists are. From then
on, the song can be structured into four parts, seetable 5. Part A contains the
main theme on F major, see xample 5, where dso the vocds =t in.
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Autobahn / Kraftwerk (1974

Intro A A
starting car vovoder sequencer | synth.theme  sequence repetition

voice & vocoder| F,Bfla,C& D & fina of part A

fx GC,D B flat, C, D | with
vocds & gliss fx | eledronic drums

0:00 0:20 0:50 1:19 1:40 1:58
A B A c
repetition| synth. tune flute & guitar| repetition eledronicdrum  bassfx
of pat A | repedaed improvising | of part A solo honking

in dfferentoct. then badk to | withfurther | vocoder voices  fx

synth.tune | variations wind fx

2:37 3:15 4:35 6:30 8:16 9:10
A~ D
repetition vocds sequencer vocds sequencer  vocds end
of part A, A,D,E €edr.dums AmD,E D,GA,D D,GA gliss
ext. G sedion
radio & piano
1316 1558 16:50 1840 19.01 22.04 2242

Table 5: “Autobahn” Song Structure (The time line indicaes sgnificant changesin soundand
arrangement)

H o
Synthesizer S = E 8
= ———

Example 5: Synthesizer Theme from “ Autobahn”

A change to G mgor, afalling sequence on D mgjor and a dosing progresson
on B flat, C mgjor and D major lead onto two repetitions of that part. In the
repetitions, eledronic drums are alded. At abou 3:15, the B part starts on A
major with a synthesizer tune that is repeded several timesin dfferent octaves.
A flute and a guitar (or a guitar-like synthesizer setting) improvise for a time,
until they find badk to the tune of the synthesizer. At 6:30, the A part isrepeaed
with variations and thus can be interpreted as A’. At 8:16, the C part sets in.
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Here the dedronic drums play a solo,
acmmpanied by vocoder voices, wind & bass
fx, and synthesizer sounds imitating honkng
and owertaking cars. This leads to the third
variation d the A part, here then A”, which
contains also a playing with the radio in the ca,
where exadly the vocd tune of the title seans
to be broadcasted. The G maor sedion is
extended here and includes also a piano. The
‘ fina part D changes to A magor for a doir
Image 4: Kraftwerk, Cover repeaing the word “Autobahn’. Alternating
»Autobenrt with the doir is an instrumental sedion for
sequencer and eledronic drums (here with
eledronic snare on kedas 2 and 4). The last instrumental sedion moves to D
major and a final repetition o the dhoir (now on D, G, A chords) leals to the
ending onthe chords B flat, C mgor and D major, where asynthesizer glissando
down ore octave seems to mark the end d the trip.

Summary:

The examples diow important elements of the whoe range of German
Krautrock in the seventies, from cosmic, eledronic space music over the
romantic asped to the fantasy style and to the sequencing pop d Kraftwerk.
Many other Krautrock bands were popdar and d influence in the seventies.
There is a new interest in England, and even modern techno and rave beds
imitate structural Krautrock aspeds from eledronic spacemusic by relying on
pulsating sequencer rhythms that have alot in common with Tangerine Drean’s
space journeys, Faust's fuzzy repetitions or Kraftwerk’s sequencing. This
demonstrates that the innovative works of these German bands of the seventies
are - inretrosped - an important and influential part of rock history.
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