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PREFACE 3

Preface

This book is an account of the history and present state of music,
seen through the inquiring eyes of an individual. It spans the sub-
ject from scarce archaeological evidence of music more than 30000
years ago, over classical orchestra and chamber music to the latest
rock and fusion masterpieces.

My intention is not to give you a complete encyclopaedia of the
most liked or most played composers and compositions. Others
have done that very well. On the contrary, I want to select relatively
few, crucial works that in my view constitute important progress in
musical expression. The selection of music to be highlighted in this
book focuses on works that bring something new to the music and
step beyond the rules of convention at the time of composing,
thereby breaking the ground for new experiences of sound. As a
result there are some perfectly nice compositions made in already
established musical styles that you will not find here, including
several that by convention are present in most other treatises of
music. As compensation, you will find works described, that per-
haps you did not know - and which yet may end up filling you with
the deepest joy and admiration when you listen to them. Fortu-
nately, greatness and innovative spirit often go together. In any
case, while you may not always be in agreement with my judge-
ments, I hope you will disagree in a way that opens for constructive
dialogue, whether with friends or just in your mind.

The account attempts to cover music from the oldest to the most
recent (“across times”), from all parts of the world, and from all
genres, such as folk music, classical art music, jazz, musicals, rock
and pop music (“across fences”).

Running footers will display melody score excerpts for those read-
ing musical notes. When this book project was started more than
ten years ago, I considered adding a DVD with full-length re-
cordings of some of the music highlighted in the book, from the
best recordings available. Purchasing rights would have made the

BENT SORENSEN ¢ MUSIC ACROSS TIMES AND FENCES



4 PREFACE

bundled DVD/book very expensive, and fortunately, the music
scene has changed so that streaming services can now offer most of
the music at low cost or freely. How to use such services along with
reading the book is explained at the end in Notes to Recordings. The
e-book version has direct links in the text to Notes and from Notes to
the Internet music, while the print version provides track ID’s to
type in on your computer, tablet or phone. However, one can also
use the tracklists I have provided on the streaming media for each
chapter or section, whether reading the print or the electronic ver-
sion. Thus the music is just a click away.

I have a background in several scientific disciplines and I am active
in a small way in art and music composing. These particular skills
are to blame, if this book makes interdisciplinary connections that
would not occur to people without such a bag of experiences. That
and the focus on musical innovation, whether by large or by small
steps forward, is hopefully making the book stand out from the
crowd, as well as making it more enjoyable.

Bent Serensen
Gilleleje, May 2016
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Greensleeves, a song first registered 1581 in England, composer unknown.
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INTRODUCTION 7

Introduction

Music is a very basic part of many people's lives. Be it the current
generation of walkman/smartphone carriers, web-music listeners,
concert-goers, bathroom singers and members of the local rock
band, or be it throughout history all those that have enjoyed sing-
ing, playing instruments and listening to the beat of village drum-
mers. Not to speak of those who themselves improvise, invent
tunes or compose scores. The causes for this enthusiasm are the
territories that I try to explore in this book. It therefore differs from
many music books that focus on only one type of music: if classical
then no rock music mentioned, if jazz then not a word on opera,
and so on. Even inside each category, there are definite schools dis-
cussing how to delimit the sub-fields.

Writers following the German-Austrian musical tradition have de-
livered books seeing Bach, Beethoven, Brahms, Haydn, Mozart,
Schubert and Schumann as the basic cornerstones of good music.
My treatise, while giving due credit to the marvellous composers
from Germany and Austria, is one of the first contemporary writ-
ings to accord the proper place in the music hall-of-fame to com-
posers from the rest of the world, beyond the European continent.
Also inside Europe, the treatise is broadened to include areas often
treated as marginal, and to reconsider the relative importance of
different composers, when seen in the light of their contribution to
innovation.

More emphasis is placed on the Italian composers who started cur-
rent soloist and symphonic traditions and brought it to the highest
level (notably Alessandro Scarlatti and Antonio Vivaldi). I would
also like to heighten the international ranking of the French com-
poser Saint-Saéns, who brought forward the brilliance and charm
that, more directly than previously thought, lead straight to giants
like Debussy, Ravel and de Falla, and furthermore, I pay tribute to

.
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G. Bizet, toreador song from the opera Carmen (1875).



8 INTRODUCTION

many 20" century composers from Russia and from countries not
making much headway in earlier music history telling: Japan, Mex-
ico, Hungary, Poland, the UK and the USA, to name just a few.
Among music encyclopaedias on my bookshelf, the least nationally
biased ones are often British!, maybe because domestic English
composers largely lacked international recognition at the highest
level before Britten and Lennon.

Another feature of this book is its attempt to find the roots of music,
by going back to the early Stone Age and looking not only at mod-
ern humans but also at the other human families, based on archaeo-
logical findings. Later, the several thousand-years old cultures of
Babylon, Egypt and Greece bloomed with music, and although
much has been lost, there is enough evidence to asses some of the
kinds of music invented during the periods in question, by using
accounts written at the time, by studying instruments found, and in
rare cases even sheet music (that is, often carved into stone so that it
could survive to our times, or being repeatedly copied, as is the case
for many other existing accounts from these cultures, with copying
errors as a challenge to scientists trying to decipher the original
message).

It would perhaps be wrong to expect discoveries in ancient music of
outstanding masterpieces, that could challenge the best of recent
music, but it is right to expect pieces that will further our under-
standing of the development of musical form and content, and
therefore may be well worth listening to. A perhaps valid compari-
son is with the much shorter history of movies, where a number of
breakthroughs in early filmmaking are necessary prerequisites for
modern movie masterpieces, but where the bulk of movies pro-
duced between 1900 and 1930 are just horrible melodramas and
cake-throwing comedies. And yet, one finds here the first uses of
interesting camera angles and techniques that form the basis for
real artwork appearing at a later stage.

! For example S. Sadie (ed.), The new Grove dictionary of music and musicians,
20 volumes, published by Macmillan Publishers Ltd., London (1980).
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INTRODUCTION 9

It is my point of departure that music consists of melody and struc-
ture. Simple songs are often melody without (or with very stereo-
typic) form®, while on the other hand the experimental composi-
tions appearing around 1950 often focussed on form to such an ex-
tent that melody was entirely forgotten. In my view, this is why
such types of music are likely not survivors. The best music may
use simple melodies derived from popular songs, but with sophisti-
cated formal structure superimposed — such as in the works of
Bartok based on folk tunes collected by the composer in central
European villages around 1900, but transforming them to highly
complex art music.

Melody is the raw material, structure is the intellectual contribu-
tion, but only the combination of the two is truly music.

A melody is a tune rendered in a single voice. It is characterised by
the tones used and the intervals between them. Looking first at the
set of tones used, the immediate question is whether they are quan-
tised or not. "Quantised" means that only certain basic sound fre-
quencies are allowed - any frequencies between the allowed ones
do not appear. This feature is built into instruments such as a piano,
but not in others like the violin or our voice. To be a good singer
implies — among other things - to be able to hit the quantised notes
of a melody. For quantised music, the important question is which
notes are allowed: this involves defining the scale to be used, the
scale being a basic set of quantised sound frequencies, typically
four, five, six, seven, twelve or more to an octave’. Scales will play
an important role in the discussion of ancient music in the next
chapter, and will reappear in the following chapters. An important
choice is of course the intervals between the notes making up a
scale. Some details are deferred to the chapter on Technicalities.

Can one make music that is not quantised? The answer is certainly
yes, but this does not guarantee that many people will like it. Yet, it

2
I use “form” and “structure” as synonymous terms.

% An octave is the interval between a sound of a particular frequency and another
at twice that frequency. In some Arab music, 24 divisions of the octave are in use.
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10 INTRODUCTION

is often smuggled into conventional quantised music in modest
amounts, by use of broad-frequency instruments such as gongs,
bells, etc., or by playing instruments capable of producing sound in
a non-quantised way (e.g. sliding up or down the guitar or violin
strings, or using the continuous variation of the sound column
length in a trombone). In the case of bells and drums, there is often
a blurred base frequency, combined with a lot of timbre, that is,
“harmonics” (overtones) of the base frequency. Harmonics are just
tone components with frequencies 2, 3, 4, etc. times that of the base
frequency. The intensity of different overtones defines the timbre of
an instrument and thus makes instruments different in interesting
ways.

Most melodies allow themselves to depart from the basic key — that
is, from the set of tones belonging to the scale primarily used. Some
composers use such deviations to an extreme extent, so that it is
very difficult to discern what the underlying “basic” scale em-
ployed might be. For others, deviations from the main scale are rare
events giving particular emphasis to a certain passage of the music.

There is an intimate relationship between composers (the subject of
this book) and performing artists (not the subject of this book)".
Sometimes an outstanding artist can boost the image of an average
run-of-the-mill composer. Examples are some of the opera arias
fortunate enough to have been recorded with Maria Callas or Ce-
cilia Bartoli, or some of the mediocre pop songs recorded with the
voice and mannerism of Elvis Presley. Yet in a way, the performing
artist is nothing without the composer, and if the performer over-
steps her or his competence, the outcome can be very negative. A
performing artist is supposed to interpret the work of the com-
poser, not change it. However, this is a fine balance, as no score of
notes can convey all aspects of the music. There has to be interpre-
tation: a computer’s sound rendition of a piece of sheet music rarely
gives the full listening experience of the best of human interpreta-
tions, containing minute alteration of the timing of events. The cru-
cial difference is between interpretation aimed at unfolding the

4 Also the providers of lyrics, for instance to songs and operas, are not dealt with.
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INTRODUCTION 11

composer’s intentions, and interpretation just serving to show off
the brilliance of the performing artist. Fortunately, most artists are
on the first track.

To make the issue even more cloudy, there is also a legitimate form
of music based on reinterpreting or rewriting somebody else's
work: There are the improvisations and cadenzas where the per-
former gives her or his thoughts on a given theme or composition,
and there are the variations on a theme originally written by some-
one else (Beethoven and Brahms did lots of those). Further, there is
the quotation of a theme written by another composer, as homage
to that composer (Shostakovich and Zimmermann did that). Fur-
thermore, e.g. in music forms such as jazz and rock there is a tradi-
tion for making new versions of older work (Beatles did this a lot,
particularly on their first records), as well as making improvisations
based on a given theme. However, there is little quarrel over the
statement that an ideal use of existing material is the sophisticated
elaboration that for example is seen in Bart6k's work of bringing
folk tunes into a complex symphonic or solo instrument context.

One may say that music has always developed by way of the inter-
est of ordinary people, such as the teenagers today, indulging in
whatever kind of music the advertising industry chooses to present
to them, or the peasants of yesterday, needing some distraction dur-
ing their boring work. According to R. White’, listening to music
can be either emotional or intellectual. In the first case the music is
just enjoyed, in the second case it is enjoyed with the additional
thrill of admiring the way it is constructed. Only a small (but not
very small) fraction of the music lovers go further, composing
themselves new melodies or testing new rhythms in a local band,
and they form a creative basis for adding new melodic and struc-
tural components, eventually ending up as a basis for new art mu-
sic. The explosion of new music in the 20™ century happened on the
basis of Central European peasant songs, Irish ballads and the
rhythm-and-blues luggage that African slaves brought to America.
Two chapters near the end will be devoted to investigating such

® R. White: Music and its Story, Cambridge University Press (1924).
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12 INTRODUCTION

level-raising by intellectual remodelling of simple popular songs.

These remarks add strength to the definition of art-music I use, and
at the same time to the criteria, I have employed for including a
particular work in this short and necessarily selective book. My
criterion is musical innovation: that a given piece of music, or a
composer through the collection of his or her® work, adds new di-
mensions to music, either in form, content or their combination.
Before starting the journey through the development of music as an
art specific to the human species, I present the time-line below,
along which I will be devoting chapters to main stages (but without
seeking to avoid overlaps, since one composer may play a role in
different style-periods). A rough assignment of periods to intervals
of calendar-years is indicated in the diagram.

Back to Basics
PERIODS CONSIDERED

Road music

Avrtistic folk music

Impressionist

Enlightenment

URenne

Baroque to Romantic

Renaissance :l

Formality |

Origins l

—7 T T T T T T T T T T T T T T
-35000 -600 -400 -200 0 200 400 600 800 1000 1200 1400 1600 1800 2000

Year

Timeline with musical periods corresponding to chapters in this book.

Enjoying good art or good music is an experience that can be re-

® One of the most prominent composers of the present epoch is a woman (Sophia
Gubaidulina), but in much of earlier music history, women play a conspicuously
small role.
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INTRODUCTION 13

peated. You do not avoid playing a Beatles song just because you
have heard it before, just as you may visit the Prado museum in
Madrid any number of times with no decline in enjoyment. Like-
wise, many good books invite rereading, but of course those based
on a surprise effect and little more will only be read once (“guess
who is the murderer” and that sort of stories). Few if any pieces of
music are based on such a one-time effect.

I have contemplated writing a special chapter on popular music but
decided against it, because pop-music seems to have existed
throughout all periods of musical style7. This kind of music, based
on easy recognition by the audience, is therefore noted in most
chapters, whenever I see it as creative, although most volume is
devoted to recent pop-music in the Road-music chapter. Pop-music
has changed in the recent century, being no longer just the music
that is popular among ordinary people, but rather a “music for the
masses”-concept developed by a musical industry, solely for the
purpose of making money. It is assumed that a piece of music that
aspire to accomplish this must sound familiar already the first time
you hear it, by having a catchy tune or accompaniment capable of
producing unsolicited humming inside your head.

" Heated discussions on “pop” versus “’serious” music are found in classical Greek
texts such as those of Aristophanes (Nubes), Plato (Protagoras, Symposion) and
Xenophon (Symposion).

r 3

» ! e  —, P PV P e Y 0T g B g

. - T 't )t e o T s ]
Fe———— e} 1 — —t —+ e ]
e —— L T o —— J ]

G. Bizet, toreador song from the opera Carmen (1875).



14 INTRODUCTION

£ |
1

r——
| | | I ] 1 T I I I J 1 [ ] |70 K 1
¥l T % o % 5 |1 | I F A T % o @ & 1) 11 1% |
LA, | r 3 1 P o Y S ¥ |0 1 g 1 T r.3 1 P | 1 "4 5 Y 1 Il
e 4 NI I'J] I’) 1 | 1T IVJI Il 1

Typical late 20™ century pop-song (Bent Sgrensen: Superstring Theme, 1987).



ORIGINS 15

Origins

The origin of music is not known, although it is likely to have in-
volved the human voice singing, and possibly simple rhythmic in-
struments such as clapping sticks. The inspiration for developing
rhythmic percussion instruments could well have been the human
heartbeat. Indeed, typical rhythmic paces of all music have re-
mained in the range of 60-120 beats per minute, just like the heart
pumping. A suggested first venture into the formation of music is
that of a mother humming or singing lullabies for an unhappy baby
resting at her breast (and hence near the beat-setting metronome of
the heart).

Indisputable evidence of early music comes from archaeological
findings, notably of flutes, dated to some 35000 years before the
present. These are certainly not the earliest musical instruments, as
they already involve a quite sophisticated technology where the
placement of holes defines the scales that can be used to express
melodies with these particular instruments. The reason they have
been preserved is that they were made from bones that may survive
for a very long time. Presumable wooden flutes were used earlier,
but have not survived for us to find. In any case, because a flute is
such a complex instrument, there must have been a previous his-
tory of musical development up to this stage, just not leaving any
hardware that we so far have been able to find. Of course, human
singing requires no separate hardware, supporting its likely role in
initiating use of music.

Rowbotham® divides musical development into three levels, charac-
terised by the use of specific types of musical instruments. What he

8. Rowbotham, Journal of the Anthropological Institute of Great Britain and
Ireland, vol. 10, pp. 380-389 (1881).
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sees as the lowest level is the use of percussion instruments, which
have ill-defined pitch (fundamental frequency) and are played by
simple hitting with sticks or fingers. They are used to express
rhythm but not to any appreciable extent melody. The next level is
the use of hollow pipes, such as the ones used in e.g. flutes, oboes,
trumpets and organs. By employing multiple pipes (pan flute, or-
gan) or by adding controls allowing only part of the air column to
be in play, these wind instruments can be used to render both
melodies and accompaniment accurately. The third and highest
level, according to Rowbotham, is the use of string instruments
(lure, violin and piano, to mention only a few). Such instruments
can express both rhythm and melody in combination, can vary
sound-attack and decay, and can produce harmonics and interfer-
ence between note frequencies in more sophisticated ways than
possible with the pipe sounds. The suggestion that humans devel-
oped music stepwise at these three levels is probably too simplistic
(for example, it ignores the role played by using the human voice
for singing), but the categorisation may still be of some use.

If singing was the earliest form of musical expression, it is interest-
ing to explore when it began. However, to address this one must be
a bit more specific about the definition of singing. Our language
associate singing with most birds, and composers such as Olivier
Messiaén certainly considered bird song as a form of music and
even a very sophisticated one. Anthropologists use a more restric-
tive definition of singing and language capability as the ability to
communicate by spoken language or melodic songs of higher com-
plexity than that by which many evolutionary “lower” animals
communicate. The definition is clearly quite subjective, as there is a
sliding transition from the song of crickets over frogs and dogs
(barking at trespassers, whining when the small ones call for atten-
tion by their mothers) to humans.

Perhaps a more convenient type of definition will emerge from
looking at the physiological basis for sound production. In that
area, a remarkable development happened at the evolutionary tran-
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ORIGINS 17

sition between the homo ergaster (probably the same as homo erectus,
living 1.8 to 0.3 million years ago) and the following types of hu-
mans: heidelbergensis (possibly just a transitional form, dying out
soon after its formation), neanderthalensis (surviving to about 30 000
years ago) and the modern homo sapiens (the latest and only human
species still surviving). The development referred to is a change in
the speech-producing organs that together with accompanying
brain changes (right-left differentiation and an effect of the FOXP2
gene) was a necessary precursor for the creation of complex melo-
dies and poetic speech. In contrast to earlier views, it is now be-
lieved that the developments needed for speech and song were not
sudden events, but developed gradually’, starting more than a mil-
lion years ago during the latest period of homo erectus presence and
fully in place more than 300 000 years ago, in all the new varieties
of the homo species.

Although speech and singing use the same physical organ, this
does not mean that the two abilities are always either present or
absent. Early brain theories suggesting specific locations for specific
tasks have today mostly been replaced by the view that several
brain locations collaborate in performing complex tasks. Further-
more, the genetic sites associated with intellectual music and lan-
guage abilities (as contrasted with the physical ability to produce
sound) have not yet been clearly identified, despite some explora-
tions of the differences in brain activity during spontaneous music
making (such as improvisation) and playing from note sheets'".

The suggestion of a parallel evolution of speech and music' is not
the only possibility. In current human societies, nearly all members
can speak one or more languages, and at least half the population is
able to enjoy music that has been created by others, but only a small
fraction, probably well under one percent, carry the specific skills to

% Bos et al., Journal of Phonetics, vol. 35, pp. 564-581 (2007); J Krause et al.,
Current Biology, vol. 17, pp. 1908-1912 (2007).
¢ Limb&A. Braun, Plos One vol. 3, no. 2; paper e1679 (2008).

. Morley, Cambridge Archaeological Journal, vol. 12, pages 195-216 (2002).
f; | . ; .
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May the earliest song be a lullaby? (B. Sgrensen: Don’t cry, baby, 2012).
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create novel, artistic music. This is despite extensive music teaching
in schools and exposure to the works of past and present music
composers, implying that social learning will not by itself do the
job, but genetic disposition must be there and take part in forming
the creativity of a composer.

It has in recent decades become common among linguists and ar-
chaeologists interested in music to concentrate on the concept sym-
bolic expression, embracing both music and pictorial art, and fur-
thermore suggesting that creation of symbolic art requires language
communication (e.g. to pass skills on to the next generation)'. This
all-embracing concept of symbolic behaviour as the basis for claim-
ing that composing music and painting pictures are generic human
qualities associated with a definite spot in our brain or on one of
our genomes clearly has flaws: The fact mentioned above, that only
few current humans are creative composers or artists, implies that
in a genetic model, these skills are associated with DNA traits that
are fairly rare, and the fact that, most often, painters, sculptors and
composers are not the same persons, would further support the
view that the sites of the relevant genetic code segments may not be
the same.

A preliminary conclusion is that the ability to create artistic music is
likely vested in particular genetic traits that must have been intro-
duced at an early stage of human development (because they now
seem randomly distributed over the entire world population), but
which are and have remained elitist in the same way as the ability
to create new technology or new scientific insights. In all these
cases, the genetic baggage has to be combined with adequate social
conditions to allow it’s unfolding and transfer into concrete accom-
plishments, explaining why music exhibits a different level of pres-
ence over time in different types of societies.

2 see, e.g., discussion in S. Mithen: The singing Neanderthals (Weidenfeld &
Nicolson, 2005) and F. d’Errico et al., Journal of World Prehistory, vol. 17, pp. 1-
70 (2003).
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but here rendered to the nearest tone in modern 12-tone score format (Bent Sgren-
sen, written 2012 for the album The Story of Music).
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The earliest Stone Age flutes found are made from the bones of
birds or mammals. The oldest indisputable ones were found at
Geissenklosterle and Hohle Fels near Ulm in Germany and dated to
35 000 y BP or slightly before". The sites are in layers also contain-
ing stone tools from an early (termed Aurignacian) human settle-
ment. Because skulls of modern homo sapiens were found in a
nearby cave at Vogelherd below the Aurignacian level, this was
initially taken as evidence that the Aurignaciens were modern hu-
mans not Neanderthals.

However, subsequent dating of the skulls demonstrated that they
were as recent as just 5000 years old, i.e. much younger than the
remains in the layers above'*. What seemed to have escaped the

13 \. Conard and M. Bolus, Journal of Human Evolution, vol. 43, pp. 331-371
%2003); N. Conard, M. Malina, S. Munzel, Nature, vol. 460, pp. 737-740; (2009).

“N. Conard, P. Grootes and F. Smith in Nature vol. 430, pp. 198-201 (2004).
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May the earliest song be a lullaby? (B. Sgrensen: Don’t cry, baby, 2012).
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archaeologists in the first round is the fact that dead people are
usually buried below the ground surface, and that the much newer
dead Stone Age people at Vogelherd had been placed in graves dug
down through the Aurinacian layers to a still lower level. One rea-
son for the mistake may have been lack of the knowledge that early,
e.g. Neanderthal, burial practice is to place corpses at more shallow
depths than the “six feet” employed later. The attribution of human
species to the Aurinacian and Chapelperronian periods has thus
become somewhat unclear in this case, although current thinking
still considers these flutes to have been made by modern humans.

A 35 000 years old bone-pipe flute found at Geissenklosterle (Wikimedia
Commons photo by José-Manuel Benito Alvarez). One end of the 12.6 cm
long bone is broken, but as the material is a swan wing-bone, the total
length is unlikely to have been more than 16 cm. The finger holes are sur-
rounded by elliptical indents making it easier for the fingers not to slip on
the thin and slippery swan bone. The purpose of the line marks is un-
known. A similar design is found on Roman flutes as late as the 1% cen-
tury AC (after the currently used year zero).”

The Geissenklosterle-1 flute is made from a swan wing-bone, the
Hohle Fels-1 flute from a griffon vulture wing-bone. They are inter-
esting in several ways. They have oval carved depressions around
the three (four) finger holes to facilitate the positioning of the finger
and reduce the risk of letting false air into the tube. The holes are
not at equal distance but tuned in a way similar to several later
flutes found in Germany and France and dated to around 25 000
years ago.

A series of marks is indented in the swan-bone, perpendicularly to

13 The Stone Age bone flute is described in N. Conard and M. Bolus, Journal of
Human Evolution, vol. 44, pp. 331-371 (2003).
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its length direction and on the same side as the finger holes. Similar,
nearly equidistant marks are carved into several of the later flutes
found, and on some there are further marks, which are not equidis-
tant and are not made simultaneously (as revealed by rim details
caused by the particular stone-knives used). The marks have been
interpreted as representing some kind of counting, or as rudimen-
tary musical notes'®. The latter is improbable: why would the com-
poser write down a score at intervals in time and with different
tools? A simpler explanation for the equidistant marks on most of
the pipes would be that they are made before the holes and func-
tion as a meter stick allowing the holes to be placed correctly for the
tone scale to be used (indicating a fairly advanced mathematical
understanding of sound). The number-3 flute found at Geissen-
klosterle is a somewhat younger (about 32 000 years BP) mammoth
bone flute with similar carved marks. This flute is made by first
sawing the mammoth bone into two halves lengthwise, before ex-
cavating the inner semicircular shape of the flute, then making the
finger holes and reassembling the two halves, gluing them together
with a resin. The carving marks on the external side go across the
assembly line and thus may have been made before slicing the bone
and have served to ensure accurate reassembly (although this is of
course not the only possible explanation).

Whether the inventors of the musical instruments that must have
been around before the advanced flutes discussed above were Ne-
anderthals or modern humans is more interesting for those who
view the emergence of modern homo sapiens as a unique event (per-
haps orchestrated by some invisible god) and not as part of a con-
tinuously ongoing evolution with sometimes small and sometimes
large steps (such as the repeated branching out of different human
species starting more than 300 000 years ago). Over 5000 years of
Neanderthal and modern Homo sapiens coexistence in Europe may
have spurred the spectacular advances in art and music, by way of
the juxtaposition of substantially different lines of experience: the
Neanderthals having adapted to cold climates and survived two ice

18 £ Errico et al. in Journal of World Prehistory, vol. 17, pp. 1-70 (2003)
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age peaks, spreading as far as the ice sheets would allow them",
and the Homo sapiens, having left their warm homes in Africa and
in parts of Asia to explore new worlds, curious and determined to
meet the challenges of the new surroundings and to settle, or else to
move on.

One should watch out for the possibility that religious convictions
could influence the interpretations of some archaeological investi-
gators. It is interesting that key scientific journals require their au-
thors to declare if they have financial interests that might interfere
with the scientific interpretations, but none requires the author to
declare faith or membership of religious organisations, e.g. with
strong and peculiar views on evolution, although the possibility of
influence on scientific views would seem as large as those of com-
mercial connections, particularly if the science in question relates to
human evolution. Needless to say, the scientists may also retain
their objectivity despite such membership, but it would be helpful
for journal readers to know if there is a possibility of bias.

A considerably older flute-like artefact (more than 40 000 years old)
has been found in the excavation of a Neanderthal settlement site in
present Slovenia (see below). The authenticity of this specific find is
disputed, but as one goes forward in time, an increasing number of
bone flutes have been found in Europe, the Middle East and China,
particularly after 25 000 y BP. Other likely early music instruments
comprise clappers and clay drums, but actual finds are rare and, so
far, more recent.

Although we do not possess any recordings of the music originally
played on flutes such as the Geissenkldsterle-1 specimen, quite a lot
can be deduced from the musical instrument itself. Had we instead

1 Reaching Finland (H-P Schulz, Préhistoire Européenne, vol. 16-17, pp. 43-56,
2001) and possibly Mongolia (Y. Coppens et al., C.R.Palevol, vol. 7, pp. 51-60,
2008).
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found a Stone Age violin or a Stone Age grand piano, we would not
have been able to deduce much about what melodies were played
on the instrument, but the limited number of notes that can be
played on a flute depends on the placement of the holes and on the
method of blowing. The length of a particular flute and the place-
ment of its say three or four holes may thus give an idea of the
playable tones and the distance between notes in the scale used.
Modern copies of several of the flutes found have been made for the
purpose of experimenting with actual playing of the instrument.
The early flutes are likely played by blowing from one end. If the
flute were blown from the side as modern concert flutes, one of
holes m