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 1 Wisdom 1 Anna Friederike Potengowski [1:37] 
  Isturitz

 2 Wadawishung Pade Georg Wieland Wagner [4:40] 
  Hohle Fels 1, percussion instruments, stone slabs, voice

 3 Cabanaconde Georg Wieland Wagner [5:03] 
  Geissenklösterle 1, marimba

 4 Ryoanji John Cage (1912–1992) [11:49] 
  Isturitz, Hohle Fels 1, Geissenklösterle 1 & 3, 2 flints

 5 Improvisation (Hohle Fels 1) [2:37]

 6 Daybreak Anna Friederike Potengowski [3:39] 
  Geissenklösterle 3, stones, water

 7 Mayuman Georg Wieland Wagner [7:04] 
  Isturitz, marimba, vibraphone

 8 Seebergers Lied Anna Friederike Potengowski [2:30] 
  Geissenklösterle 1

 9 Wisdom 2 Anna Friederike Potengowski [1:26] 
  Hohle Fels 1

 10 Sand Georg Wieland Wagner [4:05] 
  Isturitz, percussion instruments, stone slabs, shells, dry grass

 11 Wisdom 3 Anna Friederike Potengowski [2:33] 
  Geissenklösterle 1

 12 Aare Anna Friederike Potengowski [4:00] 
  Hohle Fels 1

 13 Improvisation (Geissenklösterle 3) [1:20]

 14 Swan Song Georg Wieland Wagner [5:10] 
  Geissenklösterle 1 and percussion items found on the edge of time

 15 Reverie Rupert Till [2:33] 
  Isturitz

 16 Destination and Anchor Georg Wieland Wagner [4:17] 
  Isturitz, percussion instruments, stone slabs, voices

  Total playing time [64:32] 
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The Edge of Time
PALAEOLITHIC BONE FLUTES OF FRANCE & GERMANY

Anna Friederike Potengowski
bone flutes

Georg Wieland Wagner
percussion

Isturitz
Reconstruction by Wulf Hein of an instrument found at Isturitz, French Pyrenees (F3α), 
made from the ulna of a griffon vulture

Hohle Fels 1
Reconstruction by Wulf Hein of an instrument found at Hohle Fels, Swabian Jura, Germany 
(HF1), made from the radius of a griffon vulture

Geissenklösterle 1
Reconstruction by Friedrich Seeberger (d. 2007) of an instrument found at 
Geissenklösterle, Swabian Jura, Germany (GK1), made from the radius of a whooper swan

Geissenklösterle 3
Reconstruction by Wulf Hein of an instrument found at Geissenklösterle, Swabian Jura, 
Germany (GK3), made from mammoth ivory



Some 40,000 years ago towards the end of 
the last Ice Age, the upper Danube region was 
settled by anatomically modern humans, who 
were forced to spend the long winters in the 
relative warmth of caves. Traces of their daily 
life have been found in the Aurignacian layers 
of several cave sites in the Swabian Jura in 
Southern Germany. As well as working and 
hunting tools, archaeologists have identified 
personal ornaments, figurine art and fragments 
of wind instruments, made of perforated 
bird bones and mammoth ivory. The most 
important instrument finds, named after the 
cave sites they belong to, are known as GK1 
(Geissenklösterle 1), GK3 (Geissenklösterle 3) 
and HF1 (Hohle Fels 1). 

At the moment these finds represent the oldest 
evidence of musical creation anywhere in the 
world.

These three instruments, however, were not 
preserved complete, with damage to the 
finger holes and blowing ends. Therefore it 
was necessary to bring into the project an 
additional, very similar find, F3α from the cave 
of Isturitz (French Pyrenees), dated to about 
30,000 years ago, which is complete, with 
well-preserved blowing ends.

It is very important to be aware that these 
recordings were made on reconstructions; the 
originals are not playable. A reconstruction is 
always a matter of interpretation. Especially 
for wind instruments little differences in the 
size of a finger hole or the length of a tube, 
as well of the playing method or the use of a 
mouthpiece, causes substantial changes in 
pitch and timbre. The reconstructions I play 
have been copied as closely as possible from 
their respective originals.

a Reconstruction of Geissenklösterle 1 (GK1), 
 made from the radius of a whooper swan, 
 blown with ‘method 1’ (see overleaf) using 
 end 1 (at top of photo)

b Reconstruction of Geissenklösterle 3 (GK3), 
 made from mammoth ivory, blown with 
 ‘method 2’ using end 1 

c Reconstruction of Hohle Fels 1 (HF1), made 
 from the radius of a griffon vulture, blown with 
 ‘method 1’ using end 2 (at bottom of photo)

d Reconstruction of Isturitz (F3α), made from 
 the ulna of a griffon vulture, blown with 
 ‘method 1’ using end 1

Notes on the instruments & music
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flutes to perform a twentieth-century piece, 
John Cage’s Ryoanji (1983–5), which was 
inspired by a visit to a Japanese garden of that 
name in 1962. The contours of the piece were 
created from Cage’s tracings of fifteen stones 
recalling the fifteen stones that are arranged 
in the garden; it can be played by any number 
of wind instruments employing glissandi to 
evoke the shapes of the stones, as well as 
notated percussion which recall Japanese 
dance rhythms.

So, for sure, we are not able to offer the 
listener actual ‘Stone age music’ in this 
recording. But most of the musical possibilities 
that we present would have been available for 
people 40,000 years ago too. Which ones they 
chose to express themselves with must still 
remain a secret.

© 2017 Anna Friederike Potengowski

Urgeschichtliches Museum Blaubeuren and 
the Eberhard Karls University Tübingen I was 
privileged to be able to study the instrument 
finds and their reconstructions. The idea of the 
project was to connect our present culture with 
its forgotten roots, bringing back some of the 
ancient musical vocabulary and letting it speak 
to contemporary modes of musical expression. 

To create the music we began from four 
starting points. The first was to try to capture 
in music our ancestors’ close relationship 
with nature. Naturally present materials 
– wood, stone, dry grass, water and hide – 
were used for the percussion instruments. 
Second, we looked for inspiration in the 
inherited musical traditions found along 
the route by which anatomically modern 
humans are thought to have taken into 
Europe from Africa – specifically the Danube 
corridor. So we have been inspired by African 
rhythms as well as Hungarian shepherd 
melodies. Third, we let ideas flow into the 
music regarding the reasons and occasions 
our ancestors would have had for playing 
music, such as the instrumental imitation 
of natural sounds, keeping memories alive, 
or musical accompaniment to rituals. And 
finally, our experiments as to how these 
ancient instruments could communicate 
with contemporary instruments and musical 
language found their place in the music. In 
particular we were able to use these ancient 

Different approaches have been taken by 
researchers regarding how these instruments 
were originally blown. As a flautist I started 
by following that of Friedrich Seeberger (d. 
2007), who was the first person to bring the 
Palaeolithic instruments from the Swabian 
Jura to life with reconstructions. I use two 
different flute-playing techniques. Where the 
reconstruction suggests a straight edge, I 
use ‘method 1’, holding the instrument at an 
oblique angle to one corner of the mouth and 
blowing on the opposite edge of the tube. This 
method is comparable to the technique used 
for playing a Middle Eastern nay (or ney). This 
method achieves flexible pitches, which can be 
manipulated by the altering the embouchure. 
On the other hand where the reconstruction 
suggests a playable notch, I use ‘method 2’, 
holding the reverse side of the instrument to 
the lower lip and blowing onto the notch on the 
other side. This method is comparable to the 
technique used for a South American quena. 
Using this technique with ‘GK 3’ I am able to 
achieve very precise pitches. 

* 

The Edge of Time is a project created by myself 
and the percussionist Georg Wieland Wagner, 
together forming the ensemble VentOs, a 
collaboration that shares a common passion 
for discovering new musical vocabulary. 
With the cooperation of the scientists of the 

Notes on the instruments & music

The European Music Archaeology Project 
(EMAP) is a five-year collaborative project 
funded by the EU Culture Programme. 
Aiming to explore our common European 
musical heritage by studying the music 
and sounds of the ancient past, the project 
involves the reconstruction of ancient 
instruments, a programme of lectures and 
musical performances, and the creation of 
an international touring exhibition. 

As a co-organising partner in the project, 
Dr Rupert Till and the University of 
Huddersfield are working with Delphian 
Records to create five recordings. Vols 1–3 
(detailed at the end of this booklet) were 
released in 2016 to wide acclaim. The present 
recording constitutes Vol 4, and and a fifth 
and final volume – dedicated to ancient 
Greek and Roman instruments including the 
aulos, tibia and water organ – is scheduled 
for spring 2018.

http://www.emaproject.eu/ 
https://www.hud.ac.uk/ourstaff/profile/
index.php?staffid=432

European Music Archaeology Project

http://www.emaproject.eu/
https://www.hud.ac.uk/ourstaff/profile/index.php?staffid=432
https://www.hud.ac.uk/ourstaff/profile/index.php?staffid=432


instruments. In 2010 Potengowski started to 
work with flute reconstructions of Palaeolithic 
wind instruments. Her work has been 
supported by the Hermann-Haake-Stiftung. 
With the ensemble VentOs (specialising 
in contemporary music for Palaeolithic 
wind instruments and percussion) she has 
performed at a number of festivals and 
concert series in Germany and Great Britain. 
Potengowski also presents reconstructions 
of the instrument finds at archaeological 
conferences and her playing analyses of 
the reconstructions has been published in 
Archäologie in Deutschland, Mitteilungen 
der Gesellschaft für Urgeschichte and 
Studien zur Musiarchäologie, vol. X. She has 
recorded for the European Music Archaeology 
Project, British and Canadian Broadcasting 
Corporations, Deutschland Radio Kultur, WDR 
and the University of Tübingen.

Anna Friederike 
Potengowski was born in 
1975 in Weimar, Germany. 
She studied flute and 
chamber music at the Music 
Academy Dresden and the 
University of Arts in Berlin. 
Fascinated by the creation 

of contemporary musical language, she has 
performed with various ensembles, working 
together with composers including Martin 
Daske, Michael Nyman, Francis Rainey, Hans 
Rotman, Georg Wieland Wagner and Frieder 
Zimmermann. Her interest in discovering 
sounds brought her together with the 
ensemble Steelharmonie who gave concerts 
on bowed steel instruments constructed 
by Jan Heinke. For four years she was also 
associated with the Berliner Ensemble, 
performing contemporary and classical 
theatre music. Since the age of 16 she has 
found continual expression for her passion for 
intensive musical communication through her 
flute and guitar ensemble Les Alliées. 

Her interest in the oldest known instruments 
arose from the artistic desire to simplify the 
mass of contemporary musical influences by 
going back to the very beginning of musical 
language. In doing so, she found that a huge 
musical vocabulary was potentially producible 
on apparently very simple bone and ivory 

Biographies

A dominant objective in his compositions 
is the amalgamation of concrete and non-
concrete sounds and the combination of 
traditional music instruments with things 
from daily life, transformed into sources 
of sound. In no case, however, are these 
combinations merely the result of an 
accidental process.

Since 2013 Georg Wieland Wagner, together 
with the musician Ekkehard Floss, has been 
applying his conception of composition 
to music from the time of the Italian 
Renaissance. For this purpose, they founded 
the duo MARIMBAPAGANINI – ‘madrigal 
and tarantella from wood, stone and metal’.

Georg Wieland Wagner 
was born near Dresden 
in 1967. He studied 
classical percussion as 
well as percussion for 
contemporary music at the 
Dresden Music Academy 
under Professor Karl 

Jungnickel and, in addition, composition 
with Professor Manfred Weiss and later 
on with Hans Rotman in Amsterdam. He 
found his first employment as timpanist and 
percussionist in the orchestra of the State 
Theatre at Cottbus.

From an early age he has been interested 
in performing contemporary music, and 
has been involved in more than 250 first 
performances as well as recordings and 
televised performances in the field of 
contemporary music, often in collaboration 
with Annette Schlünz, Iris ter Schiphorst, 
Caspar René Hirschfeld and others, as 
composers or fellow performers.

His compositions include chamber and 
orchestral music, works for choir, songs 
and dances, and music for nearly 30 stage 
dramas, besides soundtracks for films 
and radio dramas. As a composer he has 
worked with Anna Huber, Jo Fabian, Johann 
Kresnik, Andreas Kriegenburg and others. 



DragonVoices
THE GIANT CELTIC HORNS OF ANCIENT EUROPE

John Kenny

Dragon Voices: The giant Celtic horns of ancient Europe  
John Kenny  
DCD34183 (EMAP Vol 3)

People of Celtic culture all over ancient Europe were fascinated by lip reed 
instruments, and made great horns and trumpets in many forms – including 
the carnyx, a two-metre-long bronze trumpet surmounted by a stylised animal 
head, and the Loughnashade horn from Ireland, with its exquisite decorated 
bell disc. Recent developments in music archaeology have vastly increased 
our knowledge and understanding of both the physical construction of these 
instruments and their likely playing techniques. John Kenny has specialised 
in their performance for a quarter of a century, and his newly created music 
explores their uniquely expressive sounds in solo, duo and ensemble textures, 
drawing upon Celtic mythical characters, echoes of ancient ritual in modern 
society, and impressions of real places in Ireland, Scotland and France.

‘at some points sounds like a dragon awakening, at others like avant-garde jazz’ 
— The New York Times, April 2016

Set upon the Rood: new music for choir and ancient instruments 
Barnaby Brown triplepipe & aulos, John Kenny Loughnashade horn, Patrick 
Kenny carnyx, Bill Taylor lyre, Choir of Gonville & Caius College, Cambridge / 
Geoffrey Webber 
DCD34154 

Three years after the runaway success of In Praise of St Columba, its previous 
collaboration with piper Barnaby Brown, the ever-innovative Choir of Gonville 
& Caius College, Cambridge reunites with Brown – now also joined by lyre 
player Bill Taylor and ancient brass specialists John and Patrick Kenny. All 
four are members of the European Music Archaeology Project, whose own 
ongoing collaboration with Delphian has captivated listeners and reviewers 
with its glimpses of the sound of Europe’s ancient instruments. Here, those 
extraordinary sonorities blend with and emerge around the Caius singers’ 
committed contributions in seven richly conceived new pieces; a world 
premiere commission by Sir James MacMillan sets up the Celtic theme.

New in May 2017

Also available on Delphian

Spellweaving: ancient music from the Highlands of Scotland 
Barnaby Brown, Clare Salaman, Bill Taylor 
DCD34171 (EMAP Vol 1)

The patronage of elite Highland pipers collapsed after the Jacobite rebellion 
of 1745, leading to efforts to preserve their extraordinary repertoire 
through notation. By 1797, Colin Campbell had written 377 pages in a 
unique system based on the vocables of Hebridean ‘mouth music’, but 
Campbell’s extraordinary work of preservation has remained overlooked or 
misunderstood until now. Barnaby Brown’s realisations for a variety of drone-
based instruments bring the musical craftsmanship of a remote culture vividly 
to life, and refocus attention on music whose trance-inducing long spans and 
elaborate formal patterning echo the knots and spells of Celtic culture.

‘beguiling performances using an instrumentarium of bagpipes, vulture-bone 
flute, clarsach (folk harp) et al, as well as Brown’s pleasingly light-toned voice’ 

— Sunday Times, May 2016

Ice and Longboats: ancient music of Scandinavia  
Ensemble Mare Balticum; Åke & Jens Egevad 
DCD34181 (EMAP Vol 2)

Scandinavia’s archaeologically known prehistory encompasses around 
twelve thousand years, culminating in the Viking period (c.800–1050AD). 
Standard archaeological practice places the boundary between prehistoric 
and medieval times for southern Scandinavia around six hundred years later 
than the continental European Middle Ages – a late development due to the 
long period in which ice still covered Europe’s northern parts. Volume 2 in 
Delphian Records’ groundbreaking collaboration with the European Music 
Archaeology Project features music improvised on Viking instruments, and 
then tells the story of the gradual introduction of Christianity to Scandinavia.

‘a delight from start to finish’ 
—  BBC Music Magazine, October 2016, *****
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