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Part One: The Five Seasons: Graves” Goddess Sings

Drinking deep from the cauldron of erudite, cross-cultural, interdisci-
plinary researches that is Robert Graves’ formidable ‘historical gram-
mar of poetic myth’, I wish, in this article, to develop his analysis to
generate a grammar of musical myth.

In my book The Song of the Earth: Music and the Great Mother in
Twentieth Century Europe, I extend Graves’ system of correspondences
between the five vowels of the Ogham tree alphabet, a Five-Fold
Goddess and a Venusian Five Season year (Graves, 266-277) to include
musical notes and processes: I show how Graves’ pentad may be rep-
resented by a five-note scale issuing from the wellsprings of the
startlingly similar musico-cosmological systems of Babylonia (as noted
by Plutarch in Timaeus 31) and China (as described in the fourth centu-
ry Chou Li). Both systems are compared and contrasted by Curt Sachs
(1943:77, 109-110). The responsibility of other Gravesian concerns for
the formal articulation of much of the music by Muse-musicians
Debussy and Maxwell-Davies such as the Venusian number 72 and
the Lunar number 9, will be noted in the second part of this paper.
Locating such symbolism in music may be termed Gravesian analysis,
as the searching for archetypes is termed Jungian.

The White Goddess as Pentad, Venus as Apple Goddess,
hangs on the oldest boughs of Western music, the dog, roebuck and
lapwing concealing her deep within the thicket of Gregorian plain-
chant: Guido D’Arezzo’s ascending stepwise series of six notes, a hex-
achord, for teaching and learning plainsong melodies, was sung to the
syllables ut re mi fah sol la (Sachs, 1943: 300). This hexachord, the
medieval equivalent of Doh re mi etc. contained five different vowels,
beginning with Graves’ summer vowel, U. The vowels then proceed in
the order ‘phonetically expressive’ of the retreat and subsequent






