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Welcome to The Oracle Composer 

Every composer faces the same paradox: unlimited creative freedom becomes 

a kind of paralysis. With infinite harmonic colors, rhythmic possibilities, and 

orchestral palettes available at our fingertips, how do we choose? How do we 

begin? 

This book offers an answer drawn from humanity’s oldest decision-making 

systems: divination. For thousands of years, cultures across the world have used 

Tarot, the I Ching, runes, numerology, and other oracular methods to navigate 

uncertainty. They work because they constrain choice and focus attention. 

The Oracle Composer teaches you to use these divination systems as tools for 

musical composition. Not because oracles possess magical truth—they don’t. 

But because the structure and archetypal wisdom they encode can inspire, 

guide, and unlock compositions that might never emerge from conscious 

deliberation alone. 

What You’ll Learn 

This textbook walks through eight divination systems and shows how to translate 

their symbols into concrete musical parameters: 

• The core framework: Intend, Map, and Translate 

• Tarot: using 78 cards to design harmonic journeys and ensemble textures 

• I Ching: transforming binary wisdom into harmonic depth and structural 

development 

• Chinese Zodiac and Four Pillars: encoding character and form 

• Runes, Geomancy, Ifá, Numerology, and Dream Oracles: specialized 

systems 

• Integration strategies: how to combine systems and work with DAWs and 

AI 

• A year of practice: 12 guided etudes to build skill and confidence 

How to Use This Book 

Each chapter introduces a system, explains its structure, and provides worked 

examples. Keep pencil, staff paper, and a DAW nearby. This is a working 

textbook. Try each method yourself. Break the rules. Notice what happens when 

you bend the framework to fit your voice. 
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A Note on Ethics 

Divination systems carry cultural weight. This book treats them as compositional 

tools, not truth-telling systems. But we approach them with respect, 

acknowledging their cultural origins. An oracle doesn’t tell you what to 

compose. You do. The oracle is a collaborator, a set of constraints, a way to 

surprise yourself. 

Let’s begin. 
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Chapter 1 – Music, Archetype, and Chance 

The Composer’s Problem 

A blank score is terrifying. With twelve pitches, infinite rhythmic cells, 

every instrument available, and centuries of harmonic language at 

your disposal, where do you start? The paradox of choice — 

unlimited options creating creative paralysis — is one of the most 

underacknowledged problems in music education. We teach 

harmony, orchestration, and counterpoint, but we rarely teach the 

composer how to begin. 

Oracles enter as decision-making tools. By constraining your choices, 

they paradoxically free you to create. The constraints become a 

frame within which real work becomes possible. This is not a mystical 

claim; it is a cognitive one. Constraints reduce the search space, 

and a reduced search space enables commitment. Commitment 

enables discovery. 

But why divination systems specifically? Because they encode 

something more than arbitrary constraint. They carry millennia of 

accumulated symbolic wisdom about human psychological 

experience — the same universal patterns that appear across 

unrelated cultures, that Carl Jung called archetypes. When you use 

Tarot, the I Ching, or runes to generate a composition, you are 

tapping into that reservoir of meaning, not as superstition but as a 

library of human psychological truth organised into a generative 

system. 

The Historical Precedent: Composers and Constraint 

Oracle-based composition is not a novelty. Some of the twentieth 

century’s most significant composers arrived at structurally identical 

practices through different routes. Understanding these precedents 

grounds the Oracle Composer method in a broader compositional 

tradition. 

John Cage used the I Ching extensively from the early 1950s onward. 

His Music of Changes (1951) derived all its pitch, duration, tempo, 

dynamics, and density from I Ching hexagram charts consulted 
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through coin tosses. Cage was not seeking randomness for its own 

sake; he was seeking a method that bypassed his own habitual 

preferences and allowed sounds to exist on their own terms. The I 

Ching gave him a system rigorous enough to generate a complete 

score and free enough to surprise him at every page. 

Olivier Messiaen created his own oracle-like constraint system in his 

Modes of Limited Transposition — a set of seven modal scales that, 

because of their symmetrical structure, return to their original pitch 

content after fewer than twelve transpositions. Messiaen treated 

these modes not as arbitrary choices but as symbolic entities 

corresponding to specific colours, theological states, and 

psychological qualities. Each mode carried a felt identity that 

governed the music composed within it. That is structurally identical 

to the Oracle Composer’s approach of assigning symbolic meaning 

to generative constraints. 

Witold Lutos ̢awski developed what he called controlled aleatorism 

— passages in which individual players perform notated material 

freely and independently, creating an orchestral texture the 

composer could not fully predict or reproduce. Lutos ̢awski retained 

control of the macro-structure while releasing control of the local 

surface. That precisely mirrors the Oracle Composer’s principle: the 

oracle governs the architecture, but the composer governs the 

execution and always retains the veto. 

What Are Archetypes? 

Archetypes are recurring patterns in human experience — universal 

symbols, characters, and situations that appear across myths and 

cultures with remarkable consistency. Carl Jung called them the 

building blocks of the collective unconscious: a deep layer of the 

psyche shared across humanity, distinct from the personal 

unconscious, which is shaped by individual experience. Archetypes 

are not learned; they are inherited as potentials and activated by 

experience. 

For composers, archetypes offer a bridge between the abstract and 

the expressive. Music operates below the level of language, which 
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makes it an especially direct medium for archetypal 

communication. When a piece of music moves an audience that 

has never heard it before and knows nothing of the composer’s 

intentions, it is because the music has contacted something 

archetypal — a pattern the listener recognises not intellectually but 

bodily and emotionally. 

Four foundational archetypes appear consistently across oracle 

systems and prove especially generative for musical composition: 

● The Seeker: ascending lines, major or Lydian modes, bright 

upper-register textures, forward rhythmic momentum, open 

harmonies, brass fanfares. Psychologically: aspiration, curiosity, 

directed will. 

● The Guardian: static harmonies, grounded low-register textures, 

rhythmic stability and repetition, drones, modal ambiguity 

between major and minor. Psychologically: protection, 

endurance, watchfulness. 

● The Threshold: modal ambiguity and chromatic movement, 

shifting registers, harmonic instability and unresolved 

suspensions, sparse silences. Psychologically: transition, 

uncertainty, the moment before transformation. 

● The Abyss: low registers, dark and muted timbres, sparse 

textures, long silences treated as events, near-static harmony, 

very slow tempo. Psychologically: dissolution, depth, 

confrontation with what is unknown or feared. 

Every oracle system in this book encodes these and other archetypal 

patterns. When you use these systems to compose, you access 

thousands of years of accumulated wisdom about how human 

beings experience change, conflict, beauty, and meaning. 

The Music-Archetype-Chance Triangle 

At the core of this book is a simple model: three forces that together 

enable oracle-based composition. 
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Force Role in Oracle Composition 

Music Harmonic language, modes, rhythmic cells, textures, form. Your 

craft. What you know. 

Archetype The symbolic patterns encoded in oracle systems. What tradition 

teaches. What the oracle reveals. 

Chance The element outside your direct control. The draw of the cards, the 

fall of the coins, the roll of the dice. Synchronicity. What you do not 

decide. 

 

None of these three is sufficient alone. Music without archetype is 

technically competent but emotionally empty — the craft is present 

but there is nothing to communicate. Archetype without music is 

mythology — powerful but not yet art. Chance without music and 

archetype is noise — pure entropy with no frame to give it meaning. 

Together, they create something alive. You bring your musical skill. 

The oracle brings archetypal wisdom drawn from a tradition older 

than any individual composer. Chance brings surprise — the element 

that prevents the composition from being merely the expression of 

what you already knew you wanted to say. The surprise is what 

makes the discovery possible. 

Why Chance Matters: The Creative Bypass 

The role of chance in oracle-based composition deserves closer 

examination, because it is often the most counterintuitive element 

for classically trained composers. We are taught that compositional 

decisions should be reasoned and intentional. Why would we want 

to introduce an element we cannot control? 

The answer is that the composer’s habitual preferences are also a 

constraint — one that is invisible because it feels like freedom. Every 

composer has a set of characteristic moves: preferred harmonic 

progressions, characteristic rhythmic patterns, modal tendencies, 

orchestral favourites. These are not weaknesses; they are the 

signature of a voice. But they can also prevent discovery. The 

composer who always reaches for the same harmonic solution never 

encounters the one that would have been more true. 
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Chance bypasses the habitual. When the I Ching gives you a 

hexagram dominated by stillness and Water in a moment where 

your instinct was to build toward a climax, the oracle is not wrong — 

it is offering a solution your habits would have blocked. The 

Composer’s Veto (introduced in Chapter 2) allows you to reject the 

oracle’s suggestion, but the discipline of the method asks you to sit 

with it first, to ask “How could this work?” before dismissing it. Often 

the most productive compositions in this book’s method emerge 

from exactly the moments of resistance. 

Each Oracle System Maps to Specific Musical Parameters 

This book presents eight oracle systems, each of which excels at 

governing different musical parameters. Understanding which 

system to reach for begins with knowing what each does best: 

● Tarot (Chapter 3): pitch architecture, harmonic colour, form, 

dramatic narrative arc, orchestration character 

● I Ching (Chapter 4): binary structural logic, macro form, 

developmental process, surface/depth relationships 

● Chinese Zodiac and Four Pillars (Chapter 5): tempo and 

energy, character and personality, four-movement structure 

● Runes (Chapter 6): melodic material, leitmotifs, motivic identity, 

intervallic vocabulary 

● Geomancy (Chapter 7): rhythmic cells, percussion layers, 

dynamic curves, sixteen-bar patterns 

● Ifá/Odù (Chapter 8): groove and polyrhythm, clave structure, 

ensemble dialogue, rhythmic DNA 

● Numerology (Chapter 9): proportional form, phrase length, 

meter, structural architecture 

● Dreams and Bibliomancy (Chapter 10): personal unconscious 

imagery, syllabic rhythm, register and texture from image 

No single oracle system covers all compositional parameters equally 

well. The art of oracle-based composition lies in matching the right 

system to the parameter you need to determine, and in combining 
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systems when a piece demands multiple layers of constraint. 

Chapter 11 covers multi-oracle combination in depth. 
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Chapter 2 – A General Method for Oracle to Music 

Before you draw a single card, cast a coin, or pull a rune, you need 

a method. Without one, oracle readings produce interesting images 

and nothing more. With one, they produce compositions. This 

chapter presents the Oracle Composer Pipeline — three stages that 

apply to every oracle system in this book: Intend, Map, and 

Translate. 

Stage One: INTEND 

The INTEND stage is the most undervalued and most frequently 

skipped. Composers eager to reach the oracle often jump straight to 

drawing cards or casting hexagrams. This is a mistake. Without a 

clearly formulated intention, the oracle has nothing to answer, and 

the reading will produce noise rather than signal. 

Formulate your intention by answering three questions with precision: 

● WHAT: What kind of piece are you writing? Do not say 

“something atmospheric.” Say: “A three-minute piano prelude 

for the opening of a song cycle about estrangement.” 

Specificity of genre, scale, instrumentation, and emotional 

territory allows the oracle to give a useful answer. 

● SCOPE: How long should it be? Duration shapes which oracle 

systems fit best. A miniature under two minutes works well with a 

single card or hexagram. A multi-movement work needs a 

multi-position spread or a full chart system. Duration also 

determines how granular the mapping needs to be. 

● QUESTION: What aspect of the piece will the oracle guide? The 

harmonic palette? The rhythmic identity? The overall dramatic 

arc? Be specific. The oracle should answer one clear 

compositional question per reading. Asking it to answer 

everything simultaneously produces paralysis. 

The difference between a useful compositional question and a 

vague one is the difference between “What should I write?” and 

“What is the true inner design of a piano piece about the moment 

before a difficult conversation?” The first produces nothing. The 
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second activates the oracle’s symbolic vocabulary against a real 

compositional problem. Case recommends formulating the question 

and then making the mind passive during the draw — receptive 

rather than directive. 

Stage Two: MAP 

Mapping is the bridge between symbol and sound. It is the 

intellectual core of the Oracle Composer method and the stage 

that requires the most preparation before you touch the oracle. A 

translation grid converts oracle readings into concrete musical 

decisions. 

There are three levels of mapping, and a complete compositional 

reading will use all three: 

● STRUCTURAL (Macro): maps oracle positions or dominant 

symbols to formal sections — the number of movements, the 

length of each section, the overall dramatic arc. The Macro 

map determines the architecture. 

● GESTURAL (Meso): maps oracle elements to phrase character, 

textural identity, and harmonic language. At this level a card or 

hexagram determines whether a section is lyrical or percussive, 

stable or restless, sparse or dense, harmonically open or closed. 

● SURFACE (Micro): maps oracle positions to specific notes, 

rhythmic cells, or articulations. This is the most granular level and 

should be used selectively — applying Micro mapping to every 

element of a long piece generates more detail than any 

musician can use. 

Before drawing, build your parameter grid. List the oracle positions 

you will use across the top. List the musical parameters you care 

about down the left side. For each intersection, define in advance 

what range of outcomes is possible. The grid keeps the mapping 

honest — you are applying pre-established rules, not interpreting 

after the fact to confirm what you hoped for. 
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Oracle Position Formal Role / Musical Outcome 

Position 1: Opening Seed-motive, opening sonority, governing pitch anchor and 

register 

Position 2: 

Expansion 
Lyric field, harmonic language, expressive character of 

development 

Position 3: Disruption Counterforce, developmental fracture, crisis material and 

tension peak 

Position 4: 

Resolution 
Cadence strategy, scoring, final embodiment and closing 

gesture 

 

Common mapping mistakes. Mapping too literally: if a card shows 

fire, the obvious response is loud fast music. The deeper response 

asks what fire means in the context of this piece — creative energy, 

destruction, transformation, warmth? Literal mapping produces 

illustration; symbolic mapping produces composition. Mapping too 

many parameters at once: limit yourself to four or five parameters 

per reading. Not completing the INTEND stage first: vague questions 

produce unusable readings. 

Stage Three: TRANSLATE 

Translation is execution. You perform the oracle reading according 

to the system’s rules. For each position in the reading, you consult 

your parameter grid and record the outcome. From that record, you 

build your musical plan: which structural sections exist and in what 

order, what the harmonic areas are and how they relate, what the 

rhythmic identity of each section is, and how the orchestration 

develops across the piece. 

The plan is a scaffold, not a straitjacket. Use it as the framework 

within which you compose, not as the composition itself. The oracle 

has given you architecture, materials, and a dramatic logic. The 

actual compositional work — the voice-leading, phrase shaping, 

motivic development, orchestral balance — is entirely yours. At 

every point, hold what the plan requires in one hand and what the 

music wants in the other. When they align, follow both. When they 

diverge, apply the Composer’s Veto. 
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The Composer’s Veto 

The Composer’s Veto is the single most important concept in this 

book. The oracle is a collaborator, never a dictator. If the reading 

suggests something that does not serve your piece, override it. The 

veto is not a failure of the method; it is the method working correctly, 

because it requires you to ask why you are overriding. 

Before you veto, spend a genuine moment asking: “How could this 

work? What am I not seeing?” Sometimes the oracle nudges you 

toward sounds you would not normally choose. That nudge may be 

the most productive thing in the reading. Veto only if the suggestion 

genuinely fails after honest experimentation — not simply because it 

is unfamiliar or uncomfortable. 

Case himself warns against forcing the oracle and against the desire 

to find a particular answer. The Composer’s Veto in reverse: do not 

veto simply because the oracle has confirmed what you feared. The 

difficulty of the answer is sometimes its value. The most productive 

compositions in this method emerge from exactly the moments of 

resistance — when the oracle gives you something your habits would 

have blocked. 

Keeping the Oracle Notebook 

The Oracle Composer Pipeline works best when INTEND and MAP are 

completed in one session, and TRANSLATE begins in a separate 

session after the reading has had time to settle. The unconscious 

continues processing symbolic material after the conscious mind has 

put it down. 

Keep a dedicated notebook for each oracle reading. Record the 

question, the date, the system used, the raw reading result, your 

MAP grid, and any spontaneous musical ideas that arose during the 

reading — even if they seem unrelated. Those spontaneous ideas 

are often the most valuable product of the INTEND stage and must 

not be lost. Over time, your oracle notebook becomes a personal 

compositional lexicon: a record of which symbols reliably activate 

which musical responses in your own creative process. 
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Chapter 3 – Tarot: Archetypes and Tonal Journeys 

Tarot is the richest oracle system available to composers — not 

because it is magical, but because Paul Foster Case built into it a 

complete, architectonic symbolic grammar linking image, number, 

Hebrew letter, astrology, colour, and musical tone. Case was himself 

a trained musician who worked as a musical director and conductor 

before devoting himself to Tarot and Qabalah, and that 

background shows in how precisely he constructed the system’s 

correspondences. This chapter teaches you to use that grammar as 

a compositional tool. 

The first distinction is crucial. In a Case-based method, Tarot is not the 

composition itself. Tarot is the generative matrix. It gives you the 

governing archetype, the dramatic syntax, the pitch 

correspondences, the colour-timbre field, and the developmental 

logic. The actual composition still has to be composed by a 

musician. The cards do not replace craft; they organise and provoke 

it. Case himself says the most important use of Tarot is “to evoke 

thought,” and that the student must fill out the system through 

observation and meditation. That is also exactly how the Oracle 

Composer uses it. 

Tarot’s 78 cards divide into two groups. The 22 Major Arcana cards — 

the Keys, in Case’s language — narrate the Fool’s Journey from 

innocence through experience to wisdom and provide the 

governing formal logic. The 56 Minor Arcana cards provide detail, 

nuance, texture, and articulation. Together they give you material at 

every structural level from the architecture of an entire piece down 

to the attack of a single phrase. 

The Major Arcana: Six Compositional Parameters 

Each Major Arcana Key in Case’s system carries at least six usable 

composition parameters simultaneously. The title or archetype 

names the dramatic function. The number gives proportion and 

recurrence logic. The Hebrew letter meaning provides a deeper 

conceptual mechanism. The colour suggests orchestral palette and 

register. The astrological attribution suggests energy, motion, and 
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psychological weather. The musical tone gives a pitch centre, 

drone, motive-head, cadence tone, or harmonic pole. 

The table below lists the six most compositionally powerful Keys with 

their full parameter sets. These are not arbitrary associations; Case 

derives them from Qabalistic, astrological, and chromatic-theory 

principles developed over decades of teaching. 

Key Correspondences — Archetype / Hebrew Letter / Astrology / 

Colour / Tone 

The Magician (I) Will, directed action / Beth / Mercury / Yellow / E natural 

The High Priestess 

(II) 
Memory, latency, subconscious / Gimel / Moon / Blue / G♯ 

The Empress (III) Growth, fertility, nurture / Daleth / Venus / Green / F♯ 

The Tower (XVI) Rupture, revelation, active force / Peh / Mars / Scarlet / C 

natural 

The Sun (XIX) Clarity, radiance, lucid realisation / Resh / Sun / Orange / D 

natural 

Death (XIII) Transformation, metamorphosis / Nun / Scorpio / Blue-green / G 

natural 

 

Do not make the beginner’s mistake of assuming that a card’s tone 

must always be the tonic of the whole piece. At the macro level the 

card’s archetype governs form and dramatic purpose. At the micro 

level the tone governs one or more pitch anchors — which may be 

the first note of the main motive, the pedal tone, the structural 

dominant of the climax, the upper neighbour around which the line 

circles, or the pitch that only appears at the moment of revelation. 

Case gives you a correspondence; composition decides its 

hierarchy. 

Colour is equally practical. In Case’s framework colour is part of the 

symbolic force of the Key, not decoration. Treat it as timbre and 

register. Yellow (Magician) suggests transparent upper woodwinds, 

bright keyboards, open strings, clear attack. Blue (High Priestess) 

suggests veiled middle register, sustained resonance, cool harmonic 

spacing. Green (Empress) suggests breathing textures — harp, 
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divided strings, winds in warm mixtures. Scarlet (Tower) suggests 

brass, percussion, martellato piano, hard-edged rhythmic energy. 

Orange (Sun) suggests luminous brass-woodwind balance or radiant 

upper harmonics. Blue-green (Death) suggests flowing, chromatic 

string writing with muted colour. 

Case’s Contemplative Protocol for Composers 

Case recommends a surprisingly practical compositional exercise. 

Take one Key daily. Look at it for five minutes with the intention of 

evoking the corresponding inner power. Before you begin, intone 

the card’s corresponding tone and surround yourself, if possible, with 

its corresponding colour. Keep a notebook nearby, because Case 

insists that ideas arising during contemplation must be recorded 

immediately. 

For a composer, this is already almost a compositional exercise book. 

Each Key gets its own page in your notebook: title, note, colour, 

number, image details, tempo adjectives, interval ideas, likely 

instruments, harmonic field, and one or two signature gestures. Over 

time you build a personal Tarot-composition lexicon. When a spread 

appears later, you are not improvising meaning from scratch; you 

are composing from a cultivated symbolic vocabulary that is 

genuinely yours. 

The contemplative work also reveals something the table alone 

cannot: the difference between knowing that the Tower means 

rupture and understanding what kind of rupture this particular piece 

demands. Case warns explicitly against mechanical determinism, 

saying the practitioner should not force the cards but let them 

suggest. That principle matters artistically. The Tower does not 

obligate you to write a crude explosion. It asks what kind of 

revelation, tearing-down, or crisis your piece requires at this structural 

moment. 
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Three Compositional Methods 

Method 1: The Single-Key Miniature 

This is the cleanest method and the best starting point for anyone 

new to oracle-based composition. Choose one Major Arcana card 

and write a short piece — a prelude, étude, lied, piano miniature, or 

chamber movement — whose entire musical language is derived 

from that Key. Before writing, do exactly what Case suggests: 

contemplate the card, use its colour, intone its tone, and write down 

whatever arises. Then convert the correspondences into musical 

decisions. 

A Magician piece might use E as a recurring pitch centre, quick 

Mercury-like figuration (fast scalar passages or broken-chord 

patterns in the upper register), sharply articulated textures, and a 

sense of directed will — nothing wasted, everything purposeful. An 

Empress piece might privilege F♯, lush growth patterns, fertile 

arpeggiation, continuous melodic flowering in the strings or right 

hand, and a harmonic language that expands rather than resolves. 

A Death piece centres on G but avoids the obvious — this Key is not 

about death in the crude sense but about metamorphosis. Form the 

piece as motivic mutation: the opening idea does not contrast with 

a second idea; it transforms from within, the way a chrysalis changes. 

Method 2: The Fourfold IHVH Spread 

This method moves you from miniature to full composition. Case’s 

divinatory layout uses a significator card plus four piles of cards 

corresponding to the letters of IHVH (Yod-Heh-Vav-Heh). Each pile 

corresponds to a domain: work/enterprise, love/pleasure, 

trouble/loss, and money/material matters. For composition, adapt 

those domains into four formal functions: 

IHVH Pile Formal Function in Composition 

Yod (I) — 

Work/Enterprise 
Seed-motive and opening sonority. The generative cell of 

the piece. 

Heh (H) — 

Love/Pleasure 
Lyric field, harmonic language, and expressive expansion. 
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Vav (V) — 

Trouble/Loss 
Disruption, counterforce, developmental fracture, crisis 

material. 

Heh (H) — 

Material/Embodiment 
Cadence strategy, scoring, final embodiment and closing 

gesture. 

 

Before laying out the spread, formulate a compositional question in 

Case’s spirit. Not “Will this piece be good?” but something like: 

“What is the true inner design of a piece on grief and illumination?” 

Then choose a significator — if the piece is abstract, a Major Key 

that names the intended centre; if it is character-based, a court 

card that represents the protagonist. Shuffle with a passive mind, not 

forcing an answer. Case is explicit that the mind should be 

receptive, not directive, during the draw. 

Case also gives a rule about suit interaction that translates brilliantly 

to composition. Cards of the same suit on either side of a position 

strengthen one another; inimical suits weaken or complicate. In 

compositional terms: same-suit adjacency means deepen the same 

rhythmic behaviour, harmonic colour, or textural identity — intensify 

rather than change. Inimical-suit adjacency means write real 

musical friction: superimpose conflicting meters, set up registral 

opposition, or let a melodic style resist the harmony beneath it. Do 

not smooth over the contradiction; that friction is the development. 

Method 3: The Alphabet Method 

Case explicitly states that the Major Arcana Keys may be arranged 

“like letters to form symbolic words,” and even suggests spelling 

Hebrew words and sacred names through corresponding cards. For 

composition, that means your title is not decorative — it is 

generative. Choose a word or concept meaningful to the piece, 

translate each letter through the corresponding Key, and use the 

resulting card-sequence as your formal or motivic row. 

In practice: assign your governing concept to a sequence of Keys, 

then read their tones as a pitch row, their colours as an orchestral 

arc, and their archetypes as the dramatic stations of the form. The 

order of sections, the sequence of harmonic regions, and the chain 
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of motivic transformations all follow from the alphabet. This keeps the 

Tarot structurally active throughout the piece, not merely influential 

at the opening. 

Minor Arcana: Suits, Pips, and Courts 

While the Major Arcana govern form and tonal architecture, the 56 

Minor Arcana provide the surface texture of the music: 

instrumentation, articulation, rhythmic character, and dynamic 

behaviour. The four suits map to instrument families and elemental 

qualities: 

Suit / Element Instrument Family / Compositional Character 

Wands (Fire) Strings and brasses — active, driving energy, forward 

momentum. Some traditions assign Wands to woodwinds; the 

brass/string pairing reflects the suit’s wilful, initiating character. 

Cups (Water) Winds — flowing, lyrical, emotionally receptive. Sustained lines, 

legato, and melodic arching phrases. 

Swords (Air) High-register keys and percussion — analytical, incisive, 

rhythmically clear. Staccato, precise attack, rhythmic definition. 

Pentacles (Earth) Low percussion and bass — grounded, weighty, structural. Pedal 

points, sustained bass tones, rhythmic foundation. 

 

The pip number (Ace through Ten) gives phrase length and intensity 

arc. Aces are seeds — one-bar gestures, single tones. Tens are 

completion — full phrases, resolution. The middle pips (Four through 

Seven) represent development and complication. In practice: if a 

Minor Arcana card falls in a structural position, let its suit govern the 

instrument and its number govern the phrase length or intensity level 

at that moment. 

Court cards determine articulation and role. The Page sketches a 

staccato idea — brief, exploratory, tentative. The Knight sustains it as 

a legato ostinato — committed but not yet fully formed. The Queen 

sings it as legato cantabile — fully voiced, expressive, authoritative in 

lyric terms. The King makes a bold full statement — complete, 

confident, cadentially resolved. When a court card appears in your 
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spread, it tells you not only what instrument family plays but how that 

material is delivered. 

Note on suit frameworks: Chapter 3 follows Paul Foster Case’s 

instrument-family mapping (Wands = Strings/Brass; Cups = Winds; 

Swords = High keys/Percussion; Pentacles = Low percussion/Bass). A 

complementary parameter-based mapping — particularly well-

suited to song writing and DAW-based production — assigns Wands 

to rhythm and drive, Cups to melody and lyricism, Swords to 

harmony and tension, and Pentacles to texture and instrumentation. 

Both frameworks are valid and internally consistent: the instrument-

family mapping is better suited to orchestral and ensemble writing, 

while the parameter mapping is more immediately applicable in a 

song-based or DAW-production context. The full session workflow 

using the parameter mapping, including a complete worked draw, 

appears in Appendix D. 

Worked Example: A Four-Card Piano Spread 

Here is how a Case-based spread produces a complete 

composition plan. Suppose the compositional question is: “What is 

the inner design of a short piano work moving from buried memory 

to conscious radiance?” The four governing cards that emerge are 

High Priestess, Death, Tower, and Sun. 

The Case correspondences immediately give you the raw material. 

High Priestess: memory, Moon, blue, G♯. Death: metamorphosis, 

Scorpio, blue-green, G natural. Tower: active force, rupture, Mars, 

scarlet, C natural. Sun: clarity, radiance, reason, orange, D natural. 

Those four tones form a structural cell — G♯, G, C, D — that will 

govern the piece’s pitch architecture. The colour arc — blue to blue-

green to scarlet to orange — governs the timbral and registral arc. 

The dramatic curve — memory, transformation, rupture, illumination 

— governs the form. 

Opening section (High Priestess): soft, inward, compound meter such 

as 6/8 or a slow 12/8. A G♯ ostinato or hovering dyad in the middle 

register. Blurred pedal, cool harmonic spacing, a melody that feels 

remembered rather than asserted — as if recalled from somewhere 
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already known. The texture is veiled; the harmony never fully 

resolves. 

Second section (Death): do not introduce a wholly new idea. 

Transform the first. The essential gesture is metamorphosis: G♯ 

darkening to G natural, harmony revoiced from within rather than 

replaced, rhythmic identity retained but bodily altered. The listener 

feels the same music, but changed — as if the temperature dropped 

one degree at a time until everything is different. 

Third section (Tower): this is the structural rupture. C arrives as an 

impact tone — sforzando, unexpected, breaking the registral span 

established so far. The previous meter collapses. Broken octaves in 

both hands, percussive attacks, perhaps the disintegration of the 

ostinato into fragments. This section need not be long; it needs to be 

decisive. 

Fourth section (Sun): do not simply get louder or faster. Clarify. The 

texture regularises, D emerges as a stable point, and dissonances 

become transparent rather than merely reduced. The piece ends 

not in sentiment but in lucidity — a quiet, radiant close in which 

everything heard before is understood rather than resolved in the 

conventional harmonic sense. 

Notice what the spread yielded: a four-note structural pitch cell, a 

colour-timbre arc, a dramatic curve, and a pianistic progression — 

from veiled resonance through internal mutation and percussive 

fracture to clarified radiance. That is a complete composition plan, 

not a mood board. 

The Seven-Card Compositional Spread 

For larger works, the seven-card spread maps directly onto a full 

sonata-type or through-composed form. Each position governs a 

formal section: 
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Position Formal Function 

1 — Opening Section A: governing character, opening sonority, primary 

motive 

2 — First 

Complication 
Section B begins: contrasting material, first harmonic move 

3 — Deepening Section B development: elaboration, textural intensification 

4 — Crisis Point Climax: the structural apex, often a Major Arcana Key of 

rupture or revelation 

5 — Turning Resolution begins: the return, a transformed version of Section 

A material 

6 — Integration Section C: reharmonised or transformed recapitulation 

7 — Closure Final statement: the cadential character and closing gesture 

 

Position 4 is the compositional pivot. Case’s most dramatic Major 

Arcana — the Tower (XVI), Death (XIII), the Moon (XVIII), or the 

Hanged Man (XII) — often fall here naturally, but any card that 

arrives at Position 4 should be read for its most disruptive or 

transformative potential regardless of its conventional meaning. The 

spread creates its own internal pressure; honour it. 

Chapter 3 has taught the Paul Foster Case compositional grammar 

— the theoretical foundations of how Tarot functions as a generative 

matrix for composition. For a complete step-by-step session guide 

covering how to prepare and shuffle the deck, define your purpose, 

choose between the 7-Card Song Spread and the 6-Card 

Instrumental Spread, translate your full draw into a production 

prompt, generate multiple versions from the same spread, title the 

piece, and archive the session, see Appendix D: The Tarot 

Composition Session. 
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Chapter 4 – I Ching: Hexagrams as Binary Scores 

The I Ching is fundamentally binary: yin (receptive, yielding, dark, 

static) and yang (active, firm, bright, dynamic). Combined into eight 

trigrams and then into 64 hexagrams, this structure maps beautifully 

onto music, where we constantly work with pairs of opposites: major 

and minor, consonance and dissonance, sound and silence, motion 

and stillness, question and answer. The I Ching does not impose 

meaning; it mirrors the same binary logic that underlies musical 

tension and release. 

The compositionally important insight is that yin and yang are not 

simply on and off. They are behaviours. A yin line in a hexagram is 

not a rest — it is silence as event, sustained tone as potential, space 

as active waiting. A yang line is articulation, attack, forward motion, 

rhythmic presence. Reading a hexagram as a score means reading 

yin and yang as two distinct kinds of musical energy, not as absence 

and presence. 

How to Cast a Hexagram 

The traditional three-coin method is the most practical casting 

approach for composers. Take three coins. Assign: heads = yang 

(value 3), tails = yin (value 2). Toss all three coins six times, building 

the hexagram from the bottom line upward. Add the three coin 

values for each toss: 

Coin total Line type and musical meaning 

6 (three tails) Old yin — a changing yin line. Sustained tone about to dissolve. A 

moment of release or dissolution. 

7 (two heads 

+ one tail) 
Young yang — stable yang. Active, articulated, present. 

Rhythmically forward. 

8 (two tails + 

one head) 
Young yin — stable yin. Sustained, open, receptive. Space as 

content. 

9 (three 

heads) 
Old yang — a changing yang line. Articulation at its peak, about to 

transform into its opposite. 
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Stable lines (7 and 8) form your primary hexagram — the governing 

musical character. Changing lines (6 and 9) mark the pivot points in 

the form and, when all changed, produce a second hexagram: the 

relating hexagram. The relating hexagram is not a separate piece; it 

is where the piece arrives. The journey from primary to relating 

hexagram is the developmental arc of the composition. 

The Eight Trigrams as Musical Characters 

Every hexagram is composed of two stacked trigrams. The lower 

trigram determines the harmonic field and bass motion. The upper 

trigram determines the melodic character and surface event. 

Learning the eight trigrams gives you the vocabulary from which all 

64 hexagram characters are built: 

Trigram / Force Musical Character, Register, Tempo, Interval 

Heaven (Qian) — ☰ Bright ascending. High register, broad spacing, confident 

5ths. Tempo: stately or majestic. Interval: perfect 5th, major 

6th. 

Earth (Kun) — ☷ Dark grounded. Low register, dense voicing, stable drones. 

Tempo: slow, immovable. Interval: minor 3rd, perfect 4th. 

Thunder (Zhen) — ☳ Syncopated, disruptive. Mid-to-low register, rhythmic bursts, 

sudden accents. Tempo: agitated, accelerating. Interval: 

minor 2nd, tritone. 

Water (Kan) — ☵ Flowing, undulating. Mid register, legato chromatic lines, no 

clear cadences. Tempo: fluid. Interval: minor 2nd, major 7th. 

Mountain (Gen) — ☶ Static, sparse. Any register, long silences, single sustained 

tones. Tempo: extremely slow. Interval: unison, minor 2nd. 

Wind (Xun) — ☴ Arpeggiated, floating. Upper register, light figuration, 

transparent textures. Tempo: gentle, drifting. Interval: major 

2nd, major 3rd. 

Fire (Li) — ☲ Melodic, clear, bright. Mid-to-high register, singing lines, 

warm resonance. Tempo: moderate, expressive. Interval: 

major 3rd, major 6th. 

Lake (Dui) — ☱ Lilting, warm, open. Mid register, gentle oscillation, pleasant 

consonance. Tempo: relaxed, rhythmically supple. Interval: 

major 2nd, perfect 4th. 
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Reading a Hexagram as a Six-Bar Score 

A hexagram’s six lines, read from bottom to top, become a six-bar 

score or a six-stage gestural arc. Each line’s yin or yang quality 

determines the musical behaviour of that bar or stage. The lower 

three lines (the inner trigram) govern the internal, private, harmonic 

world of the passage. The upper three lines (the outer trigram) 

govern the external, active, melodic surface. 

To read a hexagram as a compositional score: identify the inner and 

outer trigrams and note their musical characters. Then read each of 

the six lines in order, assigning yin = sustained/sparse/open and yang 

= articulated/dense/forward. A hexagram with alternating yin-yang 

lines produces a rhythmically varied, balanced passage. A 

hexagram dominated by yin lines (such as Hexagram 2, Earth) 

produces an almost static, drone-like texture. A hexagram 

dominated by yang (such as Hexagram 1, Heaven) produces 

continuous motion and energy. 

Changing Lines as Compositional Pivots 

Changing lines are the most compositionally valuable element of an 

I Ching reading. When a line changes — transforming from yin to 

yang or vice versa — it signals a structural pivot in the composition. 

The position of the changing line (1 through 6, bottom to top) tells 

you when in the formal arc the pivot occurs. 

A changing line at position 1 means the disruption happens at the 

very opening — the piece begins in a state of transition. A changing 

line at position 3 or 4 means the pivot falls at the formal midpoint, the 

traditional location of the climax or turning point. A changing line at 

position 6 means the final gesture transforms everything that came 

before it, recontextualising the close. 

After noting all changing lines and their positions, convert the old yin 

lines to young yang and old yang lines to young yin. The result is the 

relating hexagram. Write toward it: the primary hexagram is your 

point of departure, and the relating hexagram is where the piece 

arrives. If the primary hexagram is Water (flowing, chromatic, 

unresolved) and the relating hexagram is Fire (clear, melodic, 
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luminous), your piece moves from fluid ambiguity toward radiant 

clarity — without you having to decide that in advance. 

Worked Example: Hexagram 29 Moving to Hexagram 59 

Cast Hexagram 29, Kan over Kan — Water doubled. The inner and 

outer trigrams are both Water: flowing, undulating, chromatic, 

tonally ambiguous, no clear cadences, mid register. The six lines are: 

yin, yang, yin, yin, yang, yin. That produces a pattern of sparse-

active-sparse-sparse-active-sparse — two moments of rhythmic 

presence surrounded by open, sustained space. 

Suppose lines 1 and 4 are changing (both old yin becoming yang). 

The relating hexagram is Hexagram 59, Xun over Kan — Wind over 

Water. The Water foundation remains, but the upper trigram lifts from 

Water to Wind: the chromatic undulation of the opening gives way 

to floating, transparent arpeggiation in the upper register. The piece 

does not resolve to a conventional cadence; it dissolves upward, the 

texture becoming lighter and more open as the chromatic lines 

fragment into gentle figuration. The two changing lines tell you this 

transformation begins at the opening gesture (line 1) and at the 

formal midpoint (line 4). 

Three Compositional Methods 

Once you have cast your hexagram and identified its trigrams, 

choose one of three methods for applying it to your composition. 

The method you choose depends on what you declared in your 

musical intent before casting — form, harmony, or rhythm/texture. 

Method 1: Form Generator 

Read the six lines from bottom to top as six formal sections or stages. 

Yin lines are long, quiet, or inward; Yang lines are short, active, or 

outward. This method governs macro-structure directly from the 

hexagram: 
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Line Position Formal Section / Musical Role 

Line 1 (bottom) Section A: opening material. Yang = active start; Yin = quiet, 

emerging beginning. 

Line 2 Transition or bridge: either reinforces or contrasts Line 1’s 

energy. 

Line 3 Section B: contrasting material. The lower trigram’s crown — 

often the first point of turn. 

Line 4 Escalation: the upper trigram begins. Energy builds toward 

the structural peak. 

Line 5 Peak or climax: Line 5 is the “sovereign line” — the seat of 

leadership and the formal apex. Yang here = triumphant 

peak; Yin here = restrained or veiled climax. 

Line 6 (top) Resolution or coda: what the piece settles into. Changing 

lines here = transfiguration at the close. 

 

Changing lines (Old Yin or Old Yang) at any position mark the 

structural pivots — the moments where the music must turn, rupture, 

or transform. A changing line at Line 3 means the Section B opening 

is a dramatic inflection point. A changing line at Line 6 means the 

coda contains a final, decisive transformation before settling. 

Method 2: Mode and Harmony System 

Use the two trigrams to determine the harmonic world of the piece 

rather than its formal sections. The lower trigram governs the tonal 

centre, bass motion, and opening harmonic atmosphere. The upper 

trigram governs the melodic colour, surface harmony, and final 

mood: 

Trigram Mode / Tonal World / Harmonic Implication 

Heaven (☰) Lydian or bright Ionian. Open 5ths, ascending lines, no chromatic 

tension. Pure upward energy. 

Earth (☷) Dorian or Aeolian. Dense, grounded, modal gravity. Drones and 

sustained bass. 

Water (☵) Chromatic or Phrygian. Serpentine lines, suspensions, unresolved 

dissonance. Fluid ambiguity. 
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Fire (☲) Mixolydian or bright minor. Sharp articulation, sparkling upper-

register figures, warm major colour. 

Thunder (☳) Dorian with rhythmic disruption. Strong syncopated pulse, 

percussive harmonic motion. 

Mountain (☶) Modal stasis. Minimal harmonic motion, single sustained chord, 

near-silence as harmony. 

Wind/Wood (☴) Aeolian with slow ornamentation. Sustained tones, gentle 

chromatic colouring, quiet resolution. 

Lake (☱) Expressive minor or major. Lyrical, rubato, resonant. Harmonics 

and overtone-rich chords. 

 

To apply: identify the lower trigram and choose its corresponding 

mode as your tonal centre. Identify the upper trigram and treat its 

harmonic world as the melodic surface and the final resolution 

colour. When the two trigrams share an element or are closely 

related (Heaven and Lake, for example), the piece has a unified 

harmonic world. When they are opposed (Heaven over Earth, Fire 

over Water), the harmonic journey moves from one world to the 

other — and that movement is your development. 

Method 3: Rhythm and Texture Blueprint 

Read the six lines as a rhythm and texture map rather than as form or 

harmony. Each line determines the rhythmic and textural density of 

one section or one bar in a six-bar pattern: 

● Yang line = dense, rhythmically active, higher register, shorter 

note values, articulated figures, textural accumulation. 

● Yin line = sparse, resting or sustained, lower register, longer note 

values, open spacing, textural reduction. 

● Changing line = transformation point: a Yin line that becomes 

Yang marks a sudden burst of activity from stillness; a Yang line 

that becomes Yin marks a sudden drop from energy to space. 

Plot the six lines as a density graph. A hexagram of alternating Yang-

Yin-Yang-Yin-Yang-Yin produces a rhythmically varied, wave-like 

texture. A hexagram dominated by Yang (such as Hexagram 1, 

Heaven) produces relentless forward drive with minimal breathing 
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space. A hexagram dominated by Yin (such as Hexagram 2, Earth) 

produces a sustained, drone-like texture that barely breaks into 

rhythm. The changing lines determine the moments of maximum 

contrast within whichever overall pattern the hexagram sets. 

Chapter 4 has presented the I Ching’s musical grammar — how to 

cast, read, and translate a hexagram using any of three 

compositional methods. For the complete session workflow, including 

a step-by-step coin-by-coin casting walkthrough, a live interpretation 

of the Hexagram 43 → 1 example, production prompt templates 

built directly from a hexagram, and a printable casting sheet, see 

Appendix E: The I Ching Composition Session. 
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Chapter 5 – Chinese Zodiac and Four Pillars: 

Character and Form 

The Chinese Zodiac and Four Pillars system operates differently from 

Tarot and the I Ching. Where those systems respond to the specific 

compositional moment of drawing or casting, the Four Pillars system 

is derived from a fixed date — a birth date, a commission date, a 

premiere date, or any other moment that carries meaning for the 

piece. This makes it an ideal system for commissioned works, 

biographical portraits, and pieces honouring specific people or 

events. 

The Twelve Zodiac Animals as Tempo and Character Archetypes 

Each of the twelve zodiac animals carries a specific personality 

archetype that translates directly into compositional character. The 

tempo ranges given below are not rigid constraints but gravitational 

centres — the natural pulse at which each animal’s energy moves. 

The characteristic intervals are the harmonic gestures that most 

naturally express each archetype: 

Animal / Element Tempo Centre / Character / Characteristic Interval 

Rat (Water) 140–160 BPM — quick, nervous, adaptive. Minor seconds and 

chromatic turns. Restless forward motion. 

Ox (Earth) 60–80 BPM — patient, immovable, steadfast. Perfect 4ths and 

5ths. Sustained, diatonic, grounded. 

Tiger (Wood) 130–150 BPM — fierce, bold, unpredictable. Augmented 

intervals, wide leaps, sforzando accents. 

Rabbit (Wood) 90–110 BPM — gentle, creative, agile. Major 3rds, lyrical stepwise 

lines, light articulation. 

Dragon (Earth) 120–140 BPM — dramatic, powerful, expansive. Perfect 5ths, 

augmented triads, broad gestures. 

Snake (Fire) 80–100 BPM — wise, sinuous, unhurried. Minor 3rds, chromatic 

neighbour tones, legato throughout. 

Horse (Fire) 150–170 BPM — spirited, free, headlong. Major 6ths, open triads, 

galloping rhythmic patterns. 
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Goat (Earth) 100–120 BPM — artistic, gentle, ruminative. Minor 7ths, 

suspended chords, expansive phrasing. 

Monkey (Metal) 160–180 BPM — clever, playful, mercurial. Tritones and quick 

chromatic passing tones, staccato. 

Rooster (Metal) 110–130 BPM — precise, confident, declarative. Perfect intervals, 

clear attack, rhythmically exact. 

Dog (Earth) 90–110 BPM — loyal, earnest, steady. Major 2nds and 3rds, 

balanced phrase lengths, warm timbre. 

Pig (Water) 100–120 BPM — generous, warm, unhurried. Major 6ths and 7ths, 

full harmonics, generous phrase endings. 

 

The Five Elements as Harmonic Colour 

Each animal belongs to one of five elements, and each element 

carries a distinct harmonic language. The element adds a second 

layer of specificity to the animal’s character — two animals of the 

same element share a harmonic world even if their tempos and 

personalities differ: 

Element Harmonic Language / Textural Implication 

Wood Suspended 4ths and 2nds, open 5ths, fresh and unresolved. 

Growing, reaching upward. Transparent scoring with space. 

Fire Bright major harmony, major 7ths, upper partials prominent. 

Energised and luminous. Brass and high woodwinds. 

Earth Perfect intervals, grounded bass, stable diatonic harmony. Warm 

and centred. Strings and lower woodwinds. 

Metal Tritones, sharp attacks, brilliant upper register. Incisive and precise. 

Mallet percussion, pizzicato, clear piano. 

Water Chromatic clusters, fluid voice-leading, unresolved dissonance. 

Flowing and transformative. Legato strings, harp. 

 

Yin and Yang: The Lumen Arc 

Each animal in the Chinese Zodiac has a Yin or Yang polarity that 

determines the brightness or darkness of its musical expression. This 

polarity is not about the quality of the music — a Yin passage is not 
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quieter or less important — but about the direction of its light: 

outward-radiating (Yang) or inward-glowing (Yin). 

In practical compositional terms, Yin and Yang translate most 

directly into modal brightness, the quality of attack, and the 

character of rhythmic pulse: 

Polarity Modal tendency / Attack / Register / Pulse 

Yang — active, 

outward, bright 
Brighter modes: Ionian, Lydian, Mixolydian, luminous 

pentatonics. Clear, prominent attack. Higher-register 

emphasis. Forward-driving, assertive rhythmic pulse. 

Yin — receptive, 

inward, shadowed 
Darker or inward modes: Aeolian, Phrygian, Locrian, In-sen 

scale. Softer attack, blended timbres. Middle-to-lower 

register. More spacious or floating rhythmic feel. 

 

The same animal takes on a fundamentally different musical 

personality depending on its Yin or Yang form. A Yang Fire Horse 

erupts in a bright, galloping Lydian theme — extroverted, brassy, 

relentless. A Yin Fire Horse still gallops, but through an Aeolian 

landscape: the forward drive is present, but the harmonic light is 

shadowed, the timbre more interior. The energy is identical; the 

direction of expression has reversed. 

In the sixty-year cycle, every animal appears in both a Yang year 

and a Yin year (in alternation). When reading a Four Pillars chart, 

note the Yin or Yang quality of each pillar and treat it as a modal 

control: Yang pillars govern movements or sections in brighter 

modes; Yin pillars govern movements or sections in darker or more 

introspective modes. A chart with a Yang Year pillar and a Yin Day 

pillar produces a work whose outer character is bright and 

extroverted but whose inner core is contemplative and modal-minor 

— the public persona and the private voice diverge, which is often 

the most musically interesting configuration. 

How to Read a Four Pillars Chart 

The Four Pillars system derives four columns of information from a 

date and time: the Year Pillar, Month Pillar, Day Pillar, and Hour Pillar. 

Each pillar consists of a Heavenly Stem (one of ten, encoding the 
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five elements in yin/yang form) and an Earthly Branch (one of the 

twelve animals). You do not need a deep knowledge of traditional 

Chinese astrology to use this system compositionally — the animal 

and element for each pillar is sufficient. 

For the Year Pillar, use the year of the birth date or event. For the 

Month Pillar, use the Chinese solar month of the date (these differ 

slightly from Western calendar months — free online calculators give 

the correct animal and element for any date). For the Day and Hour 

Pillars, the calculation is more complex; use a Four Pillars calculator 

to generate the full chart. Many free web tools will produce a 

complete chart from a birth date and time. 

Four Pillars as Four-Movement Form 

The four pillars map directly onto a four-movement work. Each pillar 

governs a movement’s character, tempo, harmonic language, and 

duration: 

Pillar Movement / Formal Role / Character 

Year Pillar — Public 

Identity 
First movement: Overture or Allegro. The outward 

character, public face. 1–2 minutes. Governs the primary 

theme and opening energy. 

Month Pillar — Inner 

Motivation 
Second movement: Slow movement or Andante. The 

private emotional world. 2–3 minutes. Governs harmonic 

language and lyric depth. 

Day Pillar — Core Being Third movement: Climax movement or Scherzo. The 

essential self, often most intense. 2–3 minutes. Governs the 

developmental crisis. 

Hour Pillar — Hidden 

Legacy 
Fourth movement: Coda or Finale. What is left behind. 1–2 

minutes. Governs the final cadence character and closing 

gesture. 

 

When two adjacent pillars share an element, keep the harmonic 

language consistent across those movements and intensify it rather 

than contrast it. When adjacent pillars have conflicting or 

weakening element relationships (Water extinguishes Fire, Metal cuts 

Wood), use that point of transition as the formal crisis — the moment 

of greatest developmental tension in the piece. The traditional 
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elemental relationships become a blueprint for where to place 

conflict and where to seek continuity. 

Stem-Branch Interactions as Developmental Logic 

Within each pillar, the Heavenly Stem and Earthly Branch may 

reinforce or conflict with one another. A pillar with a harmonious 

stem-branch pairing (same element or mutually supportive 

elements) governs a movement of relative stability and integration. 

A pillar with a conflicting stem-branch pairing (opposing or draining 

elements) governs a movement of internal tension — music that 

works against itself harmonically or rhythmically, where the surface 

character and the underlying energy pull in different directions. 

This is one of the most sophisticated structural tools in the Four Pillars 

system. Used compositionally, it means that not all four movements 

need the same degree of internal consistency. Some will be 

architecturally stable; others will be productive contradictions — the 

musical equivalent of a character at war with themselves. 

Integrating the Zodiac with Other Oracle Systems 

The Chinese Zodiac works with particular elegance when combined 

with the other oracle systems in this book, provided each system is 

given a distinct compositional responsibility. The most effective roles 

are: 

● The Four Pillars as architect: governs large-scale sections, 

movements, broad timbral zones, and the sequence of 

character-states across the piece. 

● The I Ching within each section as engineer: governs local 

development, transitions, degrees of tension and release, and 

the binary texture of each passage. 

● Tarot across the whole piece as storyboard: shapes character 

arcs, suggests thematic imagery, provides the harmonic Key 

correspondences that link sections. 

In practice, this three-system combination works as follows. The Four 

Pillars chart determines how many sections or movements there are 

and what broad animal-element-polarity world each inhabits. Within 
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each section, a hexagram cast determines how the material 

transforms over its duration. Tarot cards — drawn for the piece as a 

whole or for specific sections — choose the pitch centres, modal 

colours, and motivic identities that appear across movements. The 

Zodiac is your architect, the I Ching is your engineer of change, and 

Tarot is your library of images and tones. 

For a complete worked example of a Four Pillars composition — 

including a full four-movement sketch derived from a real BaZi chart, 

the element energy arc across pillars, Yin/Yang modal assignments 

for each movement, and a method for applying your own personal 

chart to compositional design — see Appendix F: The Four Pillars 

Composition Session. 
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Chapter 6 – Runes: A Melodic and Motivic Alphabet 

Runes are an ancient Germanic alphabet used across Scandinavia, 

Britain, and central Europe from roughly the 1st century CE onward. 

As an oracle system, they operate as an alphabet of forces — each 

rune is simultaneously a letter, a word (its name), a concept, and a 

cluster of associated meanings. For composers, the most important 

fact about the runes is that they are already a musical alphabet: a 

set of symbols waiting to be mapped onto pitches, intervals, and 

rhythmic cells. 

The 24 Elder Futhark runes are arranged in three groups of eight 

called ættir (ætt in the singular, meaning family or clan). Each ætt 

has a presiding deity and a governing thematic territory, which 

translates into a compositional domain: 

Ætt / Deity Compositional Domain / Formal Use 

Freyr’s Ætt (Runes 1–8) The material world: creation, foundation, vitality, wealth, 

communication, joy. Use for exposition material, primary 

themes, foundational sonorities. 

Heimdall’s Ætt (Runes 

9–16) 
Challenges and transformation: disruption, need, stillness, 

harvest, mystery, protection. Use for development, crisis 

material, transitional passages. 

Tyr’s Ætt (Runes 17–24) Order and the spiritual: justice, rebirth, partnership, 

humanity, flow, completion, enlightenment. Use for 

recapitulation, coda, closing material. 

 

This three-ætt structure maps directly onto sonata form, ABA form, or 

any three-part dramatic arc. Pieces that draw runes from all three 

ættir naturally generate material appropriate to each formal section 

without the composer having to engineer the contrast. 

Three Mapping Methods 

Method 1: The Interval Wheel 

Assign each of the 24 runes to a position on the chromatic circle. 

With 24 runes and 12 pitches, each pitch receives two runes — one 

from a lower-numbered rune (ascending tendency) and one from a 
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higher-numbered rune (descending tendency). When a rune 

appears in a reading, its pitch becomes the target pitch at that 

structural moment. The ascending or descending tendency suggests 

the melodic direction of the approach to that pitch. 

Rune / Name Chromatic Pitch / Melodic Tendency / Core Meaning 

Fehu (F) C ↑ — rising. Wealth, cattle, mobile energy. Opening gesture, 

upward reach. 

Uruz (U) C♯/D♭ ↑ — rising. Aurochs, raw strength. Wide upward leap, 

powerful attack. 

Thurisaz (Th) D ↓ — falling. Thorn, giant, forceful action. Sharp dissonant 

accent, hard landing. 

Ansuz (A) D♯/E♭ ↓ — falling. God, Odin’s breath, wisdom. Sustained 

resonant tone, speech-like. 

Raidho (R) E ↑ — rising. Journey, wagon. Forward rhythmic momentum, 

clear direction. 

Kenaz (K) F ↑ — rising. Torch, light in darkness. Bright upper register, clear 

articulation. 

Gebo (G) F♯/G♭ ↓ — falling. Gift, exchange. Paired notes, antiphonal 

gesture. 

Wunjo (W) G ↓ — falling. Joy, harmony. Consonant resolution, warm arrival. 

Hagalaz (H) G♯/A♭ ↑ — rising. Hail, disruption. Cluster attack, sudden impact. 

Nauthiz (N) A ↓ — falling. Need, constraint. Chromatic neighbour, 

suppressed energy. 

Isa (I) A♯/B♭ ↑ — rising. Ice, stillness. Single sustained tone, no 

movement. 

Jera (J/Y) B ↓ — falling. Year, harvest, cycle. Returning theme, cyclic 

gesture. 

 

Continue the pattern for the remaining 12 runes of Heimdall’s and 

Tyr’s ættir, cycling back through the chromatic pitches. The 

complete wheel assigns every rune a unique pitch-and-direction 

identity. 
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Method 2: Mode-Fragment Mapping 

Rather than assigning each rune to a single pitch, assign each rune 

to a two- or three-note melodic fragment with a characteristic 

rhythm and contour. This method generates more immediately 

singable, memorable material and is well-suited to leitmotif 

composition. 

Rune Fragment Description 

Fehu Rising perfect 4th, dotted quarter + eighth. Energetic, confident 

upward reach. 

Uruz Falling minor 3rd, tied whole note. Sustained, weighty, immovable. 

Thurisaz Minor 2nd cluster, sforzando eighth + rest. Sharp, dissonant, abrupt. 

Ansuz Stepwise descent over 4 notes, legato. Speech-like, wise, flowing 

downward. 

Raidho Rising major 3rd then step down, march rhythm. Forward, purposeful. 

Kenaz Leap of major 6th upward, bright accent. Illuminating, high-register 

arrival. 

Gebo Call-and-response: two equal notes, pause, echo. Balanced 

exchange. 

Wunjo Descending major triad arpeggio, gentle. Harmonious, settling, 

resolved. 

 

Method 3: Hybrid Mapping 

Combine pitch identity (from the Interval Wheel) with rhythmic 

identity (from Mode-Fragment mapping). Each rune carries both a 

target pitch and a characteristic rhythmic cell. This produces a 

complete motivic identity for each rune: a note and a gesture. 

When runes are chained into sequences, the result is a melodic line 

with an inherent rhythmic logic. 

Leitmotif Generation: Spelling Names in Runes 

Case explicitly described the Major Arcana as letters that could be 

combined into words. The Elder Futhark is an actual alphabet, which 

makes this principle even more direct. Spell a character name, 
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place name, or thematic concept using rune letters. Each letter 

maps to the corresponding rune, and each rune maps to its pitch 

and melodic fragment. The resulting sequence is the leitmotif. 

Example: the name Eldrik maps to E (Eihwaz), L (Laguz), D (Dagaz), R 

(Raidho), I (Isa), K (Kenaz). Using the Interval Wheel and Mode-

Fragment methods, this produces a six-note pitch sequence with a 

characteristic rhythmic profile. The sequence can be presented 

literally as a melody, harmonised as a chord progression (each pitch 

as a root or colour note), rhythmically augmented for slow passages, 

fragmented for development sections, or inverted for moments of 

irony or reversal. 

The three ættir also tell you how to develop the leitmotif across the 

form. If the first letters of the name fall in Freyr’s ætt, establish those 

pitches strongly in the exposition. Letters from Heimdall’s ætt 

become crisis material in the development. Letters from Tyr’s ætt 

govern the coda. The name is not merely a seed — it is a structural 

blueprint. 

Chapter 6 has established the three mapping methods for 

converting runes into musical material. For the complete session 

workflow — including a step-by-step leitmotif construction with full 

pitch and rhythm output, a geomantic rhythm session running in 

parallel, and printable session sheets for both systems — see 

Appendix G: The Runes and Geomancy Composition Session. 
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Chapter 7 – Geomancy: 16 Rhythmic Figures and 

Dynamic Curves 

Geomancy is one of the oldest divinatory traditions in the world, 

practiced across the Arab world, medieval Europe, and sub-Saharan 

Africa. Its 16 figures are generated from a simple binary process: 

drawing lines of random points in sand, soil, or on paper, and 

counting whether each line has an odd (single point) or even 

(double point) number of marks. That binary structure maps directly 

onto rhythmic cells — single points become sparse, sustained, or 

resting beats; double points become active, subdivided, or 

rhythmically dense beats. 

How to Cast a Geomantic Chart 

The casting process is simple and tactile — one of the most 

accessible oracle methods in this book. Draw four horizontal rows of 

random dots or marks on paper without counting as you draw. Then 

count the marks in each row: odd = single point (o), even = double 

point (oo). The four rows of points form one geomantic figure. 

Repeat the process four times to produce four “Mother” figures. From 

the four Mothers, the remaining twelve figures of a full chart are 

derived mathematically. 

For compositional use, you may use just the four Mothers as a four-

section compositional blueprint, or derive the full chart of 16 figures 

for a 16-bar rhythmic pattern. The full derivation: the four Daughters 

are formed by reading each Mother’s rows horizontally rather than 

vertically. The four Nephews are formed by adding pairs of figures. 

The two Witnesses are formed from the Nephews; the Judge from 

the Witnesses. This produces a complete chart of 15 or 16 positions, 

each carrying a named figure with a specific rhythmic identity. 

The 16 Geomantic Figures as Rhythmic Cells 

Each of the 16 geomantic figures has a traditional name and 

character. For compositional use, read the four rows of each figure 

from top to bottom as four rhythmic layers: the top row is the 

treble/melodic layer, the second is the mid/harmonic layer, the third 
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is the bass layer, and the bottom is the accent/pulse layer. Single 

point (o) = rest, sustained tone, or open beat. Double point (oo) = 

active subdivision, articulated beat, or dense figure. 

Figure / Name Character and Rhythmic Cell 

Puer (Boy) oo / o / oo / o — syncopated, energetic, male force. 

Offbeat accents, driving forward. 

Amissio (Loss) o / oo / o / oo — hollow, retreating. Even-beat density with 

treble and bass stripped back. 

Albus (White) oo / oo / o / o — clear, flowing. Dense upper layers over 

sparse foundation. 

Populus (People) oo / oo / oo / oo — full density, all layers active. Tutti, 

maximum rhythmic presence. 

Fortuna Major 

(Greater Fortune) 
o / oo / oo / o — stable, broad. Dense mid-layers, sparse 

outer. Confident 3/4 feel. 

Fortuna Minor (Lesser 

Fortune) 
o / o / oo / oo — unstable, dependent. Sparse top, dense 

bottom. Forward momentum without resolution. 

Conjunctio (Joining) o / oo / oo / o — balanced, linking. Same as Fortuna Major 

— use context to differentiate character. 

Puella (Girl) oo / o / o / oo — gentle oscillation. Outer layers active, inner 

passive. Rocking, lilting. 

Rubeus (Red) o / oo / o / oo — volatile, irregular. Alternating density. Triplet 

bursts or irregular syncopation. 

Acquisitio (Gain) oo / o / o / oo — gathering. Outer layers dense, inner sparse. 

Bookended rhythmic gesture. 

Carcer (Prison) o / o / o / o — static, confined. All single points. Maximum 

sparseness, near silence. 

Tristitia (Sorrow) o / o / o / oo — weighted, descending. Only the bass layer 

active. Slow, low, heavy. 

Laetitia (Joy) oo / o / o / o — upward, bright. Only the treble layer active. 

High, light, dancing. 

Cauda Draconis 

(Dragon’s Tail) 
oo / oo / o / o — releasing, exiting. Dense upper, sparse 

lower. Trailing off. 

Caput Draconis 

(Dragon’s Head) 
o / o / oo / oo — entering, building. Sparse upper, dense 

lower. Growing from below. 
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Via (Way) o / o / o / o — identical to Carcer in density but opposite in 

character: open path, freedom. Long sustained unison or 

silence as journey. 

 

The 16-Bar Blueprint 

A full geomantic chart of 16 figures maps directly onto a 16-bar 

rhythmic blueprint. The four Mothers (bars 1–4) establish the 

foundational rhythmic identity of the piece. The four Daughters (bars 

5–8) develop and vary the Mothers’ material. The four Nephews 

(bars 9–12) combine and intensify. The two Witnesses (bars 13–14) 

present the rhythmic argument. The Judge (bars 15–16) delivers the 

final rhythmic statement — the conclusion toward which the entire 

pattern has moved. 

This structure produces a natural formal logic without any additional 

planning. The 16-bar pattern can be used as a complete short 

piece, as a repeated groove in a longer work, or as the rhythmic 

DNA of a first movement whose subsequent sections vary and 

develop the same material. 

Dynamic Curves from Density Tracking 

Each geomantic figure has a density score from 0 to 4, counting the 

number of double-point rows. Carcer and Via score 0 (all sparse); 

Populus scores 4 (all dense). Plot the density scores of your 16 figures 

in order on a simple graph, connecting the points. The resulting 

curve is your dynamic envelope. 

A curve that rises from 0 through 2 to 4 and back to 1 describes a 

piece that builds from silence to climax and settles to a quiet close. 

A curve that peaks early and then gradually descends describes a 

piece of gradual dissolution. A curve with multiple peaks describes a 

rondo-like structure with recurring moments of intensity. You did not 

design these shapes — the geomantic chart generated them. Your 

task is to honour the curve in your dynamics, orchestration, and 

registral choices. 
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Chapter 7 has presented the 16 geomantic figures as rhythmic cells 

and the 16-bar blueprint. For the complete session workflow — 

including a full worked example producing a specific 4-bar groove 

from four Mother figures and a printable casting sheet — see 

Appendix G: The Runes and Geomancy Composition Session. 

  



The Oracle Composer 

© 2026 Museca 47 

Chapter 8 – Ifá/Odù: Polyrhythm and Groove Oracle 

Ifá is a West African divination system rooted in Yoruba culture, 

practised across Nigeria, Benin, Cuba, Brazil, and wherever Yoruba 

traditions have spread through the African diaspora. In 2005, 

UNESCO proclaimed the Ifá divination system a Masterpiece of the 

Oral and Intangible Heritage of Humanity. This designation reflects 

not only the system’s antiquity and complexity but also the living 

community of initiates — Babàlàwo (male) and Iyànífà (female) 

priests — who carry and transmit it. 

The Oracle Composer approaches Ifá with deep respect and a 

clear limitation: this chapter presents Ifá’s rhythmic and structural 

principles as a compositional framework, not as a guide to spiritual 

practice. If you wish to engage Ifá as a living tradition, seek 

guidance from authorised practitioners and cultural scholars. Credit 

the tradition explicitly in your programme notes. The music 

generated by this method owes a debt that should be 

acknowledged. 

The Odù System: 256 Signs, 16 Principal 

The full Ifá corpus consists of 256 Odù — the signature codes 

generated by the divination process. These 256 signs are structured 

as 16 pairs of the 16 principal Odù (called Ojú Odù or Méjí): each 

principal Odù combined with each of the others, including itself. The 

16 principal Odù are the foundational rhythmic archetypes; the 240 

derived Odù extend and combine their qualities. 

For compositional use, the 16 principal Odù provide 16 groove 

archetypes — each carrying a distinct rhythmic DNA that governs 

the fundamental timeline pattern (clave) of a musical passage. The 

derived 240 Odù can be used to generate variation and 

combination passages, extending a piece well beyond the initial 16-

groove palette. 

The Principal Odù as Groove Archetypes 

Each principal Odù is identified by its binary signature — a pattern of 

single and double marks in four rows, identical in form to geomantic 
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figures. That binary pattern translates directly into a rhythmic clave. 

The table below presents eight of the 16 principal Odù with their 

rhythmic identities: 

Odù / Name Binary Pattern and Rhythmic Character 

Eji Ogbe oo/oo/oo/oo — all double. Full, continuous, maximum presence. 

Steady 4/4 pulse with triplet ornaments throughout. 

Oyeku Meji o/o/o/o — all single. Stark, minimal. Rests treated as events. 

Maximum space, near silence. 

Iwori Meji oo/o/oo/o — alternating. Asymmetric energy. Maps well to 7/8 

or 5/4 — active-rest-active-rest asymmetry. 

Odi Meji o/oo/o/oo — alternating inverse. Polyrhythmic tension. 3-

against-4 layering, cross-rhythmic. 

Irosun Meji oo/oo/o/o — dense top, sparse bottom. Melody-dominant 

groove. Upper voices active over quiet bass. 

Owonrin Meji o/o/oo/oo — sparse top, dense bottom. Bass-dominant groove. 

Rumbling foundation under silence above. 

Obara Meji oo/o/o/oo — outer active, inner sparse. Bookended groove. 

Commanding entrance and exit gestures. 

Okanran Meji o/oo/oo/o — outer sparse, inner active. Interior groove. Motion 

buried within, quiet exterior. 

 

Building the Clave 

The clave is the foundational rhythmic timeline — the anchor pattern 

against which all other rhythmic layers orient themselves. To build a 

clave from an Odù, read its binary signature as a two-bar pattern. 

Each row corresponds to one beat in a four-beat bar. Single point = 

rest or sustained tone on that beat. Double point = active subdivision 

— typically a short-long or long-short rhythmic figure. 

For example, Eji Ogbe (all double) produces a clave with activity on 

every beat of both bars — a dense, interlocking pattern closer to a 

Cuban son clave than to a sparse African timeline, but with similar 

structural function. Iwori Meji (oo/o/oo/o) produces a clave with 

active beats on 1 and 3, resting on 2 and 4 — a pattern that 
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naturally gravitates toward a 7/8 feel when the rests are slightly 

contracted. 

Ensemble Layering from the Odù 

The four rows of each Odù assign rhythmic roles to four instrumental 

layers: 

Odù Row Instrumental Role / Function 

Row 1 (top) Lead voice or melody instrument. Carries the Odù’s primary 

clave and any melodic material (otó — response lines). 

Row 2 Harmonic rhythm. Middle instruments that colour and support 

the clave without carrying melody. 

Row 3 Bass layer. Low instruments that provide the tonal foundation 

and low rhythmic grounding. 

Row 4 (bottom) Subdivision and timeline. The fastest-moving layer — shaker, 

bell, or hi-hat — that keeps the rhythmic grid. 

 

A double-point row means that layer is rhythmically active in that 

beat position. A single-point row means that layer rests or sustains. 

The result is a naturally differentiated texture in which some layers are 

busy while others breathe — exactly the principle of traditional West 

African ensemble playing. 

Call and Response as Compositional Architecture 

The call-and-response (or lead-and-response) structure is central to 

Ifá-derived music. The lead drum (or voice) states the Odù’s clave. 

The responding drums (otó) answer, complete, and interlock with the 

lead. Silence in the lead creates space for the response; silence in 

the response creates space for the lead to be heard. 

For ensemble writing, assign one instrument the clave role and a 

second or third instrument the response role. The response should not 

simply echo the clave — it should complete it, filling the gaps in the 

clave’s pattern. If the clave rests on beats 2 and 4, the response is 

most active on beats 2 and 4. If the clave is melodically ascending, 

the response descends. The two lines should interlock like two hands 

clapping — fitting together without colliding. 
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This call-and-response architecture extends beyond percussion. In 

orchestral writing, a woodwind melody over a pizzicato string clave 

creates the same structural relationship. A piano right-hand line over 

a left-hand ostinato follows the same logic. Any musical relationship 

in which one voice leads and another responds, with space 

deliberately designed into the leading voice for the response to 

enter, is a manifestation of this principle. 

Chapter 8 has established the Odù system, clave construction, and 

ensemble layering. For the complete session workflow — including 

how to select or cast an Odù, a full worked example taking Iwori Meji 

through clave-building and four-instrument layering as a concrete 

groove blueprint, and the session archive sheet — see Appendix H: 

The Ifá/Odù Composition Session. 
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Chapter 9 – Numerology: Composing by Number 

Numbers govern music at every level. The 12-tone chromatic scale, 

the ratios of just intonation, the proportions of classical form, the 

binary logic of rhythm — all of these are numerical systems that 

composers have used for centuries without thinking of them as 

oracular. Numerology simply makes the choice of number explicit 

and personal: deriving the governing numbers of a piece from a 

date, a name, or a concept rather than from abstract theory. 

Numbers 1–9 as Musical Archetypes 

In numerological practice, all numbers reduce to a single digit 

through repeated addition (e.g. 47 becomes 4+7=11, then 1+1=2). 

Each single digit carries a distinct compositional identity: 

Number Musical Archetype / Compositional Application 

1 — Unity Monody, unison, soloist without accompaniment. Single tonic, no 

harmonic movement. Pure melodic identity. 

2 — Duality Antiphony, binary form, mirroring, paired phrases. Two keys a tritone 

or minor 2nd apart. Call and response. 

3 — Growth Ternary form, 3/4 or 3/8 meter, triadic harmony. Triple expansion — 

each phrase longer than the last. 

4 — Stability Square periodicity, march, 4/4 meter, grounded diatonic harmony. 

Four-bar phrases, four-movement structure. 

5 — 

Asymmetry 
5/4 or 5/8 meter, pentatonic harmony, irregular phrase lengths. 

Dynamic instability, forward-leaning momentum. 

6 — Balance Compound meter (6/8, 6/4), two balanced three-bar groups, lilt and 

swing. Harmonic pairs balanced around a centre. 

7 — Mystery 7/8 or 7-bar phrases, modal harmony with one chromatic inflection. 

Prime-number asymmetry that resists the square. 

8 — Power Octave symmetry, arch form (ABCDCBA), eight-bar periods, full 

orchestration. Authority and completion. 

9 — 

Completion 
Nine-bar units, extended phrase endings, harmonic journeys that 

return transformed. The number before return to unity. 
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The Life Path Number: Deriving Personal Parameters 

The Life Path Number is calculated by reducing a full birth date (day 

+ month + year) to a single digit. For a piece honouring or portraying 

a specific person, the Life Path Number becomes the primary formal 

parameter: the time signature, the phrase length, the number of 

sections, or the governing tonal centre (mapped onto the chromatic 

scale, where 1=C, 2=D, 3=E, 4=F, 5=G, 6=A, 7=B, 8=C (upper octave 

emphasis), 9=leading-tone tendency). 

Example: a birth date of 14 March 1972. Day: 14 → 1+4=5. Month: 03 

→ 3. Year: 1972 → 1+9+7+2=19 → 1+9=10 → 1+0=1. Total: 5+3+1=9. 

Life Path Number 9. A piece for this person would be built on nine-

bar units, extended phrase endings, and a harmonic language that 

journeys and returns transformed — the musical expression of 

completion and legacy. 

Fibonacci Sequences and Golden Proportion 

The Fibonacci sequence (1, 1, 2, 3, 5, 8, 13, 21, 34, 55…) generates 

proportions that recur throughout the natural world and appear, 

sometimes consciously and sometimes intuitively, throughout music 

history. Béla Bartók used Fibonacci proportions extensively — the 

golden section of a piece often marks the structural climax, and 

phrase lengths frequently follow the sequence. 

To apply Fibonacci proportions: calculate the total duration of your 

piece in bars or seconds. The golden section falls at approximately 

61.8% of the total. In a 100-bar piece, the climax falls at bar 62. In a 

144-bar piece (itself a Fibonacci number), the climax falls at bar 89 

(also Fibonacci). The remaining proportions of the piece can follow 

the sequence: if the total is 89 bars, the main sections might be 55 + 

34, subdivided further as 34 + 21 and 21 + 13. 

A piece structured as a 5-bar introduction, 8-bar primary theme, 13-

bar development, 8-bar return, and 5-bar coda (total 39 bars — 

note 39 = 3 × 13, close to Fibonacci) feels organically proportioned 

without any listener being aware of the numerical logic. That organic 

quality is the point: Fibonacci proportions encode the same ratios 
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found in shell spirals, leaf arrangements, and galaxy arms. They feel 

natural because they are natural. 

Prime Number Meters 

Prime numbers — those divisible only by themselves and 1 — resist 

subdivision into regular groups. As time signatures, they create 

meters that cannot be felt as two groups of something or three 

groups of something. 5/8 can be felt as 3+2 or 2+3 but not as a clean 

unit. 7/8 as 3+2+2, 2+3+2, or 2+2+3. 11/8 begins to feel genuinely 

unmetric to most listeners. 

Prime meters are not simply “odd” meters — they have a specific 

psychological quality of incompletion and forward pressure. They 

want to resolve into something more stable, which makes them ideal 

for developmental and transitional passages. A phrase in 11/8 that 

resolves into 4/4 creates a sense of landing that would not exist if the 

entire passage were in 4/4. Use prime meters when the 

numerological reading calls for 5, 7, or 11. 

Magic Squares as Pitch Matrices 

A magic square is a grid of numbers in which every row, column, 

and diagonal sums to the same total. The 3×3 Lo Shu square (the 

oldest known magic square, from China) contains the numbers 1–9 

arranged so that every line sums to 15. The 4×4 Jupiter square 

contains 1–16 arranged so that every line sums to 34. 

To use a magic square as a pitch matrix: assign each number to a 

chromatic pitch (1=C, 2=C♯, 3=D, and so on, cycling through the 

octave). Read the square in rows, columns, or diagonals to generate 

pitch sequences. The Lo Shu square produces 9-pitch rows; the 

Jupiter square produces 16-pitch rows. Because every reading 

direction sums to the same value, different melodic paths through 

the square have the same total “weight” — producing material that 

is highly varied on the surface but structurally unified underneath. 

Chapter 9 has established the numerical archetypes, Life Path 

calculation, Fibonacci proportions, and magic square pitch 

matrices. For the complete session workflow — including a step-by-
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step Life Path-to-composition plan, a fully worked Lo Shu magic 

square converted to melodic sequences, and the session archive 

sheet — see Appendix I: The Numerology and Dreams Composition 

Session. 
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Chapter 10 – Dreams and Bibliomancy: From Words 

and Images to Music 

Dreams and bibliomancy share a fundamental quality that 

distinguishes them from every other oracle system in this book: the 

material they generate is personal. The I Ching, Tarot, and 

geomancy are universal symbolic systems — their meanings are 

transmitted through tradition and are, in principle, the same for every 

composer who uses them. Dreams and bibliomancy draw from your 

own unconscious and your own reading history. The music they 

generate is correspondingly more individual, more idiosyncratic, and 

often more surprising. 

Dreams as Compositional Source 

Carl Jung’s framework of the unconscious gives the strongest 

theoretical grounding for dream-based composition. For Jung, 

dreams are not random noise but communications from the 

unconscious — structured symbolic narratives that present what the 

waking mind has not yet formulated. Dream imagery operates 

through the same archetypal vocabulary that underlies every oracle 

system: the Shadow, the Anima/Animus, the Trickster, the Great 

Mother, the Hero. When a dream presents a recurring image, that 

image is the unconscious’s version of a card draw — a symbol 

selected from the archetypal vocabulary and presented for 

contemplation. 

For a composer, dream imagery offers something no external oracle 

system can: material that is genuinely yours, drawn from the depths 

of your own experience. A Tarot card pull is the same for every 

composer who draws the same card. Your dream of a flooded 

library is not the same as anyone else’s dream of a flooded library — 

it carries the specific weight of your relationship to books, to water, 

to enclosure, to loss. That specificity is what makes dream-based 

composition feel unlike any other method. 

A Dream-to-Music Protocol 

Follow these four steps for every dream you intend to compose from: 



The Oracle Composer 

© 2026 Museca 56 

● Step 1 — Record immediately: Keep a notebook and pen by 

the bed. Write the dream within five minutes of waking, before 

any other activity. Do not edit or interpret as you write — record 

the raw sequence of images and events in present tense (“I am 

standing in a room. The walls are moving.”) 

● Step 2 — Identify three to five dominant images: After 

recording, read back through the dream and circle the images 

that carry the most emotional charge — not necessarily the 

most narrative important but the most felt. These are your 

compositional anchors. 

● Step 3 — Map each image through the Intend-Map-Translate 

pipeline: For each image, ask what mode, register, texture, 

tempo, and harmonic language it evokes. Use the symbol 

dictionary below as a starting point, but always allow your 

personal response to override the general guidance. 

● Step 4 — Compose from the mapped parameters: Build the 

piece from the intersections of the mapped images. The order 

in which the images appeared in the dream suggests a formal 

sequence. The emotional intensity of each image suggests its 

dynamic weight. 

Dream Symbol Dictionary 

The following mappings are starting points, not rules. Your personal 

relationship to each symbol may differ significantly: 

Dream Image Musical Parameters 

Water (still) Slow harmonic rhythm, legato, mid register, unresolved 

suspensions, harp or muted strings. 

Water (turbulent) Chromatic descent, agitated rhythm, low register, unresolved 

dissonance, sul ponticello strings. 

Fire Ascending lines, bright articulation, accelerando, upper 

woodwinds and brass, major or Lydian mode. 

Falling Descending bass line, diminuendo, metric dissolution, 

fragmentation of main motive. 

Flying Wide upward leaps, metric expansion, high register, open 

harmonies, transparent texture. 
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Darkness / Night Low register, slow harmonic rhythm, minor seconds as colour, 

sparse texture, long silences. 

Light / Sun Upper register, clear attack, open harmonies, triadic clarity, 

moderate bright tempo. 

Being chased Accelerating tempo, shortening phrases, chromatic anxiety, 

fragmented motives, no cadences. 

A door or threshold Sudden silence, then new material. The threshold is the form-

section break. 

A known person A leitmotif derived from their name via rune or letter-pitch 

mapping (see Chapter 6). 

A house or room The harmonic field: closed room = narrow chromatic harmony; 

open room = diatonic, wide spacing. 

Animals Consult the Chinese Zodiac character table (Chapter 5) for 

the nearest archetypal match. 

 

Bibliomancy: Text as Rhythmic Oracle 

Bibliomancy uses randomly selected text — typically from a book 

opened at random and a line chosen without looking — as a 

rhythmic and timbral seed. The practice is ancient, appearing in 

many cultures as a method of consulting sacred texts for guidance. 

For composers, it offers a way to generate rhythmic material from 

language without the complexity of a full divination system. 

The fundamental operation is syllable counting. Select a sentence or 

phrase from the randomly opened book. Count the syllables in each 

word. The resulting sequence of numbers is a rhythmic pattern — 

each number becomes the number of subdivisions assigned to that 

beat. 

Example: “The river carries stones to the sea.” Syllable counts: The(1) 

ri-ver(2) car-ries(2) stones(1) to(1) the(1) sea(1). Pattern: 1-2-2-1-1-1-1 

= 9 syllables. Map to a 9/8 bar: one eighth-note, two eighths, two 

eighths, one eighth, one eighth, one eighth, one eighth. The 

consonant sounds of the words suggest articulation: hard 

consonants (stones, carries) = staccato or accent; soft vowels (the, 

river, sea) = legato or tenuto. 
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Automatic Notation 

A third approach, related to both dream-sourcing and bibliomancy, 

is automatic notation: composing continuously for ten or fifteen 

minutes without correction, revision, or judgment. Write whatever 

comes — pitch, rhythm, dynamic, register — without stopping to 

evaluate it. Suppress the editorial faculty entirely. 

After the automatic session, do not use the result directly. Instead, 

analyse it as you would analyse a dream or a random text: identify 

the recurring patterns, the unexpected gestures, the moments of 

apparent accident that turn out to be interesting. Those identified 

elements — the unconsciously generated material — become the 

seeds from which the composed piece grows. Automatic notation is 

not the composition; it is the oracle reading from which the 

composition is derived. 

Chapter 10 has established the dream-to-music protocol, symbol 

dictionary, bibliomancy syllable method, and automatic notation. 

For the complete session workflow — including a full worked dream 

carried through all four steps to a finished composition plan, a 

bibliomancy sentence worked to a complete rhythmic sketch, and 

the session archive sheet — see Appendix I: The Numerology and 

Dreams Composition Session. 
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Chapter 11 – Combining Systems: Multi-Oracular 

Composition 

Each oracle system in this book excels at governing specific 

compositional parameters. Tarot excels at pitch architecture, 

harmonic colour, and dramatic narrative. The I Ching excels at 

binary structural logic and developmental process. Chinese Zodiac 

excels at tempo and character. Runes excel at melodic material 

and leitmotif. Geomancy excels at rhythmic cells and dynamic 

curves. Ifá excels at groove and polyrhythm. Numerology excels at 

proportional form. Dreams and bibliomancy excel at personal 

unconscious material. 

Multi-oracle composition assigns each system to a distinct 

compositional dimension. The art lies in the assignment: choosing 

which system governs which parameter, establishing clear 

boundaries so the systems do not contradict one another at the 

wrong level, and knowing when to let contradictions stand as 

productive friction. 

The Role-Assignment Matrix 

Oracle System Best Domain / Weakness / Best Companion 

Tarot Pitch architecture, harmonic colour, dramatic arc / Can be too 

narrative for abstract music / Pairs well with I Ching for structure 

I Ching Binary formal logic, developmental process / Limited melodic 

specificity / Pairs well with Runes for melodic material 

Chinese Zodiac Tempo, character, energy arc / Requires a specific date to 

anchor / Pairs well with Tarot for colour and harmony 

Runes Melodic material, leitmotif, motivic identity / Not suited to 

macro-form decisions / Pairs well with Geomancy for rhythm 

Geomancy Rhythmic cells, dynamic curves, 16-bar patterns / Does not 

generate pitch / Pairs well with Tarot or Runes for pitch 

Ifá/Odù Groove and polyrhythm, ensemble dialogue / Requires cultural 

care / Pairs well with any melodic system 

Numerology Proportional form, phrase length, meter / Abstract — no 

dramatic content / Pairs well with everything as a frame 



The Oracle Composer 

© 2026 Museca 60 

Dreams/Biblioman

cy 
Personal material, individual imagery / Highly idiosyncratic / Pairs 

well with Tarot (archetypal framework) 

 

Three Strategies for Managing Multiple Systems 

Strategy 1: Hierarchy 

Designate one oracle system as the master and the others as 

servants. The master governs the architecture of the entire piece — 

its overall form, duration, dramatic arc, and primary harmonic 

language. The servant systems govern local decisions within the 

sections the master has defined. For example: the I Ching governs 

the number and character of sections (master); Runes govern the 

melodic material within each section (servant); Geomancy governs 

the rhythmic pattern of each section (servant). No servant decision 

can override a master decision. 

Strategy 2: Alternation 

Different oracle systems govern different formal sections. Section A is 

governed by Tarot; Section B is governed by the I Ching; Section C is 

governed by the Chinese Zodiac. The sections contrast naturally 

because they were generated by systems with different symbolic 

vocabularies. The composer’s task is to ensure that the transitions 

between sections are musically coherent — even if the oracle 

systems themselves are discontinuous. 

Strategy 3: Dialectic 

Two or three systems are used simultaneously, and their 

contradictions are intentional and written as musical friction. If the I 

Ching suggests structural stillness while the Tarot card implies 

dramatic motion, do not smooth over the contradiction. Ask: can 

you write music that is structurally static but emotionally turbulent? 

Music where the harmonic rhythm does not change but the melodic 

surface is in constant agitation? That kind of internal contradiction — 

stasis and motion in tension — often produces the most interesting 

compositional results. 
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Conflict Resolution: Applying the Veto 

When two systems generate irreconcilable contradictions — not 

productive friction but genuine deadlock — apply the Composer’s 

Veto to the lower-priority system. In a hierarchical setup, the master 

always wins. In an alternating or dialectic setup, choose the system 

whose suggestion serves the piece’s central intention (formulated in 

the INTEND stage) more directly. 

A reading is too complex to compose from when: more than three 

systems are simultaneously active without clear role boundaries; 

contradictions at every parameter level prevent any firm 

compositional decision; or the reading has produced so much 

information that the MAP grid cannot be completed without 

arbitrarily selecting which parameters matter. If you encounter this 

situation, simplify: reduce to two systems, reassign roles, and re-read. 

Warning Signs: When to Simplify 

● More than three oracle systems active simultaneously without 

clear role separation 

● Contradictions appearing at every compositional parameter 

level — pitch, rhythm, form, and orchestration all in conflict 

● The MAP grid requiring more than one page to complete — 

information overload 

● No compositional decision can be made without overriding at 

least one system 

● The oracle reading has become more interesting than the 

music it is supposed to generate 

The Personal Oracle 

The long-term goal of multi-oracle work is the development of your 

own personal oracle: a symbol-to-music mapping system built from 

years of using these traditional systems, refined through your own 

compositional experience, and personalised to your own musical 

vocabulary. Your personal oracle is the set of reliable 

correspondences you have discovered through practice — the 
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symbols that consistently activate specific musical responses in your 

creative process. 

Case describes this as building a personal Tarot-composition lexicon, 

but the same principle applies across all oracle systems. Every 

notebook entry, every successful reading, every surprising discovery 

that worked — all of it accumulates into a personal grammar. That 

grammar is eventually more useful than any traditional system 

because it is entirely calibrated to your voice. The traditional systems 

are the training ground for arriving at your own. 
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Chapter 12 – A Year of Oracular Etudes 

This chapter provides a twelve-month curriculum of composition 

exercises, each focusing on a different oracle system or 

combination. The exercises are designed to build progressively: the 

early months establish familiarity with individual systems; the later 

months develop skill in combination and integration. Each exercise is 

short enough to complete within a month while working alongside 

other commitments. 

Approach each etude as a genuine compositional commitment, 

not a demonstration. The goal is not to illustrate how the oracle 

works but to discover what it generates in your particular musical 

voice. Write every etude to the best of your ability. Revise. Perform or 

record it if possible. The etudes are your portfolio. 

The Twelve-Month Curriculum 

Month / System Etude and Process 

Month 1 — Tarot 

(Single Key) 
Three-Card Tarot Triptych (3 minutes). Draw three Major 

Arcana. Contemplate each for five minutes as Case instructs. 

Compose a three-section piece in which each section is 

governed by one card’s full parameter set: tone, colour, 

number, archetype. The three sections should be audibly 

different but motivically connected. 

Month 2 — I Ching One Hexagram Nocturne (2 minutes). Cast a single hexagram 

using the three-coin method. Read it as a six-bar score using 

the trigram character table. Expand into a short nocturne: the 

six-bar reading becomes the A section; the relating hexagram 

(from any changing lines) becomes the B section or coda. 

Month 3 — Chinese 

Zodiac 
Zodiac Character Study (2 minutes). Choose a zodiac animal 

— your own birth-year animal or one whose character you find 

musically compelling. Compose a short character piece at the 

animal’s tempo centre, using its elemental harmonic colour 

and characteristic interval throughout. 

Month 4 — Runes Rune Word Leitmotif and Variations (1 minute). Choose a 

name — your own, a person meaningful to you, or a place. 

Spell it in Elder Futhark. Generate the leitmotif using the Interval 

Wheel or Mode-Fragment method. Compose a one-minute 

theme and three variations, each variation developing the 

leitmotif differently: augmentation, fragmentation, inversion. 
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Month 5 — 

Geomancy 
Geomantic Rhythm Section (16 bars). Cast a full geomantic 

chart of four Mothers. Map the figures to the 16-bar blueprint 

using the rhythmic cell table. Compose a 16-bar pattern for a 

specified ensemble (piano, drum kit, or any available 

instruments). Track the density curve and ensure your dynamics 

follow it. 

Month 6 — Ifá/Odù Odù Groove Study (4 minutes). Select one of the 16 principal 

Odù. Build a clave from its binary signature. Layer in three 

ensemble roles using the Odù row assignments. Compose a 

four-minute groove-based piece that develops the clave 

through variation, intensification, and call-and-response 

dialogue. 

Month 7 — 

Numerology 
Proportional Fibonacci Study (13-bar form). Calculate your Life 

Path Number. Use it to determine the primary time signature or 

tonal centre. Structure the piece using Fibonacci proportions: 

sections of 1, 2, 3, 5 bars with the climax at bar 8. Experiment 

with the relationship between the Life Path Number and the 

phrase lengths. 

Month 8 — Dreams Dream Journal Piece (2–3 minutes). Keep a dream journal for 

two weeks. Select the dream with the strongest emotional 

charge. Identify three dominant images. Map each through 

the dream symbol dictionary. Compose a piece in which the 

three images appear in the order they appeared in the 

dream, with the transitions between them reflecting the 

emotional quality of the dream’s own transitions. 

Month 9 — Tarot + I 

Ching 
Hybrid Spread (3 minutes). Use the Tarot IHVH four-card spread 

to establish the harmonic arc and orchestral character. Use a 

cast hexagram to establish the rhythmic character and 

structural proportions of each section. Map both readings onto 

a single parameter grid. Compose a three-minute piece in 

which both systems are audibly active. 

Month 10 — Four 

Pillars 
Four Pillars Suite (8 minutes). Use a birth chart — your own or 

someone else’s — to generate a complete Four Pillars reading. 

Compose a four-movement suite of approximately two 

minutes per movement. Each movement is governed by one 

pillar’s animal, element, and formal role. Let stem-branch 

interactions determine where internal tensions appear. 

Month 11 — 

Combination 
Composite Oracle Work (5 minutes). Combine three oracle 

systems: assign one as master and two as servants. Use the 

role-assignment matrix to ensure there is no parameter conflict. 

Write a five-minute work for any available ensemble. After 

completing the piece, write a brief note (one page) 
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describing what each system contributed and where the 

Composer’s Veto was applied. 

Month 12 — 

Portfolio 
Portfolio Assembly and Programme Notes. Select three to five 

of your best etudes from the preceding eleven months. 

Arrange them into a coherent concert programme of fifteen 

to twenty-five minutes. Write programme notes for each piece 

that describe the oracle system used, the specific reading, 

and how the reading shaped the composition. Perform or 

record the programme. 

 

Assessment and Reflection 

At the end of each etude, write a brief reflection (half a page). 

Answer three questions: What did the oracle give you that you 

would not have found on your own? Where did you apply the 

Composer’s Veto, and why? What would you do differently if you 

returned to this system? 

Over twelve months, these reflections become a record of your 

developing relationship with oracle-based composition. They will 

reveal which systems resonate most strongly with your compositional 

temperament, which parameters you most benefit from having 

determined externally, and which oracle methods you have begun 

to internalise as your own. That record is the foundation of your 

personal oracle — the ultimate goal of this curriculum. 
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Appendix A – Quick Reference Charts 

This appendix contains cross-system reference charts for all major oracle systems 

covered in this book. 

Tarot Mode Mappings 

Major Arcana cards mapped to their corresponding Hebrew letters, pitches, 

and modes following the Paul Foster Case system. The Fool = Aleph = E = Lydian. 

The Magician = Beth = E = Ionian. The High Priestess = Gimel = G♯ = Dorian. The 

Empress = Daleth = F♯ = Phrygian. And so on through all 22 cards. 

Trigram Musical Characters 

The eight I Ching trigrams with their associated natural forces, musical 

characters, textures, and registers. Use this chart when converting any 

hexagram into musical parameters. 

Zodiac Animals and Five Elements 

All twelve zodiac animals with their tempo ranges, personality characteristics, 

and compositional implications. Five elements with their harmonic colors and 

interval tendencies. 

Rune-to-Interval Mappings 

Complete Interval Wheel mapping for all 24 Elder Futhark runes, organized by 

ætt, with suggested rhythmic values and articulations. 

Additional Charts 

Geomantic figures with rhythmic cell translations. Odù groove archetypes with 

clave patterns. Numbers 1–9 as musical parameters (meter, phrase length, 

dynamics). 
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Appendix B – Sample Spreads and Castings 

This appendix provides worked examples of oracle readings translated into 

musical plans. 

Tarot Spreads 

Three-Card Spread (Past–Present–Future): ideal for short 3-section pieces. Five-

Card Spread (Opening–Complication–Climax–Resolution–Closure): maps to 

standard dramatic arc. Seven-Card Triptych: the full compositional spread 

detailed in Chapter 3. Nine-Card Grid: for complex multi-layered works. 

I Ching Castings 

Single Hexagram: one hexagram read as a six-bar score. Three Hexagram Arc: 

past-present-future hexagrams forming a compositional journey. Opposing Pairs: 

two complementary hexagrams creating dialectical tension. 

Other Castings 

Four-Pillar birth chart patterns. Three-Rune and Nine-Rune castings. Geomantic 

full chart readings. Combined system readings with role assignments. 
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Appendix C – Further Reading and Cultural Notes 

Recommended Reading 

Tarot: Paul Foster Case’s The Tarot: A Key to the Wisdom of the Ages. I Ching: 

Richard Wilhelm’s translation (trans. Cary F. Baynes, Princeton University Press). 

Runes: Edred Thorsson’s Futhark: A Handbook of Rune Magic (primary scholarly 

reference); Ralph Blum’s The Book of Runes is widely read but is considered non-

scholarly by academic runologists and does not follow traditional ætt ordering. 

Ifá: Seek knowledge from authorised Babàláwo practitioners and culturally 

connected musicians. 

Cultural and Ethical Guidelines 

Oracles are tools, not truth. Research cultural origins. Credit the traditions in your 

liner notes. Approach Ifá and other living traditions with particular respect—seek 

guidance from cultural practitioners. Your ear, taste, and voice are the final 

authority. 

 
© 2026 Museca. All rights reserved. 

No part of this document may be reproduced, distributed, or transmitted without prior written permission. 
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Appendix D – The Tarot Composition Session: A Step-

by-Step Workflow 

This appendix is the practical session companion to Chapter 3. 

Where Chapter 3 teaches the Paul Foster Case compositional 

grammar — the theoretical foundations of Tarot as a generative 

matrix — this appendix provides the step-by-step workflow for an 

actual composition session: preparing the deck, defining purpose, 

drawing and translating the spread, building a production prompt, 

generating variations, titling the piece, and archiving the session. 

Step 1 — Preparing the Deck 

Before drawing any cards, prepare your physical deck in two 

separate piles. 

● Pile A — 22 Major Arcana: these govern architecture, mode, 

emotional arc, and structural forces. 

● Pile B — 56 Minor Arcana: these govern motifs, rhythms, 

textures, and instrumentation. 

Shuffle each pile separately. The separation preserves the functional 

distinction between macro-structural forces (Majors) and micro-

compositional content (Minors). A light cut after shuffling is optional 

but recommended. Many composers find it useful to hold each pile 

briefly, close their eyes, and allow a moment of quiet before drawing 

— not for mystical reasons, but because it shifts cognitive mode from 

analytical to receptive. 

Step 2 — Defining Your Purpose Before Drawing 

Before touching the cards, decide what you are composing. This is 

the INTEND stage described in Chapter 2, applied specifically to a 

Tarot session. Your intention should be broad and functional — it 

defines scope and type, but never musical specifics such as key, 

mode, tempo, or instrumentation. Those belong to the cards. 

The following taxonomy covers the full range of valid intentions: 
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Song Types 

Intention What it produces 

Full vocal song Structured piece with verses, chorus, bridge, and lyrics. 

Full instrumental 

song 
Same structure without vocals — form fully determined by the 

spread. 

Short instrumental 

piece 
A 1–2 minute vignette, cue, or study. 

Ambient / textural 

piece 
No strong rhythm or melody; atmospheric space. 

Theme or leitmotif A distinct melody for a character, place, or concept. 

Harmonic study A chord progression, modal cycle, or harmonic texture. 

Melodic study A motif, melodic line, or phrase family. 

Rhythmic study Grooves, percussion patterns, or polyrhythms. 

Soundtrack cue Film-style emotional writing: tension, wonder, sadness, mystery. 

Dance form Waltz, bolero, pavane, mazurka, or other formal dance 

structures. 

 

Emotional or Imagistic Intentions 

These intentions are broader than song types and work equally well. 

They give the oracle an emotional territory without dictating musical 

parameters: 

● “I want something slow and emotional.” 

● “I want a piece that feels ancient or ritualistic.” 

● “I want to capture the feeling of walking alone at night.” 

● “I want the sense of sunrise after a long struggle.” 

● “I want something that feels like a secret being revealed.” 

● “I want a feeling of transformation.” 

● “I want to express something I cannot say in words.” 

● “I want to let the cards surprise me.” 
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What NOT to Think Before Drawing 

Avoid pre-specifying any of the following — these belong entirely to 

the cards: 

● The mode, key, or tonal centre 

● The tempo or meter 

● The chord progression or harmonic language 

● The melody, motif, or interval content 

● The instrumentation or orchestration 

● The song structure (verse–chorus, ABA, rondo, etc.) 

If your intention answers the question “What type of piece for what 

purpose?” and nothing more, it is correct. If you feel open, curious, 

and slightly uncertain about what will emerge — you are in exactly 

the right frame of mind. 

Step 3 — Choosing and Laying the Spread 

The 7-Card Song Spread 

Use this spread for full vocal or instrumental songs where you want a 

complete formal arc: 

Position Draw from / Musical Role 

1 — Root Mode / Tonal 

Atmosphere 
Major Arcana. Sets the mode, key colour, and 

foundational emotional atmosphere of the entire piece. 

2 — Formal Arc / 

Structure 
Major Arcana. Determines form (ABA, rondo, through-

composed, episodic, verse–chorus) and the shape of 

tension and release. 

3 — Primary Motif Minor Arcana. Suit determines the type of motif (melodic, 

harmonic, rhythmic, or textural). Number determines 

intensity. 

4 — Secondary Motif / 

B-theme 
Minor Arcana. The contrasting material. Suit and number 

define how different it is from Position 3. 

5 — Rhythmic 

Character 
Minor Arcana. Determines tempo, groove, pulse, and 

articulation throughout the piece. 
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6 — Emotional Arc Major Arcana. Defines the journey the piece takes — from 

opening through development to close — and where the 

climax falls. 

7 — Wildcard Full 78-card deck (shuffled briefly from both piles 

combined). Introduces the element of surprise: an 

unexpected modulation, dynamic rupture, new motif, or 

formal twist. 

 

The 6-Card Instrumental Spread 

A streamlined spread for instrumental pieces where the structural arc 

is less narratively complex: 

Position Draw from / Musical Role 

1 — Mode / Key 

Atmosphere 
Major Arcana. Sets the tonal world and emotional colour. 

2 — Form / Arc Major Arcana. Determines structural shape and the nature 

of development. 

3 — Primary Motif Minor Arcana. The main musical idea — melodic, 

harmonic, or rhythmic depending on suit. 

4 — Rhythmic 

Character 
Minor Arcana. Tempo, pulse, groove, and articulation. 

5 — Instrumentation / 

Timbre 
Minor Arcana. Suit determines instrument family; number 

determines layering complexity; Court cards introduce 

featured soloists. 

6 — Wildcard Full 78-card deck. The surprise element that prevents 

predictable writing. 

 

The Wildcard 

The Wildcard is drawn from the full 78-card deck — temporarily 

recombine both piles, shuffle lightly, draw one card, then separate 

the piles again. Because it can be either Major or Minor, its 

compositional role shifts accordingly: 

● Wildcard is a Major Arcana: it introduces a structural surprise — 

an unexpected formal rupture, a tonal pivot, or a shift in the 

emotional arc. 
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● Wildcard is a Minor Arcana: it introduces a textural or motivic 

surprise — a new instrumental colour, an unexpected rhythmic 

shift, or a contrasting passage that was not planned. 

The Wildcard prevents the composition from being entirely 

predictable. It is the oracle’s most direct expression of chance — the 

element of the Music-Archetype-Chance triangle that the composer 

cannot control and should not attempt to resist. Apply the 

Composer’s Veto here only as a last resort. 

Step 4 — Translating the Major Arcana 

Use the full parameter table in Chapter 3 (Section: The Major 

Arcana: Six Compositional Parameters) as your primary reference. 

Each Major Arcana card gives you six simultaneous compositional 

decisions: archetype/dramatic function, number, Hebrew letter 

concept, colour/timbre, astrological attribution/energy, and musical 

tone. 

For spread use, focus primarily on two parameters at this stage: the 

mode (tonal atmosphere) and the structural implication (form and 

arc). The following summary covers the most compositionally active 

cards: 

Major Arcana Mode / Tonal World / Structural Implication 

The Fool (0) Lydian or Ionian — open, ascending, adventurous. Forms that 

begin in medias res or with an upward thrust. 

The Magician (I) Ionian / E — directed will, clarity, quick Mercury energy. Tight, 

purposeful structures. 

The High Priestess (II) Dorian / G♯ — veiled, receptive, lunar. Static or slowly evolving 

forms; memory structures. 

The Empress (III) Phrygian / F♯ — fertile, growing, Venusian. Expansive forms that 

flower outward. 

The Emperor (IV) Aeolian / C — authority, structure, stability. Square periodic 

forms, march-like. 

The Hierophant (V) Mixolydian / C♯ — tradition, transmission, teaching. Ceremonial 

or processional forms. 

The Tower (XVI) Phrygian / C — rupture, scarlet, Mars. Forms built around a 

central structural break. 
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The Star (XVII) Lydian — hope, violet, outward radiating. Rondo-like or 

episodic forms with recurring brightness. 

The Moon (XVIII) Locrian or chromatic — dreamlike, shifting. Through-composed 

or formally ambiguous. 

The Sun (XIX) Ionian / D — clarity, orange, radiance. Forms that resolve 

openly and confidently. 

The World (XXI) Dorian — completion, integration, wholeness. Arch forms 

(ABCBA) or cyclic returns. 

Death (XIII) Blue-green / G — metamorphosis, not ending. Forms built on 

transformation of a single idea. 

The Devil (XV) Phrygian dominant — hypnotic, dark, binding. Ostinato-driven, 

cyclical, repetitive forms. 

Temperance (XIV) Balanced, blended — ABA or graduated layering forms that 

seek equilibrium between contrasting sections. 

The Hermit (IX) Aeolian, sparse — solitude, withdrawal. Reduction forms; 

pieces that thin out to a solo line. 

 

Step 5 — Translating the Minor Arcana 

In a session-based spread context, the four Minor Arcana suits map 

most naturally to compositional parameters rather than instrument 

families. This is the complementary framework to Case’s instrument-

family mapping described in Chapter 3 — it is better suited to song 

writing and DAW-based production: 

Suit Parameter Domain / What it governs 

Wands (Fire) Rhythm, drive, tempo, articulation, forward energy. A Wands card 

in a motif position generates a rhythmic cell — syncopated, 

driving, assertive. 

Cups (Water) Melody, lyricism, emotional colour, flow. A Cups card generates 

lyrical, stepwise, singing material with emotional nuance. 

Swords (Air) Harmony, tension, counterpoint, analytical structure. A Swords 

card generates harmonic complexity — dissonance, voice-

leading, modal tension. 

Pentacles 

(Earth) 
Texture, arrangement, instrumentation, layering, production. A 

Pentacles card determines how the piece is scored and built up. 
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Pip numbers (Ace through Ten) set the intensity or complexity level of 

that parameter: Ace = simplest (single note, bare rhythm, one 

instrument); Ten = most complex (full phrase, intricate rhythm, fully 

scored). The numbered cards 2–9 represent graduated points along 

this spectrum. 

Court cards shift the personality and role of the parameter: 

Court Card Personality / Role 

Page Youthful, exploratory, tentative. Introduces new material with a 

light touch; staccato, brief, questioning. 

Knight Committed, driving, not yet fully formed. Sustains material as an 

ostinato or development; legato, purposeful. 

Queen Fully voiced, expressive, authoritative in lyric terms. Sings the 

material cantabile; lyrical and complete. 

King Commanding, resolved, final statement. Bold, full, cadentially 

conclusive. 

 

Step 6 — Worked Example: A Complete Session Draw 

The following is a complete six-card Instrumental Spread session, 

drawn and translated in full. Positions use the 6-Card Instrumental 

Spread. 

The draw: Position 1 (Mode) — The Devil. Position 2 (Form) — 

Temperance. Position 3 (Primary Motif) — Six of Wands. Position 4 

(Rhythmic Character) — Page of Pentacles. Position 5 

(Instrumentation) — Page of Swords. Position 6 (Wildcard) — The 

Hermit. 

Translation: Positions 1 and 2 (Major Arcana) 

The Devil at Position 1 sets the tonal world: Phrygian dominant, dark 

and magnetic, hypnotic ostinato cycles, thick harmonic tension. The 

piece lives in a dark, seductive modal world — D Phrygian is the 

natural home key. Temperance at Position 2 sets the form: ABA or 

balanced graduated layering. The dramatic arc moves from 
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shadow through a meditative middle to a tempered resolution — 

not triumphant, but integrated. The Devil’s intensity is balanced 

rather than extinguished. 

Translation: Positions 3, 4 and 5 (Minor Arcana) 

Six of Wands (Wands suit, pip 6) at Position 3 governs the primary 

motif. Wands = rhythm and drive; pip 6 = moderate complexity. The 

motif is ascending, march-like, with a dotted-rhythm profile 

suggesting victory and forward motion — paradoxically hopeful 

within the Phrygian darkness. Page of Pentacles at Position 4 governs 

rhythm: Pages are tentative and light; Pentacles are earthy and 

grounded. Tempo around 84–88 BPM. Earthy frame drum, acoustic 

guitar, soft mallet percussion. Page of Swords at Position 5 governs 

instrumentation: Swords = air, agility; Page = light and exploratory. 

Add swirling upper-register lines — flute, light strings, metallic 

percussion — as airy counter-textures over the earthy Pentacles 

foundation. 

Translation: Position 6 (Wildcard: The Hermit) 

The Hermit introduces a moment of solitude and withdrawal. In the 

ABA form set by Temperance, the Hermit governs the B-section: 

everything reduces to a single exposed melodic line (piano or flute 

solo) over a soft drone. The harmony briefly relaxes from Phrygian 

toward Aeolian — less tense, more contemplative. This is the piece’s 

point of stillness before the A-section returns. 

The Complete Blueprint 

Section Musical Description 

Section A (The 

Devil) 
D Phrygian. Repeating 4-bar bass ostinato on acoustic guitar. 

Earthy frame drum pulse. Rising dotted motif in strings or guitar. 

Airy counter-lines in flute. Dark, hypnotic, controlled. 

Section B (Hermit 

interlude) 
Everything drops to a solo flute or piano line. Soft drone 

beneath. Temporary shift toward D Aeolian. Stillness, solitude, 

reflection. Very few layers. 

Section A return 

(Temperance) 
Phrygian ostinato comes back, more balanced and gentle. 

Flute and strings add shimmering lines. Gradual, quiet 

resolution. Shadow and light in equilibrium. 
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Step 7 — Generating Variations from the Same Spread 

The same Tarot spread can produce multiple versions of the same 

piece by shifting one primary parameter while keeping the structural 

identity constant. This is one of the most productive aspects of the 

oracle method: a single session can yield an entire small album of 

related pieces. 

Variation Type What changes / What stays 

Cinematic version Tempo slower, strings prominent, atmospheric texture. Full 

structural arc preserved. Prompt emphasises mood and 

orchestration. 

Percussive version Rhythm foregrounded; percussion layers multiplied. Same 

mode and motif but driven by the earthy drum pulse. 

Weirdness slightly lower for rhythmic clarity. 

Ritual / slow version Tempo halved. Ostinato becomes a mantra. Percussion on 

downbeat only, widely spaced. Bells and drones added. 

Maximum atmospheric strangeness. 

Ambient version No driving rhythm. Textures replace pulse. Motif becomes a 

slowly evolving pad. Hermit B-section expands to dominate. 

 

When generating variations, keep the positive tag list and 

weirdness/style parameters consistent across all versions to maintain 

the “family” relationship between tracks. Adjust only the structural 

and tempo-related keywords in the prompt field. 

Step 8 — Titling the Piece 

Draw one additional card from the full deck, or derive the title from 

elements already in the spread. Three methods: 

● Archetype method: use the name or concept of the most 

dominant Major Arcana card. The worked draw produces titles 

such as Devil’s Ostinato, Temperance in the Dark, or The 

Hermit’s Interlude. 
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● Contrast method: combine the two Major Arcana cards to 

name the tension in the piece. Shadow and Balance. Dark 

Equilibrium. The Devil Tempered. 

● Image method: draw one additional Minor Arcana card and 

translate its image into a poetic title. A Six of Wands might 

suggest Ascending Through the Dark or The Victory March 

Below. 

Avoid titles that simply name the cards — “Devil and Temperance” is 

too literal. The best titles name the emotional territory the piece 

inhabits, not the oracle that generated it. 

Step 9 — The Session Archive 

After each session, record the following in your Oracle Sketchbook. 

This record becomes progressively more valuable over time as you 

develop your personal oracle — the set of reliable symbol-to-music 

correspondences calibrated to your own compositional voice. 

Archive Item What to record 

Date and intention The full intention statement formulated before drawing. 

The full draw All card positions and the cards drawn at each position, 

named in order. 

Musical decisions made Mode chosen, motif shape, tempo, instrumentation, form, 

and any other parameters determined by the reading. 

Deviations and vetos Where you applied the Composer’s Veto and why — 

which card did you override, and what did you replace it 

with? 

What worked The specific correspondences or cards that produced the 

most musically interesting results. 

What to try next time Any cards or positions that confused you, or parameters 

you want to explore differently. 

Reflection question “What did this spread give me that I would not have found 

on my own?” 

 

Over time, your session archive reveals patterns: which Major Arcana 

cards reliably activate your imagination, which suits produce the 

most generative motifs in your practice, and which Wildcards have 
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historically been your most surprising and productive draws. This 

accumulated knowledge is the foundation of your personal oracle. 
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Appendix E – The I Ching Composition Session: A 

Step-by-Step Workflow 

This appendix is the practical session companion to Chapter 4. 

Where Chapter 4 teaches the I Ching’s musical grammar — 

yin/yang as compositional behaviour, trigrams as musical 

characters, hexagrams as formal and harmonic blueprints — this 

appendix provides the complete step-by-step workflow for sitting 

down with three coins and building a piece from scratch. It includes 

a line-by-line casting walkthrough, a full worked example, 

production prompt templates, and a printable casting sheet. 

Step 1 — Choose Your Musical Intent 

Before casting, decide which aspect of your composition the I Ching 

will govern. State the intent as a question and hold it in mind during 

the entire casting. 

Musical Parameter What the I Ching determines 

Form Number and character of sections, dramatic arc from opening 

to close. 

Harmony / Mode Modal centre, chord vocabulary, harmonic journey. 

Melody / Contour Shape, register, interval character, and developmental arc of 

the primary line. 

Rhythm Pulse character, rhythmic density, syncopation, and metric 

identity. 

Texture / Density How many layers are active at each moment; sparse vs. 

dense. 

Mood / 

Atmosphere 
Overall emotional climate and how it transforms. 

Instrumentation Which instrument families are active and when. 

 

Step 2 — Prepare Three Coins and Understand the Values 

Any three coins of the same denomination work. Quarters are 

recommended — their weight produces a natural, random toss. 
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Values are fixed: Heads = 3 (Yang), Tails = 2 (Yin). Toss all three 

simultaneously and sum the values. The four possible totals: 

Total Line type / Symbol / Compositional behaviour 

6 — three tails 

(2+2+2) 
Old Yin — broken, changing. The most yielding, inward energy 

— but it is unstable and will transform into Yang. This is the pivot 

point: quiet tension about to reverse. 

7 — two tails + one 

head (2+2+3) 
Young Yang — solid, stable. Active, bright, forward-moving. 

Remains Yang throughout. The reliable building-block of 

momentum. 

8 — two heads + 

one tail (3+3+2) 
Young Yin — broken, stable. Receptive, open, inward. Remains 

Yin throughout. The stable quiet space and breathing room of 

the hexagram. 

9 — three heads 

(3+3+3) 
Old Yang — solid, changing. Maximum active energy at its 

peak — but it transforms into Yin. The moment of fullest force 

before dissolution or release. 

 

Always build from the bottom up: Toss 1 = Line 1 (bottom line). Toss 6 

= Line 6 (top line). The hexagram reads upward. 

Step 3 — Cast the Six Lines 

Toss three coins six times. After each toss, record the total and the 

line type on your casting sheet. The six lines accumulate from bottom 

to top, and you can already begin interpreting the musical 

character as each line is added — you do not need all six before the 

picture starts forming. 

The emerging picture after each pair of lines: 

● Lines 1–2: The character of the opening. Two Yang lines = 

immediate active drive; two Yin lines = quiet, emerging 

beginning; mixed = first contrast established early. 

● Line 3: The crown of the lower trigram — often the first turning 

point. A changing line here is a structural pivot in the 

composition’s first half. 
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● Lines 4–5: The character of the upper half. Line 5 is the 

“sovereign line” — the seat of the formal apex. Yang at Line 5 = 

triumphant peak; Yin at Line 5 = restrained or veiled climax. 

● Line 6: The resolution or coda character. A changing line here = 

transfiguration at the close — the final pivot before the piece 

settles. 

Step 4 — Identify the Trigrams and Hexagram 

After six tosses, divide the lines into two groups: 

● Lines 1, 2, 3 = the Lower Trigram: governs the musical 

foundation — tonal centre, bass motion, opening atmosphere, 

primary rhythmic identity. 

● Lines 4, 5, 6 = the Upper Trigram: governs the musical surface — 

melody, texture, harmonic colouring, final mood. 

Match your six-line pattern to the 64 hexagram lookup table 

(available in any I Ching edition or the reference charts in Appendix 

A). If changing lines are present, flip them to generate the relating 

hexagram. The primary hexagram is your point of departure; the 

relating hexagram is where the piece arrives. The dramatic arc is the 

journey between them. 

Step 5 — Apply a Compositional Method 

Choose one of the three methods from Chapter 4: Form Generator 

(lines as formal sections), Mode and Harmony System (trigrams as 

modal worlds), or Rhythm and Texture Blueprint (yin/yang as density 

patterns). Apply the method as described. Changing lines are 

structural pivots regardless of which method you choose. 

Step 6 — Worked Example: Hexagram 43 → Hexagram 1 

The following is a complete casting session from real coin tosses. 

Musical intent: Form — “What is the structural and dramatic arc of 

this piece?” 
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The Six Tosses, Line by Line 

Toss Coins Tota

l 
Line Emerging musical picture 

1 

(Lin

e 1) 

2 tails, 1 

head 
7 Young 

Yang 
Active foundation. The piece starts in motion 

— no quiet beginning. Clear drive from bar 

one. 

2 

(Lin

e 2) 

1 head, 2 

tails 
7 Young 

Yang 
Second Yang reinforces the first. Two active 

layers. No early retreat or thinning. 

3 

(Lin

e 3) 

3 tails 6 Old Yin 

(changing

) 

A pivot. Texture suddenly yields: quiet, 

fragmented, suspended. But it will flip to Yang 

— a transformation, not a resting point. 

4 

(Lin

e 4) 

2 tails, 1 

head 
7 Young 

Yang 
Energy reasserts after the Line 3 pivot. Upper 

trigram begins with drive. No prolonged quiet. 

5 

(Lin

e 5) 

2 tails, 1 

head 
7 Young 

Yang 
The sovereign line is Yang. The climax is 

triumphant and full. Maximum energy at the 

formal peak. 

6 

(Lin

e 6) 

3 tails 6 Old Yin 

(changing

) 

A final brief hush — near-silence immediately 

before the coda. Then the flip to Yang: the 

closing ascent. 

 

Result: four stable Young Yang lines and two Old Yin changing lines 

(at Lines 3 and 6). 

The Hexagrams 

Hexagram Identity and musical meaning 

Primary: Hexagram 

43 — Guài 

(Breakthrough) 

Pressure building, tension compressed, something forcing its 

way through. The piece is about struggle and the 

accumulation of force toward release. Dark, rhythmically 

driven, harmonically tense. 

Relating: Hexagram 

1 — Qián (The 

Creative) 

Pure Yang, Heaven over Heaven. Unbroken creative energy, 

luminous ascent, radiant clarity. The piece arrives at its fullest, 

most open expression. 

Dramatic arc Breakthrough → Creative Ascension. From compressed tension 

to luminous, soaring resolution. 
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Lower and Upper Trigrams 

Trigram Identity / Musical role 

Lower (Lines 1–3): 

Lake ☱, changing 

to Heaven ☰ 

Foundation shifts from expressive lyricism (Lake) to pure 

ascending force (Heaven). Bass motion rises; harmonic centre 

brightens through the change. 

Upper (Lines 4–6): 

Lake ☱, changing 

to Heaven ☰ 

Surface: melodic material begins warm and lyrical (Lake), then 

transforms at the Line 6 pivot into pure luminous brilliance 

(Heaven). 

 

Complete Musical Blueprint 

Section Musical description 

Opening — Lines 1–

2 (Young Yang, 

Young Yang) 

Active, rhythmic, immediately forward-moving. No quiet 

beginning. Clear pulse, bright harmonic centre, assertive two-

layered opening theme. Hexagram 43 energy: compressed, 

driven. 

First pivot — Line 3 

(Old Yin, changing) 
Sudden yielding: texture thins, dynamic drops, rhythm 

fragments. A brief structural inflection — the momentary 

hesitation before the burst. Duration: brief. Effect: dramatic. 

Build and peak — 

Lines 4–5 (Young 

Yang, Young Yang) 

Energy reasserts and rises to the sovereign-line climax. Full 

orchestration, maximum harmonic expansion, triumphant 

statement of the primary theme. Yang at Line 5: no ambiguity 

at the peak. 

Second pivot — 

Line 6 (Old Yin, 

changing) 

A final hush — briefer than the first — immediately before the 

coda. Texture drops to near-silence. Then the flip: the piece 

opens into its full creative ascension. 

Coda — Relating 

hexagram 

(Hexagram 1, The 

Creative) 

Pure ascending force. Open 5ths, Lydian or bright Ionian 

mode, soaring upper voices, driving ostinato. The piece arrives 

at radiant clarity. Ends with a luminous major chord or an 

ascending line that dissolves upward. 

 

Step 7 — The I Ching Casting Sheet 

Print one sheet per session. Keep completed sheets in your Oracle 

Sketchbook alongside the musical decisions derived from each 

reading. 
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MY MUSICAL INTENT 

□  Form / structural arc          □  Harmony / mode          □  Melody / contour 

□  Rhythm                          □  Texture / density      □  Mood / atmosphere 

□  Instrumentation 

My question: ___________________________________________________________________________  

 

COIN TOSSES  (Heads = 3, Tails = 2 — build bottom → top) 

Toss 1 — Line 1 (bottom):   Total ___   □ 6 Old Yin (changing)   □ 7 Young Yang   □ 8 Young Yin   

□ 9 Old Yang (changing) 

Toss 2 — Line 2:              Total ___   □ 6   □ 7   □ 8   □ 9 

Toss 3 — Line 3:              Total ___   □ 6   □ 7   □ 8   □ 9 

Toss 4 — Line 4:              Total ___   □ 6   □ 7   □ 8   □ 9 

Toss 5 — Line 5:              Total ___   □ 6   □ 7   □ 8   □ 9 

Toss 6 — Line 6 (top):       Total ___   □ 6 Old Yin (changing)   □ 7 Young Yang   □ 8 Young Yin   □ 

9 Old Yang (changing) 

 

LOWER TRIGRAM (Lines 1–3) 

□ ☰ Heaven (Y-Y-Y)   □ ☱ Lake (Y-Y-N)   □ ☲ Fire (Y-N-Y)   □ ☳ Thunder (Y-N-N) 

□ ☵ Water (N-Y-N)    □ ☶ Mountain (N-N-Y)   □ ☴ Wind (N-Y-Y)   □ ☷ Earth (N-N-N) 

Lower trigram: ___________________     Musical foundation: __________________________________  

 

UPPER TRIGRAM (Lines 4–6) 

□ ☰ Heaven   □ ☱ Lake   □ ☲ Fire   □ ☳ Thunder   □ ☵ Water   □ ☶ Mountain   □ ☴ Wind   □ ☷ 

Earth 

Upper trigram: ___________________     Musical surface: _____________________________________  

 

HEXAGRAMS 

Primary hexagram:  Number ______   Name ______________________________________  

Changing lines at positions:  □ 1   □ 2   □ 3   □ 4   □ 5   □ 6 

Relating hexagram:  Number ______   Name ______________________________________  

Dramatic arc (primary → relating): ______________________________________________  
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COMPOSITIONAL METHOD 

□  Method 1: Form Generator   □  Method 2: Mode and Harmony   □  Method 3: Rhythm / 
Texture Blueprint 

 

COMPOSITION NOTES 

Opening (Lines 1–2): _________________________________________________________________  

First pivot (Line 3 or first changing line): ______________________________________________  

Middle build (Lines 4–5): ______________________________________________________________  

Final pivot (Line 6 or last changing line): _______________________________________________  

Coda / relating hexagram: _______________________________________________________________  

Mode / key: ____________________________    Tempo: _______________________________________  

Primary instrument(s): _________________________________________________________________  

Piece title: ___________________________________________________________________________  

 

REFLECTION 

What did this hexagram give me that I would not have found alone? 
_________________________ 

Where did I apply the Composer’s Veto and why? 

___________________________________________ 

Which lines were most musically productive? ______________________________________________  
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Appendix F – The Four Pillars Composition Session 

This appendix is the practical session companion to Chapter 5. 

Where Chapter 5 establishes the compositional grammar of the 

Chinese Zodiac — animals as musical personas, elements as timbre 

and harmonic colour, Yin/Yang as the lumen arc, and the Four Pillars 

as four-movement architecture — this appendix provides the 

complete session workflow for applying a real chart to a real 

composition. It covers reading a chart, mapping it to musical 

parameters, working with alternative mappings, and a full worked 

example using an actual BaZi birth chart. 

Why the Chinese Zodiac Differs from Western Astrology 

The Chinese Zodiac and the Western astrological zodiac are related 

only in that they both use twelve signs. Their compositional 

applications are almost completely different. 

System What it excels at compositionally 

Western Zodiac 

(solar) 
Twelve signs tied to solar position. Excellent for pitch-class 

sets, interval relationships, and symbolic colour. Strong 

connection to harmonic theory. 

Chinese Zodiac 

(lunisolar) 
Twelve animals tied to the lunisolar calendar and the sixty-

year cycle. Excellent for character, temperament, 

movement, and cycle-based form. Strong connection to 

dramatic timing. 

I Ching Binary change-modeling. Excellent for local development, 

transitions, and the texture of transformation. Strong 

connection to structural logic. 

Tarot Archetypal narrative. Excellent for tonal correspondences, 

formal arc, and thematic imagery. Strong connection to 

harmonic identity. 

 

The Chinese Zodiac’s primary gift to the composer is a vocabulary of 

temperament and timing. It does not primarily tell you what notes to 

write — it tells you what kind of musical entity you are writing, and 

how it should move through time. Used alongside the I Ching (which 
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governs transformation) and Tarot (which governs tone and image), 

the Zodiac completes the oracle toolkit. 

Reading a Four Pillars Chart for Composition 

Generating the Chart 

A Four Pillars (BaZi) chart requires a birth date, birth time, and 

birthplace. Free online calculators will generate the full chart from 

these three inputs. What you need from the chart for compositional 

use is: 

● The animal sign of each of the four pillars (Year, Month, Day, 

Hour) 

● The element of each pillar (Wood, Fire, Earth, Metal, or Water) 

● The Yin or Yang polarity of each pillar 

You do not need the full BaZi interpretive system — the ten-year luck 

pillars, the annual interactions, or the advanced stem-branch clash 

and combination theory. Those are tools for astrological reading. For 

composition, the four pillar animals with their elements and polarities 

are sufficient. 

What Each Pillar Represents Compositionally 

Pillar Astrological meaning / Compositional role 

Year Pillar Generational imprint, family background, outer social 

identity. Compositionally: the public character of the piece, 

the main theme, the opening sound world that the listener 

first encounters. 

Month Pillar The formative environment, vocational tone, the seasonal 

quality of a life. Compositionally: the supporting and 

contrasting material, the second movement or B-section, the 

harmonic environment that surrounds the main theme. 

Day Pillar The inner self, the core personality, the heart. 

Compositionally: the most intimate and personal movement 

or section, where the lyrical core of the piece speaks most 

directly. 

Hour Pillar Creative output, late-life expression, what emerges into the 

world. Compositionally: the coda, the finale, the outward 
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expression that carries everything accumulated in the earlier 

movements forward into conclusion. 

 

Reading the Element Arc Across the Four Pillars 

After identifying each pillar’s element, read the four elements in 

sequence as a compositional energy arc. The same element 

appearing in multiple pillars signals a dominant tonal world that 

should recur across movements. Contrasting elements in adjacent 

pillars signal harmonic contrast and potential developmental 

tension. 

The five traditional element relationships (from Chinese cosmology) 

translate directly into compositional decisions: 

Element relationship Compositional implication 

Generating cycle (Wood 

feeds Fire, Fire creates 

Earth, Earth contains 

Metal, Metal carries 

Water, Water nourishes 

Wood) 

Adjacent pillars in a generating relationship share 

harmonic material. The second movement grows from 

the first’s material rather than contrasting it. Use this for 

cohesive, unified pieces. 

Controlling cycle (Wood 

controls Earth, Earth 

controls Water, Water 

controls Fire, Fire controls 

Metal, Metal controls 

Wood) 

Adjacent pillars in a controlling relationship generate 

productive tension. The second movement complicates 

or resists the first’s material. Use this for developmental 

drama and conflict. 

Same element in two or 

more pillars 
Dominant character. This element’s timbre, mode, and 

gesture should recur as a unifying thread across all 

sections where it appears. Intensify rather than vary. 

Clashing or weakening 

combinations 
Structural crisis point. The transition between these pillars 

is where the piece’s greatest dramatic tension falls. Write 

it as a formal rupture or moment of transformation. 

 

Alternative Mappings: Three Variations 

The standard mappings in Chapter 5 — animals to tempo/character, 

elements to timbre/harmony, Yin/Yang to modal brightness — are 
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the most generally useful starting point. Once you are comfortable 

with the system, consider these three alternative mappings for 

specific compositional contexts: 

Mapping 1: Animals as Instruments 

Rather than assigning animals to behavioral templates, assign each 

animal permanently to an instrument or instrument family. The animal 

that governs a pillar then determines which instrument leads that 

movement or section: 

Animal Instrument assignment (one suggestion — adapt to your 

ensemble) 

Rat Flute or piccolo — quick, agile, high-register 

Ox Cello or tuba — weighted, patient, low register 

Tiger French horn — bold, dramatic, wide dynamic range 

Rabbit Oboe or violin — lyrical, cantabile, delicate 

Dragon Full brass section — majestic, wide-spanning, commanding 

Snake Bass clarinet or viola — sinuous, chromatic, interior 

Horse Cello section or lower brass — driving, rhythmic, relentless 

Goat / Sheep Viola or bassoon — pastoral, warm, unobtrusive 

Monkey Woodwind quintet or piano — agile, unpredictable, polyrhythmic 

Rooster Trumpet or harpsichord — precise, declarative, clear attack 

Dog String quartet — warm, protective, harmonically grounded 

Pig / Boar Low woodwinds or piano in low register — relaxed, rich, indulgent 

 

Use this mapping when writing for a specific ensemble: assign each 

available instrument to the animal it most resembles, then let the 

Four Pillars chart determine which instrument leads each formal 

section. 

Mapping 2: Elements as Dynamic Shapes 

Rather than using elements for timbre and harmony, use them to 

determine dynamic shape and textural behaviour across a section: 
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Element Dynamic shape / Textural behaviour 

Wood Gradual expansion in range and density. Dynamics grow 

incrementally over the section, like a growing tree. Begin sparse, end 

full. 

Fire Sudden peaks and bursts. Strong crescendos to abrupt sforzando 

accents, followed by quick diminuendos. Terraced dynamics with 

sharp edges. 

Earth Steady, moderate, unchanging. Dynamics hold at a consistent level 

throughout. The section breathes evenly and does not peak or thin. 

Metal Terraced and precise. Dynamics change in steps, not gradients. 

Each level is held cleanly before the next step occurs. No crescendo 

within a level. 

Water Long swells and ebbs. Dynamics rise and fall in extended arcs — a 

full breath. The section flows without sudden changes. 

 

Mapping 3: Yin/Yang as Textural Density 

Rather than using Yin/Yang for modal brightness, use it to govern the 

number of active layers at any moment: 

● Yang = thicker textures, more simultaneous layers, denser 

counterpoint, fuller orchestration. The listener hears multiple 

voices contributing simultaneously. 

● Yin = sparse, exposed textures. One or two voices at most. 

Space is a primary material — rests, sustained tones, and 

silence carry as much weight as sound. 

Combined with Element and Animal, this density mapping produces 

a three-dimensional matrix: the animal determines how the material 

moves, the element determines what kind of harmonic and timbral 

world it inhabits, and the Yin/Yang density determines how much of 

the texture is populated at any moment. 

Worked Example: A Real BaZi Chart Applied to Composition 

The following worked example uses the BaZi chart of a person born 

on 9 October 1958 at 11:00 a.m. in Norwalk, California. The chart is 

used here as a teaching illustration — any composer may apply the 
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same process to their own birth date, or to the birth date of a 

subject, character, or event they wish to portray. 

The Four Pillars Chart 

Pillar Animal / Element / Polarity / Compositional role 

Year: Wu Xu (戊戌) Earth Dog — Yang. Public identity, outer character, opening 

sound world. 

Month: Ren Xu (壬戌) Water Dog — Yang. Formative environment, supporting 

material, second movement character. 

Day: Ji Wei (己未) Earth Goat — Yin. Inner self, lyrical core, third movement 

intimacy. 

Hour: Wu (午) Fire Horse — Yang (Horse hour, Fire as the Horse’s base 

element). Creative output, forward motion, finale energy. 

 

Reading the Chart: Element Arc and Polarity 

The four pillars in sequence produce the following element arc: Earth 

→ Water → Earth → Fire. 

● Year and Day are both Earth: a grounding, stabilising element 

that appears at the outer and inner levels simultaneously. The 

piece’s public character and private voice share the same 

harmonic groundedness — they are made of the same 

material, expressed differently. 

● Month is Water: the formative and relational environment is 

fluid, adaptive, emotionally perceptive. The second movement 

or supporting material will be more chromatic, more 

harmonically mobile, and more emotionally nuanced than the 

grounded Earth movements. 

● Hour is Fire (via Horse’s base element): the finale is kinetic, 

bright, and forward-driving. The piece closes not in Earth’s 

stability but in Fire’s forward momentum — the creative output 

carries the energy outward rather than resolving inward. 

Earth and Water are in a generating relationship (Metal carries 

Water, but Earth controls Water in the controlling cycle). The tension 

between Earth’s stability and Water’s fluidity is the compositional 
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dialectic of the inner two movements. Fire following Earth at the Hour 

position introduces a productive clash: the finale’s brightness and 

momentum contrast with the grounded stability of the opening, 

suggesting a piece that journeys from rootedness toward movement 

and release. 

The three Yang pillars (Year, Month, Hour) against one Yin pillar (Day) 

means the outer character of the piece is consistently extroverted 

and clear — but the interior core (Day, the most personal pillar) turns 

inward, modal-minor, and intimate. This is a natural formal arch: two 

extroverted movements, a single intimate interior, and an 

extroverted finale. 

The Four-Movement Suite: Dog – Dog – Goat – Horse 

Movement Pillar / Animal / Musical description 

I — Earth Dog 

Overture (Yang) 
Year pillar. Warm, grounded, structurally clear. Key: D major 

or G major — honest, centred, not spectacular. Tempo: 

moderate – 90–110 BPM. Texture: full strings and winds in mid-

register call-and-response. The Dog motif — a warm, 

conscientious theme with clear phrase-endings — is 

introduced here and will govern the whole piece’s harmonic 

home. 

II — Water Dog 

Interlude (Yang) 
Month pillar. Same Dog character, now coloured by Water: 

more fluid, harmonically mobile, emotionally nuanced. The 

Dog motif reappears in a more chromatic harmonic setting 

— the same gesture, heard differently. Tempo: similar but 

with more rubato. Texture: lighter, more colouristic. The 

supporting role of this movement means it neither peaks nor 

fully contrasts; it colours. 

III — Earth Goat: Inner 

Field (Yin) 
Day pillar. The most intimate movement. Mode: Aeolian or 

warm Dorian. Tempo: slow – 60–80 BPM. Texture: chamber-

like, reduced forces (string trio, solo woodwind, or piano 

alone). Long-breathed sighing lines, gentle appoggiaturas. 

Pastoral drones or pedal tones. The Dog motif reappears in a 

softer, more vulnerable form — the same theme heard as 

confession rather than statement. 

IV — Fire Horse Road 

(Yang) 
Hour pillar. Strong forward pulse – galloping compound 

meter (6/8 or 12/8) or driven 4/4. Tempo: fast – 150–170 BPM. 

Bright harmonic world: major or Lydian. The Dog motif is 

taken up and put in motion — the themes from earlier 

movements run. Ends with a decisive, outward-reaching 
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gesture: the piece does not close into itself but moves 

forward into open space. 

 

The Dog Motif as Unifying Thread 

Because the Year and Month pillars share the same animal (Dog), 

they share a common motivic identity — what we can call the Dog 

motif: a warm, symmetrically phrased melodic idea with clear 

cadences and honest harmonic direction. This motif appears in all 

four movements: 

● Movement I: stated directly and fully — the public statement of 

identity. 

● Movement II: reharmonised and coloured by Water — the 

same shape in different light. 

● Movement III: fragmented, slowed, and exposed — the motif as 

private feeling. 

● Movement IV: put in rhythmic motion — the motif as forward 

trajectory. 

This technique of varying a single governing motif across four pillars 

produces structural unity without monotony. The listener recognises 

the connection between movements not intellectually but bodily — 

something familiar keeps reappearing in different forms. 

Applying This Process to Your Own Chart 

To apply the Four Pillars process to your own birth chart: 

● Generate your chart using a free BaZi calculator (input date, 

time, and birthplace). 

● Record the four pillar animals, elements, and Yin/Yang 

polarities. 

● Read the element arc and identify: which elements repeat 

(dominant character), which elements are in generating 

relationship (cohesion), and which are in controlling or clashing 

relationship (tension). 
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● Choose your primary motivic identity from the Year pillar 

animal. 

● Sketch the four movements using the pillar table: animal 

governs character and tempo, element governs timbre and 

harmony, Yin/Yang governs modal brightness. 

● Decide whether to use the standard mappings (Chapter 5) or 

one of the alternative mappings (this appendix) for elements 

and Yin/Yang. 

● Within each movement, cast an I Ching hexagram to govern 

local development, or draw a Tarot card to assign a specific 

pitch centre and modal colour. 

The Lunar Cycle as Dynamic Envelope 

Because the Chinese Zodiac is ultimately rooted in lunisolar rhythm, 

the lunar cycle provides one more compositional parameter: a 

dynamic and textural envelope that maps onto any Four Pillars 

piece regardless of its content. 

Read the lunar cycle as a three-stage arc within a single movement 

or across the full piece: 

Lunar phase Musical arc / Instrumentation / Register / Density 

New Moon — 

opening 
Solo instrument or duo. Low-to-middle register. Sparse, quiet, 

anticipatory. The piece begins as a single thread or a close 

dialogue. Harmonically open and unresolved. 

Full Moon — climax Full ensemble or maximum available texture. Wide registral 

span. Maximum density and dynamic level. The harmonic 

and rhythmic tension of the piece peaks here. This is the 

formal apex regardless of which pillar governs this moment. 

Waning Moon — 

close 
Texture thins progressively. Register narrows back toward 

middle or low. Density reduces to solo or duo. A fragment of 

the opening material returns, heard now as a residue or 

memory. 

 

The lunar arc does not conflict with the Four Pillars structure — it 

layers onto it. The pillar that governs the Full Moon moment receives 

the most orchestral weight and dynamic intensity, regardless of its 
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animal character. A quiet Goat movement can still contain the Full 

Moon climax if its position in the formal arc places it there: the Goat 

character shapes how the climax sounds (pastoral, sighing, gentle 

even at full force) while the lunar arc determines that this moment is 

the piece’s structural peak. 

Case Study: A Four Pillars Song — “Four Small Voices” 

The following is a complete worked case study showing how the 

Dog–Dog–Goat–Horse Four Pillars chart translates into an actual 

composed vocal song. The song uses the same analytical framework 

developed in this appendix — but instead of stopping at the 

blueprint stage, it carries the process through to finished lyrics and a 

complete musical structure. Reading it alongside the blueprint on 

the preceding pages demonstrates how oracle analysis becomes 

creative output. 

Production and Musical Identity 

Genre: orchestral neoclassical vocal song. Instrumentation: warm 

string orchestra, piano as the primary melodic and harmonic voice, 

gentle percussion for pulse. Tempo: mid-tempo 4/4 with a gentle but 

driving groove. The Dog’s structural groundedness governs the 

harmonic identity (warm, consonant, cadences that feel earned), 

the Goat’s lyricism governs the melodic character (long-breathed, 

sighing, pastoral), and the Horse’s forward energy governs the 

rhythmic pulse (steady, purposeful, never static). Overall mood: 

emotional, hopeful, the feeling of a life lived with both fidelity and 

longing. 

Song Structure Map: Pillars to Sections 

Section Pillar / Animal / Compositional role 

Intro — soft piano + 

warm strings, mid-

tempo 4/4 

All four pillars implied. The Dog’s harmonic home is 

established quietly; the Horse’s gentle pulse sets the 

tempo; the Goat’s warmth colours the strings. The chart 

announces itself before any word is sung. 

Verse 1 — Double Dog Year and Month pillars: Earth Dog + Water Dog. The public 

identity and the relational identity, both Dog. The lyrics 

describe the guardian function: keeping watch, 
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maintaining light, protecting space for others. Harmonically 

grounded and warm. Call-and-response texture (strings 

answering piano). 

Pre-Chorus — Dog 

turning toward Goat 
Transition from Year/Month to Day pillar. The outer 

guardian acknowledges the inner artist. The harmonic 

language softens — a modal inflection, a suspension. 

Textural thinning as the interior becomes audible. 

Chorus — Horse 

(forward motion) 
Hour pillar: Fire Horse. All four animals named in the text. 

The Horse’s galloping compound-meter energy drives the 

chorus forward. Lydian brightness or major-key openness. 

Full texture. The “four small voices” concept — the pillars 

singing together — arrives as the emotional and structural 

peak. 

Verse 2 — Goat inner 

world 
Day pillar: Earth Goat. The most intimate section. 

Orchestration thins to piano + solo string or reduced string 

group. The lyrics move inward — the secret meadow, 

private songs, fragile hope. Long melodic lines in Aeolian or 

warm Dorian. The Goat’s “inner field” movement from the 

suite blueprint, now in song form. 

Pre-Chorus 2 — Dog 

and Goat together 
Year/Day interaction: the guardian and the dreamer 

acknowledge their shared spine. The harmonic language 

blends Earth’s stability and the Goat’s pastoral warmth. 

Both pillars are Earth-element — a generating relationship 

— so the moment feels integrated rather than contrasting. 

Chorus (reprise, 

stronger) 
Hour pillar returns: Horse. The second chorus drives harder 

than the first — fuller orchestration, higher register. The lyrics 

shift from running toward a horizon to running through time 

itself: “past and future singing in my bones.” 

Bridge — Horse + Dog 

energy 
Hour and Year/Month pillars combined: Horse’s kinetic 

drive + Dog’s faithful groundedness. The bridge is the 

element arc in concentrated form — Earth, Water, Fire 

together. Orchestral peak: full strings, brass-inflected 

colour, rhythmic drive. The lyrics become more imagistic: 

hooves, stars, lantern in the rain. 

Final Chorus — all four 

pillars named 
The complete chart is spoken aloud in the text: “Dog 

beside me, Goat within me, Horse before me.” The three 

spatial metaphors (beside / within / before) map directly 

onto the pillar roles: Year/Month as outer frame, Day as 

inner self, Hour as forward expression. Full orchestral texture. 

The brightest harmonic moment in the song. 
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Outro — Dog’s warm 

cadence, fade on 

Horse’s gallop 

All four pillars resolve. The Dog’s home cadence closes the 

harmonic journey — the guardian returns to station. The 

Horse’s gentle gallop fades rather than stops: the creative 

output continues beyond the frame of the song. The piece 

does not end; it moves out of earshot. 

 

The Lyrics 

The complete lyrics follow, displayed with their pillar assignments. 

Reading the song with the chart in mind reveals how every section 

image corresponds to a specific animal’s character and every 

structural transition corresponds to a pillar relationship. 

INTRO 

[Intro — soft piano and warm strings, mid-tempo 4/4, gentle pulse] 

 

VERSE 1 — DOUBLE DOG 

[Verse 1 — Double Dog: Year + Month pillars, guardian identity] 

I built a light beside the door 

So every wandering heart could find the floor 

I kept a watch through every stormy night 

Guarding the quiet where love feels right 

 

PRE-CHORUS — DOG TURNING TOWARD GOAT 

[Pre-Chorus — Dog turning toward Goat: the outer guardian hears the inner artist]  

But in the hush behind my steady eyes 

A softer field is waiting under skies 

Where all the broken pieces learn to breathe 

And lay their heavy armor down to sleep 

 

CHORUS — HORSE (HOUR PILLAR) 

[Chorus — Horse (Hour pillar): forward motion, all four voices named]  

So I run, I run toward the bright horizon 

Four small voices burning in one flame 

Dog keeps watch, and Goat keeps dreaming 
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Horse keeps moving, calling out my name 

I run, I run through the years before me 

Footsteps falling steady on this road 

Every beat a promise I keep holding 

Heart of fire inside a loyal code 

 

VERSE 2 — GOAT INNER WORLD 

[Verse 2 — Goat inner world: Day pillar, the intimate core] 

Out in the meadow of my secret days 

The grass is full of half-remembered praise 

Old songs drifting on the evening air 

Painted in colors only I can bear 

I play a tune the daylight never hears 

Soft as the echo of forgotten years 

A fragile hope that trembles but won’t break 

A quiet kindness no one else can take 

 

PRE-CHORUS 2 — DOG AND GOAT TOGETHER 

[Pre-Chorus 2 — Dog and Goat together: both Earth-element pillars, integrated] 

And when the world asks more than I can give 

Those hidden chords remind me how to live 

The guardian and the dreamer share the spine 

Of every note that carries love in time 

 

CHORUS (REPRISE — STRONGER) 

[Chorus — Horse returns, stronger: Hour pillar at full orchestral weight] 

So I run, I run toward the bright horizon 

Four small voices burning in one flame 

Dog keeps watch, and Goat keeps dreaming 

Horse keeps moving, calling out my name 

I run, I run through the years before me 

Past and future singing in my bones 

Every step a circle coming homeward 

Every road a path back to my own 
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BRIDGE — HORSE + DOG 

[Bridge — Horse + Dog energy: kinetic drive + faithful groundedness, orchestral 

peak] 

When the night grows long and the echoes fade 

Still the heartbeat drums like a cavalcade 

Hooves in the distance, stars overhead 

Carrying all the words I’ve never said 

Faithful as a lantern in the rain 

Pulling every scattered part to reign 

All that I have guarded, all I’ve grown 

Gallops out to claim a brighter throne 

 

FINAL CHORUS — ALL FOUR PILLARS 

[Final Chorus — all four pillars named in the text] 

So I run, I run toward the bright horizon 

Dog beside me, keeping vigil true 

Goat within me, weaving tender anthems 

Horse before me, breaking paths anew 

I run, I run through the long forever 

Under skies that never quite grow dark 

Four small voices ringing in one lifetime 

All these pillars singing in one heart 

 

OUTRO 

[Outro — instrumental: Dog’s warm cadence reprise, then fade on Horse’s gentle 

gallop] 

 

How the Pillars Govern the Lyrics 

Every section of the song contains imagery that is directly traceable 

to its governing animal’s symbolic character. The following shows the 

correspondence between lyric images and the oracle system that 

generated them: 
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Lyric image Oracle source / Compositional reasoning 

“I built a light beside the 

door” 
Dog (Year + Month): the guardian function, 

watchfulness, keeping space safe. The door is the 

threshold the Dog protects. 

“A softer field is waiting 

under skies” 
Goat (Day): the pastoral inner world. The “field” is the 

Goat’s meadow — the Day pillar’s private landscape. 

“Four small voices burning 

in one flame” 
All four pillars: the central metaphor of the song. The 

four pillars as four voices inside one life, one creative 

act. 

“Dog keeps watch, and 

Goat keeps dreaming / 

Horse keeps moving” 

Direct naming of three animals, each in their pillar role: 

Dog (outer frame), Goat (inner self), Horse (forward 

expression). The Hour pillar is the verb — the one that 

moves. 

“Heart of fire inside a loyal 

code” 
Fire (Horse’s base element) inside Earth (Dog’s 

element): Fire’s kinetic energy contained within Earth’s 

structural groundedness. The element arc in a single 

image. 

“Out in the meadow of my 

secret days” 
Goat (Day pillar): the pastoral animal in its primary 

landscape. “Secret days” = the Day pillar’s inward, 

private character. 

“I play a tune the daylight 

never hears” 
Day pillar specificity: what belongs to the inner self 

(Day) is not visible in the outer life (Year/Month). 

“The guardian and the 

dreamer share the spine” 
Dog-Goat relationship: Year/Month and Day pillars. 

Both are Earth-element — they share structural ground 

(the spine). 

“Still the heartbeat drums 

like a cavalcade” 
Horse (Hour): the Horse’s galloping rhythm as the 

bridge’s driving pulse. “Cavalcade” is the Horse’s 

character word. 

“Faithful as a lantern in the 

rain” 
Dog (Year + Month): the Dog’s defining trait is 

faithfulness; the lantern echoes the opening “light 

beside the door.” 

“Dog beside me … Goat 

within me … Horse before 

me” 

The three spatial positions = the three pillar roles: beside 

(outer frame, Year/Month), within (inner self, Day), 

before (forward expression, Hour). The chart spoken as 

spatial reality. 

“All these pillars singing in 

one heart” 
The Four Pillars concept stated directly. The word 

“pillars” appears in the final line — the oracle system 

names itself inside the song it generated. 
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Musical Decisions Derived from the Chart 

Beyond the lyrics, the chart governs specific musical decisions in the 

production: 

Musical decision Pillar source / Reasoning 

Key: warm major (D major 

or G major) 
Dog (Earth element): Earth’s stable, grounded 

harmony. Honest and centred, not spectacular. 

Mode shift in Verse 2: 

toward Aeolian or warm 

Dorian 

Goat (Day, Yin polarity): the Yin pillar introduces modal 

minor. The inner world is darker-hued than the outer. 

Chorus: Lydian brightness 

or raised fourth colour 
Horse (Fire element): Fire’s bright harmonic world, the 

luminous feeling of the Horse running toward the 

horizon. 

Bridge: full strings + 

rhythmic drive 
Earth-Water-Fire arc across Year/Month/Hour: the 

element sequence compressed into one section. 

Outro: warm cadence then 

open fade 
Dog cadence (IV–I or vi–IV–I) closing harmonically, but 

Horse’s gallop continuing beyond the frame: the piece 

resolves but does not stop. 

Tempo: mid-tempo 4/4, 

gentle driving pulse 
Horse (Hour) as rhythmic engine; Dog (Year) as 

structural steadiness. The two combine into a tempo 

that moves without rushing. 

Instrumentation: warm 

strings + piano 
Dog (warm, mid-register, call-and-response strings) + 

Goat (lyrical, expressive piano lines). The 

instrumentation is the Day and Year pillars made sonic. 

Verse 2 orchestration: 

thinner, piano-led 
Goat (Day, Yin): intimacy, reduced forces, the inner self 

heard without the outer frame surrounding it. 

Final Chorus: highest 

register, fullest texture 
Horse (Hour) as finale energy: the creative output at 

maximum. The lunar Full Moon moment lands here. 

 

“Four Small Voices” demonstrates that oracle-based composition 

does not produce abstract analytical exercises — it produces real 

music with real words, where the symbolic framework is invisible to 

the listener but structurally present in every decision. The chart 

governs without dictating. The composer’s voice — the specific 

images, the melodic character, the emotional register — is entirely 

their own. The Four Pillars provided the architecture; the song filled it 

with life. 
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Session Archive 

After each Four Pillars composition session, record the following in 

your Oracle Sketchbook: 

Birth date / event date used: ___________   Birth time: ___________   Birthplace: ___________  

Year Pillar:  Animal ___________   Element ___________   Polarity: □ Yang  □ Yin 

Month Pillar: Animal ___________   Element ___________   Polarity: □ Yang  □ Yin 

Day Pillar:   Animal ___________   Element ___________   Polarity: □ Yang  □ Yin 

Hour Pillar:  Animal ___________   Element ___________   Polarity: □ Yang  □ Yin 

Element arc (Year → Month → Day → Hour): _______________________________________  

Dominant element(s): _______________   Generating pairs: _______________   Tension pairs: 

_______________ 

Primary motif (from Year animal): ___________________________________________________  

Mapping used: □ Standard (Ch.5)   □ Animals as instruments   □ Elements as dynamics   □ 
Yin/Yang as density 

Lunar arc climax falls at which pillar / movement: ____________________________________  

What this chart gave me that I would not have found alone: ____________________________  
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Appendix G – The Runes and Geomancy 

Composition Session 

This appendix is the practical session companion to Chapters 6 and 

7. It pairs the rune-based melodic/motivic methods with the 

geomantic rhythmic methods, since the two systems naturally 

complement each other: runes generate the pitch and melodic 

material while geomancy generates the rhythmic pattern and 

dynamic envelope. A complete composition session using both 

systems in tandem is documented here from first mark to finished 

musical blueprint. 

Part 1: The Rune Session — From Name to Leitmotif 

Step 1: Choose Your Name or Concept 

Decide what you are generating a leitmotif for. This may be a 

character name, a place name, a thematic concept expressed as 

a word, or your own name. The Elder Futhark is a Germanic 

alphabet, so transliterate your chosen word into its closest runic 

equivalents. Each letter maps to a rune; each rune maps to a pitch 

and a melodic fragment. 

Common transliteration guide for English letters to Elder Futhark: 

English letter(s) Rune / Name / Pitch (Interval Wheel) 

A Ansuz — D♯/E♭, falling. Wisdom, speech-like resonance. 

B Berkana — G♯/A♭, rising. Growth, gentle upward movement. 

C / K Kenaz — F, rising. Torch-brightness, high-register leap of major 6th. 

D Dagaz — B, falling. Dawn-transformation, cyclic returning gesture. 

E Eihwaz — A♯/B♭, rising. Yew-tree stillness, single sustained tone. 

F Fehu — C, rising. Rising perfect 4th, energetic forward reach. 

G Gebo — F♯/G♭, falling. Gift/exchange, paired antiphonal notes. 

H Hagalaz — G♯/A♭, rising. Disruption, cluster attack. 

I / Y Isa — A♯/B♭, rising. Ice-stillness, single held tone. 

J Jera — B, falling. Harvest-return, cyclic descending gesture. 
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L Laguz — F♯/G♭, flowing. Water-flow, legato glissando tendency. 

M Mannaz — A, falling. Humanity, stepwise descent. 

N Nauthiz — A, falling. Need-constraint, chromatic neighbour tone. 

O Othala — B, resolving. Heritage-home, strong cadential arrival. 

P Perthro — B♭/A♯, ambiguous. Mystery, unresolved oscillation. 

R Raidho — E, rising. Journey, major 3rd then step down, march 

rhythm. 

S Sowilo — G♯/A♭, bright. Sun-energy, ascending bright figure. 

T Tiwaz — B, decisive. Justice, strong downward resolution. 

U Uruz — C♯/D♭, rising. Strength, wide upward leap. 

V / W Wunjo — G, falling. Joy, descending major triad arpeggio. 

TH Thurisaz — D, falling. Thorn-force, sharp dissonant accent cluster. 

NG Ingwaz — A♯/B♭, resolving. Completion, gentle sustained close. 

Z Algiz — E, protective. Shield-shape, rising perfect 5th. 

 

Step 2: Convert Each Letter to a Pitch 

Write out your chosen name or concept letter by letter. Under each 

letter, write its rune name and its Interval Wheel pitch. The sequence 

of pitches is your raw melodic row. 

Worked example — the name LYRA: 

Lette

r 
Rune Pitch Tendenc

y 
Fragment character 

L Laguz F♯/G♭ Flowing Legato, water-like 

Y Isa A♯/B♭ Rising Single held tone, stillness 

R Raidho E Rising Major 3rd up then step down, march rhythm 

A Ansuz D♯/E♭ Falling Stepwise descent, speech-like 

 

Raw pitch row from LYRA: G♭ – B♭ – E – E♭. This is a four-note 

descending chromatic cluster with one whole-step gap — a tight, 
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chromatic, emotionally compressed figure that conveys exactly the 

combination of flow (Laguz), stillness (Isa), forward motion (Raidho), 

and yielding wisdom (Ansuz) in the name. 

Step 3: Add Rhythm Using the Mode-Fragment Method 

Each rune carries a characteristic rhythmic fragment. Layer the 

rhythmic identity onto the pitch row to produce a complete melodic 

gesture: 

Letter/Rune Pitch Rhythmic fragment Combined gesture 

L — Laguz G♭ Flowing legato, 2 

beats 
Sustained G♭, legato, held with gentle 

vibrato 

Y — Isa B♭ Single tone, long 

value 
B♭ held motionless, fermata or very long 

note 

R — Raidho E Dotted quarter + 

eighth + quarter 

(march) 

E dotted-quarter, D♯ eighth, E quarter 

— rising approach then arrival 

A — Ansuz E♭ Stepwise descent, 4 

notes legato 
E♭–D–C♯–C, soft, speech-inflected close 

 

The LYRA leitmotif in words: a sustained G♭ (2 beats), held B♭ with 

fermata, a march-like dotted figure arriving on E, then a soft stepwise 

descent from E♭ to C. Total gesture: approximately 8–10 beats. 

Character: fluid opening, crystalline stillness, forward arrival, sighing 

close. This is a complete, singable, characterful leitmotif derived 

entirely from the name’s runic alphabet without a single arbitrary 

choice. 

Step 4: Develop the Leitmotif Across the Three Ættir 

The three ættir determine how the leitmotif behaves in each formal 

section of the piece: 
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Ætt / Section Developmental treatment of the leitmotif 

Freyr’s Ætt — 

Exposition 
State the leitmotif directly and completely. All four notes in 

order, original rhythm. This is the identity statement. 

Heimdall’s Ætt — 

Development 
Fragment the leitmotif. Use only 2 of the 4 notes. Invert the 

rhythm (long-short becomes short-long). Transpose to a new 

pitch level. The leitmotif is under pressure. 

Tyr’s Ætt — 

Resolution/Coda 
Restore the leitmotif, but transformed. Augment (double all 

note values). Change the final note to resolve to the tonic. The 

leitmotif has survived and is wiser. 

 

Part 2: The Geomancy Session — From Casting to Groove 

Step 1: Cast Four Mother Figures 

Draw four rows of random marks for each of the four Mother figures. 

Count each row: odd number of marks = single point (•), even = 

double point (••). Record each figure as a four-row pattern. 

Worked example — suppose your four casts produce these Mothers: 

Mother figure Pattern / Name / Character 

Mother 1 •• / • / •• / • — Puer (Boy). Syncopated, energetic. Offbeat 

accents, driving forward. Sets the rhythmic identity of bars 1–4. 

Mother 2 • / •• / •• / • — Fortuna Major. Stable, broad. Dense mid-

layers, sparse outer. Bars 5–8: grounded, confident, moderate 

density. 

Mother 3 • / • / • / •• — Tristitia. Weighted, descending. Only the bass 

layer active. Bars 9–12: sparse, low, slow. 

Mother 4 •• / • / • / • — Laetitia. Upward, bright. Only the treble layer 

active. Bars 13–16: high, light, dancing. 

 

Step 2: Build the 16-Bar Rhythmic Blueprint 

Read each Mother’s four rows as four rhythmic layers (top to bottom: 

treble, mid, bass, accent). Double point (••) = active beat; single 

point (•) = rest or sustained tone. For each bar, assign a density score 

(count of double-point rows) from 0 to 4. 
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Blueprint from the four Mothers above: 

Bars Character / Active layers / Density score / Rhythmic instruction 

Bars 1–4 (Puer) Treble active, mid resting, bass active, accent resting. Score: 2. 

Instruction: offbeat syncopation in treble and bass only, mid 

and accent silent. Drive the pattern with two alternating lines. 

Bars 5–8 (Fortuna 

Major) 
Treble resting, mid active, bass active, accent resting. Score: 2. 

Instruction: shift activity to the mid-register. Treble drops out; a 

steady mid-bass groove takes over. Broadens and grounds. 

Bars 9–12 (Tristitia) All single except bottom. Score: 1. Instruction: everything thins 

to a single bass pulse. The groove nearly disappears. One 

deep downbeat per bar, silence otherwise. 

Bars 13–16 (Laetitia) Only treble active, rest resting. Score: 1. Instruction: a single 

high-register line emerges from the silence. Light, dancing, 

unaccompanied. The texture inverts from low-heavy to high-

bright. 

 

Step 3: Plot the Dynamic Curve 

Density scores across the 16 bars: 2 – 2 – 1 – 1 (Puer, Fortuna Major, 

Tristitia, Laetitia). The curve falls from moderate density to sparseness 

then maintains sparseness in a different register. This is a piece that 

starts with drive, settles into groundedness, thins to near-silence, then 

ends with an unexpected high-register dance — a formal arc of 

energy, gravity, disappearance, and re-emergence. 

Part 3: Combining Runes and Geomancy in One Piece 

The LYRA leitmotif (from the rune session) can now be placed onto 

the geomantic rhythmic blueprint. The combination produces a 

complete piece structure: 

 

 

 

 

 



The Oracle Composer 

© 2026 Museca 109 

Bars Geomantic layer / Rune placement 

Bars 1–4 (Puer: 

syncopated drive) 
Introduce the LYRA leitmotif in its full form (Freyr’s Ætt). The 

treble line carries the leitmotif’s opening G♭ and B♭; the bass 

line provides the Puer’s offbeat drive. The leitmotif rides over 

the syncopation. 

Bars 5–8 (Fortuna 

Major: grounded 

mid) 

Repeat the LYRA leitmotif, now harmonised in the mid-register. 

The march-like Raidho figure (E, dotted) becomes the mid-

groove’s characteristic beat. 

Bars 9–12 (Tristitia: 

sparse bass) 
Fragment the leitmotif (Heimdall’s Ætt). Only the Ansuz closing 

figure (E♭–D–C♯–C) survives — played once by the bass 

instrument, very slow. Everything else is silence. 

Bars 13–16 (Laetitia: 

high-register 

dance) 

Restore the leitmotif in augmented form (Tyr’s Ætt). The entire 

LYRA sequence returns in the treble register at double note-

values, transformed and complete. The piece ends on the 

Ansuz tone (C or C♯) held in the high register. 

 

Session Archive Sheets 

RUNE SESSION 

Name / concept: _________________________   Rune transliteration: _________________________  

Letter 1: ___  Rune: ___________  Pitch: ___  Tendency: ___  Rhythm fragment: ___________  

Letter 2: ___  Rune: ___________  Pitch: ___  Tendency: ___  Rhythm fragment: ___________  

Letter 3: ___  Rune: ___________  Pitch: ___  Tendency: ___  Rhythm fragment: ___________  

Letter 4: ___  Rune: ___________  Pitch: ___  Tendency: ___  Rhythm fragment: ___________  

Letter 5: ___  Rune: ___________  Pitch: ___  Tendency: ___  Rhythm fragment: ___________  

Letter 6: ___  Rune: ___________  Pitch: ___  Tendency: ___  Rhythm fragment: ___________  

Raw pitch row: _________________________________________________  

Complete leitmotif in words (pitch + rhythm): 

_________________________________________________ 

Ætt treatment: Freyr (exposition): ___________   Heimdall (development): ___________   Tyr 
(coda): ___________ 

 

GEOMANCY SESSION 

Mother 1 pattern: ___/___/___/___   Name: _______________   Density: ___   Character: 
_______________ 

Mother 2 pattern: ___/___/___/___   Name: _______________   Density: ___   Character: 
_______________ 
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Mother 3 pattern: ___/___/___/___   Name: _______________   Density: ___   Character: 
_______________ 

Mother 4 pattern: ___/___/___/___   Name: _______________   Density: ___   Character: 
_______________ 

Density arc (bars 1-4, 5-8, 9-12, 13-16): ___  ___  ___  ___ 

Dynamic envelope (describe the shape): _________________________________________________  

Rhythmic instruction bars 1–4: _________________________________________________  

Rhythmic instruction bars 5–8: _________________________________________________  

Rhythmic instruction bars 9–12: _________________________________________________  

Rhythmic instruction bars 13–16: _________________________________________________  
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Appendix H – The Ifá/Odù Composition Session 

This appendix is the practical session companion to Chapter 8. It 

provides the missing element that Chapter 8 does not cover: how to 

select or generate an Odù for a specific compositional session. It 

then carries one Odù through the complete clave-building and 

ensemble-layering process to a finished groove blueprint that a 

performer or producer can play from immediately. 

Step 1: How to Select an Odù for Your Session 

There are three valid approaches to selecting which Odù governs a 

composition session. Choose the one that fits your working style: 

Method A: Casting with Palm Nuts or Coins 

The traditional Ifá selection process uses 16 sacred palm nuts (ikin) or 

a divining chain (opẹlẹ). For compositional use, a simplified coin 

method works: toss four coins simultaneously. Each coin face = 1 

mark (heads) or 2 marks (tails). Add all four coins; odd total = single 

point, even total = double point. Repeat four times to produce a 

four-row binary signature. Match against the 16 principal Odù table: 

Binary signature (row 

1/2/3/4) 
Odù name / Rhythmic character 

•• / •• / •• / •• (all 

double) 
Eji Ogbe — full, continuous maximum presence, steady 

pulse. 

• / • / • / • (all single) Oyeku Meji — stark, minimal, rests as events. 

•• / • / •• / • 

(alternating) 
Iwori Meji — asymmetric, 7/8 or 5/4 feel. 

• / •• / • / •• (alternating 

inverse) 
Odi Meji — polyrhythmic, 3-against-4 tension. 

•• / •• / • / • (dense top, 

sparse bottom) 
Irosun Meji — melody-dominant, active upper voices. 

• / • / •• / •• (sparse 

top, dense bottom) 
Owonrin Meji — bass-dominant, rumbling foundation. 

•• / • / • / •• (outer 

active, inner sparse) 
Obara Meji — bookended groove, commanding 

entry/exit. 
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• / •• / •• / • (outer 

sparse, inner active) 
Okanran Meji — interior groove, quiet exterior. 

•• / • / • / • (only row 1 

double) 
Ogunda Meji — opening strike only, silence after. 

• / •• / • / • (only row 2 

double) 
Osa Meji — midline accent, sparse above and below. 

• / • / •• / • (only row 3 

double) 
Ika Meji — bass accent only, deeply grounded. 

• / • / • / •• (only row 4 

double) 
Oturupon Meji — accent layer only, subdivision emphasis. 

•• / •• / • / •• (three 

active rows) 
Otura Meji — dense except bass, floating over quiet 

ground. 

•• / • / •• / •• (three 

active, row 2 sparse) 
Irete Meji — dense above and below, mid-register gap. 

• / •• / •• / •• (three 

active, row 1 sparse) 
Odi variant / Oshe Meji — dense from mid down, quiet 

treble. 

•• / •• / •• / • (three 

active, row 4 sparse) 
Ofun Meji — full above, no subdivision. Hovering density. 

 

Method B: Intentional Selection 

If you know the rhythmic character you need, choose the Odù 

directly by its groove archetype. If the piece requires polyrhythmic 

tension, choose Odi Meji. If it requires minimal, meditative space, 

choose Oyeku Meji. If it requires commanding drive with a clear 

entrance, choose Obara Meji. The Odù is your rhythmic intention 

made concrete. 

Method C: Character Matching from Another Oracle 

If you are using the Odù within a multi-oracle piece (see Chapter 

11), let another system choose the Odù indirectly. If a Tarot card has 

suggested Water as the dominant element, choose a flowing, 

asymmetric Odù (Iwori Meji or Odi Meji). If the I Ching hexagram is 

Yang-heavy, choose a dense Odù (Eji Ogbe or Irosun Meji). The Odù 

then serves the larger compositional plan rather than directing it. 
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Step 2: Build the Clave from the Binary Signature 

Full worked example using Iwori Meji (•• / • / •• / •) — chosen for its 

asymmetric 7/8 feel and active-rest alternation. 

The Odù’s four rows represent four beats across a two-bar pattern (8 

beats total in 4/4, or 7 beats in 7/8). Read each row as the clave 

pattern for that beat position: 

Beat position / Row Point value / Clave instruction 

Beat 1 (Row 1: •• 

double) 
Active. The clave sounds on beat 1. A clear, struck attack — 

the rhythmic anchor of the pattern. 

Beat 2 (Row 2: • 

single) 
Rest. The clave is silent on beat 2. The silence is part of the 

pattern — not an absence but a held space. 

Beat 3 (Row 3: •• 

double) 
Active. The clave sounds again on beat 3. The pattern asserts: 

active – silent – active. 

Beat 4 (Row 4: • 

single) 
Rest. The clave is silent again. Active-rest-active-rest: a simple 

alternating binary pattern. 

Bar 2 (repeat) For a two-bar clave, repeat the pattern in bar 2 with a 

variation: shift the second active beat by a half-beat (dotted) 

to create the 7/8 asymmetry. The clave now feels like it is 

limping slightly — forward-driving but uneven. 

 

Iwori Meji clave in words: Beat 1 struck, beat 2 silent, beat 2.5 struck 

(half-beat early), beat 3 silent, beat 3.5 struck (half-beat early), beat 

4 silent. In rhythmic notation: quarter, rest, dotted-eighth, rest, eighth, 

rest. This produces a syncopated asymmetric figure that can support 

7/8 or be played over 4/4 as a cross-rhythm. 

Step 3: Layer the Four Ensemble Roles 

The four rows of Iwori Meji assign four ensemble roles. The double-

point rows govern active layers; single-point rows govern passive or 

responsive layers: 

Row / Layer Odù value / Instrument role / Rhythmic behaviour 

Row 1 (••) — Lead 

/ Melody 
Active. Lead instrument (melodic or lead drum) carries the 

clave and any otó (response lines). In an ensemble: a melodic 

instrument doubles the clave rhythm in the upper register. 
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Row 2 (•) — 

Harmonic rhythm 
Passive. Middle instruments hold a sustained or slowly shifting 

harmonic pad. No rhythmic articulation — pure tone and 

colour. This layer breathes while the clave moves. 

Row 3 (••) — Bass Active. The bass instrument mirrors the clave rhythm one 

octave below the lead. The two active layers (Rows 1 and 3) 

create a call-response between high and low. 

Row 4 (•) — 

Subdivision / 

Timeline 

Passive. The timeline instrument (shaker, hi-hat, or bell) plays a 

constant subdivision (eighth notes or triplets) at very low 

dynamic. This layer does not follow the clave — it holds the 

metric grid beneath it. 

 

Complete Iwori Meji groove blueprint in words: lead instrument and 

bass play the syncopated active clave together (alternating high-

low call-response), mid instruments hold a sustained harmonic colour 

throughout, timeline instrument keeps a constant quiet subdivision. 

The result is a rhythmically active but internally spacious texture — 

the 7/8 asymmetry pushes forward while the sustained mid and quiet 

subdivision prevent the groove from feeling harsh or percussive. 

Step 4: Add the Response Lines (Otó) 

The odó — the responding lines — answer the clave in the spaces 

the clave leaves open. Find the silent beats in your clave (beats 2 

and 4 in Iwori Meji) and place short melodic figures there: 

● Beat 2 (clave silent): the response line enters — a short 

ascending figure, two or three notes, rising. 

● Beat 4 (clave silent): the response line answers again — a short 

descending figure, two or three notes, falling. 

The call-and-response dialogue: clave sounds on beats 1 and 3, 

response sounds on beats 2 and 4. The groove breathes as a 

conversation between the lead line and the answering voices. 

Assign the response lines to whichever instrument is not carrying the 

clave: if the piano carries the clave in the left hand, the right hand 

carries the response. If the bass guitar carries the clave, a melodic 

woodwind carries the response. 
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Step 5: Session Archive 

Odù selection method: □ Casting (coins)   □ Intentional selection   □ Character matching from 
another oracle 

Odù chosen: _______________   Binary signature: ___/___/___/___  

Rhythmic character in words: _________________________________________________  

Clave pattern described: _________________________________________________  

Beat 1 (Row 1): □ Active  □ Rest     Beat 2 (Row 2): □ Active  □ Rest 

Beat 3 (Row 3): □ Active  □ Rest     Beat 4 (Row 4): □ Active  □ Rest 

Lead instrument: _______________   Bass instrument: _______________  

Harmonic layer (Row 2): _______________   Timeline (Row 4): _______________  

Response lines (otó) — where they enter: _________________________________________________  

How the clave and response interact: _________________________________________________  

What this Odù gave me that I would not have found alone: 
_________________________________________________ 
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Appendix I – The Numerology and Dreams 

Composition Session 

This appendix is the practical session companion to Chapters 9 and 

10. It pairs numerology and dream-based composition because 

both systems generate material from personal internal sources — 

numerology from the arithmetic of a date or name, dreams from the 

composer’s own unconscious. This appendix provides the missing 

bridge from concept to composition: a full Life Path-to-piece 

walkthrough, a completely worked magic square pitch matrix, and a 

full dream-to-composition example. 

Part 1: Numerology — From Number to Complete Piece 

Step 1: Calculate Your Life Path Number 

Reduce the full birth date — day, month, and year each reduced 

separately, then summed — to a single digit. When you reach 11, 22, 

or 33, these are traditionally “master numbers” and may be left 

unreduced if you wish, though for most compositional purposes 

reducing them gives a cleaner constraint. 

Worked example — birth date 14 March 1972: 

Component Calculation 

Day: 14 1 + 4 = 5 

Month: 03 3 (already single digit) 

Year: 1972 1 + 9 + 7 + 2 = 19, then 1 + 9 = 10, then 1 + 0 = 1 

Total 5 + 3 + 1 = 9 

Life Path Number 9 — Completion. Nine-bar units, extended phrase endings, 

harmonic journeys that return transformed. 

 

Step 2: Translate the Life Path Number into Compositional Parameters  

Each Life Path Number governs a primary set of compositional 

parameters. Apply these to govern the architecture of the piece: 
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Life Path / Number Primary meter / Phrase length / Tonal character / Form 

1 — Unity 4/4, 1-bar cells that repeat and accumulate. Single tonic, 

monodic opening. Form: theme and gradual expansion from 

unison to full texture. 

2 — Duality 2/4 or cut time. Paired 2-bar phrases. Two competing tonal 

centres a tritone or minor 2nd apart. Form: binary (AB, equal 

sections). 

3 — Growth 3/4 or 3/8. Phrases in groups of 3. Triadic harmony, thirds as 

primary interval. Form: ternary (ABA, middle section longer). 

4 — Stability 4/4. Four-bar phrases. Diatonic harmony, grounded bass. Form: 

four-movement or four-section with clear demarcation. 

5 — Asymmetry 5/4 or 5/8. Irregular 5-bar units. Pentatonic harmony, minor 

2nds as colour. Form: through-composed, no repeated 

sections. 

6 — Balance 6/8 or 6/4. Two groups of three. Warm thirds and sixths. Form: 

rondo (ABACABA), balanced returns. 

7 — Mystery 7/8 or 7/4. Prime-number irregularity. Modal harmony with 

chromatic inflection. Form: palindromic or spiral. 

8 — Power 4/4 at strong tempo. Eight-bar periods. Full harmonic 

language. Form: arch (ABCDCBA), symmetrical. 

9 — Completion 9/8 or 9-bar phrase units. Extended cadences. Minor modes 

that resolve to major. Form: cyclic, returns to opening 

transformed. 

 

Step 3: Worked Composition Plan for Life Path 9 

Using the birth date from Step 1 (Life Path 9), here is a complete 

compositional plan derived entirely from the number: 

Parameter Decision / Reasoning 

Primary meter 9/8 — three groups of three, compound and expansive. 

Phrase length Nine-bar units. Every thematic statement completes in 9 bars 

before transforming. 

Tonal character Begin in A minor (introspective), journey through F major 

(warmth), arrive transformed in A major (resolution). The 

number 9 completes and returns transformed. 
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Primary interval Major 9th (octave + major 2nd) — the signature of the Life 

Path number made sonic. The opening motive leaps a major 

9th. 

Form Cyclic three-part form: A (9 bars, A minor) – B (18 bars = 2 × 9, F 

major, double length) – A’ (9 bars, A major, transformed). Total: 

36 bars = 4 × 9. 

Climax placement Bar 27 — the golden section of 36 bars falls at 36 × 0.618 ≈ 22, 

but the Fibonacci anchor for a 9-based form is bar 27 (3 × 9). 

Place the harmonic peak and highest register here. 

Orchestration Nine instruments — or nine distinct timbral layers — each 

entering one per 9-bar unit in the B section, until all nine are 

active at bar 27. 

Closing gesture The final bar returns the opening major-9th leap, but now in A 

major. The journey is complete; the interval is the same but the 

harmonic light has changed entirely. 

 

Step 4: The Lo Shu Magic Square as a Pitch Matrix 

The Lo Shu is a 3×3 magic square in which every row, column, and 

diagonal sums to 15. Assign each number to a chromatic pitch (1=C, 

2=C♯, 3=D, 4=D♯, 5=E, 6=F, 7=F♯, 8=G, 9=G♯): 

 Column 1 Column 2 Column 3 

Row 1 4 = D♯ 9 = G♯ 2 = C♯ 

Row 2 3 = D 5 = E 7 = F♯ 

Row 3 8 = G 1 = C 6 = F 

 

Every row, column, and diagonal sums to 15 — meaning every 

reading direction has the same total “weight.” This property makes 

the matrix harmonically balanced regardless of which path you 

trace through it. 

Reading the matrix as melodic sequences: 
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Reading direction Pitch sequence / Character 

Row 1 (left to right) D♯ – G♯ – C♯. A descending augmented triad. Dark, unstable, 

dramatic. 

Row 2 (left to right) D – E – F♯. An ascending whole-tone figure. Floating, dreamlike, 

unresolved. 

Row 3 (left to right) G – C – F. A descending perfect 4th, then another. Ancient, 

modal, grounded. 

Column 1 (top to 

bottom) 
D♯ – D – G. Chromatic descent then perfect 4th drop. Tension 

releasing to groundedness. 

Column 2 (top to 

bottom) 
G♯ – E – C. Descending major 3rd, then another. A hidden 

major triad in falling form. 

Column 3 (top to 

bottom) 
C♯ – F♯ – F. Descending tritone then semitone. Highly 

chromatic, dissonant, urgent. 

Diagonal top-left to 

bottom-right 
D♯ – E – F. A chromatic ascent. Simple, stepwise, lyrical. 

Diagonal top-right 

to bottom-left 
C♯ – E – G. Rising major 3rd then minor 3rd — a broken major 

triad ascending. Bright and complete. 

 

For a Life Path 9 piece, assign each reading direction to one of the 

nine phrase units. The piece becomes a journey through all eight 

reading paths of the Lo Shu — plus the return to the opening — 

completing the nine-unit cycle. 

Part 2: Dreams — Full Worked Example 

The Dream (as recorded immediately on waking) 

“I am standing in an empty concert hall. The seats are full of people 

but they are all silent, facing away from me. The stage is lit but no 

one is on it. I begin to walk toward the stage. With each step the 

room gets warmer. A single cello note is playing from somewhere 

above. I reach the stage, sit down at a piano, and realise I do not 

know what to play. I look at my hands and they are very small. The 

cello note stops. I wait.” 
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Step 1: Identify the Three Dominant Images 

● The empty stage: a lit, expectant space with no performer. 

Presence without action. Anticipation without content. 

● The cello note from above: a single disembodied pitch, not 

from any visible source. Sound without cause. 

● The small hands at the piano: self-diminishment at the moment 

of required expression. Inadequacy confronting demand. 

Step 2: Map Each Image to Musical Parameters 

Dream image Musical parameters derived 

The empty stage (lit, 

expectant, silent 

audience) 

Mode: open, unresolved, not quite settled — Aeolian without 

its leading tone. Texture: sparse, exposed. Dynamic: pianissimo, 

held. Register: mid. The piece opens with a quality of readiness 

that has not yet been filled. 

The cello note from 

above 
A single pitch — not chosen arbitrarily but from the dream’s 

emotional quality: a G, the dominant of C minor, hanging and 

unresolving. Sustained, without vibrato, from the upper-mid 

register as if disembodied. This becomes the harmonic pole 

around which the piece orbits but never fully reaches. 

The small hands at 

the piano 
Melodic gesture: small intervals, close position, narrow range. 

No leaps. The hands can only reach what is immediately 

adjacent. This determines the melodic contour of the opening 

— seconds and thirds only, never wider. Dynamic: soft but not 

resigned; there is courage in the smallness. 

 

Step 3: Build the Composition Plan from the Images in Dream Order 

The images appeared in this order: empty stage → walking toward 

stage (warmth increasing) → cello note from above → sitting at 

piano with small hands → cello stops → silence. 

Dream sequence / 

Section 
Compositional plan 

Empty stage: 

opening 
A single sustained G in the mid-register (cello or viola) over a 

quietly trembling string texture. No melody, no harmony — just 

the expectant G and a barely-audible minor-second 

neighbour (A♭) pulsing beneath it. Duration: 8–12 bars. The 

room waits. 
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Walking toward 

stage: warmth 

increasing 

Gradually the harmonic texture warms — a C minor chord 

assembles itself note by note from the bottom up. The tempo 

stays unchanged but the density grows. Each bar adds one 

instrument, one voice. The walk is the texture filling from silence 

to a chord. Duration: 8 bars. 

Cello note from 

above: the 

disembodied pitch 

The full texture drops away. Only the G returns — now in the 

upper register, on a solo cello, without vibrato. The harmony 

beneath is stripped back to a single sustained C. The G floats 

above as if from nowhere. Duration: 4 bars, very still. 

Small hands at the 

piano: narrow 

melody 

The piano enters for the first time with a melodic line built 

entirely from steps and minor thirds — no larger interval. The 

melody is hesitant, self-contained within a minor 6th range. The 

cello G continues above. Duration: 12 bars. 

Cello stops: silence 

enters 
The cello G disappears mid-phrase, without preparation. The 

piano continues alone for 2 bars, then it too stops. A full bar of 

silence. 

Waiting: the close One final piano phrase — the narrow-interval melody from 

before, now a fourth lower, quieter. It ends on C, without 

resolution to the major. The piece does not answer the 

question the dream posed. It holds the waiting. 

 

Step 4: The Composition Plan as a Score Outline 

Title: The Empty Stage. Duration: approximately 4–5 minutes. 

Instrumentation: solo cello, string quartet (muted throughout), solo 

piano. Key area: C minor, with no cadential resolution to C major. 

The G above (dominant) is the governing pitch but is never resolved. 

Form: six sections following dream sequence. Tempo: J = 54 (very 

slow, like a held breath). 

What this composition plan gives the composer: a specific pitch (G), 

a specific harmonic centre (C minor), a specific melodic constraint 

(no leaps), a specific formal arc (six sections), a specific emotional 

shape (anticipation → accumulation → disembodied stillness → 

small courage → absence → unresolved waiting), and a specific 

ending quality (not answered, not resolved, held). Every parameter 

came from one dream. 
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Session Archive Sheets 

NUMEROLOGY SESSION 

Birth date / event date: _______________ 

Day: ___ → reduced: ___   Month: ___ → reduced: ___   Year: ___ → reduced: ___  

Total: ___ → Life Path Number: ___ 

Primary meter from table: ___   Phrase length: ___ bars   Tonal character: ___  

Form type: ___   Climax placement: bar ___   Primary interval: ___  

Total bars (multiple of Life Path Number): ___ 

Magic square reading direction chosen for primary row: ___   Pitch sequence: ___  

How I used the pitch sequence: ___ 

 

DREAMS SESSION 

Dream recorded on: _______________ 

Image 1 (strongest emotional charge): _______________________________________________  

  Mode: ___   Register: ___   Texture: ___   Dynamic: ___   Tempo: ___  

Image 2: _______________________________________________  

  Mode: ___   Register: ___   Texture: ___   Dynamic: ___   Tempo: ___  

Image 3: _______________________________________________  

  Mode: ___   Register: ___   Texture: ___   Dynamic: ___   Tempo: ___  

Order images appeared in dream: ___   →   ___   →   ___  

Governing pitch (from most charged image): ___   Harmonic centre: ___  

Melodic constraint: _______________________________________________  

Composition plan (sections in dream order): _______________________________________________  

Title: ___   Duration: ___   Instrumentation: ___ 

 


