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Chapter 7  Wider implications of space through time: suggestions 
on other star landscapes

‘Odin set in his land the laws which had formerly been upheld by the Asa folks; thus, 
he bade that they burn all the dead and bear their possessions on to the firebale with 
them. He said that every man should come to Valhall with such riches as he had with him on 
the firebale and that each should use what he himself had buried in the earth. They should 
bear the ashes out on the sea or bury them down in the earth; for a renowned man 
they should build a howe as a mark of remembrance, and for all men in whom there 
was some manliness they should raise standing-stones, and this custom held good for 
a long time after’ (my emphasis; Snorri Sturluson, 13th c. Heimskringla, Ynglinga Saga 
8; Monsen trans/ed.1990, 6).

For the Noord-Holland sites, the interest in marking stars has been interpreted as minimally 
from 600 BC to 1000 AD. The 1600-year span includes the medieval remarking of the late pre-
historic Velserbroek-B6 Horse pattern with a mound – of white sand, over turf covering horse-
shoes – a pit with a horseshoe, as well as bundles of juniper. Both ends of the time-scale are still 
open, and suspected is an even longer tradition, but a matter for further research for the region 
and adjacent areas. Certainly for later periods, there are myths, legends and folklore that concern 
horses, as carriers of the dead to the Otherworld, with a sky association (cf Brown 1993). 

Within a cultural historical approach, some of the suggestions made in Chapter 6 can be 
seen to supply an interpretative framework for well-known finds, including texts. The text 
cited above is from the 13th Icelandic situation. Burying materials in the earth is specified for 
the afterlife. Via another route, the same conclusion was reached for the late prehistoric sites to 
interpret pit and watery channel deposits, but placed within a multi-dimensioned interpretation 
of cosmology for those of the Noord-Holland region. The interpretation of Snorri’s medieval 
texts will be taken up below for what he did not state, but what he may have implied.

First in this chapter is something of a chronological trail of famous horses, and some cows, 
which are here interpreted as sharing a night-sky context as the primary religious referent, but 
known through various materials.125 Briefly gone into will be the aspect of landscape iconogra-
phy; coins/amulets as the dialectics of day and night; and text as myth of the heavens, perceived 
as three parts, telling time. The last section, as conclusion, looks very briefly at a text – the Rev-
elation of John – that is suggested as a point where actual substitution of one way of looking at 
the sky as structured into three is replaced by a new version in the Christian unified landscaping 
of heaven.

 
If something of the preceding chapters is applicable, (late) pagan practice was structured within 
a cosmology of sky referents, but not, as Solar Mythologists maintained, through a perception of 
opposition of light and dark forces, good:evil. Interpretation as opposition, rather than dialectic, 
could have been the effect itself of Christianised categorizing. An apparent difference would be 





that the powers of the dark, night sky moved in conjunction with those of daylight and the sun, 
as within perception of world:otherworld. The following examples gain an interpretation below, 
through a commonality of unknown antiquity, but if the base of cosmological tri-partition as 
sky regions seems to apply, Indo-Europe mythology is implicated, and pertains to many other 
materials. 

 .                              

The most famous and oldest large landscaped British Horse, about 110 m long, is the Uffington 
White Horse in Oxfordshire (fig. 66). The Celts were long held responsible for creating it some-
where around 100 BC due to iconographic style and proximity to an Iron Age hillfort. However, 
the figure has now been dated to the Late Bronze Age (Miles & Palmer 1995). Marples had 
argued for a Bronze Age dating, also due to iconographic style, by 1949 (Marples 1981 [1949], 
46). The White Horse was first referred to in a text in the 11th c. (ibid. 53).

It had been long assumed as well that this Horse owed its original existence to people strip-
ping sods from the hillside, exposing the chalk underground, which thereby defined the visual 
substance of the figure. Limited excavation has shown that at least some of the outline was 
originally made through features cut into bedrock, about 1 m deep, and backfilled with chalk 
blocks (Miles & Palmer 1995). This landscaped Horse had meaning as people took action to 
keep it alive, through the pre-Celtic, Celtic, and Anglo-Saxon periods through to modern times. 
On earth, the figure can be viewed from Dragon Hill, across the chasm from the horse, but a 
better view is from 3-4 miles away. It is visible up to 20 miles away and the positioning must 

Figure 66  The White Horse of 
Uffington (Oxfordshire, England), 
about 81 m from nose to hind 
leg.





have to do with this aspect. However, it is best seen from the air, and most images of the Horse 
are aerial photographs. On a WNW-facing slope, its back at the crest, the figure goes from left 
to right, and is angled somewhat upwards. It is running towards the south. 

Through the constellation interpretation of the Noord-Holland Horses, one may posit a 
similar significance to this figure. In contrast to the Noord-Holland constellation figured Horses 
and associated features, the Uffington Horse would be a reflection, a mirror image, rather than 
a map in rock of the constellation. As a reflection of the constellation’s eastern rise, the constel-
lation’s back, as it is now generally understood, is angled higher upwards. The White Horse is in 
any case not an iconographic representation similar to the Noord-Holland horses, nor one of 
the join-the-dot configurations more or less standardized on modern star charts. It is difficult 
to wrap the pattern of the stars around the figure of the hill; the hill figure seems a stretched 
version due to the length of the back. 

However, as the square of Pegasus seems to be lacking entirely, a likeness to the stars could be 
a result of perceiving the constellation form by connecting the stars of Markeb and Alpheratz, 
ignoring Algenib, to form its back (see fig. 32: connecting positions H7 with H9; leaving H8 out 
of the picture). As a mirror image, the horizon as the figure’s back is along the horizon of the 
crest of the slope. The line in the sky of Markeb and Alpheratz might also be possibly parallel to 
the horizon of the slope, but calculations of slope and angle and directions have not been made 
for the period of the Late Bronze Age and the hilly topography of the situated figure.

The feature of Dragon Hill is off the slope, across a chasm/roadway, NNW of the White Horse. 
It is considered a natural hill, with an artificially flattened top. One does get some view of the 
Horse standing on the hill, but it is not good. Calculations could be made for the positioning 
for establishing where the constellation would be visible. There would be a view of the constel-
lation horse coming up and moving to the south, and further around going down in the west 
(depending on topography). 

Dragon Hill is an interesting feature through it name and can also be connected with the sky. 
Marples notes that the combination of the legend of St. George + Horse + Dragon has its own 
logicality as a grouping in the landscape. Some, including Marples (ibid. 50) hold that St. George 
is the descendant and successor of a pagan deity, a horse-god, probably relating to the Anglo-Saxon 
myth-cycle and Wodan. However, this linear idea is probably more complicated (cf Attwater & John 
1983). The horse theme is also evident in the chambered long barrow one-half mile distant named 
‘Wayland Smithy’, known as such by 955 (Marples 1981, 50). ‘Wayland’ is Weland, the supernatural 
smith of Anglo-Saxon tradition, the Volundr of Old Norse saga (Davidson 1969, 239). 

When Dragon Hill got it name is unknown, but as a positioning, across a chasm, and across 
from the horse figure, it can also be interpreted as relative positioning to the Horse constel-
lation and constellation Dragon/Draco in the sky. For a more exact positioning, it should be 
opposite the horse figure, if the head of the dragon was the referent. If the tail of the Dragon 
was referred to, the positioning is closer to the sky pattern positioning (when the constellation 
is to the south/southwest). Celestial north has changed (mentioned under precession in Chapter 
6). It was near to the tail of the constellation Dragon/Draco 2000-3000 years ago. The point of 
Dragon Hill could also be in reference to this, as relative positioning to the figure of the White 
Horse, as a constellation figure. Standing on Dragon Hill would then have some similarity, 
within cosmological landscaping, of standing on the celestial pole. (The Dragon as constellation 
is also found within the text of the Voluspa, below, as it is in John’s Revelation.)





The entire landscape is full of the history of naming, as well as festivities surrounding the 
figure of the White Horse. Marples (ibid.) recounts the legends recorded in early sources which 
associate the figure with St. George, Hengist and Alfred, and superstitions such as it being lucky 
to stand in the horse’s eye, with one’s eyes shut, turn round three times and make a wish. Records 
exist from 1738 onwards of the figure being cleaned every seven years, an activity accompanied 
by festivities (‘pastimes’) usually held in the nearby Iron Age hillfort, known as Hardwell Camp. 
The pastime was not held after 1857 and scouring of the horse was irregular such that by 1880 
it was nearly obliterated by vegetation. 

The figure has now regained a permanency, as the in-filled rocky figure of Uffington, now 
suspected of being at least 2700-3200 years old. Within the interpretation of the Noord-Holland 
figures, this landscaped figure would also have importance with activities, seasons, and marking 
earth as the heavens.126 Names, traditions and transformations in religion are imbedded in the 
landscape containing it, through archaeological periods and transformations within religion, and 
a continuity of landscape use. Other earthly materials transformed by people translating towards 
immortality of the phenomena in the sky are often in gold.

 .                :             

The themes of horse and the night sky, and light/sun and day, as two sides of the coins are the 
subject of this section. Within an evolutionary framework of interpretation, the iconography 
of Celtic coins appears a dead-end subject. It is as if there is no more to be said after one has 
led these configurations back, chronologically, as being ‘debased’ copies of coins from the reign 
(359-336 BC) of Philip II of Macedon. It then becomes somebody else’s problem for explain-
ing why coinage arose, and why ‘coins’ were illustrated at all, within the context in which they 
were made and used. 

Northern Gallic coins have been extensively studied (see discussion in e.g., Roymans 1990). 
After the first generation of exact copies (ca. 250 - 125 BC), the coins become ‘increasingly 
abstract’. The first are faithful copies of the original; one side bears the beardless head of Apollo 
and the other depicts a chariot and two horses or two horses with riders. Importantly, that side 
with horses sometimes has stars (e.g., Roymans 1990, 118). The Dioscuri, the twins, on their 
white horses are here given in conjunction to a direct referencing of their context through the 
star motif, and specifically to the constellation Gemini/Twins. 

During the following phases, the coins are described as becoming abstract, debased, degener-
ated. But as interpretation, these terms pay witness to lumping all manner of action together, 
called then acculturation, whereby it is (implicitly) inconceivable that symbolic/sign substitution 
may have taken place as to iconography on coins, within Celtic traditional categories of mean-
ing. It is highly unlikely coins meant anything like our sense of money until the late Roman 
period (Hodder 1979). 

Already by phase 2 (c. 125 - 60 BC), the ‘coin designs become increasingly abstract, and 
sometimes new motifs are added, giving these coins a distinctive style. The coinages are always 
anepigraphic, but some bear “pseudo-legends”, such as the Pegasus type of quarter staters’ (Roy-
mans 1990, 123). Here is then a direct reference to which horse is being depicted, within Greek 
mythological sphere, but also as the horse recognized as constellation. Recognition of the figure 
of a horse in the stars could well have long been part of Celtic perception, but here given a 





borrowed, classical name. As the coins gain a distinctive style, one must presume they had been 
given an associated but distinctive meaning with signs/symbols accompanying the more obvi-
ous imaging. 

While the horse remains particularly recognizable, the reverse, Apollo side becomes ‘abstract’ 
indeed. Perhaps substitution occurred whereby Apollo as ‘light’ became more specifically imaged 
as the sun. By the third phase, this side was often illustrated with a very clearly executed three or 
four-armed swirling motif. Accompanying the horse on the other side are often symbols, which 
could be referring to stars. Design motifs such a crescent, spiral or flower-type design mark as 
well the position above the backs of the horses. The position of marking is similar to bracteate 
examples, but thereon marked at times with swastikas, as discussed below. 

If constellation Horse were the nighttime feature pictured on the coins, other markings 
would also have to do with the night sky. The ecliptic, the path of the planets – wandering stars 
– and the moon, is along the back of the constellation Horse (through Aquarius and Pisces). 
The design elements at this position on the coins could then be signing towards a planet or the 
moon. The other side of the coin would be ‘day’. Intrinsic to life, night:day would be the two 
sides of the coin. 

On the original Greek coins, Apollo is pictured designated among other things as the god of 
light (with the epithet Phoebus, ‘the bright’). Lug, the Celtic god, has been similarly interpreted: 
‘The important but elusive Celtic god Lug bears a name generally taken to mean “shining” or 
“brilliant”, and we are told in the literature that his face shone. Many earlier scholars assumed, 
therefore that he was a sun god’ (Davidson 1993, 59). That could hold, but shining and brilliant 
are also applicable to stars and planets, phenomena also distinguished by certain Celts at least, as 
Caesar remarked commenting on the practice of priests. Caesar identified (BG VI.17) the gods 
of the Celts as Mercury, Apollo, Mars, Jupiter and Minerva (an Italic goddess sometimes associ-
ated with the Greek Athena). As they were for the Romans, these are things you can point to 
as ‘light’, all shining and brilliant, and in any case named are three visible planets, and the god 
of light, Apollo. 

Although the feature of the night sky, a Horse, was named on one find as being ‘Pegasus’ 
during the earlier phase, within Celtic tradition Horse has a better association with Epona, 
The Divine Mare. A female deity, she is known from numerous inscriptions from Gaul and as 
personification consistently associated with horses (Davidson 1993, 47). In iconography, when 
shown personified, she is sitting sidesaddle and sometimes has a woven wreath, a circle, in her 
right hand. The single horses when taken up into the purely ‘Celtic’ style of coin could represent 
Epona, in her night-sky context, intriguingly then the ‘nightmare’. Later legends and myths of 
the Grey Mare are associated with the sky and the Otherworldly (Brown 1993).127

The symbolic value of the golden coins would be in using an everlasting, and thus valuable, 
earthly material for illustrating a miniature cosmos. Use of the figure of a horse, as the constel-
lation, could well have similar meaning as sketched for the Noord-Holland figures as spanning 
part of the night-sky during important seasonal activities, and symbolic of the otherworldly. As 
the suggested symbolic or even direct referencing as a coin being night:day, there are also those 
controlling the flow of the resource, and controlling something of earthly life within Celtic 
society. The ‘idea’ of coinage is too often bound to a modern market mentality although the 
coins are often found within ritual contexts. Those controlling gold as resource, within socio-





politico-economic hierarchies would not necessarily be using these assets when depositing coins 
in propitiation of the gods, or in buying immortality as a trip into heaven. Putting resources on 
deposit for your own afterlife, as in ‘grave-goods’, could also apply to coinage. Those coins not 
of gold are very often recovered within settlements. Feature analyses of where these coins occur 
(pits?) could be given more attention for settlement sites. 

 .                  :                       

The archaeological contexts being what they are as single deposits, in hoards or as grave finds, 
gold bracteates have not been subsumed under explications of early market economies or 
earthly elite, gift giving situations between men. The images pictured on the world of the gods/
goddesses are known mainly from texts of a later date, the Eddas. 

Bracteates have iconography only on one side and they are assumed to be amulets. Some 
have a fitting for a thong for wearing about the neck. The suggestion here is that bracteates are 
imbued with the basic categorizing of night and day suggested above for the Celtic coins. Only 
one side of bracteates is published, simply because there is nothing to see on the reverse. While 
this side is generally ignored, it is the other side of the proverbial coin. Of gold, one sees a golden 
disc. Meaning is a golden disc, and would be the representation of day, as light, or disc as the sun. 
The enfigured side, would be the night-sky side. They also at times have small signs/symbols of 
star-like motifs (fig. 67).  

There were 907 bracteates known from Europe as of 1988, made from 566 die (Looijenga 1997, 
107). The distribution is mainly Scandinavian. Bracteates are not well dated; they could have 
been deposited from the fourth century to the sixth, although there is disagreement as to the 
duration of bracteate manufacture (Looijenga 1997, 23-25). Five categories are distinguished:

M: (Roman) medallion-imitations
A: man’s head in profile
B: man figure, often with animals
C: man’s head above horse-like animal, often together with birds and other animals
D & F: no human figures; animals in Germanic animal style I. (ibid.)

Again as with the Celtic coins, these bracteates were modelled in the first phase on Roman 
coins. They soon became illustrated in a Germanic style. Karl Hauck has most comprehensively 
studied what is being illustrated (e.g., 1980, 1984; cf also Bakka 1968), within a framework of 
Germanic meaning involving the world of the gods. Some bracteate iconography can be directly 
correlated to descriptions found in texts such as the Germanic belief that horses are in com-
munication with the gods, where omens and warnings can be gained on earth from noting the 
neighs and snorts of the pure white, undefined horses kept at public expense (Tacitus Ger. X; 
cited in Chapter 3). Some of the bracteates appear to be showing the other end of the line: a 
god, by Hauck convincingly argued to be Odin/Wodan, talking or whispering in the ear of the 
illustrated horse. Another illustration such as the wolf biting (off) a figure’s hand, is the figure 
identified as being the god Tiwaz and the wolf Fenrir showing the climax of a myth related in 
the Prose Edda by Snorri Sturluson in the 13th c. 

Less attention has been given to design elements on these objects. Star-like motifs are clearly 
pictured such as that shown on two bracteates in Figure 67. On the one, a female figure spin-





ning is accompanied by clear star designs, suggested in Chapter 6 as the three stars of the belt of 
Orion, possibly in conjunction with Frigg’s spindle, as folk designation, and another symbol as 
sign of a planet, for the goddess. The other example shows stars next to a small figure, also on a 
bracteate. Other materials in gold such as the gold Galluhus horns, of which one panel is shown 
in Figure 67, also have clear star images. Hartner (1969) interpreted the horns as the iconography 
of constellations, and related them to figures of the Poetic Edda.

C-bracteates have the combination of Horse, accompanied by a figure, the god Odin/Wodan, 
following Hauck’s interpretation. All have signs/symbols, consisting most often of a single 
swastika, usually in the vicinity of the god’s head, and as mentioned, some have stars-motifs. 
As with some of the Celtic coins, the juxtaposition of Horse with star-like motif indicates the 
night-time sky context portrayed. It could then follow that the associated motif of the swastika 
gains a night-time context. While Nazi use of the swastika as the ‘sun’ was probably drawn from 
solar-mythologist interpretation, the historicity of the interpretation rests not on specification 
of the sun, but on ‘fire’ (Davidson 1964,83). As the symbol/sign on Celtic coins, the swastika 
sign can be similarly positioned above the horse on bracteates.128 Movement is wrapped up in 
the form of the swastika. Within the night-time context, movement would suggest a wandering 
star, a planet. Whether or not the same planet is being indicated is certainly another matter. As 
mentioned above, the path (the ecliptic) of all planets and the moon is in the sky along the area 
of constellation Horse.

Taking Tacitus literally on Germanic tribes in general that ‘above all other gods they worship 
Mercury’ (Germ. IX), the correspondence was made of Odin/Wodan and that planet. The swas-
tika would be the sign for the planet designation and the figure of Odin/Wodan the personifi-
cation. Again, the planet is something one can point to, a phenomenon known to the Romans 
and named as Mercury. Conceptions of Mercury (and Hermes) as god are dissimilar to Odin, 
and this would be a solution for the function and attribute problem if the same visible object is 

Figure 67  Examples of star-type motifs on bracteates: on the left with a spinning figure, possibly Frigg 
(from Davidson 1993, fig. 14) and a detail of a figure, with stars by jaw and heel (Hauck 1980 Tafel XV, 
32b). Right: One of the sections from the Gallehus (Denmark) gold horns (Todd 1992, fig. 16), with star 
motifs. 





referred to in naming, but through divergent traditions, different conceptualisations of the god. 
After the initial copies of Roman type imaging, the style became indigenous, along more 

familiar imaging within native tradition. Germanic bracteate maker/users/depositors would 
have been recognizing a wandering star, designated with the sign of swastika, accompanied by 
associated images, as constellation, such as the Horse. At two of the four Noord-Holland sites, 
a Rider was also distinguished.

Wrapped up in gold, contextualized as gold, the iconography of the signs and the culturally 
derived patterns, through binding stars, are materialized. In the everlasting, eternal material 
of gold, the thing itself is the symbolization of immortality and in direct correspondence and 
commensurate with the patterns on them of the star patterns and pictured deities. As an earthly 
material, and in this manner culturally formed and manipulated into golden objects, the mate-
rial is the closest earthly approximation to what is signed as immortal patterning, culturally 
perceived. 

Great care was made in executing these often-complex patterns on discs of gold not more 
than 2 cm in diameter. The complexity of the one side is in sharp contrast to the ‘emptiness’ 
of the other, but the empty side could be essential to understanding the basic referents and the 
materialized dialectics of night and day. 

The small scale depictions in gold of Celtic and Germanic design were fashioned through cen-
turies of that long-term period in which people kept on cleaning the large scale iconographic 
Uffington Horse. Rising above the typo-chronological specifications of the materials, the long 
term recognition of the constellation Horse is a base from which transforming religious content 
could be viewed for tribal/ethnic entities; the figure remains the same, with the same specific 
reference to sky phenomena, while the associated deity could change. During the Anglo-Saxon 
period, new conceptions on naming and myths also arrived in the Uffington area, such as the 
name Weyland Smithy implies for the nearby megalithic structure, and perhaps Dragon Hill. The 
landscape was recognizable with a Horse, and the new arrivals kept on cleaning a large Horse 
image, commensurate with older, traditional meaning, conceptualising it as a stallion, rather than 
perhaps a mare.129

The material of gold gives form to the objects discussed in these last two sections whereby 
an immortal cycle is the key configuring night:day. Gold in another form, as adjective and as an 
element to proper names, used in texts, will be considered within this category of immortality, 
referencing the sky. 

 .                              :                 
              

The Voluspa (The Seeress’ Prophecy) is the opening poem of the Poetic Edda. This section goes 
towards demonstrating how this one text can be read as iconographic, as an illustration of the 
entirety of the night sky through much of the year, of risings and fallings of constellations before 
dawn, or more quickly through one night, as an illustrated metaphor of the year. The text is at 
the same time a progression of Germanic mythical characters through mythical landscapes. The 
sky referent interpretation explores one facet of meaning, that the text tells time, as stories, and 





as mnemonics. There is no attempt here to explain why it is possible to read the stanzas as time, 
nor why variously known constellations from the classical world can be recognized in this text, 
as they were in the settlement remains of Noord-Holland. That is, proposing origins is not the 
purpose here, and this will not be gone into.

The interpretation here does not particularly contradict numerous studies of this important 
text interpreted within research concerns such as the eschatological, comparative mythologi-
cal, socio-political, ideological, or within societal issues such as gender.130  The text – taken as a 
whole – can also be interpreted as a structured, literal referencing of the sky, which could have 
also served as a foundation upon which meaning became facetted between real world and oth-
erworldly. There are still elements of translation which have yet to be resolved.131 Suggested here 
is a literal translation towards sky phenomena, with possible implications for the layered-ness 
of the metaphorical and symbolic, and mythological analyses based on written texts. Time and 
immortality, essential to any study of cosmology, is the aspect supplied by this interpretation, but 
based on settlement remains, rather than other texts. 

The Poetic Edda together with the Prose Edda are the primary sources of information used in 
analyses of Germanic mythology, and in comparative analyses within Indo-European studies. 
The works are however specifically Norwegian/Icelandic. The Poetic Edda was written earlier 
than the Prose Edda, but unknown is the age of the content of the verses.132 

In the 13th century, Snorri Sturluson wrote the Prose Edda. He cites various passages of the 
Poetic Edda, as well as other texts, some of them otherwise lost. In Gylfaginning, one of the three 
parts of the Prose Edda, Snorri’s narrative involves questions and answers, moving along with his 
story that serves as a vehicle for inserting verses of older texts, to illustrate his points. Thus impli-
cated as well within the interpretation put forward here is a facet of meaning within Snorri’s 
text. He could be explaining what the older texts are about while confusing the matter with yet 
another layer of riddling.133 However, he is rather specific on where the action takes place, and 
here he is telling the reader exactly what he is describing, in the literal sense of the stars:

‘There are many beautiful places in heaven ...There stands there one beautiful hall 
under the ash by the well...’ (Gyl. Faulkes 1987, 18).

or,

‘Two birds feed in Weird’s well. They are called swans, and from these birds has come 
that species of bird that has that name. Then spoke Gangleri: “You are able to give a 
great deal of information about the heavens”’ (Gyl. Faulkes 1987, 19).

That is, Snorri is giving a great deal of information about the heavens: The ash, the World Tree, is 
in heaven, as are the well, swans, and the hall, which is Valhall. As the materiality of the night-sky 
supplying points of reference as stars and constellations is used within this literal reading, there 
are also further demonstrations of cycles as timeless sequence in ‘gold’ as immortal referencing 
in adjective and in names (see below). 

Other clear indications are also given in the second book of Snorri’s Prose Edda, Skaldskapar-
mal. For instance, Snorri cites passages (Skald.17-18, 22, 43; Faulkes 1987, 80-1, 86-88, 106) by 
two poets who are describing what they see on a ‘shield’, with involved stories and movements, 





also of the shield itself.134 And the giants are dwellers of the shield. It seems a bit much to be 
seeing so much on a decorated, literal earthly shield, and the dome of the sky could be an alter-
native interpretation.135 

Appendix 3 gives the complete text of a recent translation (Larrington 1999) of the Voluspa. An 
interpretation, per verse, is given through the progression of what could be happening accord-
ing to constellation movements, as time told. This is done through three of  the constellations 
thought delineated within the settlements of Noord-Holland. The three Schagen constellations 
which were defined – Hercules, Greater Dog and Horse – can be slotted into the stanza progres-
sion (and thus time) as the dead figure of Thor136, the dog Garm, and the World Tree, Yggdrasill, 
which also translates as ‘Odin’s Horse’. As these constellations have classical correspondences, 
parallels were sought for figures as other constellations (for example, constellation Lyre=Egil’s 
Harp), but also as indirect reference, through an element as part of the constellation (for example, 
serpent in Ophiuchus=hall of serpent’s spines). A few references and remarks on passages from 
Snorri Sturluson are also given within Appendix 3 when it seems he is providing information 
pertinent to the interpretation here, although this is certainly not an exhaustive in depth analy-
sis. The interpretation of some constellations also occurs through the progression of stanzas and 
directions mentioned therein.

Perhaps most important is using the element of inversion of day and night, between other-
worldly and the actual earth, the structure of settlement into three, and of course, modelling 
through the seasons (Chapters 2, 4 & 6). The aspect of the seasonal conjoins with earlier studies 
of the Poetic Edda. 

 .  .                        

Both Eddas have been gone over with various types of fine-toothed interpretative combs, and 
translation of Old Icelandic and shades of meaning are still under discussion. Some researchers 
have implicated the heavens within the cosmos.137 There are also instances where text interpret-
ers have suggested seasonality and natural phenomena as possibly being a feature of the Eddas 
and other northern texts. Martin (1972) for example opens his study on ‘ragnarok’, usually 
translated as ‘the fate of the gods’, with the following: 

‘Little progress was made in research in ragnarok before the pioneering work of the 
great Danish folklorist Axel Olrik in the first decades of the twentieth century. Olrik 
set a new direction in the study of Old Norse eschatology. He rejected the idea of 
a coherent myth but saw ragnorok as a series of individual scenes to be examined 
critically in their present form.
In the decades since Olrik the field of Old Norse eschatology has largely been 
neglected, despite renewed interest in concepts of the latest things in philosophy 
and theology, and advances in sociological techniques. The latter have led various 
scholars in literary and ethnological disciplines to suggest that an intimate link exists 
between traditional patterns of seasonal ritual on the one hand and certain literary 
motifs and forms on the other. Examples have been found in ancient China, India, 
Israel and Greece as well as mediaeval Western Europe.
Eddic studies have not been able to escape some impact, even if slight, from the 
seasonal ritualists. The clarion was sounded by M. Olsen, who postulated the origin 





of the eddic poem Skírnismál in rites of seasonal invigoration....Very little research 
has been done in the area of Old Norse eschatology in relation to the patterns 
of seasonal ritual. Scholars writing on other mythologies have made reference to 
parallels in the North, but since the time of Olrik this field has not been touched’ 
(Martin 1972, 1-2).

In his work, Martin proceeds to examine many aspects of the texts as to their seasonal worth, 
recapping various arguments from earlier works, and coming essentially to a seasonal conclusion, 
the specifics of which remain unsolved. That is, one does not get further than Olsen in filling in 
the specifics of general indications. More recently and more generally, Lyle (1990) examined the 
seasonal as imbued with the godly/mythical within, and as basic to, Indo-European cosmologi-
cal structuring through tri-partition. But again, any connection with mundane aspects of life 
and actual people are left unresolved, as they must when only myths are considered. Davidson 
(1993, 154-155) regards Lyle’s seasonal approach favourably, but is somewhat reproachful that 
archaeological and iconographic sources are not used for furthering the specifics of a tri-parti-
tion model for specific texts. On the other hand, Hartner (1969) did consider seasonal feasts of 
Iceland and constellations movements as part of his interpretation of the iconography of the 
golden Gallehus horns. And, there are recent examples of research where Edda texts are being 
brought together with iconography and constellations.138 

The later prehistoric site-landscaping of Noord-Holland could indicate a spatial framework 
for understanding written textual structure, and that base on which metaphor is constructed. 
With this constellation/cosmos model in mind (Chapter 6), time – especially as seasons and 
years, and mundane time, towards a perceived eternity – can be witnessed in the progression of 
the Voluspa.

 .  .                                                        

     

The places in the sky of three of the constellations from the settlements of Noord-Holland are 
the timely, horizontal reference points within the text sequence. The various types of ditch/
water:land borders as settlement cosmos provide the structuring of three parts of the sky. Three 
constellations of the Schagen settlement and the areas as names in the Voluspa are here inter-
preted as: 

❑ Thor – the constellation The Kneeler/Hercules, a dead image felled by the World 
Serpent 

❑ Garm, the noblest of dogs (Grim.44, Larrington 1999) – the constellation Greater 
Dog/Canis Major;

❑ Yggdrasill/World Tree/Odin’s Horse/Valhall – the constellation Horse/Pegasus, 
with additional sky features to make a ‘Tree’; including Capricorn (Snorri’s Hed-
run, a goat, nibbling on the tree’s leaves). 

❑ three main regions are named, and these can be seen in the regions of the sky: 
❑ Asgard, the area with Tree-Horse, world of the gods
❑ Earth, as Midgard – middle earth – Milky Way, with Corpse Beach/Nastrond, 

along the edge adjoining





❑ Utgard as the underworld/sea, surrounded by the Watersnake (constellation 
Hydra), as the World Serpent. 

Using Larrington’s (1999; Appendix 3) translation and stanza numbering, the action of the 
Voluspa, as movement of the sky, is here interpreted as to main action:

 
❑ Stanzas 1-6: introduction, and as a brief referencing of the creation, including 

when moon, sun and stars knew neither place or power; when the gods gave 
names to nights/days and moon phases to tell time.

❑ Stanzas 7-29: description of the world of the Asgard; the gods’ creation of dwarfs 
in the likeness of men; various descriptions of places, past exploits, the powers of 
the seeress, receiving offerings from Odin, to see what would come, which are 
the following:

❑ Stanzas 30-43: various places and negative figures, situated mainly in the vicinity 
of the Milky Way. 

❑ Stanzas 44-58: the forces of evil are set loose, the earth plunges/tilts, the ship of 
the dead sails as the underworld/Utgard wheels into view; leading to the death/
disappearance of the gods’ world. 

❑ Stanzas 59-66: prediction of the world renewed (with Eagle’s rise) and reinstate-
ment of the gods’ world. The seeress sinks away, as the moon goes down.

Using the progression of the stanzas, with the identifications obtained through the Noord-Hol-
land interpretation, leads to positioning some other named figures. These are shown in Figure 
69, and set out in more detail in Appendix 3. Constellation shapes have not been altered, but are 
taken from one modern version, shown for reference.  

The literality of fate becomes clear, as through the model of the sky as three parts, the world 
of the gods disappears. Figure 69 shows the main progression in four time slices of the sky, with 
some of the constellation designations from Figure 68 for reference. Most important is how the 
aspect of the sky changes from visibility of Asgard to a near total aspect of Utgard, the place of evil 
and the ship of the dead, and the image of Thor, killed by the serpent. However, the gods’ world 
of Asgard, is clearly stated as rising anew. What has been related is specifically denoted as cyclical, 
and we are also told where, and thus when, to start on the descriptive journey over Ithavol:

She sees, coming up a second time,
Earth from the ocean, eternally green;
the waterfall plunges, an eagle soars above it,
hunting fish on the mountain. (Larrington s59)

Constellation Eagle (Aquila), diving after fish (constellation Dolfin), is situated on earth/Milky Way. 
The early morning rise of Eagle (Reykjavik: lat. 64°15’) is in December. If one takes the entire pro-
gression of the text with stars through a year, at this high latitude, one cannot see anything in the 
month around mid-summer. It is too light; the sun obliterates the stars. But, taking a long winter’s 

Figure 68  One result of the Voluspa read as to directions, three areas of the night sky, and progression 
of the verses as progression of constellations, using the Schagen constellation patterns as reference points. 
Correspondences could be those shown, related to space of constellation as now known. The constella-
tion Horse/Pegasus is hung in a tree (Yggdrasill).









night in December, the entire progression can be told, telling time to come as a cyclical calendar 
of events. The least interference by light is during the longest night, winter solstice, although with 
the very long nights through December and January, the term hardly applies at this latitude.

Figure 69  Voluspa: four time slices through the night (Reykjavik, lat. 64.15, 1002 AD; sun under the hori-
zon from –12-18°) showing the different aspects of the sky and constellation movements as told within 
the verses. The constellation Horse/Pegasus is shown as the revolving pole, Yggdrasill (rather than the Tree 
of fig. 68). Asgard disappears completely (bottom left), as the end of the cycle. The Eagle (Aquila) rises 
again, to start off the new cycle in this one night. See Figure 68 for the constellation designations.





The godly landscape is named as Ithavol. This word is translated by Otten (1994) as the 
‘Wheeling Plain’. The understanding is apt, even if the translation is uncertain, as the night-sky 
rotates, as a plain revolving. Disappearing during the colder months, the plain of the gods wheels 
out of view, and at the same time, Utgard, the place of evil forces, becomes visible. As suggested 
for the inhabitants of Noord-Holland (Chapter 6), the darkest night could be used for telling 
the entire story of things to come, as metaphor of the year. One night-cycle would also have an 
element of prediction on the coming new year. Perhaps included is the need for assurances that 
all would be right again: that the days actually would start getting longer. 

Davidson remarks: ‘Those who have tried to produce a convincing diagram of the Scandina-
vian cosmos from what we are told in the sources have only added to the confusion’ (1993, 69). 
The diagram presented here started from late prehistoric settlement and offering site divisions 
and pit placements. An existing ‘diagram’ star-chart, using connections to naming become recog-
nizable as to the textual referents, some in direct relation such as constellations Lyre and Water-
snake. The latter is extended to include stars belonging to Libra and Scorpio so that the World 
Snake surrounds the Ocean. Some identifications are based on text indications as subsequent 
rises and fallings, and directions named (Appendix 3). Attention is given to the use of preposi-
tions, directions and in applying inversion as a key to the text in relation to the otherwordly.

 .  .                  :             

The textual use of prepositions ‘above’ and ‘below’ refer to horizontal rather than vertical 
dimensioning. For example, Hel’s region is not under the god’s region, but across from it, in our 
terms. Our terms however still contain this class conscious pre-positioning: below the tracks, the 
equivalent to determining status on earth, a line of demarcation within the horizontal. 

The trunk of Yggdrasill reaches ‘downwards’ as it says in stanza 2: the measuring tree/pole 
under the ground. Others (cf dis. in De Vries 1956/57, s587) have suspected this is in reference 
to the pole star, but the cosmological connections were to the axis of our earth, reaching up 
to the pole star. However, within this interpretation here of the horizontal shield sky, Odin’s 
Tree/Horse, Yggdrasill, is revolving as a wheel, with the hub being (near to) the pole star. The 
pole star is buried under the earth of Midgard/the Milky Way. The pole/trunk reaches ‘up’ to 
the region of Asgard. In Figure 68, the crown of the Tree is suggested to be formed with stars of  
‘Water Carrier’, and Capricorn is then recognizable as Heidrun the goat (Snorri, Gylfaginning 
38-9) nibbling its leaves. Above the hind part of Horse, constellations are strung together using 
the constellations of Pisces and Cetus to make a symmetrical tree. In Figure 69, that connect-
ing the Horse constellation with the ‘pole star’ is done as a pole. Within the horizontal of sky 
space, or domed structure, in three parts, the remainder of the work can be seen relative to this, 
as indications are given of where to look. 

The roots of the tree are always being gnawed on by Nithhogg, the flying dragon, the constel-
lation Dragon/Draco. ‘Under’, that is across from, the gods’ Hall (Valhall/square of Pegasus), and 
also in opposition as to meaning is that of Hel’s Hall, identifiable as well through the designation 
of a bird (st. 9), the constellation of Corvus, near to Virgo/the Virgin. 

Early morning sitings can be recognized in metaphors for what is happening along the east-
ern horizon in the phrase such as ‘one night old’ (st.32), or in the opposite direction, on the 
west, as ‘far from the sun’ (st. 38). Specific directions are also given including: ‘from the east’ (st 





36, 50, 51) and ‘in the east’ (st. 40), as well as north and south (st. 37, 52). The Ship of the Dead 
(Naglfar) made from mens’ nails is identified through the clear risings, following designations 
given in stanzas 49-51. 

As iconography, the horizontal plane of the main structure given here for the sky is paralleled 
by  arrangement of scenes including a Horse and a Ship, divided by a woven band, as found on 
the immortal material stone for graves of the period (fig. 70). Represented would be the Horse 
constellation, the Milky Way, and the ocean, with a ship (not always the ship of the dead) identi-
fied within the reading of risings (Appendix 3) in the Voluspa as the constellation Leo.

  

 .  .                   

Caught in the middle of all this, and that which gives each half of the sky definition is the Milky 
Way. Visually it has something of solidity being made up of a mass of light points. Midgard, as 
the world of men midway between the gods and the underworld/sea, is also the abode of the 
dwarfs made, as specified in the text, in the image of men. 

The aspect of settlement inhabitants within relationships of scale was discussed in Chapter 
6. The human creators of the sky figures on/into the earth, as pits, are dwarfed by those very 
images. Dwarfed beings compared to the large-scale, giant images they created through the sea-
sons is extended here towards the dwarfs in the heavens, a long row of which are summed up as 
names, a long tally (Appendix 3, st. 10-16). Although the names are thought to be a late addition 
(e.g., Larrington 1999, 264), they are original to the manuscripts. They also lead into the finding 

Figure 70  Examples of tri-partition connected to a horse, which could also be referring to the night 
sky as made up of three areas, according to the interpretation of Chapter 6: with constellation Horse, the 
Milky Way and the sea ‘underneath’(stones from Alskog, Gotland and from Gosforth church, Cumbria). 
On the right, a helmet plate from Vendel, Sweden, with a figure usually interpreted as Odin/Wodin, 
showing the circle motif as his shield, with point/pit motif often seen on bracteatess. (From Davidson 
1993: figs. 7, 23 & 9).





of Ask and Embla by the gods, and although generally taken as the point at which humans for 
this (our) world were created, within this interpretation they can be taken as dead humans, given 
new life within the otherworld, and represented by dim (dwarf) stars. The same could apply, and 
be the reason for the long tally of dwarf names, as humans already arrived. 

  

 .  .             

The text is analogous to the settlement interpretation of pits as to perception of opposites and 
inversion of earth : sky. The earthly star-pits are dug down into white, and are filled with black, 
inverting the colour scheme of stars in a black night sky. Extending the analogy: on our earth, 
humans are out and about being active, taking action during the day. In the mythical, night-sky 
world, the suspected deities of planets and heavenly landscape features are out and about and visible 
during the night.139 Correspondingly, that which lightens up that night-sky landscape is the moon. 
As the light source, it is the night’s ‘sun’, and moves about. In the otherworld, dark is light. Season-
ally, the inversion of time results in the longest day = longest night, and the reverse (cf fig. 63). 

This solves the problem rather skimmed over by interpreters as being intuitively contradicto-
ry: the male gender of the ‘moon’, the female gender of the ‘sun’ (st. 5). This inversion of gender 
is from the perspective of the gods’ landscape. As the text is being recited subsequently from the 
perspective of ‘our’ earth, testing knowledge on the other earthly, there is then no contradiction 
of the seeress, female in gender, being the (actual) moon, seeing far and wide (below).

 .  .                                    .  

Confusion on who is predicting, who is asking, in short what one of the functions of the 
Voluspa is could be resolved. Some ambiguity has to do with masking what is being related 
to test knowledge in the form of riddles. Since the aspect of the text as testing knowledge on 
constellation movements, as myths, has received little notice, the actual meaning has remained 
unclear of the reoccurring phrase in the Voluspa and why it is being asked. This seems to have 
led to interpretations within a framework of literal meaning rather than the riddle of metaphor 
towards the hidden reference, in this case, of specific phenomena. 

The phrase demonstrating the testing element occurs nine times, unevenly spread between the 
stanzas, and has been translated variously: wat weet gij nog meer? (what more do ye know?); Weten 
jullie het nu, of niet? (Do you [plural] now understand/know or not?); would you know yet more?; 
know ye further, or how?; do you understand yet, or what more? (De Vries 1938, Otten 1994, 
Bellows 1936, Hollander 1962, Larrington 1999, respectively). Otten and Larrington have the 
element of testing as understanding. If it were just a matter of relating a myth/story, there would 
not be the need for this recurrent question. An exchange of information is being requested. 

The last stanza ends with the speaker saying, ‘she now sinks away’ (Otten 1994, 12) or ‘now 
she must sink down’ (Larrington 1999, 13).140 The ‘speaker’ would be the same person as that 
asking, through the reoccurring phrase, the listeners to add their insights. She sinking away is the 
seeress of the past and future, as the source of the recited text, sinking down. Within the same 
stanza, the place of the dragon carrying corpses is translated by Larrington as ‘Dark-of-moon 
Hills’, in contrast to earlier translations.141 This would be apt, as the moon does not move over the 





area of the sky where Dragon/Draco is situated. Combining the descriptive information (st. 22) 
and especially as seeing widely into all the worlds (st. 29), it is evident she could be the moon 
– as immortal, she also has knowledge of past occurrences, which are at the same time present 
and future predictions, as the phenomena are cyclical. Time immortal, is time actual.

 .  .                                     :           

In the progression as defined, the use of ‘Hall’ is a designation for a constellation. All terms using 
gold can be interpreted as symbolizing the immortality of stars, and as stars within the landscape 
of Asgard. These include round playing pieces, shingles and shields, and as used within proper 
names such as Gold-comb. For the underworld/Utgard, the terms used are also apt descriptions, 
in an ephemeral, but negative sense for the appearance of stars: men’s fingernails as forming the 
ship of the dead or the snake’s spine for the hall of serpents. 

It could well be that only objects (halls, well, harp, boat) and non-anthropomorphic beings 
(e.g., Garm, Fenrir, Eagle, Snakes, Dragon) are constellations. There is one important exception, 
the constellation Hercules, interpreted here as the image of Thor. As one of the settlement pat-
terns, he was found with a leg in the house, but also associated with the burial of the older man, 
as large scale mirror image. Both Bellows (1936, 21) and De Vries (1938, 34) consider Thor was 
killed by the World Serpent (in the Appendix, Larrington’s verse 56), as Snorri relates as much 
(Gyl. Faulkes 1987, 54). Perhaps this would account for the exception, as a slain god falling at a 
particular place, represented by an image. As mentioned (Chapter 5), Thor was associated with 
both Jupiter and Hercules (Davidson 1993, 47; Simek 2000, 322), and in literal association, the 
one can be considered the deity, the planet, and the constellation its anthropomorphic image. For 
the settlement interpretation of the Schagen sites, it was noted in addition to the ground posi-
tion as house site (Chapter 6) that the actual constellation Hercules does not disappear entirely, 
in contrast to the animal constellations. He remained alone in the sky into January at the time 
before dawn. As image, Hercules/Thor constellation was ever-present to varying degree through 
the year, and it gains a zenith position, in contrast to the animal images. The large standing post, 
in one of the Hercules/Thor’s star positions, was also considered in conjunction to the zenith, as 
referring to ‘upwards’, as an important aspect of January, at the time before dawn.

Giants and dwarfs could be referenced as actual stars, and could be generally giant in the sense of 
bright stars (not in the scientific sense), and dwarfs as dim stars. Status achieved would become  
place, in the otherworld: of Midgard/Milky Way, if regular males become dwarfs, reserving 
Asgard for fallen warriors. All could be dim stars, and the connection could be made within this 
reading of the Voluspa, of stars to souls, as in some of the examples given in Chapter 5, includ-
ing classical and folk belief. The place of women in all this is only suggested by the immortal 
place for Embla. 

Stars-as-souls is different to that interpretation given for the settlement inhabitants of Noord-
Holland, where stars of the constellation images were interpreted as actual holes to get goods, 
animals and humans to the otherworldly place. The belief shown by the quote from Snorri, at the 
beginning of this chapter, would seem to indicate some similarity for the Scandinavian context. 
While the same figures (as constellations) can be recognized within these later texts as mythical 
figures, the conception of what stars actually were is not necessarily the same, or an amalgam of 





past and more recent tradition. Alternatively, single stars could at the same time be considered as 
souls, while images as constellations could be conduits of deposits to the otherworld.

 .  .          

Above, Martin was quoted on his study of seasonality as part of Norse (c.q. Germanic) mythol-
ogy, something long suspected by researchers. The visual tri-partition of the heavens here put 
forward serves to structure these suspicions for a reading of the Voluspa. The text is practical at 
a certain level in actualising stories as time as mnemonic device, the story-line concrete here in 
motion of the stations for sun, moon and stars (st. 5); afternoon and evening, to reckon up the 
years (st. 6). There is also the ‘Measuring Tree’ (st. 2), generally agreed to be Yggdrasill, for doing 
it. In accounting for seasons, this could be a device, such as is shown in Figure 69. The polestar 
is the point where the pole extends to constellation Horse, shown in Figure 68 more as a tree. 
This ‘pole’ (as in post) could have served some way in measuring seasons, as the cycle of direc-
tions. Seasons tell time through cyclical advance of death and regeneration, and for people, at 
least fallen heroes are taken up in the cycle. 

Within an anthropological-historical framework, Gurevich has connected earthly landscaping 
with the cosmological in a  ‘model of reality’ on the basis of comparing law, myth, language and 
land rights: 

‘The world, as the ancient Scandianvians saw it, was formed by the opposition of 
Midgard (Middle-yard, the world of mankind) and Utgard (Outyard, the abode 
of monsters and giants). The lays of Edda recount the struggle between those two 
worlds, representing respectively, culture and wild nature, good and evil. Old Icelan-
dic and Norwegian laws differentiated landed estates into two opposite kinds, the 
land Innangards (“enclosed possession” and the land Utangards “land beyond the 
fence”). Thus, the cosmos was modelled by the ancient Scandinavians on the pattern 
of their own farms, and this applied not only to the world of men, but also to the 
world of gods, Asgard’ (Gurevich 1992, 197).

What ancient Scandinavians seem to have done however, is (using Kus’1982 expression) to social-
ize the natural and naturalize the social: three areas of the sky first must be perceived as a structure, 
and then used as part of structuring cosmology, which also includes inhabited landscape. Not 
confined to ancient Scandinavians, as the preceding sections set out, it was probably widespread. 
Again, emphasized is the aspect of cosmology as integration at various levels of understandings 
concerning activities, from the mundane to the ritual, and as Gurevich remarks, as part of law. 

The Voluspa as the first poem of the Poetic Edda, and within this facet of meaning, tells a 
story of the entire year, and all regions of the night sky, past, present and future. Smaller slices 
of time, concentrating on certain figures, are a part of other stories of the Edda, but with the 
tri-partite structure of the places of action, and some figures identified through progressions, 
these books can be similarly interpreted. Certainly, Snorri Sturluson had knowledge of classi-
cal texts, and the few remarks cited in Appendix 3 are but a handful of apparent puzzles which 
become clearer when taken as referencing constellation names, and classical referencing is taken 
into account.





One of the stellar-landscape patterns found in the settlements did not find its space in the 
Voluspa of the Poetic Edda: that of Taurus/the Bull. Two suggestions are put forward in Appen-
dix 3 for parts of a disintegrated picture in the form of the Pleiades/Valkyries and Aldebaran as 
the giantess in Ironwood. Other myths do take up a giant Cow.

 .             :                                  
        

The settlement remains yielded the (parts) of the star-picture Taurus/the Bull at four sites, which 
was regarded however as female, a Cow, because of a myth told by Snorri, but also through 
associated deposits within the settlements. Connected with the picture at the sites were pit 
finds such as containers of pots placed on their sides, with mouth opening to the eastern hori-
zon, and the bones of very young livestock. Expectations were interpreted as being associated 
with the summer solstice, looking forward to the rise of the constellation in early July. It will 
be remembered that at the two early sites, Cow had her own large part of settlement space of 
pasture/fields, while at the later sites she was set out over the dwelling.

Snorri relates a creation myth in Gylfaginning (Gyl 4-10; Faulkes 1987, 10-13), a creation 
myth referred to in the Poetic Edda, but which there left out one of the important figures, the 
cow, Audhumla, a name translated as Rich Hornless Cow (Davidson 1964, 227).142 The story 
by Snorri also features the giant Ymir, who is referred to in the Voluspa (st. 3), and his beer-hall 
was regarded as Ursus Major/Greater Bear (see Appendix 3). Here he will be found as a dead 
image, the constellation Twins. The cow, Audhumla, arises after Ymir, and then herself raises up 
Buri, by licking salty rime-stones:

‘Then spoke Gangleri: “Where did Ymir live, and what did he live on?”
“The next thing, when the rime dripped, was that there came into being from it 
a cow called Audhumla, and four rivers of milk flowed from its teats, and it fed 
Ymir.”
Then spoke Gangleri: “What did the cow feed on?”
High said: “It licked the rime-stones, which were salty. And the first day as it licked 
stones there came from the stones in the evening a man’s hair, the second day a 
man’s head, the third day there was a complete man there. His name was Buri. He 
was beautiful in appearance, big and powerful’ (Faulkes 1987, 11).

Taking the giant cow of the settlement remains in Noord-Holland, Audhumla can be consid-
ered to be the constellation of Taurus. Buri emerges, arising out of the horizon by stages. The 
next constellation rise is Orion, and certainly striking in appearance. (Within the Voluspa con-
text Fenrir the Wolf was identified as Orion, tied to the River fetter, constellation Eridanus.) 
In Snorri’s story, Ymir was present before Audhumla, and was the first frost giant. His name has 
raised discussion certainly, most often as related to the twin concept of Indo-European breadth. 
Mallory sums up the twin myth and etymology for the larger context: 

‘The significance of twins in Indo-European mythology can be readily seen in the 
creation or foundation myths of the Indo-Europeans. The Proto-Indo-European 
*yem- “twin” underlies the name of a god common to the Indo-Iranians (Indic 





Yama, Avestan Yima) who becomes the progenitor of mankind. In a recent study, 
Jaan Puhvel argues that the underlying form for the name of Remus, the brother 
of Romulus in the story of the founding of Rome, was actually *iemus, the early 
Italic form of Proto-Indo-European *yemos “twin”. In Norse mythology, mankind 
is formed from the remains of a giant whose name Ymir, has also been derived by 
some from the Proto-Indo-European word for twin. Furthermore, Tacitus relates 
how the early Germans were the descendants of Mannus and Tuisto, the latter of 
which again means twin. Among the Celts we have the tale relating the foundation 
of Emhain Macha, the ancient capital of Ulster, which was explained by recourse to 
a myth in which Macha gave birth to emuin “Twin”, again derived from Proto-Indo-
european yem-. Analysis of all these tales indicates that the Proto-Indo Europeans 
believed that the progenitors of mankind were *Man (Indic Manu, German Man-
nus) and *Twin, the latter of which was sacrificed and carved up by his brother to 
produce mankind. To this Bruce Lincoln adds the coincidental sacrifice of a bovine 
integral to this myth in India, Iran, and among the Norse and Irish’ (Mallory 1989, 
140). 

In Snorri’s story, giants descend from Ymir, but what happens to Audhumla is not stated. Cre-
ation and correspondences of constellation rises would be a way of spatially organizing the 
understanding of the Audhumla/Taurus constellation, the creation myth as told by Snorri, as 
well as combining the linguistic indications, which do point to the Indo-European understand-
ing of Ymir as ‘Twin’.143 If Audhumla is the constellation Taurus, she rises after the appearance 
of the constellation Gemini, the Twins. Taking Snorri’s account as a progression of events, the 
action is also taken up first by the appearance of Ymir – as constellation Gemini, fully risen in 
the northeast – then the rise of Audhumla as Taurus, more to the east, followed by Buri, as the 
constellation Orion, in the southeast. ‘Descendants’ of Buri were three gods, including Odin, 
who killed Ymir, and from his body parts were made the ‘world’, although all referencing could 
be to the sky context, the otherwordly.144 

For later recorded myths, legends and tales, attention has been given to the widespread con-
cept of numerous otherwordly Cows by Davidson (1996) who has regarded the subject for the 
northern context. There are dozens of myths/legends concerning women and otherworldly 
cows which are very often gigantic and white. Davidson emphasizes the importance of milk 
and milk products as part of the structure of these myths and legends of giant protective, other-
worldly cows, and the role of women. A tale of Yorkshire, for example, figuring a giant cow and 
a giant are considered to have originated with the Anglo-Saxons. Some objects, such as buckets 
and churns have carvings of signs/symbols including concentric circles, whirling discs and stars 
(ibid. 97). Again, stars contextualize the landscape referenced, the objects to the resource milk, 
which point to constellation Cow, and cosmology of the night-sky interconnecting with earthly 
events. Whether or not this was still recognized, by the time the objects were made, and legends 
recorded, might be doubtful, but would be a matter for future research into recognition of con-
stellations long after the introduction of Christianity.

The prehistoric constellation was shown, for the Schagen sites at least, to be connected in 
time to the summer solstice (and rise of the Pleiades), and lined up to the horizon with (milk)jars 
with mouth opening toards the eastern horizon, where constellation Cow rose in July. In some 
regions there are indications for periods and dates within transposed belief to Christian deities, 
and the summer solstice such as in Norway: ‘On St. John’s Eve at Midsummer, when milking was 





done three times a day for the first time, those going out in the evening should finish milking 
before the sun went down, so that it could shine on their vessels’ (Davidson 1996, 98). 

Sometimes the cow is associated with a time one would also expect stars. The legend of the 
White Cow from various parts of England is a case in point (ibid. 101). In Shropshire, in ‘a time 
of famine, a pure white fairy cow appeared on a hill every morning and evening, and anyone 
might come to milk her so long as only one vessel was brought by each comer; this was always 
filled, whatever the size’; in some versions, the Cow dies of grief, having been milked dry by 
a witch, where the cow’s huge bones were said to have been found on Cow Hill (Preston, 
Lancashire); or where it stamped its foot in rage, leaving a mark on the rock before it vanished 
(South Lopham, Norfolk).  Huge bones of non-indigenous bovines were used to mark the pat-
tern of constellation Cow at Schagen Muggenburg-I, and it was mentioned they occur regularly 
in settlement contexts of northern Europe.

Offerings were still being made, and there is a ‘night’ context, which is general for supernatu-
ral beings (Davidson 1998, 105). For example, the Celtic Brigid, transformed to the figure of St. 
Brigid, received offerings of cakes or milky porridge left for the saint’s visit at night. These Irish 
beliefs include links with milking, the supernatural world and special cows, as well as images of 
the saint made from objects, such as the churning stick. The pagan name of the feastday Imbolg 
‘is thought to mean parturition and it may originally have been associated with the birth of 
farm animals’ (Davidson 1996, 98). 

Closer to the excavations in question, the information provided by Dautzenberg (1998) is 
revealing. In Wormer, Noord Holland, one celebration was noted about which little is known. 
About July 2, Onze Lieve Vrouwen Melkdag  (Our dear Lady’s Milk-day; the Virgin’s Milk-day) 
was celebrated. There were exchanges of milk, and gifts of milk to the poor (Dautzenberg 1998, 
16).145 More generally, St. John’s day (June 25) was celebrated with wreaths and boughs of green-
ery hung in houses and streets. The church council of Alkmaar complained in 1606 of the fes-
tivities, and in places such as Uitgeest and Enkhuizen they were forbidden in the 17th c. (ibid). 

The above mentioned, very incompletely described contexts of myths, legends, objects with 
stars, nighttime and offerings of milk, could be connected to an earlier tradition of the summer 
solstice and later in July, the once recognized rise of the constellation Cow. 

Some attention could be paid to fastening the place of tradition, and thus understanding 
more of the medieval mentality through combining traces spanning specialist periods. Long 
agreed is the pagan element wrapped in many popular culture beliefs and practices. As dates and 
transposition, some specificity could be given to a remark on early medieval practice: ‘One could 
receive assurances for success by observing the revolution of the stars… ’(Gurevich 1988, 97). 





 .                                :           

‘..And then believe me, my love is as fair
As any mother’s child, though not so bright
As those gold candles fix’d in heaven’s air....’

Shakespeare. sonnet 21

Shakespeare’s rural origins may have led him to still affix the golden aspect of stars to the fire 
element suggested in preceding chapters. Texts have often been thought useful for clarifying 
matters within archaeology. Above something has been suggested towards de-metaphorizing an 
understanding which has led implicitly to being blinded by the sun, within a mentality con-
ditioned, whether one is a believer or not, by the Christianising process. It was suggested that 
prehistoric practice involved regarding the night sky as divided into three, whereby the risings 
and settings of constellations played an important part in ritual, myth and – through the settle-
ment remains from which the entire series of hypotheses arise – economy, within a marking and 
binding of earthly space with sky space, and in time keeping. Landscape iconography or texts can 
be interpreted within such a framework. Not recognized has been the tripartite conception of 
the sky as containing three components: earth, underworld/ocean and heaven. It seems to have 
been effectively wiped out by the formal ‘Christian’ way of looking at things. The conceptualis-
ing is directly named in John’s Revelation, the last book of the Bible. 

Fox (1991, 346-8) regards John’s Revelation as a ‘brilliant mental video’, an ‘astonishing tor-
rent of imagery and sound’, ‘the most forcefully told vision of the “End”’. It is undoubtedly all 
this, and as Fox sets out, John of Patmos was drawing on Old Testament texts, and is enfolding 
something of then actual instances of persecution of Christians, and real examples of pestilence. 
Already by the mid-third century, Dionysius of Alexandria, arguing against the hot topic of 
millenarianism, ‘attempted the most thorough and perceptive piece of biblical criticism that has 
survived from the early church, to demonstrate that the book of Revelation could not have 
been written by the author of the Fourth Gospel....The Gospel and epistles of John were writ-
ten in faultless Greek and ... sound reasoning...Revelation contained “inaccurate Greek usages” 
and “downright solecisms”’  (Frend 1984, 383, citing Dionysius). Who John of the Revelation 
was has remained a mystery. In any case, the text has supplied centuries of inspiration, in addi-
tion to theological matter, of various types: from the popularly known ‘Behold a Pale Horse’, 
‘the Four Horsemen of the Apocalypse’, ‘the Seventh Seal’, the mysteriously encoded 666, or 
the pearly gates of heaven. However, not until recently have biblical scholars taken up the clear 
aspect of astronomy and astrology enfolded in this work, as Malina and Pilch (2000, vii) note, 
whereby the ‘…huge amount of astronomical and astrological (there was as yet no distinction 
between the two) documents from the Greco-Roman period makes it quite obvious that for 
the contemporaries of Jesus, Paul, and the author of Revelation, sky and land constituted a single 
environmental unit, a single social arena.’

With an eye of perception to some constellations and pagan organization of the heavens into 
three, John’s description makes sense, within the new religion. His description is not a mental 
video; he was not dreaming; he was looking at the stars and making new join the dot combina-
tions. He can also be read as structuring the heavens differently, by unifying them into one, doing 





away with the visual conception of  ‘three’ parts within a night sky.  He has redesigned the pagan 
conception and associated constellations, whereby at the simplest, transposition has occurred: the 
dots as stars making up Horse remain the same, as might the place of the Tree of Life (22.2). Just 
a few points of those John makes (Revised Standard Version 1952): 146

4.6-8 and before the throne there is as it were a sea of glass, like crystal. And round 
the throne, on each side of the throne, are four living creatures, full of eyes in front 
and behind: the first living creature like a lion, the second living creature like an ox, 
the third living creature with the face of a man, and the fourth living creature like 
a flying eagle. And the four living creatures, each of them with six wings, are full of 
eyes all round and within, and day and night they never cease to sing, “Holy, holy, 
holy, is the Lord God Almighty, who was and is and is to come!”

19.11-12 Then I saw heaven opened, and behold, a white horse! He who sat upon 
it is called Faithful and True, and in righteousness he judges and makes war. His eyes 
are like a flame of fire, and on his head are many diadems;

20.1-3 Then I saw an angel coming down from heaven, holding in his hand the 
key of the bottomless pit and a great chain. And he seized the dragon, that ancient 
serpent, who is the Devil and Satan, and bound him for a thousand years, and threw 
him into the pit...

21.1 Then I saw a new heaven and a new earth; for the first heaven and the first earth had 
passed away, and the sea was no more.

21.21 And the twelve gates were twelve pearls, each of the gates made of a single 
pearl, and the street of the city was pure gold, transparent as glass.

4.6-8: The four living creatures around the throne would be the constellations (going counter 
clockwise) Leo/Lion, Taurus/the Bull, Aquarius/Water Carrier and Aquila/The Eagle. They 
form a rough rectangle (cf  fig.69). Later, these animals and the man become associated as the 
attributes of the gospel writers: Mark with the lion, Luke with the ox, John with the eagle, 
and Matthew, the man.

19.11: The clouds open, Horse has remained, but with a new rider. 
20.1-3: The Dragon, as the constellation Draco, still remains in his pit under heaven (the old 

tri-partition position). And, then the heaven became one or two parts. 
21.1: The tri-partition into heaven, earth and sea were wiped out, as the visual landscape of the 

sky. 
21.21: The twelve gates to New Jerusalem were single stars. The metaphor of gold, as a street 

– but transparent – could refer to the Milky Way. 

Stars can be read as eyes, flames, diadems or pearls among the many metaphors John uses. John 
of the Revelation redefined cosmological space to such an extent, and with such an infusion 
of images such as to make unrecognisable any other conception of the heavens. Belief systems 
alter perception in concrete ways. But, if there was a tri-partition of the sky recognized by John 
as something of the pagan past, how would this work its way through to popular belief? For 
medieval Europe, visions including Purgatory, can perhaps be read as revealing a continuing 
cosmo-vision of three parts of the sky.147 





In terms of later practices and modern mentality, within some cultures stars and super-stars are 
now people. Stars would seem to be used more frequently as everyday images, and surround 
westerners in daily life more than the sun. Stars are on the flags, among others, of the United 
States and the European Union, for marking states and countries. Gold stars are passed out for 
quality, and sheriffs wear them, as a mark/badge of authority. Stars are attached to the end of 
wands waved by fairy god-mothers. Various companies (for example, Philips and Chrysler) have 
them in/as their logos, as do various lines of clothing. Within cultural logic, it might seem com-
mon-sensical that the terms ‘dwarf ’ and ‘giant’ stars were launched early in the 20th century by 
a Danish astronomer.148 As nomenclature, it is a melding of folklore and science. 

Stars are signs and symbols, still associated with the sky but seemingly divorced from a scien-
tific reality of what stars are (ironically ‘suns’). They are used in a positive fashion, and the study 
of how the ‘folk’ use stars, how they are used as common metaphor, signs and symbols, does not 
stop as a subject with the 19th century. Perhaps they surround us too much, as at times it does 
not seem they have even been noticed as part of past forms of iconography, as denoting another 
landscape. There are numerous facets of research brought up through the suggested imbedded 
settlement iconography, most in this work only briefly touched upon, but which could be easily 
researched further. 




