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I	want	to	be	in	the	material,	part	of	the	acoustical	vibration,	so	to	speak.	.	.	.	I	think	of	musical	
space	as	open	rather	than	bounded,	which	 is	why	I	speak	about	projection	 in	the	sense	that	I	
want	 simply	 to	project	a	 sound,	 a	musical	 thought,	 to	 initiate	 it,	 and	 then	 let	 it	 take	 its	 own	
course.	I	do	not	want	an	a	priori	control	over	all	its	aspects.	1	
	

	 In	 this	 statement	 by	 Edgar	 Varèse,	 the	 composer	 alludes	 to	 a	 unique	

perspective	 on	 sound	 and	 a	 procedure	 of	 composition.	 There	 is	 no	 shortage	 of	

information	documenting	Varèse’s	 interest	 in	 science	 and	 its	 application	 to	 sound	

and	 process.	 Constantly	 imagining	 the	 future	 of	 sound	 and	 technology,	 Varèse	

stated:	

When	new	 instruments	will	 allow	me	 to	write	music	 as	 I	 conceive	 it,	 taking	 the	 place	 of	 the	
linear	 counterpoint,	 the	 movement	 of	 sound-masses,	 of	 shifting	 planes,	 will	 be	 clearly	
perceived.2	
	

Varése	 states	 the	 importance	 of	 “sound-masses”,	 which	 are	 often	 utilized	 in	 his	

works.	Numerous	analyses	have	been	produced	identifying	pitch	sets	and	intervallic	

patterns	in	Varèse’s	pieces,	but	it	is	possible	these	methods	do	not	highlight	Varèse’s	

knowledge	 and	 mastery	 of	 future	 techniques	 relating	 to	 structure,	 timbre,	 and	

orchestration.	 Identifying	the	 importance	of	“sound-masses”	and	their	usage	 is	 the	

key	 to	 understanding	Varèse’s	 compositional	 process.	 By	 providing	 an	 analysis	 of	

“sound-masses”	in	Varése’s	Octandre	Mvt.	I	–	Assez	Lent,	I	will	identify	the	integral	

structural	relationship	of	these	events	and	there	importance	to	the	conception	of	the	

work.	

To	provide	an	analysis	of	sound-masses	in	Varèse’s	Octandre,	it	is	imperative	

to	 understand	 the	 mere	 concept	 of	 sound-masses	 and	 shifting	 planes	 as	 Varése	

references.		

																																																								
1 Varèse,	quoted	in	Gunther	Schuller:	“Conversation	with	Varèse,”	Perspectives	of	New	Music,	Vol.	3,	
No.	2,	Summer,	1965	 
2 Edgard	Varèse:	“New	Instruments	and	New	Music,”	in	“The	Liberation	of	Sound,”	edited	by	Chou	
Wen-	chung,	Perspectives	of	New	Music,	Vol.	5,	No.	1,	1966	 
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Imagine	the	projection	of	a	geometrical	figure	on	a	plane	with	both	figure	and	plane	moving	in	
space,	 each	 with	 its	 own	 arbitrary	 and	 varying	 speeds	 of	 translation	 and	 rotation.	 The	
immediate	form	of	the	projection	is	determined	by	the	relative	orientation	between	the	figure	
and	 the	 plane.	 [By	 allowing	 both	 the	 figure	 and	 the	 plane]	 to	 have	motions	 of	 their	 own,	 a	
highly	complex	and	seemingly	unpredictable	image	will	result.	3	
	
	

In	 this	 statement	 by	 Varèse,	 he	 makes	 known	 the	 relationship	 between	 the	

moveable	geometrical	figure	and	the	moveable	plane	on	which	it	is	projected.	This	

geometrical	figure,	or	mass,	has	characteristics	defined,	not	by	the	plane	in	which	it	

exists,	but	in	relationship	to	the	plane.	Any	geometric	mass	viewed	in	space	may	be	

perceived	differently	at	various	angles	to	its	planes.	A	table	in	the	center	of	a	room	

contains	 its	 own	 characteristics,	 but	may	 reveal	 differing	 characteristics	 based	 on	

angles,	shadows,	light	sources,	etc.	Varèse’s	use	of	sound-masses	may	be	defined	in	

the	 same	 way:	 [sound]	 masses	 projected	 on	 a	 [temporal]	 plane,	 hold	 their	 own	

properties	that	may	be	viewed	in	relationship	to	the	[temporal]	plane.		

	 Varèse’s	title,	Octandre,	is	a	French	term	for	an	organism	in	eight	parts.	It	is	

by	no	stroke	of	coincidence	 that	 the	 first	movement	contains	eight	distinct	sound-

masses.	These	sound-masses	relate	to	one	another	in	varying	degrees,	depending	on	

distance	from	one	another	and	pitch	content.	Pitch	content,	however,	does	not	refer	

only	 to	 the	 written	 frequencies	 played	 by	 performers,	 but	 rather	 to	 combination	

tones	from	one	sound-mass	may	become	primary	pitch	material	in	another,	or	how	

pitches	in	an	individual	sound-mass	may	reinforce	other	primary	or	shadow	tones.	

Varèse	makes	specific	reference	to	this	technique,	despite	it	being	technologically		

	

																																																								
3 Louise	Varèse:	“Statements	by	Edgard	Varèse,”	assembled	with	comments	by	L.	Varèse,	Soundings	
No.	10,	1976 
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ahead	of	its	time,	stating:	

Not	only	will	the	harmonic	possibilities	of	the	overtones	be	revealed	in	all	their	splendor	but	the	
use	of	certain	interferences	created	by	the	partials	will	represent	an	appreciable	contribution.	
The	never	before	thought	of	use	of	the	inferior	resultants	and	of	the	differential	and	additional	
sounds	may	also	be	expected.	An	entirely	new	magic	of	sound!	4	
	
	
The	 first	 sound-mass	 (sound-mass	 A)	 occurs	 on	 the	 downbeat	 on	 m.	 11	

(Figure	I.),	and	is	in	a	direct	relationship	to	the	second	sound-mass	(sound-mass	B)	

occurring	in	m.	12.	At	first	comparison,	the	two	sound-masses	have	few	similarities.	

Many	 have	 discussed	 the	 structure	 of	 these	 sound-masses	 as	 comprised	 of	

intervallic	content	or	pitch-class	sets.	The	second	sound-mass	displays	an	intervallic	

structure	with	the	space	between	the	highest	two	pitches	(A	&	G#)	and	lowest	two	

pitches	 (C	 &	 B)	 consisting	 of	 m7’s,	 and	 includes	 a	 m2	 (F#	 &	 F)	 in	 the	 middle.	

Between	the	two	sound-masses,	the	only	constant	pitch	is	the	A	in	the	trumpet.	This	

superficial	 pitch	 analysis	 does	 not	 reveal	 the	 relationship	 between	 the	 sound-

masses,	however.		

Sound-mass	A	consists	of	4	frequencies	sounding	at	830	(G#),	880	(A),	1568	

(G),	 2217	 (C#).	 	Additive	 and	 subtractive	 tones	 from	 these	 frequencies	 result	 in	 a	

new	pitch	set.	A	complete	 list	of	all	primary	and	first	 level	combination	tones	is	 in	

figure	 IX.	 While	 the	 new	 frequencies	 seen	 in	 Figure	 II	 would	 normally	 include	

frequencies	 between	 the	Western	 tempered	 system,	 Varése	 does	 not	make	 use	 of	

microtonality,	and	thus	all	frequencies	have	been	rounded	to	the	nearest	tempered	

frequency.	The	 frequency	688	 (F)	 from	sound-mass	B	 is	 found	by	subtracting	 two	

																																																								
4 Edgard	Varèse:	“Music	and	the	Times,”	1936					 
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frequencies	in	sound-mass	A,	880	(A)	from	1568	(G).	Likewise,	the	frequencies	740	

(F#)	and	1661	(G#)	 in	sound-mass	B	may	be	 found	by	subtracting	830	(G#)	 from	

1568	 (G)	 (actually	 738,	 rounded	 to	 740)	 and	 by	 adding	 830	 (G#)	 and	 880	 (A)	

respectively	(actually	1710,	rounded	to	1661).	The	inclusion	of	frequencies	

	

Figure	I:	Frequency	in	Mass	A5	

261	 (C)	 and	 493	 (B)	 in	 sound-mass	 B	 were	 not	 resultant	 from	 a	 combination	 of	

frequencies	 in	 the	 first	 sound-mass;	 however,	 the	 addition	 of	 the	 two	 frequencies	

reinforces	740	(F#).	This	is	emphasized	rhythmically	by	the	inclusion	of	frequencies	

261	(C)	and	493	(B)	a	16th	note	later	than	the	rest	of	the	transition	from	sound-mass	

A	 to	 B.	 The	 only	 frequency	 not	 accounted	 for	 is	 880	 (A),	 which	 is	 played	 by	 the	

trumpet	 in	 both	 sound-masses.	 It	 could	 be	 simple	 to	 consider	 this	 frequency	 in	

																																																								
5	The	object	in	figures	I	–	VIII	are	done	for	clarity	of	rotation	and	frequencies	under	each	of	the	8	
points	of	observation.	The	object	itself	does	not	contain	clear	lines	of	frequency,	but	a	rhizomatic	
series	of	points	outlining	an	object	with	no	specific	beginning	or	end	point.	Depending	on	the	
individual	observation	point	(A-H),	differing	frequencies	from	other	sound-masses	may	be	
referenced.	This	drawing	of	the	object	in	these	figures	in	no	way	attempts	to	draw	the	‘actual’	object	
Varèse	represents,	but	strictly	to	show	a	process	used	by	Varèse.	
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numerous	ways	 at	 this	 point:	 as	 a	 pedal,	 a	 simple	 common	 tone	 between	 sound-

masses,	or	possibly	an	axis	point	of	a	‘geometric	figure’.		

Varèse	makes	reference	to	his	usage	of	displaced	overtones,	stating:	

These	zones	will	be	 felt	as	 isolated,	and	the	hitherto	unobtainable	non-blending	will	be	made	
possible.	 In	 the	moving	masses	 you	will	 be	 conscious	 of	 their	 transmutations	when	 they	pass	
over	 different	 layers,	 when	 they	 penetrate	 certain	 opacities,	 or	 are	 dilated	 in	 certain	
rarefactions.	6	
	
Roger	Reynolds,	who	commented,	expanded	this	statement	by	Varèse:	
		
“Dilation”	 and	 “rarefaction”	 represent	 new	 factors	 in	 this	 astonishing	 discourse.	 It	 can	 be	
assumed	 that	 the	 reference	 is	 to	 the	 vertical	 spacing’s	 of	 harmonic	 entities:	 that	 is	 to	 say,	
alterations	 in	 the	octave	positioning	of	a	given	 set	 of	 pitch	 classes.	Varèse	was	 the	unrivaled	
master	 of	 strategic	 dilation.	 Its	 relevance	 at	 this	 point	 in	 the	 evolving	 argument	 is	 that	 it	
directly	relates	to	the	phenomenon	of	opacity:	when	given	pitch	collections	are	arrayed	in	pitch	
space	 appropriately	 it	 is	 possible	 for	 them	 to	 co-exist	 in	 powerfully	 interactive	ways	without	
obscuring	one	another	to	a	significant	degree.7	

	

	

Figure	II:	Frequency	in	Sound	Mass	B	

																																																								
6 Edgard	Varèse:	“Music	and	the	Times,”	1936		
7	Roger	Reynolds,	“A	Study	of	Spatial	Aspects	of	Varése’s	Worl	(Part	I:	Written	Evidence)”,	
Perspectives	of	New	Music,	Vol.	51,	No.	1	(Winter	2013).	pp.	196	-255	
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It	is	important	to	note	Varèse’s	comments	on	dilation	and	rarefaction	and	the	

effect	octave	displacement	 can	have	on	opacity,	 transparency,	 and	color	of	 sound-

masses.	In	sound-mass	A,	an	example	of	this	appears,	as	subtracting	830	(G#)	from	

880	(A)	provides	a	subtractive	frequency	of	51	(G#).	This	frequency	of	51	reinforces	

the	highest	frequency	of	1661	(G#)	in	sound-mass	B	simply	in	that	the	frequency	of	

1661	belongs	 to	 the	overtone	series	using	51	as	a	 fundamental.	Again,	 this	 is	 true	

only	if	considering	rounding	frequencies	to	the	nearest	non-microtonal	pitch.	In	this	

instance,	 the	 procedure	 allows	 the	 two	 sound-masses	 being	 viewed	 to	 have	 an	

increased	 timbral	and	pitch	connection.	Using	 the	 ‘geometrical	 figure’	analogy,	 the	

connection	between	sound-masses	could	be	seen	as	figure	turns.		

	

Figure	IIb:	Comparison	of	Frequencies	in	Sound-Mass	A	and	B	



7	

	 To	provide	another	view	of	the	relationship	in	frequencies,	figure	IIb	shows	

all	frequencies	for	both	sound	mass	A	and	B.	This	figure	also	states	all	primary	and	

combination	tones	for	each.	All	numbers	that	appear	in	bold	are	in	both	sound	mass	

A	and	B.	What	becomes	noticeable	is	that	both	primary	and	combination	tones	from	

sound	 mass	 A	 carry	 over	 to	 the	 primary	 tones	 of	 sound	 mass	 B,	 but	 sometimes	

combination	tones	from	A	become	combination	tones	of	B	and	never	 fully	become	

exposed.	While	only	one	pitch	from	sound	mass	A	is	repeated	in	sound	mass	B,	three	

other	pitches	that	were	combination	tones	for	sound	mass	A	became	primary	tones	

in	sound	mass	B.	Overall,	four	of	the	six	primary	tones	in	sound	mass	B	are	found	in	

sound	mass	A.	

	

Figure	III:	Frequency	in	Sound	Mass	C	

The	 third	 sound-mass	 (sound-mass	 C),	 found	 in	 m.	 13,	 represents	 only	 a	

slight	transformation	from	sound-mass	two.	The	688	(F)	and	740	(F#)	from	sound-

mass	B	disappear,	and	are	replaced	by	932	(Bb).	While	the	immediate	relationship	
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between	sound-mass	B	and	C	is	apparent	with	the	repetition	of	4	primary	pitches,	

the	 opacity	 and	 color	 of	 combination	 tones	 reinforces	 this	 relationship.	 While	

frequency	 740	 (F#)	 was	 removed	 moving	 into	 sound-mass	 C,	 the	 frequency	 is	

reinforced	 by	 multiple	 combination	 tones:	 subtracting	 932	 (Bb)	 from	 1661	 (G#)	

(729	rounding	to	740)	and	by	adding	261	(C)	to	493	(B)	(754	rounding	to	740).	It	is	

of	note	that	similar	combination	frequencies	are	produced	in	both	sound-masses	B	

&	 C,	 including	 51	 (G#),	 233	 (A#),	 392	 (G),	 440	 (A),	 622	 (D#),	 740	 (F#),	 784	 (G),	

1175	(D),	1396	(F),	and	2093	(C).	While	this	occurs	due	to	the	repetition	of	primary	

pitches	 that	 carry	 between	 the	 sound-masses,	 it	 should	 be	 noted	 that	 the	

reinforcement	many	 of	 these	 frequencies	 receive	 by	 having	multiple	 combination	

tones	 equating	 to	 these	 frequencies.	 Once	 again,	 this	 reinforces	 the	 rotating	

geometrical	 figure	 idea	 as	 the	 subtle	 shading	 and	 opacity	 of	 the	 sound-masses	

change.		

	

Figure	IV:	Frequency	in	Sound-Mass	D	



9	

In	 a	 further	 rotation	 of	 the	 geometric	 object,	 sound-mass	 D	 once	 again	

displays	itself	from	a	different	angle	in	m.	15.	Most	noticeable	to	this	concept	of	the	

rotating	 object	 is	 the	 continuation	 of	 1661	 (G#),	 the	 pivot	 point	 of	 the	 geometric	

object	 in	 this	 specific	 rotation.	 Numerous	 primary	 pitches	 in	 sound-mass	 D	 are	

found	as	 combination	 tones	 in	 sound-mass	 three:	784	 (G),	 740	 (F#),	 and	659	 (E).	

Meanwhile,	due	 to	 the	pivot	point	of	 the	rotating	object	moving	 to	 the	1661	(G#),	

density	 increases	 with	 the	 addition	 of	 349	 (F),	 311	 (Eb),	 293	 (D),	 and	 123	 (B).	

Interestingly,	none	of	 these	 frequencies	had	been	seen	as	primary	or	 combination	

tones	in	the	rotating	geometric	object	until	this	point,	which	is	significant	due	to	the	

change	 of	 pivot	 point	 from	 the	 880	 (A)	 to	 the	 1661	 (G#),	 allowing	 for	 a	 new	

perspective	of	the	object.	Even	with	the	new	perspective,	numerous	frequencies	can	

be	seen	with	a	different	opacity,	 though	the	shape	reveals	a	new	side	of	 itself	 that	

had	been	unseen	until	this	point.	

	 Sound-mass	E,	found	in	the	middle	of	m.	18,	again	uses	a	different	pivot	point	

from	 the	 sound-mass	 before:	 740	 (F#).	 With	 its	 current	 rotation,	 the	 object’s	

rotation	 projects	 numerous	 frequencies	 to	 the	 forefront	 that	 were	 combination	

tones	in	sound-mass	four:	392	(G),	415	(Ab),	466	(Bb),	740	(F#),	and	880	(A).		Many	

of	 these	 frequencies	 have	 been	 produced	 in	 previous	 sound-masses,	 and	 signifies	

portions	of	the	rotating	object	already	seen.	Additionally,	primary	frequencies	from	

sound-mass	four	become	more	opaque	in	sound-mass	five.	This	can	be	observed	as	

the	 frequencies	349	 (F)	 and	1661	 (G#)	 are	not	orchestrated	 into	 the	 sound-mass,	

but	these	two	prominent	frequencies	of	the	rotating	object	continue	to	be	observed	

through	most	rotations.	
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Figure	V:	Frequency	in	Sound-Mass	E	

	

Figure	VI:	Frequency	in	Sound-Mass	F	
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Figure	Vb:	Comparison	of	Frequencies	in	Sound-Mass	D	and	E	

	 Again	taking	a	look	at	all	frequencies	in	Sound	Mass	D	and	E,	the	figure	above	

shows	the	relationship	of	frequencies	in	both	masses.	Just	like	in	comparing	sound	

masses	A	&	B,	sound	masses	D	and	E	have	one	primary	tone	in	common,	the	740.	All	

the	other	primary	tones	in	sound	mass	E	are	found	in	the	sound	mass	D	combination	

tones.	Additionally	to	having	all	the	primary	tones	of	sound	mass	E	being	found	in	

sound	mass	D,	there	is	also	a	commonality	of	14	of	22	combination	tones	in	sound	

mass	E	compared	 to	D.	The	 total	20	of	28	 tones	 found	 in	sound	mass	E	were	also	
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found	 in	 sound	 mass	 D,	 too	 high	 degree	 of	 commonality	 to	 be	 coincidence	 on	 a	

regular	basis.	

Moving	into	sound-mass	F	in	m.	19,	the	same	two	prominent	frequencies	of	349	(F)	

and	 1661	 (G#),	 as	 well	 as	 880	 (A)	 are	 still	 observed	 as	 combination	 tones.	 This	

reaffirms,	 once	 again,	 the	 concept	 of	 a	 rotating	 object,	 this	 time	 pivoting	 on	 the	

frequency	466	(Bb).	It	is	observed	that	many	of	the	primary	pitches	in	sound-mass	F	

do	 not	 appear	 in	 any	 opacity	 in	 sound-mass	 E.	 However,	 the	 relationship	 sound-

mass	F	has	to	sound-mass	C	is	prominent.	The	frequencies	440	(A)	and	466	(Bb)	in	

sound-mass	 F	 are	 displaced	 an	 octave	 lower	 from	 their	 original	 instantiation	 in	

sound-mass	C.	The	frequencies	87	(F),	165	(E),	and	175	(F)	are	of	interest,	as	both	

87	 (F)	 and	 165	 (E)	 have	 not	 appeared	 in	 any	 opacity,	 and	 the	 175	 (F)	 has	 only	

appeared	as	a	combination	tone	once	in	sound-mass	D.	The	frequency	392	(G)	from	

sound-mass	E	also	projects	an	importance	in	sound-mass	F,	acting	as	a	mirror	point	

for	 the	 current	 rotation	 of	 the	 object.	 The	 top	 three	 pitches	 in	 sound-mass	 F,	

frequencies	 seen	 more	 often	 in	 different	 opacities,	 seem	 to	 be	 mirrored	 and	

distorted	slightly	into	the	lower	three	pitches,	allowing	for	a	new	color	in	the	object.	

While	 the	 intervallic	 content	 of	 the	 two	 halves	 do	 not	 exactly	 equate,	 the	

combinations	of	m2,	M2,	m7,	and	M7	(simplifying	leaps	of	more	than	an	octave)	are	

notable.	

	 Sound-mass	G	appears	in	m.	23	and	is	the	densest	of	any	sound-mass	in	the	

movement.	Two	frequencies	carry	over	as	the	object	rotates	again,	the	175	(F)	and	

466	(Bb).	While	other	frequencies	are	observed	that	have	previously	not	been	heard	
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appear	in	sound-mass	F,	namely	41	(E),	this	frequency	can	be	attributed	to	Varése	

changing	the	opacity	of	165	(E)	in	sound-mass	F	through	octave	displacement.	In	the	

current	 rotation,	 prominent	 frequencies	 return,	 making	 reference	 to	 previous	

sound-masses.	 For	 instance,	 The	 frequencies	 880	 (A)	 and	 830	 (G#)	 from	 sound-

mass	A,	as	well	as	493	(B)	and	466	(Bb)	from	sound-mass	F.	In	addition,	52	(G#)	and	

1661	(G#),		

	

	

Figure	VII:	Frequency	in	Sound	Mass	G	

which	have	been	an	important	pairing	of	frequency	in	the	first	three	sound-masses,	

reappear	as	a	combination	tones.	These	pairings	of	frequencies	once	again	reaffirm	

the	 concept	 of	 a	 rotating	 object,	 providing	 lines	 from	 multiple	 sound-masses	 in	

various	opacities	to	allude	to	shadows	being	cast	by	edges	of	an	object	to	be	viewed	

at	various	angles.		
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	 The	final	sound-mass	in	m.	29	is	unique	combination	of	frequencies,	creating	

a	mass	largely	unfamiliar	to	the	work.	While	the	object	retains	its	pivot	frequency	of	

175	(F),	the	only	other	frequency	we	have	observed	as	a	primary	pitch	is	87	(F).	The	

other	six	frequencies	of	sound-mass	eight	have	not	been	heard	with	this	strength	of	

timbre	until	 now,	 the	 final	 sound-mass	of	 the	movement.	While	 these	 frequencies	

create	 a	 unique	 timbral	 color,	 the	 combination	 tones	 produced	 represent	 largely	

important	 structural	 frequencies	 for	 the	 object	 Varése	 has	 been	 rotating.	 These	

frequencies	 include	 87	 (F),	 165(E),	 261(C),	 311(Eb),	 415(Ab),	 440(A),	 466(Bb),	

740(G),	 784(F#),	 880(A),	 932(Bb),	 all	 frequencies	 that	 had	 been	 referenced	 as	

important	 in	 other	 sound-masses	 through	 combination	 tones.	 	 It	 seems	 as	 if	 the	

object	has	been	rotated	to	reveal	a	unique	aspect	of	itself	in	the	final	instantiation	of	

the	movement,	leaving		

	

Figure	VIII:	Frequency	in	Sound-Mass	H	

many	of	the	important	frequencies	as	more	transparent	to	allow	the	object	to	do	so.		
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Varèse	 understands	 the	 importance	 of	 timbre	 as	 a	 major	 structural	 event,	

saying:		

“The	 role	 of	 color	 or	 timbre	would	 be	 completely	 changed	 from	 being	 incidental,	 anecdotal,	
sensual	or	picturesque;	 it	would	become	an	agent	of	delineation	 like	the	different	colors	on	a	
map	separating	different	areas,	and	an	integral	part	of	form.	8	

	

The	 eight	 sound-masses,	 representing	 various	 rotations	 of	 the	 projected	

geometric	object,	each	bring	a	different	color	and	shape.	This	allows	for	the	object	to	

reveal	different	aspects	of	itself	in	each	sound-mass	as	the	piece	proceeds.	The	title	

Octandre,	 previously	 defined	 as	 a	 French	 term	 for	 an	 organism	 with	 eight	 parts,	

leads	us	to	understand	this	“geometrical	object”	actually	as	an	organism,	with	each	

sound-mass	 as	 one	 of	 its	 parts.	 Analysis	 of	 each	 part	 reaffirms	 the	 concept	 that	

important	 structural	 frequencies	 are	 used	 as	 pivot	 points,	 but	 also	 continues	 to	

appear	with	different	shadings.	Varèse’s	brilliant	use	of	sound-masses	and	interest	

in	 science	 and	 technology	 allow	 him	 to	 have	 a	 supreme	 understanding	 of	 pitch	

procedures	 beyond	 his	 time.	 Further	 analysis	 of	material	 between	 the	 organism’s	

parts	is	required	to	find	a	relationship,	as	numerous	possibilities	exist.	An	analysis	

of	frequencies	of	the	eight	sound-masses,	 in	conjunction	with	Varése’s	own	words,	

reveals	a	significant	relationship	and	structural	procedure	linking	the	sound-masses	

to	the	rotation	of	an	eight	part	organism	in	Octandre,	Mvt.	I	–	Assez	Lent.	
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Figure XI: List of Primary and Combination Frequencies in the 8 Sound-Masses

Sound-Mass A Sound-Mass B
Primary Tones Combination Tones Primary Tones Combination Tones Primary Tones Combination Tones

2217 51 1661 51 1661 2637
1568 659 880 185 932 2489
880 688 740 201 880 2093
830 740 688 233 493 1975

1318 493 247 261 1864
1396 261 392 1480
1661 440 1396
2349 446 1175
3047 622 784
3785 740 740

784 659
932 622
988 440

1175 392
1244 233
1396 51
1568
1661
1975
2093
2349
2489

Sound-Mass C



Figure XI: List of Primary and Combination Frequencies in the 8 Sound-Masses

Primary Tones Combination Tones Primary Tones Combination Tones Primary Tones Combination Tones
1661 2489 880 1661 987 1480
784 2349 740 1396 466 1396
740 1975 493 1318 440 1174
659 1760 466 1244 175 1046
349 1568 415 1174 165 932
311 1396 392 1108 87 880
293 1318 932 830
123 1244 880 659

1174 830 622
1108 493 554
1046 466 523
987 415 370
932 392 349
880 349 293
784 329 277
740 261 261
659 247 246
622 138 87
587 103 78
554 78 26
523 73
466 51
440
415
392
370
349
311
233
185
175
82
58
39

Sound-Mass D Sound-Mass E Sound-Mass F



Figure XI: List of Primary and Combination Frequencies in the 8 Sound-Masses

Primary Tones Combination Tones Primary Tones Combination Tones
880 1161 1047 1318
830 1396 293 1244
493 1318 277 1174
466 1174 175 1108
261 1108 130 987
175 1046 87 932
156 987 39 880
58 932 784
41 880 740

830 587
784 466
740 440
698 415
659 370
622 311
587 261
554 220
523 207
493 196
466 165
440 147
415 116
392 103
370 87
349 43
311
293
233
220
207
196
130
116
103
98
87
52
27

Sound-Mass HSound-Mass G
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Edgard	Varèse:	“Music	and	the	Times,”	1936	
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