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Sonic Allegory in Thomas Ades’s The Exterminating Angel (2015)
Music Theory Southeast
Keynote Address (3.30.2019)

Figure la. Narrative reading of Adés’s music
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Figure 1b. Overview of Ensemble Numbers
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Example 2. Aligned Interval Cycle analysis of Ades’s Piano Quintet (Stoecker 2016, 196)
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Example 3a. The First Guests’ entry (Act I, sc.3, mm. 65-76)

Passacaglia thythm (Venn 2017, 37):
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Example 3b. The First Guests’ entry (continued)
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Example 4. March Interlude (End of Act I, mm. 907-920)
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Example 5. “Ragbut” aria from The Exterminating Angels (Act 1, Sc. 4)

M6 upbeat (x 3)
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Example 6. Distorted Quotation of a Viennese waltz (Act I, mm.1579-85
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Example 7. “Spoons” Aria (Act I, Reh. 107)
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Example 8a. The Sheep and the Bear Interlude (Act 111, reh. 42)
Octo,
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Example 8b. “Lamb” aria (Act III, reh. 54)
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Example 9a. High Solemn Requiem chant (Act III, m.1070 -)
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Example 9c. Ondes Martenot’s triplet figurations

The same chord
progression on “aeterna’
repeats (x8) as the opera
comes to a halt.
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Figure 10. Intersections of Cycles, Motives, and Harmonies
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