Aiblinger - A “true” Cecilian Composer?

3 le 2 (Bar 25-32): Musical Ideal
Research Question: xample 2 (Bar ) usical Ideals

In this phrase Aiblinger proceeds using text from a different prayer, which is

rather unusual for Cecilians. However, the material he uses addresses Mary to

plead for the speaker in the face of god as well. The music continues to corre-
To what extent is J. C. Aiblinger‘s ,,Ave Maria*“ composed according to the spond with the text:

musical ideals of the Cecilian movement?

Music facilitates text

Structure follows the principle of ,,Rest - Movement - Rest*
» Use of Latin as preferred language in religious music

» To be avoided are “profane” musical devices like...
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...overemphasizing individual notes
...profane rhythms (e. g. 3/4, 6/8 resembling vivid or dancing rhythms)

» The plea to intercede is uttered twice with the words “pro nobis” added T
...chromatics, if they don’t correspond to the text

Example 1 (Bar 1-14): in the repetition

The beginning of the piece exemplifies how well Aiblinger’s structure follows the principle of “Rest - Movement - Rest”

_ » The repetition uses the same intervals as in the beginning but is moved up
while melody and text correspond to each other:

one key and sped up rhythmically to compensate for the additional text .
which makes it sound more pressing. The syllable “no” (“us”) is stressed Conclusion:
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