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This paper examines Brahms’ Intermezzo Op. 119 No. 2 through the interpretive
frameworks of Kierkegaard’s concept of repetition and Schoenberg’s “developing
variation”. It is argued that the repetitions of motive 1 in the Intermezzo embody
Kierkegaard’s philosophical concept of repetition. According to Kierkegaard, there
is value in both cherishing life’s recurring “beauty” and embracing the necessity of
“novelty” presented by new challenges. This duality finds a parallel in Schoen-

berg’s “developing variation”, where a theme evolves through varied repetitions
and transformations. Within the Intermezzo, motive 1 is not merely restated but
undergoes continuous transformation, facilitated by variations in accompaniment,
interval patterns, rhythm, and meter. Although this is philosophically linked to de-
veloping variation, true musical repetition inherently involves temporality, narra-
tive, and dynamic motion. The evolving variations of motive 1 construct this tem-
poral narrative progression, generating the piece’s dynamic forward thrust. Thus,
the Intermezzo exemplifies Kierkegaardian repetition across diverse musical forms,
offering a concrete demonstration of how musical structures can philosophically
articulate the concept of repetition, thereby bridging music and philosophy.

“Corresponding author: Meihui Li,
College of Music, Hanyang University,
Seoul 04763, South Korea.

Keywords

Brahms; Intermezzo; Philosophy; Repetition; Developing Variation

1. Introduction

Johannes Brahms (1833-1897) is regarded as a preeminent German composer of the Romantic era, renowned world-
wide for his extensive oeuvre of piano compositions. In the early stages of his illustrious career, his focus was directed
primarily toward sonatas and variations (Zhujin & Li, 2023).

However, from the year 1890 onwards, Brahms embarked on a new stylistic journey, embracing the “character
piece” form. This shift resulted in the creation of four distinctive collections: Op. 116 (1892), Op. 117 (1892), Op.
118 (1893), and Op. 119 (1893) (Lee, 2005). Each collection uniformly features the intermezzo, a form that perme-
ated Brahms’s entire lifetime of work. Indeed, earlier compositions such as Op.10 (1854), Op. 39 (1865), and Op.76
(1878) also prominently include this form. Brahms’s intermezzos, characterized by their unique individuality, distin-
guish themselves amidst a multitude of shorter musical works, offering a lucid exposition of the musical traits inher-
ent to this particular form (Che, 2015).

This paper delves into an in-depth analysis of the Intermezzo from one of Brahms’ late piano works, Klavierstiicke
Op. 119, No. 2, examining the manifestation of repetition as a compositional technique utilized during this period,
grounded in Table 1.

In exploring repetition in the Intermezzo, several important scholarly works merit attention, including Tim How-
ell’s Brahms, Kierkegaard and Repetition: Three Intermezzi (Howell, 2013), Peter Kivy’s article The Fine Art of
Repetition, and Edward Toner Cone’s academic piece Three Ways of Reading a Detective Story — or a Brahms Inter-
mezzo (Cone, 1977; Terrigno, 2021; Winiszewska, 2020).
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Table 1. Klavierstiicke Op. 119

Klavierstiicke Op. 119 (1893)

No. 1 Intermezzo in b
No. 2 Intermezzo in €
No. 3 Intermezzo in C
No. 4 Rhapsody in Eb

These studies focus primarily on the technique of musical repetition in the intermezzos of Intermezzo Op. 117 and
Klavierstiicke Op. 118. This paper will adopt Tim Howell’s methodology as presented in his work Brahms, Kierke-
gaard and Repetition: Three Intermezzi to better understand how Brahms used repetition creatively.

Based on Tim Howell’s research, this paper aims to conduct a thorough analysis of the musical structure, formal
architecture, and melody present in Brahms’ Klavierstiicke Op. 119, No. 2, with particular attention to the concept of
“repetition”. The research will explore how Brahms presents “repetition” in his music and how motifs and harmonic
structures within thematic melodies evolve and transform through repetition. Additionally, it will examine the recon-
figuration and construction that arise when musical material is revisited, emphasizing the altered auditory effects
produced by “repetition”. Through this analysis, the study aims to uncover the rich interpretive layers through which
“repetition” in Brahms’s music may be interpreted and explained.

2. Repetition

In 1843, Danish philosopher Segren Kierkegaard (1813-1855) published a book titled Gjentangelsen under the pseu-
donym “Constantin Constantius”. Tim Howell analyzed this pseudonym, demonstrating how it embodies both con-
tinuity and change, and clarified the dialectical relationship between stillness and movement. From this perspective,
he conceptualized repetition as either a pursuit of continuity or a means of seeking stability, thereby establishing a
reciprocal relationship between the phenomenon of repetition and its cognitive effects (Howell, 2013).

2.1 Repetition and Recollection

Tim Howell, drawing on Daniel Beller-McKenna’s scholarly article, emphasized the need to clarify two of Kierke-
gaard’s concepts: “repetition” (dynamism) and “recollection” (static) (Daniel, 2004; Howell, 2013).

In Kierkegaard’s perspective, repetition and recollection are seen through a dynamic lens, yet their directions are
fundamentally opposite. Recollection is a backward-looking process tied to the past, making it appear static and
motionless. In Kierkegaard’s metaphor, recollection is akin to revisiting a journey, filled with the melancholy of
being unable to recreate the past. On the other hand, repetition is rooted in present life, focusing on the experience of
the current moment. It points toward the future, maintaining continuous movement, thus establishing a forward con-
nection. According to Kierkegaard, repetition holds a positive value because it not only brings about change but also
symbolizes a journey—a transformative experience that holds positive meaning (Howell, 2013).

The relationship between music and lyrics can further illustrate Kierkegaard’s views on repetition and recollection.
If a lyric expressing sadness (or melancholy) about past memories is repeatedly sung, the emotion conveyed by the
music remains one of sorrow. The directions of the music’s movement and the lyrics are opposite: the music itself
continuously progresses and develops positively, while the lyrics remain fixed in memories of the past.

2.2 Repetition and Developmental Variation

In his article, Tim Howell explored Brahms’s “developmental variation” and Kierkegaard’s “repetition”, delving into
the association between the two.

In examining Brahms’ developmental variation, moving beyond analyses limited to intervallic structures, pitch,
and rhythmic patterns requires acknowledging the role of repetition in terms of temporality, narrative, and dynamism.
By leveraging Kierkegaard’s philosophical distinction between re-experiencing and mere repeating, repetition
emerges as a catalyst for transformation. This perspective provides deeper insights into the expressive expansiveness
within the structural confines of Brahms’ late piano compositions (Howell, 2013).

Howell emphasized the critical distinction between mere repetition and developmental variation. Music itself un-
folds based on temporality, narrativity, and dynamic changes. That is, the performance of a musical piece can be
viewed as a narrative gradually unfolding over time. Simultaneously, during the musical progression, various
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elements like pitch structure, formal patterns, and rhythmic forms undergo continuous development. From this per-
spective, developmental variation emerges as a higher-order synthesis, resonating with Kierkegaard’s notion of rep-
etition.

“Life is a repetition, and those who fail to understand the beauty of this concept are doomed to ‘dead ends’, for
they lack the qualification to pursue greater things” (Seren Kierkegaard, 1843; Howell, 2013).

From this statement by Kierkegaard, it becomes evident that Tim Howell profoundly grasped Kierkegaard’s appeal
to cherish the “beauty of repetition” in life, along with his emphasis on life’s repetitive nature. Concurrently, Kier-
kegaard emphasized the idea of embracing new challenges and engaging with “novelty”.

This thought similarly applies to the “developmental variation” advocated by Schoenberg, as pointed out by Tim
Howell. In this musical approach, a theme can be repeated in various ways (beauty), while simultaneously incorpo-
rating elements of variation (novelty) and development (new challenges). This method aligns with Kierkegaard’s
philosophy.

3. Attempt on Klavierstiicke Op. 119, No. 2

Brahms reportedly stated that his final work, Klavierstiicke Op. 117, could be called “three lullabies for my sorrows”
(Hinson, 2000). The three intermezzi in this piece together embody the concept of repetition, each following a distinct
ternary-form outline. Tim Howell observed in his article that when examining Intermezzo Op. 117 as a collection, its
overall form demonstrates gradual intensification - both structurally and emotionally—achieving increasing com-
plexity and expansiveness through the dialectic between restrained formal repetition and expressive temporal varia-
tion (Hinson, 2000).

This perspective of Tim Howell is also reflected in Klavierstiicke Op. 119. Essentially, this piece illustrates how
the same pattern can evolve dynamically over time. In Table 2, the tempo markings for the second intermezzo reveal
a shift from “Andantino un poco agitato” to ““Andantino grazioso”. While these shifts stay within the Andantino range,
they reveal the concept described by Howell and Kierkegaard: the coexistence of static and dynamic elements.

Table 2. Klavierstiicke Op.119 No. 1 intermezzo, musical form analysis table

Klavierstiicke Op.119 No. 1 Intermezzo

Three-Part Form

Form A B A’
Phrase a a’ b b’ a” coda
Measures 1-8 9-16 17-30 31-44 45-57 58-67
Tonality b minor D Major b minor
Tempo Adagio

For the first piece of Klavierstiicke Op. 119, known as “Intermezzo-Adagio”, the following explanation may apply:

Brahms once gave this short piece as a birthday greeting to Clara Schumann, without including any specific in-
structions such as “very lonely, play very slowly”. However, the expression of the music is so intense that every note
and measure seems to pierce the soul with solitude. Clara Schumann described the piece as “full of dissonant charm,
incredibly sad and beautiful.” (Music Friend Society, 2007).

The “sadness (solitude)” in this description starkly contrasts with Kierkegaard’s term “recollection (melancholy)”,
expressed as “recollection (melancholy)”, which is expressed through repetition. Although the music conveys emo-
tions of melancholy and sadness, the nature of its repetition is positive, suggesting an oppositional relationship be-
tween the trajectories of repetition and recollection.

In the first piece of Klavierstiicke Op. 119, Brahms alludes to the melodic type from the 12th song “Am leuch-
tenden Sommermorgen” in Schumann’s cycle Dichterliebe, Op. 48 (Che, 2015). This bears resemblance to Brahms’
other work, the first piece of Intermezzo Op. 117, which draws inspiration from a poem by German philosopher
Johann Gottfried Herder (1744-1803) and is expressed through music. These works reveal Brahms’s consistent

DOI: 10.26855/jhass.2025.07.019 1364 Journal of Humanities, Arts and Social Science



Meihui Li, Jing Liu

engagement with German philosophical and poetic sources, thereby establishing a conceptual link with Kierkegaard,
who similarly drew upon German literary and philosophical traditions.

3.1 Repetition and Recollection—Dynamism and Static

Regarding Brahms’ compositional style, the elements of key, form, and rhythm inevitably come to the forefront.
These three elements interact with each other in a highly intricate manner. Table 2 provides a concise summary of
the form, tonality, rhythm, and meter of Intermezzo No. 1 and No. 2. Both intermezzos employ an ABA ternary form.
When viewed as a collection, the formal structure becomes more complex: the ternary form of the first piece develops
into an integrated ternary form in the second piece. As the rhythm gradually accelerates, overall dynamism is en-
hanced within the composition.

In the tonal structure of Intermezzo No. 2, the piece begins in E minor. The tonality shifts from E minor to E major
due to changes in musical material. This transition exemplifies a typical feature of the ternary form: when the A’
section reappears, the musical theme naturally returns to its original key. This relationship between major and minor
keys fully demonstrates classical music’s characteristics and stylistic features of tonal relationships.

In Intermezzo No. 2, the A section spans measures 1 to 35, with an internal structure composed of tonalities A1l
(al, a2) and A2 (a2, a3, a4). The subsequent B section occupies measures 36 to 72, consisting of tonalities A3 (a5,
a6) and A4 (a7, a8). Meanwhile, the A’ section extends from measure 77 to 105, encompassing tonal relationships
A5 (a9, al0), A6 (all, al2), and A7 (al3, al4). The overall development of this intermezzo centers around motive
1, introduced in measures 1 to 2 within al. It undergoes multiple transformations and developments throughout the
piece, thereby creating a high degree of unity.

This application of the ternary form bears significant relation to Kierkegaard’s concepts of “the novel” and “the
beautiful.” Within this framework, tonal repetition (“the beautiful”’) manifests from new perspectives (“the novel”)
while maintaining a familiar structure, thereby providing listeners with both recognition and fresh experience
(Figure 1).

Figure 1. In terms of tonality, all three Intermezzi exhibit a ternary form, returning to their original keys, with Brahms em-
ploying modulation to express tonal repetition.

From a tonal perspective, all three intermezzos eventually return to their initial keys, showcasing the completeness
of the ternary form. Brahms highlights the beauty of this repetition through the “modulation”. Table 3 outlines the
main tonalities of these three intermezzos: Intermezzo No. 1 contrasts b minor with D major in major-minor relation-
ships; Intermezzo No. 2 utilizes parallel tonic contrast with e minor and E major; finally, Intermezzo No. 3 employs
a characteristic Romantic tertian relationship of C major - A major - C major to achieve modulation contrast. These
tonal oppositions, reinforced through repetition, simultaneously strengthen auditory memory of the initial tonality
and propel musical development through dramatic juxtaposition.

Moreover, according to the analysis in <Sheet Music 1>, one can observe that the note b in the interval at the end
of Intermezzo No. 1 in b minor connects with the note b in the interval at the beginning of Intermezzo No. 2 in e
minor. Similarly, the note e in the interval at the end of Intermezzo No. 2 in e minor links with the note e in the
interval at the start of Intermezzo No. 3 in C major. Despite distinct global tonalities, each piece incorporates a pivotal
pitch from its predecessor, materializing the concepts of recollection and repetition. Specifically, when the initially
presented tonality in Intermezzo No. 2 is played, listeners may recall the terminal tonality of Intermezzo No. 1, thus
evoking recollection through repetition.

These contrasts between form and tonality not only create a striking juxtaposition among the intermezzos but also
clearly reveal their formal structures.

DOI: 10.26855/jhass.2025.07.019 1365 Journal of Humanities, Arts and Social Science



Meihui Li, Jing Liu

Table 3. Klavierstiicke Op.119 No. 2 intermezzo, musical form analysis table

Klavierstiicke Op.119 No. 2 Intermezzo

Integrated Three-Part Form

Form A B Transition A’
Phrase Al A2 A3 A4 A5 A6 A7
Subphrase al a2 a3 a4 as a6 a7 a8 a9 al0 all al2 al3 al4  al5
- 9- 18 23- 29- 36- 44- 52- 60- 72- 8- 94-  101-
Measures ¢ 17 22 28 35 43 51 59 68  O0T2 g7 g 83T B0 s
Tonality € minor E Major € minor
Tempo Andantino un poco Agitat Andantino Grazioso Tempo Primo

3.2 Repetition and Developmental Variation

3.2.1 Analysis of Klavierstiicke Op. 119, No. 2

As evidenced in Table 4, the five variations in the second Intermezzo can be systematically identified. Through
detailed analysis of their developmental processes, we may elucidate how “repetition” operates within this work. The
transformations of motive 1 in Intermezzo No. 2 are as follows:

Table 4. These headers encompass the key musical elements for analyzing Kierkegaardian repetition in Brahms’s Intermezzo
Op.119 No.2, systematically showing the transformation and development of motives throughout the piece

Motive Tonality Variation
Motive 1 e minor motive 1
First variation a minor Triplet-note variation
Second variation f minor Rest-based variation
Third variation € minor Accompaniment variation
Fourth variation E major Melody and rhythm variation with Motive 1 in Section b
Fifth variation a minor Melody uses the first variation

Brahms’ Klavierstiicke Op. 119, No. 2 utilizes an integrated ternary structure, unique for its beginning with an
incomplete measure—a feature exclusive to the entire collection. Upon first listening, the boundaries between motive
1 and other musical elements may seem blurred and fluid. These qualities facilitate continuous transformation and
development, demonstrating a persistent developmental trajectory that renders these motifs structurally significant.
As previously noted, during the ongoing melodic and rhythmic evolution of Motive 1, the composition skillfully
incorporates elements from preceding sections. In this work, Brahms masterfully combines refined tonal treatment
with large-scale structural design, achieving a synthesis of formal beauty and sustained periodicity. While the trans-
formed versions of Motive 1 do not appear linearly, they exhibit remarkable organic unity when considered holisti-
cally. Both the A and B sections utilize the same Motive 1, imparting harmonic cohesion to the entire piece and
strengthening its structural integrity and artistic expression (Figure 2).

As illustrated in Sheet Music 1, measures 1 to 2, while not fully elaborating, sketch out the core characteristics of
motive 1. Composed of four-part intervals marked with dynamics at “piano”, this motive creates a somber and mellow
atmosphere in E minor using the expression “solto voce e dolce”. The main structure of motive 1 comprises a weak
beat third interval in sixteenth notes paired with a strong beat sf 6th interval in eighth notes. This rhythmic form gives
motive 1 an inherent sense of tension and hurried unease from the outset (Figure 3).
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Figure 2. Intermezzo No. 2, measures 1-2.
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Figure 3. Intermezzo No. 2, measures 13-14. First variation: Transformation into triplet rhythm with a complete fourth up-
ward shift.

In measures 13 to 14, motive 1 undergoes its first variation, shifting from E minor to A minor, forming the modu-
lation section. At this point, motive 1’s melody ascends while the accompaniment transforms into broken interval
form. Here, the original sixteenth note rthythm of motive 1 morphs into a triplet thythm. Through the use of slurs in
the main three-part melody, the syncopation effect becomes palpable, rendering the melody more prominent than
motive 1. Particularly, the final C note of the triplet evokes an illusion as if it is the onset of the next measure’s
downbeat. Enhanced by the use of legato in the accompaniment, this rhythmic handling renders the music softer
overall. Additionally, the left-hand syncopated rhythm features parallel motion in sixths. The use of triplets contrasts
with the initial tense and uneasy ambiance of motive 1, presenting a warm rhythmic flow that alleviates tension,
offering a comfortable listening experience (Figure 4).

N
N
X
o
Ne
<+
L L 18
Nele
X[x|
"

>‘

N

Figure 4. Intermezzo No. 2, measures 18-19. Second variation: Single step ascent.

From the last beat of measure 17 to measure 19, motive 1 experiences subtle transformation. This passage adopts
F minor as a pivotal harmonic area while elevating the melody by a minor second. From the upbeat at the end of
measure 17, this melody intersects uniquely with the left-hand accompaniment on the strong beat of measure 18,
employing continuous sixteenth rests to achieve this effect. Moreover, this intersecting rhythmic structure shares
similarities with the syncopated rhythm employed in the triplets of the first variation. The accompaniment here uses
C as the root note, employing descending eighth notes to serve as a pedal tone in the upper melody. It also provides
richer expressive content compared to motive 1 and its first variation. Marked at “pp” in measure 17, this intersecting
rhythm continues until measure 22, where it gradually amplifies the range before culminating in a musical climax for
Section A at measure 22 (Figures 5 and 6).
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Figure 6. Intermezzo No. 2, measures 23-24.

In measures 23 to 24, the music modulates to B major. This segment does not constitute a variation of Motive 1,
but rather presents a transformation of theme al from measures 7 to 8. Despite the recurrence of motive 1’s sixteenth-
note accompaniment rhythm from measures 7 and 8, its previously ambiguous interval melody now emerges dis-
tinctly in the upper voice with clearer notes. In the variation across measures 23 to 24, although the rhythm mirrors
that of measures 7 to 8, there is a contrasting change in dynamics and melodic direction, creating a stark contrast.
This technique underscores the importance of innovation through the repetition of identical elements, particularly
when showcasing unique styles in musical repetition, emphasizing fresh expressions (Figure 7).
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Figure 7. Intermezzo No. 2, measures 28-30. Third variation.

From the third beat of measure 28 to the first beat of measure 30, motive 1 experiences its third variation, with this
section adopting E minor. Here, the melody of motive 1 appears in eighth notes, while the accompaniment takes on
broken interval form. This third variation, spanning three measures, serves as a crucial bridge to the fourth variation,
suggesting a complete transition towards an Andante Grazioso mood. Compared to previous variations, one can dis-
tinctly feel a softer melody here. In the third variation, the persistent syncopated rhythm from prior transformations
has disappeared, alleviating tension. However, by measure 31, as dynamics intensify, a renewed sense of tension
arises, with the short three-measure span returning to a softened melody. The accompaniment expands its range with
extensive arpeggios in sixteenth notes, and the eighth-note melody interweaves with the sixteenth-note accompani-
ment, creating a hemiola effect where two beats are felt within three. This hemiola technique foreshadows the gentle
waltz style leading into Section B. In measure 29, the first beat in the right hand drops by a diminished fifth, and the
third beat lowers by a major second, resulting in a dissonant minor seventh interval on the last beat of measure 30.
While this dissonance introduces unease, the arpeggiated accompaniment mitigates its impact (Figure 8).
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Figure 8. Intermezzo No. 2, measures 36-40. Fourth variation.

Beginning at measure 36, the piece transitions into Section B, adopting E major as its tonality and setting the
modulation. With a tempo marking of Andantino Grazioso, it is slightly slower than Section A, creating an elegant
atmosphere. In measures 36 to 38, motive 1 undergoes its fourth variation, accompanied by changes in modulation
theme melody and score markings. Unlike earlier forms that feature sixteenth notes or triplets with syncopation, this
variation uses dotted quarter notes, offering a more elongated and expansive metric structure. The accompaniment
transforms into ascending broken intervals, executed with repeated rhythms. Half of the accompaniment features
eighth and quarter notes, delivered through extended arpeggios and utilizing a richer thematic melody. Moreover, the
first note E of the accompaniment acts as a drone, establishing tonality while reinforcing stability with repeated I-
V7-1-V7 harmonic progressions. The fourth variation is accentuated in measure 44 through an octave repetition,
laying the groundwork for atmospheric transition. This variation resurfaces at measure 60, where the left-hand ac-
companiment descends, bridging to the fifth variation at measure 77 (Figure 9).
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Figure 9. Intermezzo No. 2, measures 77-78. Fifth variation: Combination of second variation melody + rhythm pattern from
measures 1-2 of motive 1.

In Section A’, the phrase in measures 72-105 is condensed from 8 measures to 5. The fifth variation in measures
77 to 78 uses A minor, resembling motive 1’s first variation, and creates a contrasting effect. In this variation, the
triplet melody from measures 13 to 14 transforms into a rhythm composed of motive 1’s eighth and sixteenth notes.
Additionally, by reusing slurs, the same syncopated rhythm as in the first variation is revived, placing the downbeat
on each measure’s final note. The accompaniment moves away from the usual triplets, emphasizing each beat’s initial
note with sixteenth notes to create a gentle, ethereal ambiance. The fifth variation not only revisits prior material but
also reinforces structural coherence by reestablishing A minor and modulating to E minor, a technique paralleling
measures 23-24, thereby intensifying formal traits through repetition.

3.2.2 Kierkegaard’s “Repetition” and Schoenberg’s “Developing Variation”

As Kierkegaard stated, repetition is not merely the reiteration of the same thing but must incorporate innovative
elements. This notion is evident in the transformations of Intermezzo No. 2, where the variations do not merely repeat
motive 1 but create a sense of unity through various modifications. Within this process, one can identify “repetition”
as well as “developing variation”. As previously mentioned, musical repetition is based on elements of time, narrative,
and dynamics, which means that throughout these transformations, aspects such as pitch structure, interval patterns,
and rhythmic forms are continuously evolving. This is particularly clear in the analysis of Intermezzo No. 2. Motive
1 is central to these developing variations, undergoing five distinct transformations via continuous reconfiguration of
pitch structure, interval patterns, rhythmic forms, metric alterations, and tonal modulation. Moreover, in these devel-
oping variations, the repeated reconstruction of motive 1 acts as a temporal marker in the music’s developmental
process, revealing narrative elements within the musical events and thus imbuing the work with dynamic momentum.
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4. Development

This paper explores how Brahms uses repetition as a focal point in musical composition by analyzing the three inter-
mezzos of his final piano opus, Klavierstiicke Op. 119, and examines the manifestation of repetition and developing
variation in music. The theoretical foundation for the analysis is built upon Howell’s research, drawing upon philos-
opher Kierkegaard’s concept of repetition and Schoenberg’s theory of developing variation to conduct an in-depth
examination of the three intermezzos.

Firstly, the application of Kierkegaard’s idea of repetition to the rhythmic markings in Intermezzo No. 2 reveals a
balance between stasis and dynamism, enhancing the activity within the music through repetition.

Secondly, an investigation into the interplay of repetition (activity) and recollection (stasis) across different tonal-
ities within the intermezzos demonstrates that repetition not only strengthens the listener’s recollection of the music
but also enhances its dynamic impetus.

Thirdly, the analysis of Intermezzo No. 2 illustrates Kierkegaard’s perspective on repetition, achieving “novelty”
through new transformations of familiar elements.

Fourthly, through the analysis of Intermezzo No. 2, it is demonstrated how, in “repetition” and “developing varia-
tion”, elements such as melody, rhythm, meter, and tonality of motive 1 are continually reprocessed and reconstructed.
This procedure intricately aligns with Kierkegaard’s concepts of repetition involving temporality, narrativity, and
dynamism.

In conclusion, the second Intermezzo of Klavierstiicke Op. 119 aligns with Kierkegaard’s theory of repetition in
multiple forms, serving as a bridge between music and philosophy, thereby revealing how the phenomenon of musical
repetition can be further elucidated through a philosophical lens.
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