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2.1 ANALYSIS 

The 1st movement is in a Sonata-Allegro form; it can be divided into the following: 

Exposition (bars 1-178), development (bars 179-301), recapitulation (bars 302-446), 

and coda (bars 447-523). 

In this essay, I will first identify the motive. I will then analyse how the motive is 

responsible for the construction of different themes. Lastly, I will analyse how the 

motive is used to connect various themes throughout the movement. The motives are 

developed through motivic developments, including augmentation, diminution, 

rhythmic changes, metric displacement, inversion, intervallic expansion, and imitation 

to avoid repetition. 

2.2 MOTIVE OF THE 1 sr MOVEMENT 

Due to copyright restrictions this image cannot be displayed 

Figure 1. Cellos and Double basses in bars 1-16 

As illustrated in Figure 1, a lower-auxiliary-note figure (D-C-sharp-O) is presented in 

bar 1. It is then repeated at different registers in bar 4 (F-sharp-E-F-sharp), bar 9 (B­

A-sharp-8), and bar 13 (E-O-sharp-E). The occurrence of this figure corresponds with 

6 



Extended essay	 7

Music: Example B



Extended essay	 8

Music: Example B



Extended essay	 9

Music: Example B



Extended essay	 10

Music: Example B

motives undergo diminutions-the decreasing values of notes, so it is played faster 

(Rush, d.). The motives in blue brackets do undergo not only diminutions but also 

inversions (i.e. G-sharp-A-G-sharp in the first beat of bar 156). Through the continuous 

use of motives in this countermelody, Brahms makes use of a descending sequence 

with these motives in bars 159. The descending sequence is repeated in bar 160 but 

is played a 2nd lower. 

Due to copyright restrictions this image cannot be displayed 

Figure 6. The 1st theme of the development section played by 1st horn and 1st oboe in 

bars 183-190 

As depicted in Figure 6, an altered 1st theme appears at the beginning of the 

development section. The first four bars are the same with bars 1-4 of the 1st theme in 

Figure 2. However, in the last four bars of Figure 6 (bars 187-190), the 1st theme is 

altered by a descending sequence which comprises of inverted motives (G-A-G, F-G-

F, E-F-E). 

10 



Extended essay	 11

Music: Example B



Extended essay	 12

Music: Example B



Extended essay	 13

Music: Example B



Extended essay	 14

Music: Example B



Extended essay	 15

Music: Example B



Extended essay	 16

Music: Example B

between different instruments in an ensemble (Rush, d.) Flutes then imitate the 

transitional phrase in bars 48-52. 

Due to copyright restrictions this image cannot be displayed 

Figure 13. 1st flute, 1st oboe, bassoons, 1st violins, Z'd violins, cellos, and double 

basses in bars 52-55 

As illustrated in Figure 13, the transitional phrase is echoed again by the 1 st violin 

starting from bar 52 but is playing a fifth higher. Rather than playing the four-bar phrase 

of the transitional phrase, Brahms used the first six notes of the transitional phrase (E­

D-sharp-E-C-sharp-8-A) and this segment is imitated through different instruments for 

development. These six notes (E-D-sharp-E-C-sharp-8-A) are first played by the 1st 
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violin in bars 53-54, then by the 2nd violins in bars 54-55, then by 1st oboe and 1st flute 

in bar 55-56, and at last by bassoons and lower strings in bars 56-57. 

Due to copyright restrictions this image cannot be displayed 

Figure 14. Strings in bars 56-58 

The development continues in bars 56-57, but Brahms decided to use a new 

developing technique-liquidation. Liquidation refers to the use of fragments of 

musical ideas into segments ("Fragmentation (music)", n.d., para 1 ), in which the 

motive gradually disappears as music continues. Starting from the second beat of bar 

56 in Figure 14, Brahms decided to extract the third to the six notes of the transitional 

phrase in bars 52-53 (G-E-D-C-sharp and E-C-sharp-B-A respectively) and include a 

descending sequence for the violins. In the third bar of 57, however, the descending 

four-note changes to a descending third. The descending thirds (B-G, E-C-sharp-, A­

F-sharp) are derived from the third and the fourth note of the transitional phrase. The 

frequent occurrence of different segments of the transitional phrase between 

instruments in bars 56-58, along with the crescendo starting from bar 54, creates a 

build up. 
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Figure 15. Flutes, oboes, bassoons, 1st horn, 3d horn, 1st violins, violas, cellos, and 

double basses in bars 59-63 

Due to copyright restrictions this image cannot be displayed 

As depicted in Figure 15, the 0-C-sharp-D motive reappears after the liquidations of 

the transitional phrase in bar 59 by 2nd flute, 2nd oboe, 1st violin and viola. In bars 59, 

61, 63, Brahms uses an imitation with an original motive (bracketed in red). It starts 

from D-C-sharp-0, E-0-sharp-E, to F-sharp-E-sharp-F-sharp. Meanwhile, the 

instruments which are bracketed in blue are playing arpeggio-like materials in bar 59, 

61, 63. This arpeggio is, to some extent, a development of the descending third figure. 
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Moreover, he also uses an imitation with a descending 3rd (bracketed in green) in bars 

60, 62. It starts at C-A-F-sharp-0-sharp-C-A to D-B-G-sharp-E-sharp-0-B. 

Due to copyright restrictions this image cannot be displayed 

Figure 16. 1st flute, 1st violins, and 'rd violins in bars 64-65 

As illustrated in Figure 16, the development reaches its climax in bars 64-65 as the 

first flute and violins are alternating the motives with a diminution. They are played in 

quavers, and the two sets of motives are a fourth apart. 

Due to coovright restrictions this image cannot he disolaved 

Figure 17. 'rd flute, 'L'd clarinet, and violas in bars 64-65 

Meanwhile, as shown in Figure 17, the cross-rhythms of the offbeat are also supported 

by other instruments including the 2nd flute, 2nd clarinets and violas, who are playing 

inverted, syncopated motives (A-B-sharp-A) with an intervallic expansion as the 

intervals are expanded to an augmented 2nd
• 
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Due to copyright restrictions this image cannot be displayed 

Figure 18. 1st oboe in bars 66-71 

After the climax, the dynamics suddenly softens in bar 66. As depicted in Figure 18, 

the 1st oboe continues to play the same alternated, shortened motives as present in 

bar 64; however, the motive is detached and is played quietly. In bars 66, 68, 70, 

Brahms included a descending sequence for these alternating motives. 

Due to copyright restrictions this image cannot be displayed 

Figure 19. Violins in bars 67-75 

Meanwhile, as depicted in Figure 19, Brahms used a descending sequence for 

arpeggio-like materials (same as lower strings in bar 59) in bars 67, 69, 71-75. The 

arpeggio is divided between the 1st and 2nd violin, resulting in an imitation. 

Due to copyright restrictions this image cannot be displayed 

Figure 20. 1st flute and 1st clarinet in bars 76-77 

As shown in in Figure 20, these arpeggios are then imitated by 1st clarinet and 1st flute 

in bars 76-77. 
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Due to copyright restrictions this image cannot be displayed 

Figure 21. zid flute, bassoons, 1st horn, zid horn, violas, and cellos in bars 71-77 

As illustrated in Figure 21, Brahms used another imitation starting from bar 71 by 

playing an inverted motive on the first and the third beat. The first motive (G-A-flat-G) 

is performed by the 2nd flute and bassoon. It is then imitated by 2nd bassoon and 1 st 

horn (G-sharp-A-G-sharp) in bars 74-75. Lastly, it is imitated by 2nd bassoons, 2nd

horns, viola and cello in bars 76-77 (E-sharp-F-sharp-E-sharp or C-sharp-D-C-sharp). 

The pitch of the sequence of motive gets lower every time. 

Due to copyright restrictions this image cannot be displayed 

Figure 22. 1st violins and cellos in bars 78-81 

As shown in Figure 22, the detached figures suddenly break into a slurred, ascending 

chromatic line in bar 78. The frequent use of minims results in a hemiola. They serve 

as a transition to the 2nd theme. 
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Due to copyright restrictions this image cannot be displayed 

Figure 23. Bassoon, '2!1d violins, violas, and cellos in bars 89-93 

The violas and cellos play the 2nd theme from bars 82-89. Unlike previous themes, 

the 2nd theme is not imitated immediately by other instruments. Instead, as illustrated 

in Figure 23, Brahms used segments of the motive (the first two or the last two notes 

of the lower-auxiliary-note motive) for imitations between instruments. In the first blue 

bracket, he used an ascending whole tone in bassoon (A-B), an ascending semitone 

in viola (C-sharp-D), and a descending semitone (A-G-sharp). The 2nd violins responds 

by playing an ascending semitone (C-sharp-D) in the first green bracket. The imitation 

is repeated in bars 91-93. 

Due to copyright restrictions this image cannot be displayed 

Figure 24. Violins in bars 98-101 

As illustrated in Figure 24, the imitation of these segments along with the closing 

phrasing of the 2nd theme played by strings in bars 93-98 turns the key back to D major. 

The arpeggios played by the violins in bar 101 converts it back to F-sharp minor. It 

serves as a preparation for the recapitulation of the 2nd theme. 
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Due to copyright restrictions this image cannot be displayed 

Figure 25. Flutes, oboes, bassoons, 1st violins, 2nd violins in bars 106-113 

The 2nd theme, played by the woodwinds, reappears in bar 102 of Figure 25. Segments 

of the 2nd theme are played by the 1st violin in bars 106-107. Rather than ending the 

phrase like Brahms did previously in bars 82-89, Brahms used segments of bars 106-

107-an intervallic expanded motive (D-B-D)-for a build up. The 2nd flute, 2nd oboe,

and 2nd bassoon imitate the 1st violins in by playing a perfect 4th higher (G-E-G) in 

bars 108-109. The violins follow the G-E-G motive in bars 110-111. The woodwinds 

perform another imitation in bars 112-113 by playing the motives a perfect 4th higher 

(C-A-C). 

Due to coovri2'ht restrictions this ima!le cannot be disolaved 

Figure 26. Bassoons, 1st violins, 2nd violins, and violas in bars 114-117 

Due to copyright restrictions this image cannot be displayed 
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The build-up continues from bar 114 as the violins chromatically ascend and the 

volume increases. Meanwhile, the bassoons and viola continue the segment of the 2nd 

theme as depicted in Figure 26. This repeating hemiola leads to the closing section 

when the ascending chromatic notes played by the violin reaches E. 

2.4.2 DEVELOPMENT (BARS 224-301) 

Due to coovri!!ht restrictions this ima!!e cannot be disolaved 

Figure 27. Flutes, oboes, 1st horn, and trombones in bars 224-226 

The development reaches its climax in bar 224. As illustrated in Figure 27, the 

trombones overlap the motives in bars 224-225, resulting in an imitative polyphony. 

Throughout these imitations, Brahms used a metric displacement-the movement of 

a motive from one part of the beat to another part ("Metric Displacement,'' (n.d.), para 

1 ). The bass trombone plays the motive (E-D-sharp-E) at the beginning of bar 224. 

The 2nd trombone imitates the motive (B-A-sharp-B) on the third beat, resulting in a 

metric displacement. The 1 st trombone enters the motive (C-sharp-B-sharp-C-sharp) 
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on the second beat of bar 225, overlapping with the previous motive played by the 2nd 

trombone. Lastly, flutes, oboes and 1 st horn play the G-F-sharp-G on the downbeat of 

bar 246. Every entrance of motives is two beats apart. 

Due to coovright restrictions this image cannot be disolaved 

Figure 28. Flutes, oboes, clarinets, bassoons, 3d and 4th horn, and trombones in bar 

230-232

As shown in Figure 28, bars 224-226 are partially repeated in bars 230-232. The 

motives are first played by oboes and horns, then by trombones, then by bassoons 

and double basses, and at last by flutes, oboes, clarinets and horns. The motive in bar 

232 is a 2nd higher than bar 226; this suggests a further build-up. 

Due to copyright restrictions this image cannot be displayed 

Figure 29. 1st violins in bars 236-237 
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The 1st violins break into a series of fast motives in bars 236-237 of Figure 29. There 

are two sets of motives in each bar (B-A-sharp-B- and F-E-sharp-F-sharp 

respectively); the second set of motive is a major fourth higher than the first one. 

Diminution is present among these motives. 

Due to copyright restrictions this image cannot be displayed 

Figure 30. 1st violins, 't1d violins, and violas in bars 238-239 

As illustrated in Figure 30, a motive with a metric displacement is used to connect bars 

236-237 and 240-241; the strings begin their motive on the second beat of bar 238.

Due to copyright restrictions this image cannot be displayed 

Figure 31. 1st violins, 't1d violins, and violas in bars 240-245 

The shortened motives (E-D-sharp-E and B-A-sharp-B) reappear in bars 240-241 of 

Figure 31, but it is played a 4th higher than bars 236-237. It then follows two sets of 
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metric displacements, which are played on the second beat of bar 242 and bar 244 

respectively. 

Due to coovright restrictions this image cannot be disolaved 

Figure 32. Flutes, oboes, clarinets, bassoons, Yd horn, 4th horn, lower brasses, 1st 

violins, 2nd violins, and violas in bars 246-249 

The music reaches another climax as the tonality modulates to G major. In bars 246-

249 of Figure 32, Brahms used the first two notes of the 1 st theme (B-0)-an 

ascending third-in wind and brass instruments. This is an example of Brahms's use 
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of fragmentation as he makes development with segments of the 1 st theme. The 

ascending thirds are accompanied by the strings, in which they are playing the 

shortened motives (G-F-sharp-G and B-A-sharp-B) with diminution. 

Due to copyright restrictions this image cannot be displayed 

Figure 33. Flutes, clarinets, and bassoons in bars 250-253 

Suddenly, the key modulates to G minor, and the first two bars of the transitional 

phrase appears in bars 250-251of Figure 33. Brahms uses another fragmentation in 

bars 252 by extracting the seventh to the eleventh notes (D-G-B-flat-O-G) of the 

transitional phrase-an arpeggio. This arpeggio is also repeated in bar 253, but 

Brahms turns the tone colour darker by including a G-flat. 

Due to copyright restrictions this image cannot be displayed 

Figure 34. 1st oboe, 1st violins, Z,d violins, violas, and cellos in bars 254-257 
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After the transitional phrase, the 1st oboe plays a descending sequence of the original 

motive as illustrated in Figure 34. This phrase is derived from bars 187-190 of the 

altered 1 st theme in the development. The only difference is that the motives are not 

inverted. The strings act as an accompaniment by playing a series of arpeggio that is 

derived from the seventh to eleventh notes of the transitional phrase. 

Due to copyright restrictions this image cannot be displayed 

Figure 35. Flutes, oboes, clarinets, 1st horn, lower brass, 1st violins, 2nd violins and 

violas in bars 258-261 

With a crescendo in the bar 257, bars 258-261 of Figure 35 restate the 1 st theme which 

comprised of ascending thirds. 
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Figure 36. 1st violins and cellos in bars 262-266 

Due to copyright restrictions this image cannot be displayed 

Same as bars 250-253, a transitional phrase is present right after the alternated 1 st 

theme in bars 262-266. However, it is played in the key of D minor. 

Due to copyright restrictions this image cannot be displayed 

Figure 37. 1st flute, 1st oboe, �d violins, violas, and cellos in bars 266-269 

As illustrated in Figure 37, woodwinds play the descending motives and are 

accompanied by arpeggios played by the strings. This is similar to bars 254-257, but 

it is played a 5th higher. In bar 270, the woodwinds, instead of playing crescendo, plays 

a diminuendo. 

Due to copyright restrictions this image cannot be displayed 

Figure 38. 1st clarinet and 1st bassoons in bars 270-273 
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Unexpectedly, segments of the 1 st theme do not appear after the series of descending 

motives. The woodwinds, as shown in Figure 38, play the first two bars of the 

transitional phrase. It is similar to bars 262-266, but it is played a third higher.

 Due to copyright restrictions this image cannot be displayed 

Figure 39. 1st violins, 2!1d violins, violas, and cellos in bars 27 4-277 

As depicted in Figure 39, three sets of descending motives follow right after the 

transitional phrase in bars 27 4-277. However, these motives and the arpeggio 

accompaniments, are played a 3rd higher. 

Due to copynght restrictions this image cannot be displayed 

Figure 40. 1st flute, 1st oboe, 1st violins, 2nd violins, violas, and cellos in bars 278-281 
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Unexpectedly, Brahms did not add the altered 1 st theme right after the descending 

sequence of motives. Instead, as shown in Figure 40, he uses another series of 

descending motives, accompanied by arpeggios. The register is the same as bars 

266-269. The repeated sequence serves as another climax in bars 282.

Due to copyright restrictions this image cannot be displayed 

Figure 41. Strings in bars 282-291 

As illustrated in Figure 41, segments of the 1st theme reappear in bar 282 as the 

strings play consecutive ascending thirds. The tonality results in the ambiguity 

between D major and F-sharp minor when Brahms repeats bars 282-285 in bars 286-

289, but an F-sharp is present, which results in a minor ascending third. However, an 

augmented D-C-sharp-D motive is present right after the 1st theme and is played 

quietly. This serves as a re-transition back to the tonic key. 
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 APPENDIX 
(SCORE OF THE 1 5r MOVEMENT OF BRAHMS'S SYMPHONY NO. 2, OP. 73) 
I 

Due to copyright restrictions this image cannot be displayed
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