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MC RHETORIC IN BEETHOVEN SYMPHONIES:
THEIR DEVIATIONS FROM THE NORM
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Abstract
In this paper, Beethoven’s symphonies are examined for their structural use of the medial
caesura (MC). In light of Hepokoski-Darcy and Caplin’s classical sonata theories, the
movements that contain sonata elements are identiﬁed and classiﬁed with regard to their
MCs. In addition, some deviations from normative MC usage are detected in the latest
symphonies and possible reasons for this are analyzed.

In considering its expositional structure, James Hepokoski and Warren Darcy’s Type 3 sonata
form is basically divided into two: ‘two-part exposition’ and ‘continuous exposition’. If there are two
diverse zones, the so-called Primary Theme (P) zone and Subordinate (or Secondary)
Theme (S) zone, then the resulting form is a two-part exposition like the one from the ﬁrst
movement of Mozart’s Symphony No. 25, K.183. If there is solely one zone or the diverse zones
cannot be distinguished explicitly, the resulting formal type is called a continuous exposition, for
instance the ﬁrst movement of Haydn’s string quartet, Op. 33 No.1. In accordance with the sonata
theory of Hepokoski and Darcy, the most crucial function that carries the music from P zone to
the division of S zone is a literal gap between them at the end of the ‘transition’ (TR), namely the
‘medial caesura’ (MC). As an example, in Beethoven’s ﬁrst symphony, Op. 21 in C major, the MC
is located at m. 52, identiﬁed by the two quarter rests. Aside from Hepokoski and Darcy, other
scholars are conscious about this device and its formal function. For instance William Caplin, in
his prominent work Classical Form (1998), asserts that:
“The close of the transition is often marked by a liquidation of melodic-motivic material, a
reduction in texture, and sometimes (but not always) a break in rhythmic activity to set off
the entrance of the subordinate key or the home key. Most often this dominant arises in
a half cadential progression, and the appearance of that harmony creates a genuine half
cadence.” (Caplin, 1998: 131).
As Caplin states, the most common MCs are in the form of V:HC (what Hepokoski and
Darcy refer to as the 1st level default), and less frequently in I:HC (2nd level default). There are
also other levels of MC usage, such as V: PAC (3rd level default) and I: PAC (4th level default). Any
option besides those levels is regarded as a deviation from the norm; they are examined under
the rubric of MC deformation. In fact, as long as the norm of the classical sonata suggests that
the S key would be the V of a major P, or the related major S of a minor P, this classiﬁcation is
unquestionably strongly reliable.
The MC device in sonata-allegros and some times in the sonata-rondos is not merely a
literal gap as an inference could be made from the Hepokoski and Darcy’s theory. Its essential
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function in a wider perspective is as a post-transitional unit, connecting the two diverse zones by
means of tension and release between them and anticipating the upcoming tonal zone. (Hepokoski,
1997 :123) Caplin, parallel to this statement, summarizes the issue in these words while deﬁning
a transition’s fundamental function: “to destabilize the home key, to effect a modulation to the
subordinate key, and to motivate the appearance of the subordinate theme, which will eventually
conﬁrm the new key.” (Caplin, 1998 : 19). In a deeper sense Hepokoski and Darcy suggest that,
in addition to the gesture of tension and release, there is a perceptible trajectory in the rhetoric
of an MC. According to them, in nearly every classical sonata form, the motion of MC trajectory
starts with a dominant approach with an augmented 6th chord or 4-#4-5 progression. It then gains
energy shortly after using a dominant lock in the expected key of S, or sometimes in the key of
P. Immediately after this, there are three hammer-blows followed by a literal gap or a caesura ﬁll;
the energy becomes released, ultimately the S starts in p dynamic (Hepokoski and Darcy, 2006:
23-45).
According to the above deﬁnitions, the MC is a device that should be regarded as having
a crucial role for the coherence of the two successive tonal zones. Thus, in this brief examination
of the evolutionary usage of the MC phenomenon in Beethoven’s symphonies, we will look into not
only how the MC’s interior trajectory deviated from the norm regarding the four MC default levels,
but also into how the MC rhetoric, with its common sequence of events, has further effects on the
subsequent S.
As a consequence of a comprehensive analysis done in the light of the Hepokoski and
Darcy’s theory, the MC strategies that Beethoven used in his symphonies can be mainly divided
into four main categories:
1234-

Standard level MCs (1st, 2nd, 3rd or 4th level defaults)
Continuous exposition sub-type 2 deformations
Tri-modular block (TMB) deformations
MC complications

These categories might be further subdivided. Predominantly, the 4th category, MC
complications, is the one for which Beethoven’s symphonies offer the most non-normative
excerpts and is highly controversial. The symphonies from the 3rd and 2nd categories might also be
regarded as deformations to the traditional understanding of tri-modular block, as well as to the
two-part exposition, with respect to its weakened MCs, their impact on the S zone and, in a way
the function of the ﬁrst satisfactory perfect authentic cadence before the starting of the closing
section of the exposition; namely the essential expositional closure (Hepokoski and Darcy, 2006:
xxvi). The sonata movements of the symphonies under the 1st category are the least arguable,
mostly because they conform to the classical norms with regard to their MC levels.

Standard Level MCs
Through the ﬁrst ﬁve symphonies, all of the ﬁrst movements and most of the other movements
which have an expositional structure in sonata form (except the ﬁnal movements of the Symphony
No. 2, Op. 36 and Symphony No. 5, Op. 67) are almost always strictly dependent on the MC rhetoric
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of the former traditional two-part sonata expositions of Haydn and Mozart, and also Beethoven’s
own early piano sonatas. In fact even the 3rd and 4th level defaults are absent. Except for the ﬁrst
two movements of Symphony in C major, Op. 21, most of the MCs are the 1st level default: Op.21,
movement I, 2nd level default; movement II, 2nd level default; movement IV, 1st level default; Op. 36,
movement I, 1st level default; Op. 55, movement I, 1st level default; Op. 60, movement I, 1st level
default; and Op. 67, movement I, 1st level default (in minor III: HC).
According to the MC’s effect on securing S, all those movements’ S zones start with a
piano dynamic, meaning that MC rhetoric successfully elaborates the tension-release paradigm
and prepares the normative S zone in as expected.
Continuous Exposition Sub-type 2 Deformations
In a continuous exposition, it is not likely to encounter an independent S zone that has a genuine
initiation point. The S zone is reached without an MC motion, and it most probably has a looser
structure than the P. Additionally, it is likely to have a less stable tonal coherence than the P,
however it almost always declares the expected S key before the goal of the exposition, the EEC
(essential expositional closure) (Hepokoski and Darcy, 2006: 52-63).
Aside from the sub-type 1 continuous exposition, which Haydn mostly created used
by means of fortspinnung (spinning forth) of the P idea through the exposition, according to the
analysis done, in most cases the sub-type 2 continuous exposition prepares an MC, however
the music does not declare it clearly. Shortly after the declaration of the ﬁrst satisfying PAC,
which cannot be a substitute for the genuine EEC (through the S zone which generally does not
have an independent structure different to the S paradigms in two- part expositions) it reiterates
some P based structures by conﬁrming a certain decisive authentic cadences multiple times,
probably a PAC in the V key in major or the III key in minor mode sonatas. The 2nd movement of
Symphony No. 6, Op. 68, and the 1st movement of the Symphony No. 7, Op. 92, are examples
of this category.
In the second movement of Symphony No. 6, Op. 68, after the conclusion of P using
two PACs, ﬁrst in the m. 7 and then in m. 13, the TR creates an expectation of an MC. After three
hammer-blows the literal MC is achieved in the fourth-level default, a I: PAC in m18. Immediately
after a caesura ﬁll, the expected S zone initiates, however, in the P key and as a reiteration of
the P theme. For that reason, although the MC operates correctly, we feel that it is going to be
followed with a Type 1 continuous exposition or any of its variants. In m. 25 an IAC, not a PAC,
conﬁrms the normative S key, F major. Because of the looser structure of this S zone and the
use of an IAC, there is no genuine conﬁrmation of this key. In m. 30 another IAC comes. In m.
33 an abrupt S module provides new harmonic variety to the S zone. Until the ﬁrst PAC in m. 48,
which presents the EEC of this movement, there is no PAC to conﬁrm the S key. Instead, there
are less structurally important IACs that remind one of the functions of reiterated PACs in the
theory of continuous exposition sub-type 2. In a sense, even though this music corresponds to the
deﬁnitions of continuous exposition sub-type 2, the strong MC effect in the 4th level default which
separates two zones from each other, and the weak IACs (not the PACs) indicate that it may be
deﬁned as a deformation of this continuous exposition sub-type. (Figure 1)
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Figure 1. Beethoven, Symphony No. 6, Op. 68, second movement: mm. 16-29
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An almost analogous deformation of the continuous exposition based on the function of
IACs can be noticed in the initial movement of Symphony No. 7, Op. 92. After a composite tight-knit
ﬁrst primary material, P1 theme which comes out of a compound basic idea and consequent, then
a presentation and continuation, another compound basic idea and consequent, that comprises
the TR initiates in m. 97. This is subsequent to the introduction part, P0 that starts in m. 63. Finally
in m. 119, the MC rhetoric can be felt by its energy gain. The standing on the dominant anticipates
a genuine MC in m. 124. However, the music regrets it and starts to reiterate the texture and the
rhythmical identity of the P1 material. Then, an abrupt C major blurs the expectation of the S key.
In m. 142, an energy release brings the dynamic into piano and generates an expectation of the
real S zone. Yet this expectation is broken by the loose structure and the harmonic progression of
the new material. Until m. 152, the normative S key E major has been prepared, and this measure
features an IAC, not a PAC in this key. This IAC is repeated in mm. 158, 164 and 168, and ﬁnally
the only PAC in mm. 171 comes as the EEC.
In this work, besides the IACs’ deformative effect on the structure and the reiterations,
which are the default features of the continuous exposition sub-type 2 making the music more
clearly deﬁned under this title, the MC rhetoric is quite intriguing. At a ﬁrst glance it might be said
that the MC has been declined in m. 127, and then its effects have been abandoned by a vague
modulation. However if the rhetoric’s itself is taken into account, through mm. 119 – 141, tension
and release and a pp onset of the new zone can be recognized. The declined MC in m. 127 is
obvious; whereas the rhetoric’s itself still functions to connect the two zones. In fact, after this
point in m. 142, Beethoven has not chosen to create a genuine S zone; rather he preferred to
continue with a loose structure. (Figure 2)
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Figure 2. Beethoven, Symphony No. 7, Op. 92, first movement: mm. 119-148
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Tri-Modular Block (TMB) Deformations
In some cases the S zone after the MC anticipates the EEC, but instead it starts to accentuate
another MC preparation. That is why the form may entail two MCs and another S that prepares the
EEC after the second MC. This type of MC complication is called tri-modular block (TMB). Some
sort of complications to this category can be found in the ﬁnal movements of Symphony No.2, Op.
36 and Symphony No. 5, Op.67; however not in a normative way. Hepokoski and Darcy’s Sonata
Theory asserts that:
“In these situations we ﬁnd at least three elements: the ﬁrst new theme after the ﬁrst caesura,
its dissolution and the setting up of the second caesura, and the onset of a differing S-theme,
starting its own, renewed journey toward the EEC…By far the most common pattern is I:HC/
V:HC. Also possible, though much less frequent are: I: HC/ V: PAC; V:HC/ V:PAC; and the
repetitive option, V:HC/ V:HC.” (Hepokoski and Darcy, 1998: 171.)
In the ﬁnal movement of Symphony No. 2, an antecedent, which consists of two submodules, concludes after the same consequent version of it. The transition prepares the ﬁrst
MC in m. 26 in 2nd level default I: HC. This is considered as an MC declined by Hepokoski and
Darcy’s theory. However, the theory focuses on the moment of the gap, rather than to examining
the general rhetoric of the MC. The S in m. 26 starts in the P key of D major on the bass line in
p dynamic. Shortly after, this presentation dissolves into A major, which is the expected S key.
After this loose S structure the next MC preparation starts with the 4-#4-5 progression. This is
followed by a dominant based sequential energy gain on a genuine dominant lock that concludes
the passage from mm. 45-51 with a ﬁrst-level default MC V: HC. After a caesura ﬁll, in m. 53 the
second S module starts. The MCs are more clearly stated here compared to the ﬁnale of the 5th
Symphony. The most frequent MC level of TMB, I: HC/ V: HC has been used here. However still
there is neither a genuine S structure nor a strongly prolonged S key declaration.
The ﬁnale of the 5th Symphony is more provocative. This movement has an overdetermined P type. According to Hepokoski and Darcy, the entire P is subdivided into four parts
and all strong cadences and textural varieties constitute those modules (Hepokoski and Darcy,
2006: 71). Also quoted from the same source, in accordance with the Caplin’s classiﬁcation, this
entire structure can be identiﬁed as a large scale version of Hybrid 1: antecedent + continuation
(which is a dissolving one). In m. 26 the transition has began after the PAC. Here involving the
tonal relation between the two zones of the two-part exposition, the G major in m. 45 should be
assigned as the S. However, because of this new antecedent structure is started ff and despite the
vague MC effect just three measures before, it is less clear. Also MC rhetoric is felt by considering
the energy gain which starts from m. 58, and the energy lost in m. 61, and then the V:HC. The
gap immediately after it makes the next sentential idea in m. 65 more likely to be assigned as a
genuine S. However, because the end of the exposition is very close, it is too late to present an S.
For that reason, although those are not genuine MCs, we can say that this movement has S1 and
S2 modules that are basically located after two MC ideas.
With regard solely to the MC rhetoric of this movement, they are, in Hepokoski and
Darcy’s words “the repetitive option” which is the last combinational MC of TMB, and both in
1st level defaults V: HC / V: HC. After those overly determined four P modules, a non-normative
MC in the expected V/V of C major arrives. The S starts as an ‘antecedent’ which means it has
a tight starting however not with a p dynamic instead as a prolongation of the prior f. It again

81

MÜZİKTE KURAM GÜZ 2014 / SAYI 10
reaches another MC character and reiterates the same level HC in G major. After this secondary
MC the other S zone in the expected p dynamic starts as a presentation, again as a starting of a
tight structure. Although it looks like a genuine TMB, with regard to the non-normative MCs and
the S modules, which do not fulﬁll the expectation of the traditional MC rhetoric, this work also
constitutes a TMB deformation.
Finally, the most crucial reason of the designation of TMB deformation in these two
ﬁnales must be indicated; they are both failed MCs, which means they have no EECs. Since the
main goal of an exposition after the declaration of the S zone is the EEC, and since the S2 module
after the second MC is aiming to declare this ﬁrst PAC prior to the closing section in TMB, because
both the ﬁnales of Op. 36 and Op. 67 are failed expositions, they can merely be deﬁned as TMB
deformations even if the other complications do not exist.
As a convenient TMB example, if the piano sonata No.3, Op. 10 has been examined, it
can be seen that after the ﬁrst MC in m. 22, a certain tight-knit periodic S initiates and continues
successfully. The second S starts after the second MC in m. 53 which has a more brief structure,
however with its sufﬁcient cadential part, it leads the music to the ﬁrst PAC in the normative key
A major. Then after a long harmonic evolution ﬁnally the music reaches its tonal goal, the EEC
in m.93, which makes this exposition successful, contrary to the both ﬁnal movements of the
symphonies mentioned.
MC Complications
The sonata theory of Hepokoski and Darcy suggests that if the tension of even a normative MC
process is interrupted by, with their own words, the “hitting on the wall” effect, probably on a IV or a
cadential six-four chord, this complication is labeled as a ‘blocked MC’. In this case the p dynamic
of the S would prematurely be started in the middle of the f dynamic. Another complication is
called the “MC declined”, which refers to the gestures of MC which does not lead to a genuine S
initiation, generally in 2nd level default I: HC. (Hepokoski and Darcy, 2006: 47-50).
According to the analysis done in the light of the theory, a number of movements of
Beethoven symphonies can be labeled as MC declined and blocked MC, since they somehow
correspond to some certain features of these classiﬁcations. For instance by ignoring the MC
rhetoric until the m. 51, the MC in m. 26 of the ﬁnal movement of Symphony No.2, Op.36 is given
as an example of MC declined (Hepokoski and Darcy, 2006: 45, 46). In addition, movement 2 of
Symphony No. 9, Op. 125 is given as an example for the blocked MC maybe because of its nonnormative MC gesture; VII: HC (Hepokoski and Darcy, 2006: 47,48). In as much as it is feasible
to label those works with a particular designation just in point of their particular gestures, the
rhetorical gestures and the functions of them should also be taken into account while categorizing
those works.
There are ﬁve complications that we will focus on: movement I of Symphony No. 6, Op.
68; movements I and IV of Symphony No. 8, Op. 93; and movements I and II of Symphony No. 9,
Op. 125.
In the initial movement of Symphony No. 6, Op. 68, from mm. 64-67 the p dynamic evokes
the preparation of the S zone. Thus in m. 67 the S is initiated normatively in C major, which is the
V of the P key. Until m. 115, this loose S zone is prolonged by postponing the EEC by means of
three IAC in mm. 100, 107 and 111. Therefore it is obvious that the S zone is smoothly initialized
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and operated. Whereas, if the passage from the m. 47 to the S zone is scrutinized, it is easily seen
that the MC rhetoric is not normative. Elaboration of MC mostly comes out starting from m. 47.
Here the prolongation on the tonic elaborates the MC in I: IAC in m. 53, not a default level. Then
the expanded caesura ﬁll started in the related minor prepares the initiation of S. This complication
covers neither a chordal structure in the IV or V nor the essential deformation to the S zone. As the
gaps point is unsatisfying, this IAC can be deﬁned as an ‘unfulﬁlled MC’. (Figure 3)
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Figure 3. Beethoven, Symphony No. 6, Op. 68, first movement: mm. 50-78

Another complication appears in the ﬁrst movement of Symphony No. 9, Op. 125, which
has a unique P type. Hepokoski and Darcy asserts that this correspondent theme is not an
expository theme which is likely to have a normative sentential or periodic progress, but instead a
theme type which born out of the silence and by means of a crescendo it climbs into its tonal and
dynamic goal (Hepokoski and Darcy, 2006: 92). For that reason it is not likely to ﬁnd a normative
MC in here and there is none indeed. Through mm. 67- 73, the ‘MC attempt’ might be seen.
Suddenly in m. 74 the S1.0 zone initiates in the B ﬂat major which is assigned as the genuine S key
through the S.1.1 in m. 80 and afterwards it continues to prolong, however truly not a normative
one. There is no literal gap; nonetheless there is the MC rhetoric that its energy gain operates
correctly through the P and TR, somehow refusing to declare it in m. 73. (Figure 4)
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Figure 4. Beethoven, Symphony No. 9, Op. 125, first movement: mm. 68-79
Here the MC attempt might be regarded as an MC deformation because initially there is
no literal MC, and secondly perhaps because the S does not start in the expected key. However,
although this second feature is convenient to the theory, here the sole reason that makes this
MC deformational is that it is derived from its lacking in a genuine MC gesture. The other issue
is that the allegedly tonal unexpectedness of the S has nothing to do with the essential role
of MC’s tonal effect to the S here. The predeﬁned four default levels of MCs were tendencies
that might be observed in many classical sonatas. However, many later works by Beethoven
and other composers have enlarged these limits and started to use various unexpected S keys
even sometimes with a strict consistency on this key until the EEC. For example, in Schubert’s
prominent work Symphony No. 8 D. 759 movement I, the tonal reign of the P key, which is in the
related minor of D major, is taken over by the VI key of it, G major S. Since in accordance with the
context of the classical sonata, this P-S relation seems to be as an MC and /or an S complication,
in a deeper sense this submediant relation between S and P is frequently used in Romanticism
as a norm.
Another intriguing MC situation takes place in Brahms’s Symphony No. 4, Op. 98. Here a
version of TMB is suggested in a non-normative way. An expressive P zone in E minor reaches its
ﬁrst crucial S distinction in m. 53, an MC in v:HC in B minor which is not an expected gesture. After
a four measure long S0, the violoncello and horn in m. 57 starts the S1 in this declared tonality.
Finally through mm. 81-86 the second MC reduces the tension, and then the expected S2 in B
major initiates in m. 87 by the MC gesture in V: PAC. Like the Schubertian MC key differentiation,
the ﬁrst MC in the symphony of Brahms is still not an inconvenient deviation; instead they are
both used as devices for an enterprise in order to differentiate the tonal options and the Brahms’
example is done for the sake of an intervallic expansion to the S – P zone relations. For all these
reasons, even if the theory suggests that Beethoven’s same symphony’s 2nd movement has a
blocked MC; by function of it, it is not reasonable to ignore the relation between the MC gesture
and the S zone’s persistent key.
Only if one is strictly loyal to the theory with regard to the trajectory of MC rhetoric, does
movement II of Symphony No. 9, Op. 125 present one of the most challenging MC structures in
the entire symphony oeuvre of Beethoven. More abruptly than its successors mentioned above, a
genuine MC declares its tonality clearly; however not in an expected key, in VII: HC. In comparison
to its counterparts, this tonal motion is indisputably should be regarded as a non-normative
inclination, and contradictory to the every four level default MCs, namely a blocked MC. Yet this
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assumption is not a convincing proof when the function of the MC and its effects to the S zone is
clariﬁed. In this example, although the MC in m. 77 does not appear in the expected key, by its
piano start, the elaboration of the S key C major through mm. 78-92 with an expanded caesura ﬁll,
it is still able to open a new S zone in m. 93. This conﬁrms and sustains its primary key through its
own zone until the EEC in m. 131, again in C major, not a blocked MC.
More complicated situations take place in the ﬁrst and the last movements of Symphony
No. 8, Op. 93. In the ﬁrst movement, the MC has the same level as the second movement of Op.
125, a VII: HC. By mistake, this gesture could be supposed to be similar to the gesture in the second
movement of Op. 125; however the gesture in Op.93 is explicitly more intricate. The movement
opens with a short and forceful overly determined P1 type. After the PAC of the P2 in m. 20, TR
starts to elaborate the MC in m. 33. However this elaboration does not manifest in the genuine
rhetoric of an MC. It is suspended on the second inversion V4/3 of the VII. After a p dynamic,
three-measured tonal ambiguity begins in m. 34 and the S1 in m. 38 as an antecedent of a periodic
structure in the submediant of the P key F major. Immediately after the continuation of a sentential
structure, a fragmentary subsection and cadential idea follow, preparing the next reiteration of this
tight structure Hybrid 3 theme described by Caplin (Caplin, 1998: 61). The cadential idea resulting
in an IAC initiates the expected S key in C major. However, because of the modulative structure
it does not conﬁrm this normative S key sufﬁciently. The ﬁnal presentation ignores the cadential
idea and instead juxtaposes the S2 in the end in m. 52. Until the IAC in m. 70 the music does not
conﬁrm the S zone key because of the diminished-seventh chord in G. Finally after those two IACs
(in m. 70, and m. 80), in m. 92 the EEC conﬁrms the S key correctly. Also another IAC in m. 96
and the following tonic prolongation in C major reconﬁrm the expected S key once more, perhaps
because of the unfulﬁllment that the entire MC rhetoric does.
Hence, with respect to the complex deformational effects of the Op. 93’s MC to the entire
TR which belongs to the P zone, its own MC trajectory and the S zone and its prevailing S key; this
MC could merely be deﬁned as a ‘failed MC’, not a blocked one. From this deformational feature
of it, this MC gesture is considerably different from the MC in the second movement of Op. 125,
which successfully maintains its key and resolves it in the EEC.
The theory suggests that when the MC does not exist, then it should be a continuous
exposition (Hepokoski and Darcy, 2006: 52) except the ﬁnal movement of the correspondent
symphony which is deﬁned as a failed MC (Hepokoski and Darcy, 2006: 178). In mm. 42- 48 of
this movement, a dominant approach has been expected. However, Beethoven somehow has
preferred to ignore any trace of the MC rhetoric and without hesitation he initiates the S in m. 48 in
a wrong key (A ﬂat major, bIII ). Furthermore, this wrong key of S never resolves into a satisfactory
PAC, therefore exposition fails. In this ﬁnal and the most staggering example there is no MC, no
expected S key and no EEC; which means it disregards every traditional norm that surrounds the
MC rhetoric.
Conclusion
As a result of this comprehensive analysis, from the 1st Symphony to the 5th one; except the ﬁnal
movements of the 2nd and 5th, the symphonies completely have normative MCs. Both in the ﬁnales
of the 2nd and 5th, Beethoven has used TMB deformations with failed expositions. Starting from the
6th to the last symphony, he never used the MC rhetoric in a normative way that he strictly does
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in the ﬁrst symphonies. From the initial movement of the 6th to the ﬁnal movement of the 8th, he
gradually disposed of the essentials of the MC gesture, and then ﬁnally he completely ignored it.
In the 9th, he reverted to the MC rhetoric again, yet this time by expanding its effect on the tonal
zone of S.
The Eroica Symphony, according to Philip Downs, was a novelty for Beethoven with
regard to its dramatic development that was written in a romantic manner (Downs, 1970). As cited
in the same article, Beethoven started to search for a new way after 1800-01 (Downs, 1970: 585).
Although Downs’s assumptions about the Romanticism are legitimate for the development of the
3rd symphony, in point of solely the MC phenomenon, it is not viable until the ﬁnale of the 5th and the
6th symphonies. Considering only the MC, it is not true that Beethoven never previously attempted
to create something new; indeed we can see something new in the ﬁnale of the 2nd symphony.
Again with only respect to the MC rhetoric, the most reasonable estimation belongs to
Rosen, except the statement which includes the MC of the 1st movement of Symphony No. 5:
“During this time (1800s) when it was so difﬁcult for him to complete a work, it was as if the
classical sense of form appeared bankrupt to him, spurring him to search for a new system of
expression.” (Rosen, 1998: 404).
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