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SYMPHONY NO 1 IN C MAJOR OP 21
Beethoven began sketching what was to become his Symphony no.. 1 in C major,

Op 21, in 1795 but although he made extensive sketches of its first three

movements, he was unable to find a satisfactory way to conclude it. However some

time in 1799, he decided that a simple ascending scale motif, which he had sketched

for use in the opening movement, was the ideal starting point for the finale and,

although he had to revise the previous movements in the light of this change, he

now managed to complete the work quickly. The ascending scale can in fact be

heard very softly in the strings at the beginning of symphony, then at the transition

from the introduction to the Allegro con brio section and once again at the

beginning of the third movement. The second movement Andante is really a minuet

in disguise and the third movement, although called a Minuet, is really a scherzo,

whose tempo marking Allegro molto e vivace, gives the game away immediately.

The finale, in which the ascending scale now takes on a prominent role, begins with

a joke and one 19th century conductor, fearing that the audience might laugh at it,

chose to omit the opening bars. After a dramatic chord, as if in preface to some

grand statement, the music picks its way with comic hesitancy up the scale, finally

making it to the top on the sixth attempt. Once launched, the movement continues

with Haydnesque good humour and ends with martial flourishes among which the

ascending scales continue to play.

The woodwind’s prominent role throughout the symphony, established in the

opening chords of the first movement, did not meet with the approval of an early

reviewer who commented, rather dismissively, that it made the piece sound like

music for wind band.
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SYMPHONY NO 2 IN D MAJOR OP 36
Beethoven had probably completed the Symphony No 2 in D major Op 36 by April

1802, before his departure for Heiligenstadt where he was to confront and overcome

a near suicidal depression over his worsening deafness. This work however shows

no signs of any inner turmoil and its confident vigour confirms Beethoven’s

assertion that his “defect” affected him least when he was playing and composing.

Unlike its predecessor, in Beethoven took his time in establishing the home key, the

symphony opens with a unison statement in the “ correct” key with trumpets and

timpani introducing a martial atmosphere. During the long Adagio introduction,

the music slips into D minor in a descending figure, underscored by the timpani,

that recurs throughout the movement and is a pre-echo of the opening theme of

the Ninth Symphony. The energetic passages of the first section of the Allegro are

followed by a more lyrical theme, reminiscent of a revolutionary song. The

movement ends with a massive coda, twice as long as the development section, to

which fanfares in the brass and surging unison strings provide a heroic conclusion.

The Larghetto is characterised by its gentle and sustained melody from which

trumpets and drums are banished although the horns make a restrained

appearance. A slight increase in tension at the movement’s midpoint is quickly

released by the return of the main melody and it ends on a distinctly pastoral note.

The Scherzo, which now admits its identity as such, is built around a three note

figure tossed vigorously around the orchestra and is characterised by abrupt and

unexpected dynamic contrasts. The Trio section includes another of Beethoven’s

jokes, as the strings emphatic statements in the “wrong” key of F sharp are

brusquely corrected by the brass and timpani. The Finale however opens with

flourishes in F sharp, justifying its intrusion into the Trio, after which the two
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themes around which the movement is based are quickly introduced . As the

movement moves confidently to its conclusion, it is briefly halted by a massive

chord in F sharp (again) but ends with the reassertion of the opening flourishes

now established firmly in D major.

SYMPHONY NO 3 IN E FLAT MAJOR OP 55 EROICA
The Symphony no. 3 in E flat major op 55 dispenses with the introductory material

that prefaced the opening movements of the first two symphonies and gets right to

the point. The opening chords, which were introduced at a late stage in the work’s

development, introduce an arpeggio figure in the cellos which together with a

descending three note figure and repeated violin notes, provide the thematic

foundation upon which the movement is constructed. The resemblance of the

opening bars to those of the overture to Mozart’s youthful opera “Bastien und

Bastienne” has been remarked upon but as Beethoven probably did not know that

work, it is possible that both composers drew the theme from a collection of

German dance music. During the opening bars, the music strays momentarily and

unsettlingly into C sharp major, a long-range preparation for the reappearance of

this key at the beginning of the recapitulation. The enormous length of the

development section, which is made to seem even longer if the exposition repeat is

omitted, and the introduction of what appears to be a new theme in the remote key

of E minor, have a cumulatively disorienting effect. Then, just when the hovering

violins appear to be paving the way for the restatement of the opening theme at the

recapitulation, the second horn makes an apparently premature entry, producing a

momentary harmonic clash. Beethoven was suitably scathing when his friend and

pupil Ferdinand Ries assumed the horn had made an incorrect entry and how he
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would have reacted to the adjustments made by 19th century conductors, including

Wagner (who should have known better) to smooth out this carefully planned

discord is better left unrecorded. In keeping with the massive architecture of this

movement, the coda is an almost unprecedented 150 bars long in its build up to the

heroic climax.

The Funeral March is characterised by the bold use of orchestral colour with

rumbling double basses suggesting muffled drums and triplets on the lower strings

the drum beats which set the slow pulse of the funeral march. The dark C minor of

the march moves into a brighter section in C major with a plaintiff oboe

introducing heroic fanfares. The march is interrupted by a fugato passage at whose

conclusion it comes to a halt in a thunderous outburst in full orchestra, before

resuming its relentless onward tread. Finally, under an oscillating figure in the

strings, it seems to disappear into the distance as the music fragments and finally

dies away into nothing. The pianissimo opening of the Scherzo emerges naturally

from the closing silences of the Funeral March. The Trio section features an unusual

trio of horns whose E flat major hunting calls recall the opening theme of the

symphony.

The absence of any sketches for the final movement imply that Beethoven had

always intended to build it around a theme taken from his ballet “Die Geschöpfe des

Prometheus” (The Creatures of Prometheus) of 1801, which he had also previously

used in a set of Contredanses WoO14 and the Op 35 Variations for piano. After a

brief orchestral outburst, recalling the storm music with which the Prometheus

ballet opened, the strings and the woodwind pick out the skeletal bass line to the

Prometheus theme, punctuated by interjections from the orchestra, forceful and
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muted in turn. After two sets of variations, the second with triplet accompaniment,

the full theme is finally introduced. After a series of treatments including a fugue

and a march, it is given in a massively purposeful statement in full orchestra. The

music of the Funeral March is briefly recalled but after a few bars of irresolution,

the movement’s opening statement returns, this time leading to a suitably

triumphant conclusion.

SYMPHONY NO 4 IN B FLAT OP 60
The Symphony no. 4 in B flat, Op 60, is often considered slightly lightweight in

comparison to its predecessor and successor - Schumann characterised it as a

“slender Greek maiden between two Norse giants” - and although the work requires

the smallest orchestra of all of the symphonies, it is by no means a small-scale work.

The symphony opens with a mysterious minor key passage in which the music

unfolds slowly over a long held B flat. The strings and woodwind wander in an

apparently uncertain fashion until suddenly and without warning, the movement

takes off in vigorous upward scales. The first and second themes are in fact derived

from the music of the introduction material where they appeared in slowed-down

and disjointed form. Beethoven cleverly manages the transition from the

development to the recapitulation by introducing a prolonged roll on one of the

timpani, tuned to B flat, which eventually guides the swooping strings back to the

home key. The movement ends with a coda which is as short as that of its

predecessor was long. The Adagio is a fusion of opposites – a long slow melodic line

played over restless and edgy note patterns and surging arpeggios which run like

eddies and undercurrents beneath a placid river occasionally breaking through its

smooth surface. In the middle section, there is a brief outbreak of turbulence in the
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forceful minor descending passages after which the music meanders back via the

woodwind to the main theme, flowing on without further intrusions to a serene

close. Beethoven placed increasing importance on the third movement of a four

movement work, seeing it as something more than a short and light weight prelude

to the finale, and in the Allegro vivace of this symphony, he indicated that each

section should be repeated (although the third appearance of the scherzo after the

repetition of the trio is truncated). The finale is a vigorous exercise in perpetual

motion in which strings and woodwind duel over the bustling theme with the

bassoon given a particularly exposed passage at the beginning of the recapitulation.

The symphony ends, as it has begun, with a slow motion replay of the movement’s

opening theme before the bassoon, cellos and basses tumble down the scale to the

final chord.

SYMPHONY NO. 5 IN C MINOR Op 67
The Symphony no. 5 in C minor, Op 67, opens the most recognisable four notes in

music. There are differing reports of the origins of the simple motif which

dominates the movement and is omnipresent in the symphony. Schindler claimed

that it represented “Fate knocking at the door” but Czerny maintains that it derived

from the call of the yellowhammer. Whatever its source or inspiration, the motif

was present in the first sketches of the Trio which Beethoven made in 1804. From its

opening bars, the movement maintains a relentless energy and drive even in the

more lyrical second theme, beneath which the four note motif maintains its

presence. The tension is broken momentarily by the poignant introduction of the

solo oboe which is soon swept away as the movement ends in obsessive repetitions

of the motif. The long melodic opening of the second movement Andante con moto
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seems to have broken the motif ’s domination of the work, but it soon reappears, at

half speed, in the clarinets and then in a bolder statement in the brass.

The mysterious opening of the Scherzo is related to that Mozart’s Symphony no. 40

(K550) which Beethoven had noted down alongside the sketches for this

movement. This gives way to a fortissimo statement in the horns of a striding

theme which obviously derived from the motif. A contrasting Trio section on a

bustling fugato in cello and basses does not however lead back to the expected

repetition of the opening themes. Beethoven’s original intention was for each

section of this movement to be repeated, as in the Symphony no. 4, but he changed

his mind during rehearsals for the symphony’s premiere at the massive concert of

December 1808. Although his immediate consideration may have been to reduce

the running time of an extremely lengthy programme, he later confirmed this

decision in his instructions to the publishers and the Trio section is followed by a

pared-down version of the second theme in pizzicato.

The transition to the finale which continues from the Scherzo without a break is

managed in a dramatic fashion. The timpani tap out the motif under a long held

note on strings as the violins wander upwards in a slow crescendo until the tension

is broken by the emergence of the C major Allegro in which trombones and piccolos

are used for the first time in a symphony. The triumphal progress of the movement

is interrupted by a reprise of the ominous second theme from the Scherzo, which

imports the motif into the last movement as well, but the optimistic mood is

restored in the Presto final section in which C major is emphatically and loudly

confirmed.
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SYMPHONY NO. 6 IN F OP 68 “PASTORAL”
The idea of writing a symphony embodying his love of the countryside had been

with Beethoven since 1803 but it was only in 1808, with the drama and intensity of

the Symphony no. 5 behind him, that he turned his attention to a more relaxed

work on this theme. His intention had been to write an evocative “ Sinfonia

Caracteristica” rather than programmatic work and noted that” every kind of

painting loses by being carried too far in instrumental music”. However despite the

fact that he apparently wanted the listener to be able “to discover the situations for

himself”, he supplied generous hints by calling his Symphony no. 6 in F, Op 68,

”Recollections of Life in the Country” as well as adding descriptive titles to each of

the five movements in the programme notes for the first performance. “Awakenings

of happy feelings on arriving in the countryside” sets the scene in an expansive

lyrical melody over the rustic drone and never strays far from the major keys.

“Scene by a Brook” maintains the air of tranquillity in an appropriately flowing

melody and the coda introduces various bird calls - the nightingal , cuckoo, and

quail, whose identities Beethoven wrote into the score so that there should be no

doubt about his intentions.

The last three movements run continuously both musically and programmatically.

In the Scherzo, “Merry gathering of country people”, the air of general bustle is

interrupted by the tuning-up of a not very competent village band which is the

signal for a the outbreak of a wild stamping dance. The final appearance of the

scherzo theme is cut short by an ominous distant roll of thunder and the pizzicato

patter of approaching rain. Beethoven may have cautioned against expressive

instrumental painting but he conjures up a mighty tempest with the orchestra

augmented by piccolo and trombones for the purpose. Once the storm has receded,
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a rising 

C major scale in the flute introduces the bucolic calls in clarinets and then horn out

of which the serene melody embodying “Charitable thoughts combined with thanks

to the Deity after the storm” arises.

SYMPHONY NO 7 IN A OP 92
After this “ Pastoral Symphony”, Beethoven set aside the symphonic medium to

concentrate on keyboard and chamber works, but in 1811 he returned to it once

more, and over the next two years composed his seventh and the eighth symphonies

in rapid succession and also began sketching another work in D minor which had

to wait a further twelve years for completion. The Symphony no. 7 in A, Op 92, was

first performed in the same programme as the “Battle Symphony” (Op 91) at a

concert in aid of wounded soldiers in December 1813 where it enjoyed a

tremendous success. The work is dominated by rhythm as Wagner’s famous

description of it as “the apotheosis of the dance” suggests. The introductory section,

the longest of all the symphonies, has the slightly vague tempo marking poco

sostenuto, which is unusual for Beethoven who is usually precise in such

instructions. The first theme, introduced across the orchestra between massive

chords, is backed by purposeful ascending scales and, after a momentary lull in

which for perhaps the only time in the symphony the sense of forward movement is

dissipated, a syncopated figure arises in the woodwind whose rhythm supplies the

dominant thematic idea for the movement. This initial contrast between light and

shade is soon dispelled and the music drives on relentlessly to the end of the

movement where the obsessive ostinato of the basses in the coda prompted Weber

to speculate on whether Beethoven had gone mad.
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The second movement Allegretto is based on a theme sketched several years

previously for one of the Rasumovksy quartets and retains the A minor key of those

sketches . This movement was very well received at the first performances when it

was repeated and became so popular with early 19th-century audiences that it was

often performed as a separate piece and occasionally inserted into performances of

other Beethoven symphonies, notably the Second, as a replacement slow movement.

It begins and ends with on a woodwind chord and comprises a simple set of

variations on a hypnotic march-like theme which persists below the contrasting

major key middle section. The Presto is built upon a long/short rhythmic pattern

and the Trio section is probably based on an Austrian pilgrim’s hymn. Beethoven

indicates only a slightly reduced speed for the Trio (assai meno presto) but, in the

absence of a genuine slow movement in the symphony, it is often taken at a much

slower pace. The final movement Vivace has been described as a “triumph of

Bacchic fury” and surpasses the first in the relentless energy of its pounding

rhythms and swirling figures .

SYMPHONY NO 8 IN F OP 93
Beethoven completed the Symphony no. 8 in F major, Op 93, in the autumn of 1812

in Linz while visiting his brother Johann in a misguided attempt to break up his

relationship with his housekeeper, Therese Obermeyer (his interference actually had

the opposite of its intended effect as it simply prompted Johann to marry her). This

unpleasant family dispute and the emotional turmoil Beethoven himself had

recently experienced during the episode of the” Immortal Beloved”, has left no mark

on the music of this good natured symphony.

The opening declamatory phrase is, unusually, not heard again until the
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development section, and the halting second theme is introduced after the music

has become stalled, leaving the bassoon comically isolated. The ticking rhythm of

the second movement Allegretto was once thought to have been based on the action

of Johann Mälzel’s prototype metronome but this anecdote had been shown to be a

invention by Schindler who also fabricated the canon which Beethoven supposedly

wrote for Mälzel using this movement’s theme. The Tempo di Meneutto third

moment is the only genuine minuet among the symphonies, the so-called minuets

of the first and fourth really being scherzi in disguise, and the Trio features a

dialogue between horns and clarinet. The final movement ends with a long drawn

out coda at the end of which Beethoven as if recognising that the three previous

movements had ended inconclusively, hammers home the same chord 27 times.

SYMPHONY NO 9 IN D MINMOR OP 125 “CHORAL”
The commission from the Royal Philharmonic Society of London for a new

symphony in 1822 took Beethoven back to the D minor work which he had first

conceived in 1812 . He had worked on this symphony and another in which he

planned to incorporate a choral movement during 1817 and 1818 after an earlier

approach by the Philharmonic Society, and when he returned to the sketches, he

decided to transfer the vocal element into the D minor work (although he also

sketched a purely instrumental finale, whose main theme was later used in the Op

132 string quartet). Beethoven’s original concept had been to write what he

described as an Adagio Cantique - “ a Pious song… in the old modes – Lord God we

praise thee – allelujah” - but he decided instead to set extracts from Schiller’s poem

“An die Freude” which had long been a source of inspiration for him. He had first

contemplated a setting in 1793 and on at least two subsequent occasions he
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sketched melodies for various parts of the poem, as well as inserting lines from it

into the final chorus of Fidelio. He had already experimented with the combination

of instrumental and vocal forces in an ostensibly orchestral work in the Choral

Fantasia of 1808 and there is an obvious relationship between that work and the

finale of the D minor symphony, both melodic and structural. Beethoven in fact

explicitly associated the two works in describing the symphony to his publishers as

“A new Grand Symphony in which solo and choral voices enter with the words of

Schiller’s immortal song “An die Freude” in the manner of my piano fantasy but on

a much larger scale”. The fragmentary descending fifths, which emerge from the

mysterious tremolandos at the opening of the symphony return twice: at the end of

the exposition, where unexpectedly there is no repeat - the only occasion in a the

opening movement of a Beethoven symphony where this occurs (although there is

a precedent in the Op 59 no. 1 quartet) and at the start of the recapitulation, in the

form of a massive fanfare in D major.

For the first time in a symphony, Beethoven reverses the expected order of the

scherzo and slow movements (although he had already done so in the first

Rasumovsky quartet and the Archduke Trio). The shock to the original audience

when the orchestra launched into a Molto vivace movement would have been

heightened by the startling effect when the timpani, tuned in octaves, burst into the

third bar (the unusual use of the timpani throughout this movement prompted

applause even while the music was in progress). The serenely contemplative Adagio

is built on two contrasting themes which are treated to increasingly elaborate

variations and includes a long passage for the fourth horn which takes advantage of

the capacities of the recently invented the valve horn. The finale has been

characterised as a “symphony within a symphony” and can be broken down into
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four distinct sections which reflect the structure of the work as a whole: an

introduction, a theme and variations; a scherzo (the “Turkish March”), an Andante

maestoso (“ Seid umschlagen Millionen” ) and a fugato Allegro con brio finale. After

the harsh discords of the opening bars, an assertive recitative in the basses

introduces and rejects themes from the previous three movements until finally

subdued by the entry of the famous theme. This is stated first in unharmonized

fashion in the cellos and basses and then in a series of variations with the

progressive addition of the other instruments. Just as it seems to be on the brink of

further orchestral development, it is interrupted by the opening discords which

introduces the transition from the instrumental to the vocal. In a short recitative for

baritone (whose words were written by Beethoven himself, the only occasion he is

known to have done so) the preceding orchestral conception of the music is literally

dismissed: “O Freunde nicht diese Töne” (Oh friends, not these sounds!) before the

soloists and then the choir relaunch the theme, this time with Schiller’s words

affirming the sentiments of universal brotherhood that were so dear to Beethoven’s

heart.


	SYMPHONY NO 1
	SYMPHONY NO 2
	SYMPHONY NO 3
	SYMPHONY NO 4
	SYMPHONY NO. 5
	SYMPHONY NO. 6
	SYMPHONY NO 7
	SYMPHONY NO 8
	SYMPHONY NO 9


<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams true
  /MaxSubsetPct 100
  /Optimize false
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments true
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts false
  /TransferFunctionInfo /Preserve
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile (None)
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 150
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.00000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 150
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.00000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.76
    /HSamples [2 1 1 2] /VSamples [2 1 1 2]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile (None)
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /Description <<
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000410064006f006200650020005000440046002065876863900275284e8e9ad88d2891cf76845370524d53705237300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef69069752865bc9ad854c18cea76845370524d5370523786557406300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /DAN <>
    /DEU <>
    /ESP <>
    /FRA <>
    /ITA <>
    /JPN <FEFF9ad854c18cea306a30d730ea30d730ec30b951fa529b7528002000410064006f0062006500200050004400460020658766f8306e4f5c6210306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103055308c305f0020005000440046002030d530a130a430eb306f3001004100630072006f0062006100740020304a30883073002000410064006f00620065002000520065006100640065007200200035002e003000204ee5964d3067958b304f30533068304c3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020ace0d488c9c80020c2dcd5d80020c778c1c4c5d00020ac00c7a50020c801d569d55c002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken die zijn geoptimaliseerd voor prepress-afdrukken van hoge kwaliteit. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /PTB <>
    /SUO <>
    /SVE <>
    /ENU (Use these settings to create Adobe PDF documents best suited for high-quality prepress printing.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /ConvertToCMYK
      /DestinationProfileName ()
      /DestinationProfileSelector /DocumentCMYK
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /DocumentCMYK
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [1200 1200]
  /PageSize [612.000 792.000]
>> setpagedevice


