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2. II. Larghetto – ..................  6:28
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A
round the age of 13, Robert Schumann (1810–1856) came 
across a score and parts in his father’s bookshop of an 
overture by the late eighteenth-century composer Vincenzo 
Righini. Eager to hear it, he assembled an orchestra of friends 
− two violins, two fl utes, two horns and a clarinet – and made 

up for the missing instruments as he conducted from the piano. That was 
his introduction to orchestral music: he would not hear a real symphony 
orchestra until he was 17, a refl ection of the musical life of his home town 
of Zwickau.

Schumann had originally set out to be a piano virtuoso, but was 
forced to abandon such plans after damaging his right hand. With the 
encouragement of his piano teacher, Friedrich Wieck, he instead began 
to study composition. In 1832 he wrote three movements of a symphony 
(now known as the ‘Zwickau’). But he quickly moved on to writing for the 
piano (an early work was the Études symphoniques) and from 1840 he 
began to write songs. Only at 30 did he feel suffi ciently sure of himself to 
return to the orchestra. In October 1840, settled in Leipzig and a month 
after marrying Wieck’s daughter Clara, he started to improvise symphonic 
forms at the piano.

* * *

Schumann’s fi rst symphony came with astonishing speed. He noted 
‘beginning of a symphony in C minor’ on 21 January 1841, but the work 
was abandoned. Two days later, however, inspired by a poem by Adolf 
Böttger, he wrote ‘Spring symphony started’. On 24 January, the fi rst 
movement of the new work was sketched and the ‘adagio and scherzo 
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made ready’; on 25 January ‘symphony fi re – sleepless nights – on the last 
movement’ and on the fourth and fi nal day, ‘Hurrah! symphony fi nished!’ 
Orchestration would occupy him till 20 February, but in four days and 
nights – ‘it mostly seems to have been written at night’ – he had effectively 
written the Symphony in B fl at that would become his Op. 38. Clara wrote 
in their joint diary: ‘I am infi nitely happy that Robert has at last arrived 
where, with his great imagination, he belongs’.

It fell to Felix Mendelssohn to premiere the work, at a concert that 
March when Clara would be performing for the fi rst time since her 
wedding. On 6 and 10 March, Schumann went through the symphony 
with Mendelssohn. The late beginner was deeply impressed by his 
friend’s understanding: ‘He always sees the right thing and fastens on 
to it’. There was, for example, a problem with the horn calls at the very 
opening of the symphony – valved horns were just coming in − and at 
a rehearsal Schumann had to rewrite the passage to obtain something 
more like the effect he wanted. After some furious copying of parts, the 
‘Spring’ Symphony was given at the Leipzig Gewandhaus on 31 March 
1841, just over nine weeks after Schumann had started it. The evening 
was a triumph, with congratulations coming from all sides. The work was 
performed again in Leipzig on 13 August, after still further revisions.

Like his contemporaries, Schumann felt the shadow of Beethoven 
(who at this point had been dead only 14 years). It was important to him 
not to produce a sub-Beethovenian work, but to create music which – 
like his piano works – expressed a new sound world that was his own. 
Only weeks after the success in Leipzig, Clara heard ‘D minor sometimes 
sounding wildly in the distance’ as another symphony was begun (the 
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sketch was fi nished by 21 June). Schumann had told her in March that 
his next symphony would be called ‘Clara’ and that in it she would be 
portrayed ‘with fl utes, oboes and harps’. This is the work that, in revised 
form, would become known as the Fourth Symphony.

Plans were laid for its performance in Leipzig in December 1841, in 
a concert at which Franz Liszt also appeared. Conducted by Ferdinand 
David, the new work was not a success. It was more radical than the First 
Symphony and (according to Clara) ‘a great many misfortunes’ happened 
on the night; over 900 people turned up to applaud Liszt and Clara – but 
not the little-known Robert – and no publisher made an offer for the piece. 
To judge by later events, Schumann must have felt that it had not come 
over with the power he wanted. He put it aside.

* * *

In September 1845, Schumann told Mendelssohn, in one of those 
characteristic images of music personifi ed, as it went through mind, 
body and soul, that ‘for several days there’s been much drumming and 
trumpeting in me (trumpet in C); I don’t know what will come of it’. What 
came was another symphony, the fi nal stimulus perhaps being Schubert’s 
Ninth Symphony (also in C), which Schumann had actually discovered in 
Vienna; the ‘Great C major’ was performed for the fi rst time in Dresden, 
in December 1845. Three days after the premiere, Schumann noted 
‘symphonic thoughts’: a fi rst movement was almost fi nished. This C major 
symphony would become his Op. 61.

Schumann always linked the Second Symphony with illness, declaring 
in 1849 that it was begun ‘when I was still half ill’. During 1844–45 he had 
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been troubled by dizziness, insomnia, hearing problems and incapacitating 
pains; they all led to depression, and he later explained that he had still 
been ‘suffering physically a great deal’ when sketching out Op. 61.
He remembered: ‘the resistance of the spirit…through which I sought to 
contend with my bodily state. The fi rst movement is full of this struggle and 
its character is very moody and rebellious.’ Although he would be hard 
at work on the last movement by Christmas Day 1845 and had almost 
fi nished it by 26 December – ‘musical happiness’, he rejoiced – it would 
take another ten months to complete the work; and even then it
needed revision.

The fact that the symphony took so long to fi nish is signifi cant. Some 
time in the mid-1840s, Schumann’s attitude to composing changed. 
‘I have written the majority, almost all, even the smallest of my pieces 
while inspired, many of them at unbelievable speed...Only from the year 
1845 on, when I began to invent and work out everything in my head, 
did a completely different way of composing start to develop.’ The young 
Schumann had written music spontaneously. He was now a professional 
who did not necessarily write quickly but would work out everything ‘in 
his head’ (his workroom no longer had a piano in it). On the other hand, 
giving up his reliance on ‘inspiration’ left him without some of his old self-
confi dence; and a wretched series of physical illnesses made things
much worse.

A plan emerged for Mendelssohn to premiere the new work in Leipzig, 
as he had the First Symphony: his endorsement had been a wonderful 
spur to that work’s reputation. The performance was scheduled for 
5 November 1846, but extensive revisions were still required. The premiere 



8

went well and yet made less impact than it might have done, the work 
appearing in the second half of a crowded programme. Schumann noted 
how he was still ‘always correcting the symphony’: the opportunity to 
revise after hearing was not to be missed, and he slightly shortened the 
fi rst and second movements. The second performance, in Leipzig on 
16 November, was rather more enthusiastically received. It is the most 
beautifully crafted work, less of a crowd-puller than its predecessor but 
wonderfully balanced and imaginative.

* * *

In 1850 Schumann and his family moved to Düsseldorf, in the Rhineland, 
where Schumann had accepted the position of municipal music director; 
he needed a job that would support them all, and he also had a good 
friend in the musician Ferdinand Hiller in Cologne, not far away. Schumann 
had fi rst seen Cologne Cathedral – unfi nished since the Middle Ages − 
in September 1830, and probably recalled it in May 1840 when writing 
the song ‘Im Rhein, im heiligen Strome’ for the cycle Dichterliebe. At the 
start of November 1850, he and Clara went to Cologne and the idea of 
a new symphony ‘was fi rst conceived, so the composer said, on seeing 
the cathedral’; the penultimate movement, with its steadily treading, 
minor-key processional passages, temporarily acquired the heading ‘An 
Accompaniment to a Solemn Ceremony’. Schumann conceded that the 
work ‘here and there refl ects a bit of local colour’; in fact, he thought he 
had detected an ‘unmusical public’ around him in Cologne and saw the 
new work as being in a ‘folk-like, popular’ style. Conceived and completed 
within a month, the ‘Rhenish’ Symphony, in E fl at Op. 97, would be 
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numbered his third. Premiered at a subscription concert on 6 February 
1851, it was Schumann’s fi rst major contribution to the musical life of
the Rhineland. 

* * *

In December 1851, in homage to Norbert Burgmüller, a Düsseldorf composer 
who had died tragically young, Schumann scored the unfi nished scherzo 
of Burgmüller’s Second Symphony. But this was also the tenth anniversary 
– Schumann always registered such things – of the unsuccessful premiere 
in 1841 of his own D minor Symphony, and perhaps both these things took 
him back to the discarded work. Taking into account the particular needs 
(and weaknesses) of his Düsseldorf orchestra, and what he recalled of how 
the piece had sounded in 1841, he now worked on what he called its ‘re-
instrumentation’. The result was the Fourth Symphony, Op. 120. As well as 
making structural changes, he doubled the wind parts and added repeated 
notes for the strings, in order to ensure that some weight of sound, at least, 
materialized in performance. This paid off in Düsseldorf, though it would 
lead generations of critics to complain that Schumann did not know how to 
orchestrate. But nowhere else did he resort to such doubling of parts: neither 
in the Hermann und Dorothea overture, started just a week later, nor in the 
scoring of Burgmüller’s scherzo. He obviously wanted the symphony to have 
a special weight. It was premiered on 3 March 1853, another recompense to 
Düsseldorf for his growing weakness as a conductor. In fact, fatal illness was 
overtaking Schumann: early in 1854 he would develop hearing problems, 
suffer terrifying fantasies, make a suicide attempt and demand admission to 
an asylum. He died in March 1856.
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* * *

Commentators have complained that the complexity of Schumann’s part-
writing was due to the fact that he was, in effect, writing piano music for 
orchestra. But the subtleties of the part-writing are an element of Schumann’s 
very characteristic orchestral sound, as the leaner performances of the last 
30 years have allowed us to hear. Characteristically, Schumann demanded 
that the musical world change to fi t his new ideas; like all innovative 
composers, he did not modify his ideas to fi t what his listeners expected. 
He certainly asked a great deal of the orchestra, but he was developing new 
sound worlds for each symphony, as is demonstrated by performances with 
an orchestra of the right size, ideally playing ‘Lebhaft’ (animatedly): Schumann 
assigns that favourite direction to two movements in the Third Symphony 
and three out of four in the Fourth. If the First Symphony blazes and sparkles 
with joy and the Second fi nds its way carefully through to the safe haven 
of its fi nal movement, the Third moves with huge ease and assurance to a 
resonant and joyful conclusion. The Fourth had always been radical in the 
way each movement followed the next attacca, with barely a pause, and in 
the minute-and-a-half-long, shimmering and horn-call-fi lled transition to the 
fi nale. It now became magnifi cent, with minor-key climaxes similar to those 
Schumann would use in his Violin Concerto and late overtures; it acquired, 
at last, the heft he wanted. In its 1841 version it had been translucent, 
Mendelssohnian and just a little incoherent; in its 1851 version, it became 
the radical, soaring, disturbing and exhilarating symphony Schumann had 
always wanted to compose.

© John Worthen, 2014
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Robin Ticciati is Principal Conductor of the Scottish Chamber Orchestra 
and Music Director of Glyndebourne Festival Opera.

As guest conductor, he works with world-class orchestras on both sides 
of the Atlantic, including the Royal Concertgebouw Orchestra, London 
Symphony Orchestra, Swedish Radio Symphony Orchestra, Rotterdam 
Philharmonic, Tonhalle Zürich, Wiener Symphoniker, Staatskapelle Dresden, 
DSO Berlin, Filarmonica della Scala, Symphonieorchester des Bayerischen 
Rundfunks, Gewandhaus Orchester Leipzig, Cleveland Orchestra, Los 
Angeles Philharmonic and Philadelphia Orchestra. After four years as 
Principal Guest Conductor of the Bamberger Symphoniker, he continues to 
work with them in concerts and recordings.

Ticciati balances orchestral engagements with extensive work in some 
of the world’s most prestigious opera houses and festivals, including the 
Salzburg Festival, Glyndebourne Festival Opera, Metropolitan Opera New 
York, Royal Opera House, La Scala Milan and Opernhaus Zürich.

Following his conducting debut in Brussels, at the age of just 19, Ticciati’s 
career developed rapidly. He became the youngest conductor to appear 
not only at La Scala Milan but also (with Mozart’s Il sogno di Scipione) at the 
Salzburg Festival; that performance was later released on DVD by Deutsche 
Grammophon. He was then appointed Chief Conductor of the Gävle 
Symphony Orchestra and Music Director of Glyndebourne on Tour.

Robin Ticciati conductor
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Ticciati’s discography includes two critically acclaimed Berlioz recordings 
with the Scottish Chamber Orchestra for Linn: Symphonie Fantastique and 
Les nuits d’été & La mort de Cléopâtre. Together, Ticciati and the SCO also 
recorded Wagner’s Siegfried Idyll as part of a special anniversary album to 
celebrate the SCO’s fortieth anniversary. In 2013 Linn released L’enfance 
du Christ with the Swedish Radio Symphony Orchestra & Choir. Ticciati’s 
discography also includes two discs of Brahms with the Bamberger 
Symphoniker for Tudor Records, one of which attracted Germany’s coveted 
ECHO Klassik Award. 

Born in London, Ticciati is a violinist, pianist and percussionist by training. 
He was a member of the National Youth Orchestra of Great Britain when 
he turned to conducting at 15, under the guidance of Sir Colin Davis and 
Sir Simon Rattle. He has recently been appointed the Sir Colin Davis Fellow 
of Conducting at the Royal Academy of Music.
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The Scottish Chamber Orchestra is a world-renowned orchestra made up 
of the fi nest Scottish and international musicians. The SCO aims to provide 
as many opportunities as possible for the people of Scotland to hear their 
music. As well as playing across the length and breadth of Scotland, they 
take their music around the world. Outside Scotland, they are proud to 
be ambassadors for Scottish cultural excellence and in recent years, the 
orchestra has toured throughout Europe, the Far East, India and the USA.

 The SCO has made a signifi cant contribution to Scottish life, not just in 
cultural terms but in what it gives back to the community. Outside the concert 
hall, its players inspire people of all ages in schools, universities, hospitals, 
care homes, places of work and community centres through the work of 
SCO Connect, the orchestra’s creative learning team.

 The SCO’s long-standing relationship with its Conductor Laureate, the 
late Sir Charles Mackerras, resulted in many exceptional performances and 
recordings, including two multi-award-winning albums for Linn of Mozart’s 
late symphonies. The relationship with Linn has developed under the 
present Principal Conductor Robin Ticciati to take in not only Berlioz, but also 
Wagner’s Siegfried Idyll.

 Current SCO Associate Artists include conductor-keyboardist Richard 
Egarr, director-violinist Alexander Janiczek, and mezzo-soprano Karen Cargill. 
All perform regularly with the orchestra during the concert season, in the 

Scottish Chamber Orchestra
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recording studio, on tour and in festival appearances. The SCO has 
strong relationships with many eminent guest conductors, including its 
Principal Guest Conductor Emmanuel Krivine and Conductor Emeritus 
Joseph Swensen; regular soloist-directors include Christian Zacharias 
and Piotr Anderszewski.

 The orchestra enjoys close relationships with many leading composers 
and has commissioned more than 100 new works, among them by its 
Composer Laureate Sir Peter Maxwell Davies, James MacMillan, Judith Weir, 
Sally Beamish, Karin Rehnqvist, Lyell Cresswell, Mark-Anthony Turnage, 
Einojuhani Rautavaara, John McLeod, Rolf Martinsson, Toshio Hosokawa 
and its Associate Composer Martin Suckling.

 The Scottish Chamber Orchestra receives funding from the Scottish 
Government as one of Scotland’s fi ve National Performing Arts Companies.
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Niamh Lyons 
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Scottish Chamber Orchestra
4 Royal Terrace, 
Edinburgh, EH7 5AB, UK

T: +44 (0)131 557 6800
E: info@sco.org.uk 
www.sco.org.uk

Principal Conductor
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Viola
Jane Atkins
Ian Anderson
Brian Schiele
Steve King
Kathryn Jourdan
Richard Nelson

Cello
David Watkin
Su-a Lee
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Eric de Wit
Christian Elliott 

Double Bass
Nikita Naumov
Adrian Bornet
Margarida Castro

Flute
Alison Mitchell
Claire Wickes

Oboe
Robin Williams 
Rosie Staniforth 
Mary Gilbert

Clarinet
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Bassoon
Federico Aluffi  (1 & 4) 
Peter Whelan (2 & 3)
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Fraser Gordon

Horn
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Trumpet
Peter Franks
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Trombone
Duncan Wilson
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Timpani
Matthew Hardy

Percussion
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Tom Hunter



Glasgow Road, Waterfoot, Eaglesham, Glasgow, G76 0EQ
T: +44 (0)141 303 5027  |  E: info@linnrecords.co.uk

ALSO AVAILABLE

Robin Ticciati
& Scottish Chamber 

Orchestra
Berlioz:

Symphonie Fantastique

Sir Charles Mackerras 
& Scottish Chamber 

Orchestra
Mozart:

Symphonies 38–41

Robin Ticciati
& Scottish Chamber 

Orchestra
Berlioz: Les nuits d’été
& La mort de Cléopâtre

Sir Charles Mackerras 
& Scottish Chamber 

Orchestra
Mozart: Symphonies 29, 

31 (Paris), 32, 35 (Haff ner) 
& 36 (Linz)

Robin Ticciati
& Scottish Chamber 

Orchestra
40th Anniversary Edition

Ingrid Fliter,
Jun Märkl

& Scottish Chamber
Orchestra

Chopin:
Piano Concertos

Robin Ticciati
& Swedish National 

Symphony
Orchestra & Choir

Berlioz:
L’enfance du Christ

Artur Pizarro,
Sir Charles Mackerras
& Scottish Chamber 

Orchestra
Beethoven:

Piano Concertos 3, 4 & 5



<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /All
  /Binding /Left
  /CalGrayProfile (Gray Gamma 2.2)
  /CalRGBProfile (Adobe RGB \0501998\051)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Warning
  /CompatibilityLevel 1.5
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.1000
  /ColorConversionStrategy /sRGB
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo false
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo false
  /PreserveFlatness false
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile (None)
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages false
  /ColorImageMinResolution 100
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 150
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /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 false
  /GrayImageMinResolution 150
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 150
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /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 false
  /MonoImageMinResolution 300
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 300
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects true
  /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 ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /CreateJDFFile false
  /Description <<
    /ENU ([Based on 'LOW RES PROOF 150dpi'] [Based on '[Smallest File Size]'] Use these settings to create Adobe PDF documents best suited for on-screen display, e-mail, and the Internet.  Created PDF documents can be opened with Acrobat and Adobe Reader 6.0 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
      /BleedOffset [
        0
        0
        0
        0
      ]
      /ConvertColors /NoConversion
      /DestinationProfileName (sRGB IEC61966-2.1)
      /DestinationProfileSelector /UseName
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles true
      /MarksOffset 6
      /MarksWeight 0.250000
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /NA
      /PageMarksFile /RomanDefault
      /PreserveEditing false
      /UntaggedCMYKHandling /UseDocumentProfile
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed false
    >>
    <<
      /AllowImageBreaks true
      /AllowTableBreaks true
      /ExpandPage false
      /HonorBaseURL true
      /HonorRolloverEffect false
      /IgnoreHTMLPageBreaks false
      /IncludeHeaderFooter false
      /MarginOffset [
        0
        0
        0
        0
      ]
      /MetadataAuthor ()
      /MetadataKeywords ()
      /MetadataSubject ()
      /MetadataTitle ()
      /MetricPageSize [
        0
        0
      ]
      /MetricUnit /inch
      /MobileCompatible 0
      /Namespace [
        (Adobe)
        (GoLive)
        (8.0)
      ]
      /OpenZoomToHTMLFontSize false
      /PageOrientation /Portrait
      /RemoveBackground false
      /ShrinkContent true
      /TreatColorsAs /MainMonitorColors
      /UseEmbeddedProfiles false
      /UseHTMLTitleAsMetadata true
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [300 300]
  /PageSize [612.000 792.000]
>> setpagedevice


