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Symphony No. 5 in C minor, 0p.67: “Fate” (Ludwig van Beethoven, 1807-08)

The earliest ideas for Beethoven's Fifth Symphony were written in the composer’s sketchbook in about
February 1804. After several intervening years, composition began in earnest in the autumn of 1807, and
scoring was finished in the spring of 1808. It premiered in December 1808, along with the Sixth
Symphony (“Pastoral”) and other works by the composer, and sheet music for the parts was published in
1809. The score for the symphony was published in 1826.

The title “Fate” is a nickname given by posterity and not by the composer himself, unlike the Third
Symphony (“Eroica”) or “Pastoral.” Also, unlike the Ninth Symphony or “Pastoral,” the work does not
include words that spell out the contents of the music. We can hear only the instruments, and at most can
see the figures and the motion of the musicians in a live performance. However, we can imagine a
coherent story, along with the progression of the music from the dark furious opening to the intensely
brilliant finale, like the overcoming of hardship or liberation from oppression. These were important
subjects for Beethoven, with which he also dealt in the Ninth or the opera Fidelio. In the Fifth the
expression of these themes dispenses with words and theatrical drama, depending only on the
combination of sounds.

To tell a story with an abstract combination of sounds, Beethoven's Fifth makes exhaustive use of the
technique of networking throughout the piece, employing recurring motifs as building blocks to construct
multiple themes. In the symphony, two motifs can be called most important. One is, of course, the
so-called “fate” motif, which makes a powerful impression with its famous rhythm, falling melody, and
dark minor-key sound, appearing in all four movements and representing the dark side of this piece.
Another is one with upward conjunct motion on the bright major scale (ti-do-re, or do-re-mi etc.) Because
of its intricate elaboration, it is not easy to identify the second motif, but it can be found mainly in the
subsidiary-theme sections of each of the four movements. Variably called the “Hope,” “Liberation,” or
“Rescue” motif, this motif shines light into the dark world of the Fifth. The story of the symphony can be
read as the confrontation between the “fate” motif and another that resists it.

Here is an outline of the four movements of the symphony, focusing on these two motifs:

First movement (C minor, allegro con brio; sonata form without introduction)

The “fate” motif virtually rules over the movement. The principal theme is made up almost entirely of
this motif, and the density of the spread is unparalleled. The second motif, woven into the subsidiary
theme, repeatedly tries to ascend toward liberation. But the “fate” motif is everywhere in the movement,
even in the background of the subsidiary theme. There is no escape for the second motif (yet), and at last
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it is oppressed by the overwhelming force of the “fate” motif.

Second movement (A flat major, andante con moto; variation also possessing features of the sonata
form)

This movement is constructed with two themes: while hope and anxiety for liberation are intricately
woven into the principal-theme section, in the subsidiary-theme section, an encouraging fanfare rings out
and promises liberation in the future. Through the three appearances of the fanfare, the principal theme
changes its attitude step by step, from hesitant to resolute.

Third movement (C minor, allegro; scherzo and trio)

The principal theme, like moaning in the darkness, is nearly crushed by the “fate” motif, which sounds
more coercive than in the first movement. But suddenly, the second motif thrusts itself between them
with great force and speed, which have not been heard until this point. After the stirring battle-like trio,
the principal theme tries to find the way out, but soon it gropes through directionless darkness. Anxious
about the direction and whether there is even a way out at all, it nonetheless keeps groping, and suddenly
the light shines, the way forward opens up in an instant, and the music rushes into the fourth movement
without interruption.

Fourth movement (C major, allegro; sonata form without introduction)

The dark and violent sound of C minor, which has ruled over the entire symphony until this point, is
replaced with the contrasting, brilliant C major, and the grand finale begins, in which the all conflicts are
resolved. The second motif now frees itself from every restraint, and rushes or soars up with all its might.
Even the “fate” motif changes its shape to a representation of victory and joy, and its new shape is
reminiscent of the famous motif of Mozart's “Jupiter” symphony. Beethoven called for an exceptionally
large orchestra, compared with a typical symphony orchestra in his day, for this finale only. Through
addition of instruments that were used mainly for church, theatre, or military bands in that era
(trombones, piccolo and double bassoon), an outdoor celebration is portrayed on the stage of the concert
hall. The Fifth Symphony comes to a climax in a brilliant and overwhelming wave of sound, as if the
whole world were sending up a shout of joy.

Overture to the operetta Die Fledermaus, op. 362 (Johann Strauss Jr., 1873-74)

Die Fledermaus (The Bat), an operetta in three acts, was composed in only six weeks, from autumn 1873
through the beginning of the next year, and premiered in April 1874 at the Theater an der Wien, the
same theatre in Vienna where Beethoven premiered his Fifth Symphony and other works. The operetta
achieved great success soon after its premiere in various theatres in Europe, and got a regular position in
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the repertoire of large opera houses, which normally did not open the door to operettas. To this day, it
retains its status as one of the representative works of the genre.

The overture to the operetta, included in this album, announces key passages of the piece in advance, in
nearly reverse order of appearance. Five themes appear: first, from Act 3, the bursting three-note motif of
the hero who is enraged to know the fickleness of his wife, and the principal theme (A) of the overture is
constructed from this motif. Two more themes from Act 3 appear (B, C), which have a tender and
somewhat teasing attitude. Next, the theme of the waltz (D) from the climax of the all-night dance party
in Act 2 is introduced, and then theme (E) appears from Act 1, and the contrast between the overblown
grief of the first half and the cheerfully dancing latter half sets the listener to laughing. Motifs from
turning points of the story in Acts 1 and 2 mediate between the themes. During the presentation of
themes, the key shifts from the main key (A major) to the dominant (E major), and back to the main key
through a brief development of the principal theme A. In the latter part of the overture, themes C and D
return in the main key, just as in a recapitulation of sonata form. Finally the overture concludes with the
rushing motion of theme A and the latter part of theme E.

The music uses a variety of elements but stays coherent as a single orchestral piece, and aptly satisfies
the function of raising expectations for the operetta. It is an unquestionable masterpiece of the overture
form.

Incidentally, the principal theme of the overture is formally quite similar to the principal theme of the first
movement of Beethoven's Fifth Symphony, in the rhythmic motif of three strong blows, the accumulation
of motifs, the pause on the dominant, and so forth. These are only mental associations, but Strauss, who
was acquainted with the repertoire of classical music by composers such as Mozart, Beethoven, Verdi,
and Wagner through years of concert activity, perhaps enjoyed playing a little intellectual game with
audiences familiar with the classics.

Waltz Kiinstlerleben (Artist’s Life), op. 316 (composed by Johann Strauss Jr., 1867)

The word Leben in the title has traditionally been translated into Japanese as the “lifetime” of the artist.
However, Strauss waltz is pervaded by a relaxed atmosphere, in contrast to the mammoth symphonic
poem by the great master of the same last name. The recently prevalent translation “daily life” more
aptly represents this waltz. Strauss composed the waltz after writing the masterpiece An der schinen,
blauen Donau (By the Beautiful Blue Danube) (op. 314, 1867). The waltz premiered at a ball held by the
Vienna artists’ association Hesperus, and was dedicated to the association’s committee for management of
the ball.



The piece is composed of an introduction, five small waltzes, and a coda. This medley-like form is the
basic scheme for the waltz common since the days of the composer’s father, but Strauss wove the seven
pieces into one large integrated body, with a network of four motifs that appear in the introduction and
various places in the main section. Thus, listeners can appreciate a musical work that extends from the
beginning, evocative of early morning, to the ending, which suggests a grand sunset, as if they were
witnessing a single day of the artist’s life.

This is a superb work that conveys Strauss’ mastery, perfectly fulfilling its role as a dance piece and at
the same time well worthy of appreciation as pure art.

Kanato Shiraishi
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Noriaki Kitamura conductor

He was born in Kobe on December 12, 1949. His dead father was a conductor of amateur chorus. His
uncle was also a conductor in New York. Another uncle is an emeritus professor of the conductor
course of Osaka College Of Music. He was born and brought up in such surroundings. When he was
12 years old, he started to learn to play on a flute. He was admitted to Kyoto City University of Arts,
and studied the flute under Professor M. Yoshida and Professor K. Itoh. After he graduated from the
University, he learned to conduct under Mr. K. Yamada who was a prince of the Japanese classic
conductor's world. Since then, as he served as assistant for free to Mr. Yamada at Kyoto Symphony
Orchestra, he gained experience of opera under Mr. T. Asahina. He acquired a large repertoire of
opera as a conductor of Kansai Opera. In 1981, he made his debut as a conductor. The repertoire
was “Oedipus Rex” of Igor Stravinsky. His conducting and direction are so acclaimed. In 1991, he
conducted “The Magic Flute” of W.A.Mozart. It was produced by Mr. S. Katsura, one of the famous
Japanese professional comic storytellers. His conducting received a favorable review that it was
traditional and elegant even though the stage direction was fresh. In 1994, he was given Diploma for
the best interpretation of Robert Schumann's Symphony No.4 in d-minor. It was when “The third
International Master class For Conductors” was opened by the Moravian Philharmonic Orchestra at
Olomouc, Czech Republic. In 1997, he recorded Symphony No.l and No.4 of Schumann with
Moravian Philharmonic Orchestra. It was the especial glory for the Diploma. The CD was well
received and more than 1000 discs were sold out. In 2010, he started to record all symphonies of
Beethoven with the Slovak Philharmonic Orchestra. In 2013, he recorded “The Firebird” “La Mer” etc.
with the Warsaw Philharmonic Orchestra. They are on sale, too.

So far as a lecturer, he has been appointed to several Universities, Kobe Yamate Women's Junior
College, Kobe College Department of Music, etc. Then he has a conductor's master class and
educates younger. As a scholar, he wrote reports, “Performance analysis by sound spectrogram” and
“Elementary Phraset - Minimum Division of a Phrase and its Importance in a Performance -". Also he
wrote books, “Manual of Music” “Manual of Ensemble” “Manual of musical Reading” “Manual of
Performance” and “Manual of Direction”. These can be read in Japanese at URL
(http://homepagel.nifty.com/nma-yc/)
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The Slovak Philharmonic Orchestra

was founded in 1949. Two remarkable internationally acclaimed personalities, Vaclav Talich (Principal
Conductor 1949-1952) and Ludovit Rajter (1949-1976, until 1961 its Artistic Director) assisted at its birth.
Other principal conductors that have played their part in the musical evolution of the orchestra include
Tibor Fre$o, Ladislav Slovak, Libor Pesek, Vladimir Verbickij, Bystrik ReZucha and Aldo Ceccato. From
1991 to 2001 Ondrej Lenard was Principal Conductor and Music Director of the Slovak Philharmonic
Orchestra. In the 200372004 season Jifi Bélohlavek acted as Artistic Director. In 2004 Vladimir Valek
became Principal Conductor. From 2007-2009 he was replaced by Peter Feranec and in 2009 the French
conductor Emmanuel Villaume became the Chief Conductor. Simultaneously the conductor Leo§
Svarovsky has been Permanent Guest Conductor of the Slovak Philharmonic Orchestra since 2007 and
from the 2011,/2012 season also Rastislav Stir.

Among the many guest conductors it is necessary to mention world-famous artists like Claudio Abbado,
Hermann Abendroth, Petr Altrichter, Karel Ancerl, Serge Baudo, Roberto Benzi, Miltiades Caridis, Sergiu
Celibidache, James Conlon, Oskar Danon, Christoph von Dohnanyi, Vladimir Fedosejev, Janos Ferencsik,
Mariss Jansons, Neeme Jarvi, James Judd, Peter Keuschnig, Dmitry Kitajenko, Ken Ichiro Kobayashi, Kiril
Kondrashin, Franz Konwitschny, Alain Lombard, Fabio Luisi, Jean Martinon, Kurt Masur, Sir Yehudi
Menuhin, Riccardo Muti, Vaclav Neumann, Antonio Pedrotti, Alexander Rahbari, Karl Richter, Mario
Rossi, Witold Rowicki, Kurt Sanderling, Sir Malcom Sargent, Peter Schreier, Vaclav Smetacek, Pinchas
Steinberg, Otmar Suitner, Jevgenij Svetlanov, Ralf Weikert, Carlo Zecchi and others. Zdenék Kosler was
awarded the title of honour of Honorary Principal Conductor in memorium. Numerous famous composers
have also conducted their own compositions with the Slovak Philharmonic Orchestra, among others
Krzysztof Penderecki and Aram Khachaturian.

The Slovak Philharmonic Orchestra regularly appears at music festivals all over Europe (Prague Spring,
Prague Autumn, Bratislava Music Festival, Wiener Festwochen, Brucknerfest Linz, Carinthisher Sommer,
Berliner Festtage, Festival de Strasbourg, Warszawska jesien, Athens Festival, Maggio Musicale
Fiorentino and Sagra Musicale Umbra). During its numerous international tours, the Slovak Philharmonic
Orchestra has performed in most European countries, Cyprus, Turkey, Japan, South Korea and the
United States of America. The Slovak Philharmonic Orchestra has made a great many recordings for
radio broadcasts, television and record companies, including Opus, Supraphon, Panton, Hungaroton, JVC
Victor, RCA, Pacific Music, Naxos and Marco Polo. The Slovak Philharmonic Orchestra is a regular guest
on important European stages and at foremost European festivals. As part of its numerous international
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concert tours the orchestra has performed in most European countries, Cyprus, Turkey, Japan, South
Korea and the USA. The Slovak Philharmonic has made a great many recordings for radio, television and
for the record companies OPUS, Supraphon, Panton, Hungaroton, JVC Victor, RCA, Pacific Music, Naxos
and Marco Polo.

During the 2013/2014 season the Slovak Philharmonic presented many interesting concerts both at home
and as international guests abroad. They performed twice in Oman, once in January 2014 with the Vienna
State Ballet and in March 2014 with the famous mezzosoprano Olga Borodina under the baton of
Emmanuel Villaume. In March 2013 the Slovak Philharmonic Orchestra undertook a concert tour of five
European countries - Switzerland, Austria, Germany, Belgium and the Czech Republic with the soloists
Alena Baeva, Julian Steckel and Dalibor Karvay and the conductor Alexander Rahbari. Under the
leadership of Ralf Weikert they prepared the opera Lohengrin by Richard Wagner and performed it at
the ,Richard Wagner Festival” in Wels, Austria. They ended off the season with festivals in Piestany,
Bratislava and Nove Zamky.

During the coming 2014/2015 season the Slovak Philharmonic Orchestra will once again appear at home
in cooperation with outstanding guest conductors and soloists and at festivals in Switzerland like ,Murten
Classics” and the ,Richard Wagner Festival”. They will close the season in July 2015 with a concert tour
in Japan.

http://www filharmonia.sk/
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Recorded : Feb. 16-17 2013 : Slovak Philharmonic Hall, Bratislava, Slovak

Recording / Editing : mu-murakami

Mastering : Tomomi Aibara, winns-mastering.com http://www.winns-mastering.com
SACD Authoring : Hiromichi Aikawa, aiQualia Co. Ltd. http://www.aiqualia.jp/
Jacket design : Tatsuo Yamamoto

Special thanks : KORG INC.

HR Produce : mu-murakami, http://www.mu-s.com

Producer : Hiromi Kitagawa, NKB http://www.nkb-ga.com
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