Sheffield
Hallam
University

#$5 % % %S ()*S

+ # # %
+ % %
- % # %
-& % , # %, % -
% %
#'$$ % % %&S$'()*$ #'$$ % % %&$

% % # , 1% #


http://shura.shu.ac.uk/information.html




##23

## $%& %

+ -

) -

11()

#H#2.

0

, t)

% (

2



INDEPENDENT FILM IN THE UNITED STATES,
1980-1999

E. Deidre Pribram

A thesis submitted in partial fulfilment of the requirements of
Sheffield Hallam University
for the degree of Doctor of Philosophy

September 1999



/%' ) aanvs;\
™




INDEPENDENT FILM IN THE UNITED STATES,
1980-1999

This dissertation pursues a study of independent film, from 1980 to 1999,
as an emergent system of representation. Independent American and non-
American films distributed in the United States have evolved into a distinct cultural
site, formulated as points of intersection between principles of mainstream popular
film and the traditions of the avant-garde.

Contemporary independent film's identity as a commodity stresses its
differences from Hollywood's output; the independent industry is not ruled by the
same economic, political, aesthetic and historical imperatives as Hollywood
cinema. Arguably, this creates an autonomous filmic enterprise able to represent
alternative political views and aesthetic perspectives. But simultaneously, the
independent industry is driven by familiar marketplace demands and competition
for consumers. My study focuses on films released theatrically in the U.S. by non-
studio distributors, such as Miramax, Fine Line, Goldwyn, October, and so on.
The films considered will have received some measure of widespread play,
permitting an analysis of how these specific texts, their distribution, and their
reception conform to and diverge from the institutional and discursive practices of
a dominant Hollywood industry.

The dissertation analyses both the material, concrete aspects and the
discursive dimensions of independent film. For instance, under the purview of the
independent industry a division exists between ‘art fiims’ and ‘political films’. A
frequent attribute of work in the art category is formal experimentation. Political
films tend to be those made by representatives of subcultural groups and
marketed as such to their 'specialised audiences'. They may or may not exhibit
formal experimentation. On the one hand, in a kind of tyranny of the formal, art
films continue to be defined by their aesthetic variations without a corollary
questioning of whether they are indeed 'alternative' at the level of narrative
signification. On the other hand, political films are promoted as an
acknowledgment to underrepresented communities -- what the industry shou/d be
providing -- and as a marketing strategy for product-starved audiences to whom
these films often sell well. In other words, political films may be chosen for their
subject matter or for the audiences they specifically address, but they remain
specialised, without the 'universal' appeal of films accorded the label of art. This
investigation traces the extent to which and how independent films represent the
stories, perspectives, and experiences of a pluralistic, multicultural society.

This research project develops a discursively-based methodology in which
films are analysed as the functions of multiple, simultaneous, layered, and
interacting discourses: representational, institutional, interpretive, and
cultural/historical. The study offers a contribution to the field in its exploration of
contemporary independent film as a distinct cultural formation, in its expansion of
theoretical work on narrativity and the representation of subcultural groups, in its
development of discursive analytical procedures, and in its integrated approach
towards cultural theory, cultural politics, and cultural production.
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INTRODUCTION

The purpose of this study is to examine contemporary independent film as
a distinct system of cinematic representation, although a complex and
heterogeneous one. Independent American and non-American films distributed in
the United States from 1980 to the present have evolved into a discrete cuitural
site formulated in the interactions between principles of mainstream popular film
and legacies of the avant-garde. Bearing traits characteristic of both Hollywood
and alternative cinema, independent film, as it haé manifested in the 1980s and
1990s, is a shifting, malleable discursive field positioned somewhere between
dominant and avant-garde practices.

Social recognition of independent film as an operative category is both
familiar and widespread. The success since 1980 of such films as Blood Simple
(Coen Brothers, 1983), Stranger Than Paradise (Jim Jarmusch, 1985), She's
Gotta Have It (Spike Lee, 1986), My Beautiful Laundrette (Stephen Frears, 1986),
The Thin Blue Line (Errol Morris, 1988), Drugstore Cowboy (Gus Van Sant, 1989),
Straight Out of Brooklyn (Matty Rich, 1991), Paris Is Burning (Jennie Livingstone,
1991), The Crying Game (Neil Jordan, 1992), Reservoir Dogs (Quentin Tarantino,
1992), Like Water For Chocolate (Alfonso Arau, 1993), The Piano (Jane Campion,
1993), Orf/ando (Sally Potter, 1993), C/érks(Kevin Smith, 1994), Hoop Dreams
(Steve James, 1994), // Postino (Michael Radford, 1995), Trainspotting (Danny
Boyle, 1996), Secrets & Lies (Mike Leigh, 1996), The Full Monty (Peter Cattaneo,
1997) and Happiness (Todd Solondz, 1998), has made independent film an often
cited (in reviews), easily recognised (on the part of audiences), and heavily

marketed (by the industry) classification of film. But as Christine Gledhill says of



genre studies, 'While the existence of genres is in some ways a self-evident fact,
the business of definition and demarcation is less clear-cut."

This is not to link independent film to a genre but rather to say something
about the business of definition and demarcation. Indeed, independent film, like
its cinematic counterparts commonly identified as Hollywood and the avant-garde,
encompass multiple genres. Once one establishes that the object of study -- in
this case, independent film -- exists as a cultural site, the more significant task is
to determine what it is and what are its cultural implications. However, the
difficulty of classifications such as 'Hollywood', 'avant-garde' or 'independent’
cinemas is that what they point to is as vast, diversified, and contingent as it is
'self-evident’. The theoretical framework utilised in this study in order to
disentangle some of the social structures and cultural functions of independent
film is discourse analysis. That is to say, independent film is treated here as a
discursive formation.

A discursive formation is a set of cultural practices and institutions that
cohere into an identifiable body or domain of knowledge, which has been
historically constituted within specific discursive and power relations. Undertaking
cultural criticism based on discourse analysis in the Foucauitian sense
necessitates a consideration of both textual aspects and, equally, contextual
conditions. This, in turn, involves two phases. In the first instance, an analysis of
how texts and contexts (including ‘content’ issues, particular historical and
geographical moment of a text’s appearance, and so on) operate as separate
arenas or functions in the processes of cultural production and cultural meaning
construction. And in the second instance, an exploration of the complex, multiple
ways texts and contexts interact. This is to follow a cultural product, a text, from
the social world within which it originates through to the social world(s) to which it
ultimately returns, while examining how all these discursive layers, textual and

social, affect the accompanying production of meanings.
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Discourses opérative in a discursive formation such as independent film
include the following:

i. Representational discourses, involving both the formal and narrative languages
enacted; the historicél aesthetic traditions within which cultural producers work;
the role of cultural producers as artists or authors; and the actual production of an
artefact or text.

ii. The material and institutional discourses, including economic, involved in the
production and dissemination of cultural artefacts.

iii. Interpretive, audience or reception discourses, that is, how specific social
beings, identities, and communities forge meanings and utilise texts.

iv. Historical and cultural discourses, including ideological and political claims.
This refers to the cuitural context in which a text is embedded and the historical
moment at which readings occur. Involved here are categories of identity such as
gender, race, and so on, and the complex ideological frameworks which surround
and create them, as well as normative cultural constructs such as concepts of
justice and jurisprudence, or discourses of heterosexual romance.

In any discursive formation, sites of meaning production are multiple,
complex, and /nferactional. All of the above are sites or systems of meaning
production which interact together as a larger system of meaning construction, in
this instance, the discursive formation of independent film. The specific meanings
constructed at any site or at any moment are sometimes complementary to each
other, sometimes conflicting, but ultimately coherent because they are held
together by the discursive rules and behaviours which, in turn, create the
discursive object, independent film.

Each system -- representational, institutional, interpretive, and
cultural/historical -- embodies multiple layers of signification occurring at multiple
sites. The aim here is to disentangle some of these, to trace their trajectories and

impacts. And equally, the goal is to identify points of intersection between these
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various systems and analyse the significatory effects of their interaction. Itis
necessary to pursue both courses because within each discursive frame or
system some meanings are produced or operate separately, while other meanings
are tied together and gain coherency only in the movement between differing
processes of signification -- representational and cultural; institutional and
interpretive; institutional, representational, cultural; and so on.

In describing a body of work as 'independent’, the subtextual assumption is
that it is independent of something other than itself. The implicit referent in this
case is the ubiquitous presence of the Hollywood industry. At any given historical
moment, independent film shapes itself in relation to contemporary attributes of
mainstream production, staying at least one step in contradistinction to dominant
cinematic practices. Such differentiation can take one, or a combination, of forms:
narrative formation -- the kinds of stories told and the ways they are recounted;
formal and structural characteristics -- the aesthetic means used to relate stories;
and cultural referents -- which individuals and groups are represented and how
their social and political lives are depicted.

There are no fixed criteria for what constitutes an independent film, its
outlines shifting as dominant standards evolve, as long as it remains in some
accountable (usually marketable) measure alternative to Hollywood practice.
Once a specific innovation has been absorbed by mainstream film, independent
practice responds by reinventing itself otherwise.

However, the ways in which independent film differentiates itself in order to
stake out its distinctive cinematic domain is significant. Contemporary
independent film of the last two decades has repeatedly formulated itself as the
heir to avant-garde traditions and experimental practices. 'New', 'cutting-edge’,
'radical', and 'alternative' are all self-styled properties of independent cinema.
Claiming its position at the perimeter rather than the centre of cultural production,

independent films are exhibited largely through arthouse theatres in urban settings
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instead of via the studio-dominated cineplexes dotting the overall demographic
landscape. In general, the independent industry aims for reasonably-sized,
specifically targeted audiences rather than the mass appeal mandated by
Hollywood's blockbuster budgets. Independent film's identity as a commodity
stresses its differences from Hollywood's output; the independent industry is not
supposed to be ruled by the same economic, political, aesthetic, and historical
imperatives as Hollywood cinema. This creates an arguably autonomous filmic
enterprise able to represent alternative political views and aesthetic perspectives.

Still, the independent industry remains driven by marketplace demands and
competition for consumers similar to Hollywood's, particularly as it grows in
popularity, profile, and market share. While often encompassing elements of an
alternative cinematic language, independent cinema must also concern itself with
a greater degree of narrative and formal accessibility than much experimental
work, in order to achieve a sufficiently wide viewership, and therefore, economic
viability.

Independent film's avant-garde heritage is evident in the two overarching
realms the contemporary movement has carved out for itself: the aesthetic and
the political. If a film is aesthetically original, if it can be deemed 'cutting-edge’, or
if formally it is sufficiently distinctive, it falls within the purview of independent
practice. Also within the parameters of its aesthetic mandate is the tradition of the
‘art' film. While no longer necessarily an experimental departure in either form or
content, such films are usually identified by the greater intellectual demand they
make of viewers or by their dramatic seriousness. The legacy of the art film,
traditionally dominated by European filmmakers such as Ingmar Bergman,
Francois Truffaut and Bernardo Bertolucci, continues in such current examples as
Babette's Feast (Gabriel Axel, 1987), Women on the Verge of a Nervous

Breakdown (Pedro Almodovar, 1988), Cinema Paradiso (Guiseppe Tornatore,



1990), Howard's End (James lvory, 1992), Shine (Scott Hicks, 1996), and Life Is
Beautiful (Roberto Benigni, 1998).

Formed in the wake of the activism of the 1960s and 1970s, independent
film's political mandate is largely liberal to left wing. One of the industry’s focuses
has been identity politics, for instance in films such as Desert Hearts (Donna
Deitch, 1986), Working Girls (Lizzie Borden, 1987), Poison (Todd Haynes, 1991),
Daughters of the Dust (Julie Dash, 1992), 7The Living End (Gregg Araki, 1992), Mi
Vida Loca (Allison Anders, 1994), and Eat Drink Man Woman (Ang Lee, 1994).
Traditionally under-represented groups are frequently both the subject matter and
target audiences of independent film.

An individual work may conform to either the aesthetic or political purview,
or to both simultaneously. A film such as S/acker (Richard Linklatter, 1991), for
instance, can be viewed as structurally innovative in its method of following a
single character for a period of time and then, with seeming narrative arbitrariness,
switching to another. Simultaneously, the film was viewed as having a cultural
impact because it helped define a generation, or from an industry perspective a
demographic group, now named after the film.

While a film's popularity, and therefore its profitability, are overriding
considerations, an independent film cannot be sold solely on the basis that it will
be exciting, funny or action-packed. An individual work must fall within the
aesthetic or political mandate, at least to the extent that it can be promoted that
way, regardless of whether there is general agreement or not on its 'fit' within
those parameters. Films perceived as purely entertainment are left to Hollywood's
purview.? An alternative form of pleasure, whether formal, demographic or in
terms of subject matter (such as breaking sex and violence taboos) must be
established, or at least argued, for an independent entry.

In addition, all genres are not equally represented in independent practice.

Melodrama and romantic comedy, to name two, are infrequent unless also utilised
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in the depiction of a subcultural group, as in the cases of 7he Wedding Banquet
(Ang Lee, 1993) and Go Fish (Rose Troche, 1994). On the other hand, certain
genres such as the gangster film, especially with American-made movies, are
over-represented, for instance with Henry: Porirait of a Serial Killer (John
McNaughton, 1990), Reservoir Dogs, Bad Lieufenant (Abel Ferrara, 1992), One
False Move (Carl Franklin, 1992), Killing Zoe (Roger Avary, 1994), and Pulp
Fiction (Quentin Tarantino, 1994).

The term 'independent’ has been used throughout movie history in varying
ways. United Artists when it was founded in 1919 was considered independent,
set apart from the dominant studios by providing 'a mechanism for the distribution
and release of independently-produced features' made by its founders -- Mary
Pickford, Charlie Chaplin, Douglas Fairbanks, D.W. Giriffith -- and others, who
sought more control over their own films and profits.’ In the aftermath of the 1948
consent decrees, when exhibition divestiture was mandated, the studios, no
longer enjoying the income from their theatres nor having automatically
guaranteed exhibition outlets for their films, moved towards what was recognised
as independent production. 'The studios gradually fired their contract personnel
and phased out active production, and began leasing their facilities for
independent projects, generally providing co-financing and distribution as well.” A
contemporary company like Castle Rock, for instance (until its 1993 buyout by
Turner, then Time Warner), is an independent producer under this definition, with
such films as When Harry Met Sally (Rob Reiner, 1989), City Slickers (Ron
Underwood, 1991), A Few Good Men (Rob Reiner, 1992), and /n The Line Of Fire
(Wolfgang Peterson, 1993). Following the demise of the B studios in the late
1940s and 1950s, 'independent’ also came to signify low-budget genre or
exploitation pictures. Previously, the production of loW-budget genre pictures had
been relegated to the B studios. But as actor Tom Hanks notes, at the time he

began in the business the concept of 'independent’ was synonymous with
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exploitation fare, such as slasher movies.” It is with the 1980s and 1990s that
independent film has taken on its current sense of respected specialty fare, often
self or privately financed and released by a handful of specialty distributors.

Given the many, changing meanings of the term 'independent’, it is quite
likely that an alternate designation would have helped identify the attributes of the
1980s and 1990s movement in distinction from other senses of the term.

Instead, upon occasion, the use of 'independent film' tends to blur its differences
from precursor movements. Indeed, efforts have been made to name the
contemporary movement in other ways as evident, for instance, in the 1987 study
commissioned by The Sundance Institute and The Independent Feature Project,
Off-Hollywood: The Making and Marketing of American Specialty Films, or in the
title of Richard Ferncase's 1996 book, Outsider Features: American Independent
Films of the 1980s.° Despite such efforts, the appellation independent film
appears to have stuck in popular, professional, and critical usage.

Generally, a film released in the United States is considered independent if
it has received no studio financing, is distributed by a non-major, and has no
prominent stars. How then does one classify a film such as Robert Altman's 7he
Player (1992), a satire of the movie industry? It was distributed by independent
Fine Line Features, yet had well-known actors in fictional roles (Tim Robbins,
Whoopi Goldberg) as well as stars making cameo appearances (Bruce Willis,
Julia Roberts, Cher). In addition, Altman is a director with a track record --
although he had been out of the Hollywood loop for the previous decade; indeed,
The Playerwas perceived as his 'comeback’ film.

Or to take the case of // Postino which was financed in Europe, produced in
Iltaly, then distributed in the U.S. by Miramax Films. As a foreign film, distributed
by a non-major, its independent standing is clear. But does the fact that Miramax
spent $7 million in promotional and print costs in the months preceding the

Academy Awards, on a film with an original budget of $4 million, in order to garner
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its 5 Academy Award nominations, including Hollywood's prestigious Best Picture,
call into question its independent status?’

Even more ambiguous is a low-budget documentary such as Roger & Me
(Michael Moore, 1989), a specific indictment of General Motors and a general
indictment of corporate capitalism's treatment of workers. Made by a former
journalist who struggled to accumulate the production costs (including, according
to the promotional materials, mortgaging his own home) by the time the completed
film played the festival circuit it had created such a 'buzz' that it was sold to and
distributed by a major, Warner Brothers.sl

Measured in terms of institutional criteria, one of the ways independent film
can be defined is by an existing mechanism of distribution -- the kinds of films
picked up by independent or specialty distributors determines an independent
typology. However, this still begs many questions. Which films are independent
distributors picking up and on the basis of what selection criteria? Who are their
audiences? that is, who are they selling their products to, and how does that
impact, in turn, upon their selection patterns? How are they selling or promoting
these films?

Further, while the constitutive elements of a project's financing and
distribution are an attempt to identify independent film by material and institutional
criteria, this onﬁits considerations of narrative formulation, processes of
signification, and so on. This study examines independent film in both its material
and discursive dimensions, as an industry and as a cultural site of meaning
production.

In order to do so, and because the object under investigation --
independent film as a system of representation -- is large and complex, this study
will focus on the consumption side of independent cinema, that is, on its
distribution and reception. First, material and institutional dimensions will be

accessed via an analysis of the corporate structures, operating mechanisms and
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current status of independent distribution. Unfortunately, choosing such an
approach necessitates the slighting of other significant industry infrastructures that
contribute to the production and dissemination of independent cinema. Included
in these infrastructures are financing entities, an array of producers and producing
mechanisms, production personnel (directors, actors, crew), exhibitors, festivals,
and so on.” Because the focus of this study is on consumption, each film in the
following chapters is cited by title, director, year, and distributor.

Second, the discursive dimensions of independent film can be approached
through considerations of the reception aspects of filmic consumption. Which
films receive viewership (distribution, positive or negative audience response), and
why? What are the specificities of textual forms available to independent film
within its current accepted parameters? What are the various interpretations
given such films by cultural commentators, for instance, movie reviewers and,
where data exists, audience members? Discursive dimensions of independent
film, via its consumption/reception, will be undertaken through close textual
analysis of a number of specific films coupled with careful analysis of the multiple
readings such films have prompted.

Although the largest independent distributors may also produce some of
their films, standard industry practice is to select and purchase the material they
distribute, their ‘product’, from a constantly renewed, existing field of already-made
films. In this sense, mechanisms of distribution/exhibition form a first tier of
consumption for independent films. In this study, independent distribution is
analysed as a mode of consumption, as well as a part of the dissemination
process for independent production. Movie reviewers and other cultural
commentators whose influence, as will be seen, can be fairly considerable, are
analysed as composing a second tier in the processes of consumption. Audience
members, viewers who transmit their interpretations via word-of-mouth, formulate

the third, and most traditional tier of consumption. One of the principal concerns
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pursued in this study are the ways that, in the process of consumption, each of
these layers also construct the object they consume.

In order to more clearly anélyse the impact of consumption/reception, this
investigation will limit itself to feature-length films which have received some
measure of general play through theatrical release and which continue to have a
videocassette shelf life. Further, although non-fiction films such as The Thin Blue
Line, Roger& Me, Paris Is Burning, American Dream (Barbara Kopple, 1992),
Brother's Keeper (Joe Berlinger, 1992), The War Room (Chris Hegedus and D.A.
Pennebaker, 1993), Hoop Dreams, and Fast, Cheap & Out of Contro/ (Errol
Morris, 1997), form a significant part of independent cinema's profile, the films
analysed here will be limited to fiction which, despite a number of documentary
successes, continues to dominate the independent spectrum.

It should also be noted that although this study examines a national market
-- the United States -- independent film is not a national cinema. It incorporates
both indigenous and foreign work within its domain. In the United States, for
example, international cinema is a strong element in the constitution of
independent fare. Although not a national cinema, the nature and specifics of the
practice will vary within different national contexts, for instance, because
structures of distribution vary from country to country, and because independent
film is defined relationally against a particular market's dominant cinema(s). The
attempt to chart contemporary independent film in varying national contexts would
be, in itself, a complex project.

Chapter One, 'Co-Dependence: The Independent Industry’, concentrates
on material and institutional aspects of independent practice. The characteristics
which act towards defining a work as independent are itemised and described.
Factors contributing to the rise of contemporary independent film are explored,

including Hollywood and cult film precursors. The chapter also provides a profile
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of independent distributors, their history, and current economic and cultural
parameters.

Chapter Two, 'Film As Artefact: The Alternative Influences Of Independent
Cinema’, offers an overview of the theoretical reasoning or aesthetic justification
behind a number of experimental filmic practices. Six categories of alternative
artistic practice are outlined, with the respective terrain and concerns of each
delineated. The six are: the aesthetic avant-garde; the political avant-garde; art
cinema; personal cinema; identity cinema; and postmodernism. Numerous
examples of contemporary independent films are cited in each of the six
categories, indicating each film's most significant alternative influence.

Chapter Three, "'Fixing" Difference: Identity Politics and Independent
Distribution’, provides an analysis of identity poilitics, one of the foundations upon
which independent film as a discursive field is based. More specifically, the
chapter explores how the attributes and limitations of independent distribution
interact with the discourses of identity politics. The chapter examines the
distribution history of three films: 7o Sleep With Anger(Charles Burnett, 1990),
whose distributor, The Samuel Goldwyn Company, received much criticism for its
handling of the film; Daughters of the Dust, a film of alternative aesthetic, political
and narrative sensibility that nearly failed to receive theatrical distribution; and Just
Another Girl on the I.R.T. (Leslie Harris, 1993) which was championed by the
independent industry in Daughters of the Dust's stead.

Chapter Four, 'Telling Tales: Narrativity and Independent Film', takes on
the complex subject of narrative theory. While independent film has claimed
certain aesthetic approaches and subject matter (cultural referents) to be within its
purview, it has been markedly less clear on its relationship to issues and aspects
of narrativity. This is due in part to the current state of film narratology which is
much more willing to grapple with narrativity as a formal and structural system

than it is equipped to take on the challenge of the ideological aspects of narrative
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as representation. Chapter Four examines Mike Leigh's Naked (1993) as an
independent film influenced by the political avant-garde in its aesthetic
presentation and subject matter, but limited in the extent to whic.h it departs from
traditional models in its process of narrative signification around heterosexual
relationships and the male as redemptive hero. To highlight this resemblance,
Naked is compared to Hollywood's Shoot the Moon (Alan Parker, 1982) as well as
to Trainspotfting.

Chapter Five, 'Psychic Cleavage: Reading The Art Versus The Politics In
Independent Film', evaluates hermeneutics as a political imperative. The chapter
takes three films connected by gendered political issues -- spousal abuse, rape,
and/or social and legal sexual discrimination -- but differentiated in the aesthetic
and narrative approaches brought to bear on their respective subject matter. 7he
Piano bridges mainstream attributes with feminist avant-garde practices; Orlando
is more 'purely' avant-garde; and 7he Accused (Jonathan Kaplan, 1988) is a
product of Hollywood (normative realist) narrative. Issues addressed include:
what effects do these varying modes of representation have on meaning
production? what are the implications of multiple, often conflicting, available
readings within a single text? how does a fragmented, multicultural society begin
to negotiate fragmented, multiply-inflected story interpretations?

Chapter Six, 'Independent Auteurism: From Modern Existentialism To
Postmodernism As Nostalgia', assesses whether the much-discussed films of
Quentin Tarantino represent a stylistically revamped version of modernist
auteurism or, rather, a shift to a postmodern practice. The assessment is
conducted through an exploration of the reception of the films Pulp Fiction,
Reservoir Dogs, and Natural Born Killers (Oliver Stone, 1994) in two national
contexts, the U.S. and Great Britain. The analysis considers responses to the
films' depictions of violence and morality (or lack of) in comparison to the work of

modernist auteurs, exemplified by Martin Scorsese and Paul Schrader. The
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conclusion is that Tarantino's directorial efforts are postmodern but within a
distressingly limited conceptual framework of what postmodernism could be,
indeed, based largely on nostalgia for modernist cinematic masters.

This study is not intended to be an exhaustive account, but rather, an
attempt to begin to think about the qualities and cultural impact of that muilti-
faceted, increasingly conspicuous practice identified as independent film.
Similarly, the discursive and institutional elements which together construct a
system of cinematic representation are manifold; the subjects discussed here --
mechanisms of distribution, artistic practices, identity politics, narrativity,
hermeneutics, postmodernism -- are representative but certainly not exhaustive.
They present, however, some of the more significant components that work to
construct this particular discursive field.

Each of the following chapters analyses aspects of one or more of the
principal discursive systems -- representational, institutional, interpretive, and
cultural/historical -- which together, in varying ways and to varying degrees,
formulate the larger discursive formation of independent film. The look at specific
texts, in Chapters Three through Six, is an attempt to examine each of these
discourses in operation, as well as an effort to locate and explain how two or more
of these discourses might interact together, whether in complementary or
conflicting ways, in the process of textual signification.

The reasons | have chosen to undertake this inquiry into independent film
are varied. First, when | think of the films of recent years available in a popular
format, in a cinema or at the video store, and which have grabbed my attention, |
rarely recall Hollywood-originated work. Consistently, it has been independent film
that has intrigued me, and pointed the way to imagining new possibilities in the
processes of aesthetic and narrative signification. Second, independent film
seems a potential way out of the deadlock associated with the political avant-

- garde which, although dedicated to activism and change, has not found a way to
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appeal to larger audiences. This is connected to a refusal to believe, as did the
feminist avant-garde of the 1970s and 1980s that 'popular’ of necessity equals
'oppressive’. Third, interest in identity politics, and especially the representation of
women, urges investigation of an institutional practice which has claimed that
politics as its own, while only inadequately representing it. One of the most
pressing issues facing our multicultural, postmodern world is to theorise and put
into practice means by which multiple, complex identities, all With distinct voices,
experiences, and interests, might come to co-exist across the spectrum of an
entire social formation and at the many points of intersection within its domain.
The importance of independent cinema lies in the fact that it is a cultural site in
which some competing voices, issues, and identities are being played out.
Although often unsuccessful in achievement(s), independent film does operate as
an arena, discursive and institutional, wherein various conditions and identities of
multiculturalism are tested and contested. As a consequence, this study devotes
considerable attention to the identity politics aspects of independent film.

Fourth, | am motivated by an awareness that independent film is a category
of cinematic practice already 'out there', a discursive formation frequently
experienced by film viewers and filmmakers but not, to date, sufficiently theorised.
| spent much of the 1990s identifying myself as an independent filmmaker and
encountering people in every facet of the filmmaking enterprise, from financing to
production through exhibition and distribution, who also identified themselves as
working within the independent industry or within an independent paradigm, who
recognised numerous others doing so as well, and who believed they made/sold
products which were independent in quality. Over the same time period, | taught
film students in a university setting, a significant number of whom wanted to be
independent filmmakers. When they described their ambitions as such, their
conception of independent seemed to refer to a mode of filmmaking, as well as to

a certain lifestyle. On the one hand, it signified not wanting to be simply a hired
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director, director of photography, gaffer, and so on, on a Hollywood project
controlled by numerous other, more influential functionaries. But neither did they
want to exist from grant to grant, scraping money together for the next project to
be shown in highly specialised, low-audience-turnout venues, for the sake of the
purity of their work, as was so often the case with the avant-garde. They seemed
quite willing to sacrifice some of that purity, if they retained a measure of control or
a degree of personal stamp upon their product, as long as the exchange also
included a dimension of commercial success and public identity, that is, calculable
audience response. In other words, they were willing to trade off the extreme
benefits of both ways of working -- purity, absolute control versus potentially
extraordinary fortune and celebrity -- in order to have some of both worlds.

My overarching concerns in analysing independent cinema are, therefore,
twofold, pertaining to both practice and theory but engaged in an effort to link
them. On the one hand, the goal for filmmakers is to take what has been
formulated in theoretical spaces and come to some understanding of how those
structures of representation are operationalised. The achievement for filmmakers
who contest dominant practices (whether radically or marginally) is to imagine or
produce otherwise. This analysis focusses on how alternative independent
discursive possibilities might be operationalised textually while paying attention to
institutional, industrial, and other discursive factors which mitigate in favor of or
against their enactment. At the same time, one of the purposes of theory is to
analyse the configuration(s) of cultural practices in terms of the parts they play in a
larger arena of cultural politics. The larger arena in the instance of this study is a
rapidly intensifying, multiply-identified society. Independent film as an enterprise
that attempts to be representative of certain of these social changes urges an
exploration of the ways and the degree to which various identities are tested and
contested within this particular cultural practice. And further, it raises issues of

how this practice’s examples, beneficial or detrimental, might be applied to more
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general concerns of identity politics. Within these dual terms of practice and
politics, then, the following work is an attempt to conceptualise some of the

parameters, limitations, and possibilities of that discursive entity, independent film.
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CHAPTER ONE

CO-DEPENDENCE:
THE INDEPENDENT INDUSTRY

Following the 1997 Academy Awards in which the only studio film
nominated for Best Picture was Jerry Maguire (Cameron Crowe, Columbia
TriStar), the balance consisting of 7he English Patient (Anthony Minghella,
Miramax), Shine (Scott Hicks, Fine Line), Secrefs & Lies (Mike Leigh, October),
and Fargo (Coen Brothers, Gramercy), The New York Times Sunday Magazine
devoted an entire issue to 'The Two Hollywoods": studio and independent. 'One
is a global blockbuster business, the other a scrappy independent cinema." In
calling the special issue 'The Two Hollywoods' the New York Times signals
mainstream recognition of independent film as a consequential commodity,
industry, and body of signifying practices.

No longer located in the peripheral cultural space of 'alternative’,
independent film is identified as moving solidly towards the centre -- indeed, how
much more central could it get than in being designated a 'Hollywood'?. Yet while
the edges of its work might increasingly be blurring with studio product,
independent cinema's cultural currency is based on its ability to remain
recognisably or arguably distinct: 'Audiences now choose among the products of
two entirely distinct movie businesses, each with its own sensibility, economic
model, cast of characters and lifestyle.” While studio Hollywood might suddenly
be competing with independent film (as the New York Times Magazine would
have it with its cover photo of actors Tom Hanks and Ben ‘Affleck, standing head

to head, growling at each other), or at least beginning to take notice of this ‘other'
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industry, the issue's coverage makes clear that fhe independent arena, as a
discursive field, must maintain some degree of difference from Hollywood in order
to avoid being encompassed, and so dissolved, by the more dominant industry.
As it gains cultural prominence and success, independent cinema can continue to
exist only as long as it sustains its distinction as the second, the other of,
Hollywood.

Further, the Mew York Times issue confirms 'independent film' as a
significant and already-existing cultural formation. That is, the term is commonly
used to identify and categorise certain films. Existing conceptualisations of what
exactly is meant by independent film might be vague but people apparently
recognise them when they see them. Indeed 1996, culminating in the 1997
Academy Awards with its 20 nominations for Miramax, more than any studio
(including 12 for The English Patient and 2 for Sling Blade, Billy Bob Thornton), 7
for Fine Line (Shine) and 6 for October (Secrets & Lies and Breaking the Waves,
Lars von Trier), was widely touted as the year of the independents.” But the
emergence of a competing industry (however economically non-threatening) is
evident over the course of a number of Oscar seasons in the 1990s.

In 1993 The Crying Game (Neil Jordan, Miramax) was nominated alongside
Unforgiven (Clint Eastwood, Warner Brothers). In 1994 7he Piano (Jane
Campion, Miramax) competed against Schindler's List (Steven Spielberg,
Universal). Although a Schindler's List sweep, The Pianowon for original
screenplay, lead and supporting actresses. 1995 saw what Tom Hanks refers to
‘as 'the Pulp Fiction-Forrest Gump superbowl of 1995." He goes on to add, 'Which
we won by the way!"* Pulp Fiction (Quentin Tarantino, Miramax) received only the
award for original screenplay, as did 7he Piano and The Crying Game in their
years, making it something of a 'consolation prize'. 1996 had // Postino (Michael
Radner, Miramax) up against Braveheart (Mel Gibson, Paramount) and Babe

(Chris Noonan, Universal), and 1997 marked the independent sweep led by 7he
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English Patient. In 1998 Hollywood seemed to recover with its own sweep led by
Titanic (James Cameron, Paramount). And 1999 saw Shakespeare /In Love (John
Madden, Miramax) and Life /s Beautiful (Roberto Benigni, Miramax) up against
Saving Private Ryan (Steven Spielberg, Dreamworks). Although Saving Private
Ryanwon 5 awards, including best director, Life /s Beautifu/won 3 and
Shakespeare In Love won 7, including best screenplay and the prestigious best
picture award.

At the same time there has been considerable debate over whether some
of the independent films that have made it to the Academy Awards could even be
considered 'independent’. Cited in the journal Filimmaker, San Francisco
filmmaker Jay Rosenblatt finds it ludicrous' that a film like 7he English Patient
could be labelled independent given its multi-million dollar budget (which ensures,
amongst other things, prominent actors) and its Hollywood-like storytelling mode,
both narratively and aesthetically.” Janet Maslin goes further, calling the 1997
Academy Awards 'Parallel Universe Night' given that 'in their gravity, scale and
unlikely beauty' The English Patient and Schindler’s Listhave much in common
and that neither Shine nor Sling Blade are more avant-garde than Forrest Gump
(Robert Zemeckis, Paramount).® And prominent independent producer's
representative John Pierson argues that 'you have to bend over backward and
jump through hoops to define Pulp Fiction as independent' because of its stars, its
$8 million dollar budget, and its 1200 print release by Miramax. He asks, 'if Pulp
[Fiction]is independent, why isn't a Miramax Woody Allen release or a New Line
Jim Carrey romp?"’

| would suggest that the difference rests with the fundamental necessity
outlined above: independent cinema's cultural existence is based on its ability to
remain recognisably or arguably distinct from Hollywood product. Pulp Fiction has

an arguably distinctive or original storytelling structure and style, while Woody
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Allen and Jim Carrey have made effectively identical films, on every count, within
Hollywood parameters.

The case for The English Patients status as independent is a more difficult
one to make. In addition to its budget, stars, experienced director, wide release
and promotional strategy, all comparable to Pulp Fiction, it has a familiar, even
formulaic, narrative and aesthetic approach. However, the argument for 7Ae
English Patient's independent standing was made -- certainly by the film's
promoters -- on the basis of its distributor, Miramax, and because it falls within the
parameters of a certain conception of 'art film". both as a foreign film (to U.S.
audiences) and as an historical epic.® So while the film's qualifications as
independent were not immediately recognisable, and doubtful at best, they were
perceived, in some quarters, as arguable.

The most commonly used criteria for determining what is or is not an

independent film includes the following factors.

Budget Size
Independent films are generally considered to have low or 'no' budgets.

While the ceiling amount continually changes, due to the usually rising costs of
making a film as well as to fluctuating expectations of what constitutes 'low', a film
of $1 million or under would qualify as low-budget while a film made for $100,000
or less would be a no-budget. Independent films generally have budgets of under
$5 million although mini-majors such as Miramax are pushing that ceiling up to

$10 million.

Source of Funding

Traditionally, in order to be considered independent a film must have non-
studio financing. This is, however, an increasingly murky criterion to apply

because there are so many independent production companies who produce films
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that would not, by any other criteria, be considered independent (Castle Rock, for
instance). Further, the major independent distributors are now owned by studios,
therefore any films they produce or otherwise help finance have, de facto, studio
financing although they might well be considered independent based on a number
of other criteria. This criterion applies easily, however, when a film is financed by
non-industry sources, such as grants, personal resources, private investors,
although this almost invariably goes hand-in-hand with a low or no budget, as
outlined above, making the funding sources themselves something of a moot point
(Clerks, Kevin Smith, 1994, Miramax; She's Goita Have It, Spike Lee, 1986,

Island).

Distributor

A non-studio or independent distributor, more often based in New York
rather than Los Angeles, is a widely used means of classifying a film as
independent. Throughout the 1980s and into the mid-1990s there were four large
independent distributors who, because of their size and industry dominance, were
also referred to as the 'mini-majors': Miramax Films, Fine Line Features, Sony
Pictures Classics (formerly Orion Classics) and the Samuel Goldwyn Company.
In 1995 Goldwyn was put up for sale due to financial difficulties and in 1997 it
went out of business. Around the same time, the industry presence of October
Films was on the rise and it has come to supplant Goldwyn as the fourth large
independent distributor. In addition, there are numerous smaller independent
distributors, some currently in operation: First Run Features, Roxie Releasing,
First Look Pictures, Strand Releasing, New Yorker Films, Northern Arts
Entertainment, Arrow Entertainment, CFP/Lions Gate Releasing, and Zeitgeist;
others that have appeared and failed over the last two decades: Cinecom,
Island/Alive, Aries, Avenue Pictures, Circle Releasing, IRS Releasing, Spectrafilm,

and Savoy Pictures.
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The appellation mini-major for the four dominant distributors has become
increasingly fitting. Independent film's rise to cultural prominence in the 1990s
has prompted studio involvement. The four industry leaders are now, indeed,
mini-majors, entirely or partially studio owned: Miramax by the Walt Disney
Company; Fine Line Features, a division of New Line Cinema, was bought by
Turner Broadcasting and then became part of Time Warner, owner of Warner
Brothers Studios, in the subsequent Turner/Time Warner merger; Sony Pictures
Classics, formerly Orion Classics, has always been studio affiliated and is
currently owned by Sony (TriStar and Columbia); and in 1997, October completed
a deal with Universal Pictures which gives the studio 51% ownership over the
independent company. While all the mini-majors have some arrangement with the
studios ensuring that the specialty companies remain 'independent’, that is, they
retain (varying degrees of) separate control over their operations and output, each
has gained the advantage of éccess to significant studio resources, especially
increased capitalisation. These and other issues related to distribution are

examined in further detail later in this chapter.

Actors

For the purposes of this discussion, actors can be classified into three
rough categories: stars (Bruce Willis, Harvey Keitel), known (Steve Buscemi, Lili
Taylor) and unknown. 'Known' actors include those who usually or often perform
in independent films, such as Buscemi and Taylor, as well as non-A list actors
who make the occasional foray into independent film in an attempt to rekindle their
careers or to set it off in other directions (TV actors trying to move into film, for
instance). Normally, the definition of independent film relies on having a cast of
unknown or known actors, but not stars. However, this too is blurring. As
independent films have become more prominent -- and fashionable -- more A-list

actors are willing to undertake independent roles as a career enhancing step.
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Director's Experience

The 'typical' independent director falls into one of two categories: someone
who is directing their first or second feature as their reputation-building training
ground prior to moving to Hollywood (Spike Lee); or certain directors who have
made career-long commitments to working independently (John Sayles, Jim

Jarmusch).

Specialised Audiences

Rather than mass market appeal, independent film is considered to
address a spectrum of specialised audiences, hénce the reason they are also
referred to as specialty films. This varying understanding of audience results in
'niche marketing' or aiming a film at a specific demographic(s), much like
television increasingly has done with the advent of cable but in contrast to
Hollywood's blockbuster strategy of reaching the widest possible viewership. The
specialised audience for independent film rhight overlap with a political identity
(see the category Subject Matter, below) as in the case of gay and lesbian
cinema, or it might address a more traditionally statistical demographic, for

instance, older or urban viewers.

Release Pattern

Different conceptualisations of audience translate into dramatically different
release and advertising strategies (and budgets). The Hollywood film, aimed at a
mass audience, usually follows a wide pattern of release: thousands of prints
opening simultaneously across the nation, buttressed by saturation newspaper
and television advertising. A specialty film, in contrast, aims to locate and build its
audience more slowly by releasing far fewer prints (from a mere handful to the low

hundreds, and so, far less costly), based on staggered openings which move from
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city to city, and rely on the inexpensive but effective advertising of good reviews

and positive word-of-mouth.’

International Cinema

In the United States the vast majority of international films, and certainly
foreign language films, are distributed by the independents. As such, international
. films are almost invariably inscribed as independent or 'art' films (and this, in turn,
affects the kind of foreign films selected for release). Further, no other nation has
a film industry as comparably monolithic as Hollywood's. That is, all national
cinemas, like independent film in the U.S., also must compete with Hollywood,
making them more closely affiliated, in this sense, to independent rather than

studio sensibility.

Subject Matter

Certain subjects are considered the dominant (or de facto) prerogative of
independent film, principally those that take up an overtly or oppositional political
stance. A tremendously important strain of independent film throughout the 1980s
and 1990s are those associated with identity politics: gay and lesbian cinema,
African-American cinema, Asian and Asian-American cinema, Latino/Latina
cinema, women's cinema, and so on. This critical aspect of independent film is

discussed in greater detail in Chapters Two and Three.

Aesthetics

Whether reflected in structure, style and/or formal attributes, aesthetic
experimentation is considered the province and one of the hallmarks of
independent film. Avant-garde and alternative practices provide one of the most
recurring, and fundamental, bases for independent cinema. Various alternative

filmic legacies which have influenced independent film are detailed in Chapter
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Two. Chapter Five includes an exploration of some of the issues that arise when
independent film asserts itself as a cultural hybrid between avant-garde practices

and Hollywood realist cinema.

Narrative

While complexly interwoven with aesthetic considerations, and as such
difficult to separate from the previous category, a consideration of narrativity
focuses on a film's modes or means of storytelling, its narrative processes of
signification, and its relationship to or reflections of/upon ideology. Every film has
a process of signification, the system by which it accumulates and conveys its
meanings which, in turn, add up to its 'story’. Aspects of narrative and
independent film are examined in Chapter Four, and again, in Chapter Six.
Further, while aesthetic variation is the more dominant means of classifying a film
as independent, and while many independent films are both aesthetically and
narratively experimental, there are some films encompassed within the framework
of independent cinema that take an arguably alternative narrative approach but

not an alternative aesthetic one. This is touched on in Chapter Two.

An independent film consists of some combination, even if a minimal
number, of the attributes outlined above. It should also be noted that these are
diverse attributes, sometimes overlapping (a low budget generally ensures no
'name’ actors), sometimes competing (a foreign film could well have a Hollywood-
size budget or aesthetic approach). Further, these are not equally weighted
criteria; some count more or less, in varying configurations, depending upon the
case and context in any given filmic instance (Pulp Fiction’s aesthetic impact
arguably outweighs its budget and stars).

The independent films which reach mainstream venues such as the

Academy Awards (or the front page of the entertainment section of the New York
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Times or USA Today) exist at the most prominent, visible and financially
successful edge of independent film -- they are the most 'centred'. In storytelling
modes they are often the most similar to Hollywood's products and are almost
always released by one of the mini-majors, the handful of dominant independent
distributors. Obviously, though, there is much independent work beyond these
culturally profiled notables. In place of so much effort exerted in attempting to
identify the exceedingly blurred border or line of demarcation that separates
'independent' from 'Hollywood', and which seems to preoccupy so much of the
discussion -- is it or is it not an independent film? -- it is more productive to
concentrate on exploring some of the major concerns and concepts encompassed
by independent film. These, in turn, will work to situate independent film’s
(constantly shifting) discursive parameters.

The characteristics of independent film outlined above fall into two broad
groupings: the 'means of production and "the vision thing™ as Manohla Dargis
notes,'® the institutional and material factors versus textual and discursive
attributes. That is, filmic production as both commodity as well as a cultural
artefact, in the sense of a means of human expression. Institutional and material
factors often are considered the easier determinants to rely upon for purposes of
definition precisely because they are more tangible. One can argue whether a film
is or is not independent based on its budget (does $8 million 'count'?), but at least
one can determine what that budget is. Discursive factors are far more elusive to
quantification.

James Schamus, professor at Columbia University and co-president of
Good Machine, producer of such films as Poison (Todd Haynes, 1991, Zeitgeist),
The Wedding Banquet (Ang Lee, 1993, Goldwyn), The Brothers McMullen
(Edward Burns, 1995, Fox Searchlight), Walking and Talking (Nicole Holofcener,
1996, Miramax), and Happiness (Todd Solondz, 1998, Good Machine), suggests

that American independent filmmakers define themselves in terms of a common
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enemy, Hollywood, and that this is 'a peculiarly romantic (and free-market
capitalist) notion of artistic identity, one that posits the heroic individual artist
fighting for his [sic] vision."! At the same time, however, American independent
film does not eschew Hollywood but rather engages 'the dominant film industry in
surprising ways, parodying Hollywood's representational and narrative strategies
while at the same time paying homage to the ethics of the avant-garde past.? A
major indicator of engagement with the dominant industry is independent film's
reliance upon plot-based, relatively linear narrative, like Hollywood, but in contrast
to much of the avant-garde.

As a result, Schamus defines independent film as a 'blending of American
and European sensibilities’, without taking the form of a singular school or style,
and while maintaining an ambiguous stance to both.”* That is, independent film
draws on both popular, mainstream culture and avant-garde culture without
upholding one over the other in its entirety or in a simplistic manner. For instance,
'[ulnlike earlier avant-garde strategies, it doesn't ask its audience to take a totally
(and illusory) oppositional stance to mass culture, but neither does it buy into that
stance uncritically.'"*

So while Schamus describes Hollywood as the projected common enemy
for independents, he does so in the sense that it is the ubiquitous presence
againstwhich independent film constantly strives to define itself. He does not
suggest by this, however, that independent film’s textual strategies are simply
oppositional to Hollywood practices, as was at times the case for avant-garde
movements. Quite the contrary, independent film in taking an ‘ambiguous stance’
towards Hollywood, borrows heavily from, pays hommage to, plays to, and plays
on the discourses of the dominant, mass culture industry, just as it does with
avant-garde and art film traditions.

Dawn Hudson, Executive Director of the Independent Feature

Project/West, follows Schamus' point about independent film being defined,
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simultaneously, in opposition to and in relation to Hollywood by describing it as
filmmaking that challenges the prevailing aesthetic, political and narrative

"> which suggests that independent film is a

conventions of American cinema,
pliable entity that shapes itself in keeping with evolutions in dominant
conventions.'® Or, in the less positive spin of Steven Bickel, then head of
international sales at Goldwyn, 'There's no such thing as independent films.
They're really co-dependent films."” Co-dependent, rather than wholly
independent, in the sense of always requiring, by definition, the dominant industry
to define itself against. And as the following chapter argues, independent film's
discursive existence is also co-dependent upon the language and strategies of the
avant-garde, although not as in the instance of Hollywood as a formation largely to
be defined in opposition to, but rather as a respected tradition to be honoured as
one borrows from and cites it.

Jim Stark, producer of a number of independent films including Jim
Jarmusch's Down By Law (1986, Island), Mystery Train (1989, Orion Classics)
and Night On Earth (1991, Fine Line), attempts to link the two broad groupings of
material versus discursive factors by focusing on independent film as an economy
of means that results in aesthetic invention: 'in general these filmmakers looked
not to star actors, crowd scenes, fancy optical effects or plot twists, but to
character pieces where the story was told visually, often with striking and
inexpensive devices such as unrealistic or "moody" lighting, long takes or jump
cuts.""® Scott Macauley, editor of Filmmaker, takes up a similar stance when he
describes films such as Reservoir Dogs (Quentin Tarantino, 1992, Miramax),
Clerks, and What Happened Was...(Tom Noonan, 1994, Goldwyn) as a 'new
generation of talkies'. These are films 'in which witty conversation and few
locations provide a model of indie-film econcmy."® Although Stark stresses visual
techniques and Macauley the centrality of dialogue, both link economy of means

to a creatively inventive aesthetics of necessity.
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Ted Hope, producer of Hal Hartley's films Simp/e Men (1992, Fine Line),
Amateur (1994, Sony Classics), and F/irt (1995, CFP), and James Schamus'
partner in the production company Good Machine, takes a less- uplifting, more
cynical view, argui.ng that independent film has become 'a marketing concept
only'.

Acquisitions are driven by marketability, and
marketability alone. Art has no value. Sure a

film has to be 'good' to be picked up, but what
does a distributor truly look for when it acquires

a film? Uniqueness of vision? Independent spirit?
Discipline? A controlled or unique aesthetic?

Try again. Like their Hollywood counterparts, the
first item on their menu is a marketable concept,
one they already know how to package.?

By a marketable concept independent distributors 'already know how to package’,
Hope means that the new acquisition must fit the model of a film that has
successfully preceded it financially, for instance, because of specific subject
matter, narrative style, known specialised audience it appeals to, or some other
'hook'.

James Schamus, Hope's producing partner, responds by acknowledging
that acquisitions are driven almost solely by marketability but counters that this is
precisely the function of current manifestations of independent film: to identify

and define such markets.

[M]any people who used to be shut out of
the public sphere -- women, gays and
lesbians, African-Americans -- have found

a place in our problematic cultural
landscape precisely through the process of
getting organized as a 'market'....[A]

market can be a kind of community and the
consumption of cultural commaodities can
help people form and articulate identities
and solidarities of real importance....

[E]ven simply being able to share some kind
of expression that's meaningfulis already
an act that promises some hope of community.
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And today that process of sharing, for better
or worse, often takes place in a market
context.?!

Schamus’ point here is a critical argument that has been put forth by others.?* In
this view, the current function of independent film is to help define multiple and
alternative markets or 'identities’. This important aspect of independent film is
explored in greater depth in Chapter Three.

Taking a contrary view to most independents’ recognition of the distinctions
between Hollywood and independent fare, Sundance Festival founder Robert
Redford has described his goal as wanting to break down the distinction between
independent and studio films, so that 'there won't be a distinction between types of
movies, just a broader menu. | think the reason independent film got categorized
in the first place was because by and large, it wasn't very good.” This is both a
questionable analysis of the history of independent film (it wasn't very good') and
a questionable goal given that independent film's currency is based on its
distinction from studio product and its ability to do things otherwise limited by
Hollywood's vast and particular infrastructures.

As with a definition, there is no clear consensus on a 'moment of
emergence' for the contemporary wave of cinema known as independent film.
However, often cited seminal films include 7he Return of the Secaucus Seven
(John Sayles, 1980, Libra), Chan /s Missing (Wayne Wang, 1982, New Yorker),
Smithereens (Susan Seidelman, 1982, New Line), Stranger Than Paradise (Jim
Jarmusch, 1984, Goldwyn) and She's Gotta Have [/t (Spike Lee, 1984, Island).

A number of infrastructural and/or technological conditions enabled the
emergence and development, in the early to mid 1980s of independent film in its
current configurations. (Chapter Two takes up some of the aesthetic conditions
that enabled the rise of independent film; Chapter Three focusses on attendant
necessary social and political conditions, in particular identity politics). The most

frequently cited factor is the rapid growth of the home video market in the mid-80s,
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the result of home video cassette players becoming available in the late 1970s.
'For a brief period from 1984 to 1987 (when the home video business was new),
independent video companies sprang up, seemingly overnight, each one hungry
for product.”* 'Overnight' video production and distribution companies such as
Vestron, Cannon and Lorimar spurred the development of the independent
industry with an influx of money for low-budget movies ($1 to $3 million) which
they could sell to the burgeoning home-use market. Although short-lived, this
boom in financing triggered a lot of independent production, helped develop
institutional infrastructures, and succeeded in drawing a number of people into the
orbit of independent production and distribution. The money dried up rather
rapidly, however, as video distributors found themselves going out of business
despite overstocked shelves and catalogues. The rule of thumb that successful
video releases needed theatrical showcasing or some other kind of marketing
hook became entrenched. From then on, the home video market looked
increasingly to 'name actors, experienced directors and...conventional scripts.'”

A second factor which contributed to the rise of independent cinema in the
1980s and 1990s were the concurrent events taking place in Hollywood.
Beginning with Jaws (Steven Spielberg, Universal) in 1975 and Star Wars (George
Lucas, Twentieth Century Fox) in 1977, Hollywood saw the rise of the
‘blockbuster’, large-scale action and special-effects driven films aimed at the
widest possible audience but appealing especially to young men, the largest and

%6 As Thomas Schatz argues,

most committed movie-going demographic group.
'the composition and industry conceptualization of the youth market...was shifting
from the politically hip, cineliterate viewers of a few years earlier to even younger
viewers with more conservative tastes and sensibilities.'””” The era of the
blockbuster (in the strictest sense, films that earn $100 million or more in domestic
theatrical box-office) is often referred to as 'the new Hollywood' in order to

distinguish it from ‘classic' Hollywood. In addition to the blockbuster text of action
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and effects, new Hollywood practices include high-cost films, large promotional
budgets, the generation of media hype, tie-in and spin-off merchandising around
films poised as 'events’, and a film's simultaneous opening in thousands of
theatres.”® Schatz suggests that for the most part 'the New Hollywood's
calculated blockbusters are themselves massive advertisements for their product
lines' of books, CDs, television programming, video games, videocassettes, comic
books, theme park rides, and assorted merchandise.

In 1996, the year that 'belonged' to independent film at the Academy
Awards, the highest grossing Hollywood successes were among the most
expensive to make: /ndependence Day (Roland Emmerich, Twentieth Century
Fox), Twister (Jan De Bont, Warner Brothers) and Mission.: Impossible (Brian
DePalma, Paramount). The average cost to produce and market a film in 1996
was between $57 and $61 million.”? In 1997, the year of Titanic and Men In
Black (Barry Sonnenfeld, Columbia), Jack Valenti, President of the Motion Picture
Association of America, cites the average cost to produce and market a film as
$75.6 million.”

Simultaneously, over the same two decades, Hollywood's box-office intake
has come increasingly from foreign markets, which can now yield as much as 50%
of a film's grosses. And blockbuster action and genre films, in particular, fare well
with international audiences.’’ In Hollywood's current estimation, pursuing the
blockbuster is a better financial strategy, and less risky, than medium or low-
budget (by Hollywood standards) productions. 'Though the size of a picture's
budget obviously doesn't guarantee a large audience, virtually every film that has
had a megagross has also had a megabudget.”> Domestic audiences 'like big-
budget extravaganzas, such as /ndependence Day, more than character dramas
like Fargo.”® Indeed, Independence Day 'earned more at the domestic box office
than Miramax's entire 1996 slate',* although that was the year of the

independents. Or as Ron Weiskind puts it in the Pittsburgh Post Gazette,
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The Postman [ll Postinoj, which ranks as the
highest-grossing foreign-language film released

in the United States, has racked up $22 million

in this country after more than a year in release.

In contrast, Star Trek: First Contactreported a $30
million box-office take on its first weekend alone.*®

As for the international market, 'Foreign audiences don't want small,
sensitive, serious pictures from America. They can get those from their own
national film industries.”® This is a view seconded by Isisara Bey, an African-
American studio executive who writes of his experiences at the 1993 Pan African
Film and Television Festival in Burkina Faso, 'Make no mistake about it, Africans
go to see African films -- in droves. Folks get all dressed up and stand in long
lines, especially when it's a film by one of their favourites.' But, he explains, the
African films at the festival dealt with 'issues of political and social significance.
There were films of substance holding an unflinching mirror to the contradictions
of African life." What Africans look for from the American film industry are the
bigger budget, high-gloss productions of action adventure, romantic comedy and
other genre pictures. This desire is welcomed by a Hollywood which continues to
consider Africa as 'the repository for the latest shoot 'em-up, cut 'em-up, action
and karate flicks."’ v

Hollywood's pursuit of the blockbuster strategy which relies increasingly on
action, effects, genre films, and stars with domestic or international appeal -- what
Peter Bart, editor-in-chief of Variefy describes as 'marketing plans pretending to
be movies"? -- has left an opening in the marketplace precisely for those 'small,
serious' pictures that incorporate greater cultural specificity. A successful
independent film grosses between $1 and $3 million: Clerks, $3 million; Reservoir
Dogs, $2.8 million; Straight Out of Brooklyn (Matty Rich, 1991, Goldwyn), $2.7
million; Go Fish (Rose Troche, 1994, Goldwyn), 2.4 million; 7he /ncredibly True
Adventure of Two Girls in Love (Maria Maggenti, 1995, Fine Line), $1.97 million; /
Shot Andy Warhol (Mary Harron, 1996, Goldwyn), $1.8 million; Daughters of the
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Dust (Julie Dash, 1992, Kino), $1.7 million; 7o Sleep With Anger (Charles Burnett,
1990, Goldwyn), $1.16 million; Living /n Oblivion (Tom DiCillo, 1995, Sony
Classics), $1.08 million; S/acker (Richard Linklater, 1991, Orion Classics), $1
million; Box Of Moonlight (Tom DiCillo, Trimark, 1997), $782,000; Safe (Todd
Haynes, Sony Classics, 1995), $460,000; Swoon (Tom Kalin, Fine Line, 1992),
$340,000.° She'’s Gotta Have /tat $7.1 million is a stand-out. As the Wall Street
Journal notes, for 'independent motion pictures that attract an "art-house" crowd
and are popular with critics....a box-office gross of $10 million is a home-run and
[distribution] costs must be tightly scrutinized."*

At the other end of the spectrum are the rare 'breakthroughs’, the
exceptions such as 7he Crying Game ($65 million), The English Patient ($78.7
million) and Pulp Fiction ($100 million).*! It should be noted that these, along with
/I Postino, are all Miramax releases, explaining that company's industry
dominance, often credited to their outstanding marketing savvy. It should also be
noted that only about 10% of independent films made manage to recoup their
costs and only about 1% achieve some measure of profitability or financial
success.™

Other factors which have contributed to the establishment of independent
film include: the rise of film schools which provide a training ground and a source
for collaborators; the accessibility (both financial and portable), beginning in the
1940s and 1950s, of 16mm and other low-budget technologies; a growing
tendency to consider specific demographic groups or target markets when looking
at the consumer population;* and the existence of a repertory theatre tradition in
the 1960s and 1970s which established an audience base of certain viewers (for
instance, college, urban) who were later to become the foundation for specialised
audiences. The expertise of repertory theatres rested in screening classics,
foreign art films and cult films. The home video market of the 1980s effectively

ended repertory exhibition given that such films could now be seen at home on a
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VCR. However, the repertory tradition, in its viewer base and viewing practices,
helped pave the way for 'the modern era of first-run, off-Hollywood features',** that
is, theatrical premieres of original 'smaller' films rather than rescreenings of
classics.

Repertory exhibition as one of the precursors of contemporary independent
film is evident in the influence works of the repertory era have had on current
independent cinema. In 1996, the independent film journal Filmmaker asked forty
seven 'critics, curators, distributors, and producers' from the independent
community to pick what they considered 'the most important American
independent films of all time." Because the selection criterion was most important,
respondents chose films, in addition to considerations of quality, 'that were
pioneering in some historical, cultural or business context."* It should be noted
that because discussion was limited to American films only, the incalculable
influence of foreign, especially European, cinema is not factored in.

Many films of the recent wave of independent film were cited, for instance,
Stranger Than Paradise (#2 on the list, Jim Jarmusch, 1984), She's Gofta Have I/t
(#3, Spike Lee, 1986), Return of the Secaucus Seven (#5, John Sayles, 1980),
Blood Simple (#9, Coen Brothers, 1984), Reservoir Dogs (#13, Quentin Tarantino,
1992), Daughters of the Dust (#14, Julie Dash, 1992), Chan Is Missing (#37,
Wayne Wang, 1982), 7rust (#45, Hal Hartley, 1990), and The Living End (#48,
Gregg Araki, 1992).

Along with the many notable examples from contemporary independent
film, the list also included a significant number of earlier works that would fall into
the classic, avant-garde or cult film categories.*® Indeed, the #1 film is John
Cassavetes' classic, A Woman Under The Influence (1974). Cassavetes is
described as 'the quintessential American indie', his films receiving more votes

than any other director, and his methods of private financing and self- distribution
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much admired.*’ Also on the list, at #32, is Sam Fuller's 7he Naked Kiss (1965),
a ‘B film’ classic.

Experimental or avant-garde influences selected include Scorpio Rising (at
#8, Kenneth Anger, 1964), A Movie (#12, Bruce Conner, 1958), Meshes of the
Afternoon (#20, Maya Deren, 1943), Eraserhead (#21, David Lynch, 1977), and
Film About A Woman Who...(#29, Yvonne Rainer, 1974). Films which fall within
the avant-garde or art paradigms are discussed in the next chapter.

Cult or exploitation films which made the list include: #15, Night of the
Living Dead (1968), George Romero's low-budget horror film; #26, Sweet
Sweetback's Baadasssss Song (Melvin Van Peebles, 1971), an inspiration for
blaxploitation films and the concept of target or niche markets; #27, Easy Rider,
(Dennis Hopper, 1969), the counter-culture road movie; #35, Pink Flamingos
(1972), John Waters' camp outing; Russ Meyer's Faster, Pussycat! Kill! Kill! (#46,
1966), an action and sexploitation picture; and #50, the very financially successful,
hardcore Deep Throat (Gerard Damiano, 1972). Exploitation films are low-budget
genre pictures aimed at target markets of the genre's specific fans. Labelled as
such because they "exploit" sensational material',** they are often categorised
together with cult films. Indeed, Night of the Living Dead, Faster, Pussycat! Kill!
Killl: and Deep Throat are all exploitation films that developed cult followings. On
the other hand, Sweet Sweetback's Baadasssss Song is less blaxploitation and
more a political film (as is, arguably, £asy Rider, although based on low-budget
generic 'biker flicks'), while Pink Flamingos can be seen as having art film
intentions.*

Exploitation and cult films have their roots in the B movies of classical
Hollywood. From the mid 1930s through the 1940s it was standard practice to
present the movie-going public with a prograinme consisting of two features (pius
newsreel, cartoons and previews of coming attractions).”® Hollywood studios

provided the A picture or top of the bill and collected the majority of the box-office
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take in a percentage split with (then studio-owned) theatres. There was not,
however, sufficient financial incentive for the studios to produce the B or second
half of the double bill. Rather than programme two A features together, it was
more profitable to hold the second A picture for a subsequent week and present it
to a newly-paying audience. |

The B half of the programme was paid a fixed rental fee for exhibition rights
instead of a percentage of box-office take, so while there were not the
opportunities for runaway hits, and large amounts of money, the prospect of
regular, réasonable profits existed for those who could make 60 to 75 minute
features cheaply and rapidly. Further, the risks were low as the films were
guaranteed exhibition by being block-booked with the major studios' product. The
result was the rise of substudios or B studios, like Republic and Monogram, that
made westerns, gangster films and other genre pictures, often at the pace of one
a week.’! In time, the term 'B films' came to stand apart from their B studio
origins. That is, they came to stand for a style of film -- low-budget, gritty, based
on generic formulas -- whether produced by B studios or the majors.

The demise of the B studio system began in‘the late 1940s. First, in 1948,
came the ruling in the antitrust case of United States v. Paramount Pictures which
determined that the studio's control of production, distribution and exhibition
constituted a monopoly and ordered studios to sell off their theatre chains. Over
the next few years, as the Paramount consent decrees forced studios to divest
themselves of their exhibition outlets, the practice of block booking B or second
features disappeared.” Second, the rise of television in the 1950s and the
accompanying drop in movie attendance caused the B studios to decline.”® By
the 1950s only a few survived and those that did so existed in transformed
configurations, evolving into the production of 'exploitation’ movies.

Prominent among these was American-International Pictures (AlP) which

was one of the first companies to identify and capitalise on the burgeoning youth
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market of the mid to late 1950s and 1960s.>* And prominent at AIP during this
era was Roger Corman who worked with a number of genre formulas -- sci-fi,
horror, sexploitation, action -- and who helped pioneer contemporary low-budget
filmmaking techniques at AIP and subsequently at his own production company,
New World Pictures, founded in 1970.%

The development of the exploitation film and the opening up of exhibition
practices led to the repertory tradition, well-established by the 1970s, and to the
rise of the cult film. Cult fare included B film revivals such as Freaks (Tod
Browning, 1932, re-released 1972) and Reefer Madness (Louis Gasnier, 1940, re-
released 1972), as well as more recent exploitation ventures such as Night of the
Living Dead, camp art films like Pink Flamingos and The Rocky Horror Picture
Show (Jim Sharman, 1975), and more politicised filmmaking such as 7he Harder
They Come (Perry Henzell, 1972) and Girlfriends (Claudia Weill, 1978).

Cult films are dependent on repeat viewers, often at late-night showings, for
their success. In Midnight Movies, J. Hoberman and Jonathan Rosenbaum argue
that 'films tend to inspire a cult only after they have become devalued or otherwise
estranged from mainstream acceptance.”® They attribute the success of a film
like The Rocky Horror Picture Show to the fact that it 'translated many intellectual
and avant-garde ideas about sexuality and culture into terms that teen-agers could
relate to."”’

As the spread of videocassette use in the 1980s undermined much of the
reason for repertory cinemas, all of these antecedents -- B movies and low-budget
features, exploitation, avant-garde and cult films -- contributed to the make-up of
theatrically released, first-run independent film in the 1980s and 1990s.

A number of independent distributors also grew out of the repertory
- tradition. New Line Cinema, founded by Robert Shaye, began with cuit and art
films aimed at the college-aged audience. Initially, they distributed Sympathy For
the Devil (Jean-Luc Godard, 1970), Reefer Madness and Pink Flamingos, and
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continued with such films as Smithereens (Susan Seidelman) in 1982.
Simultaneously throughout the 1980s, New Line was branching out into
sbecialised genre pictures like the A Nightmare on Elm Street series.™
Successes like these and 7he Teenage Mutant Ninja Turtles series®® allowed New
Line to finance and release higher-budget, glossier commercial productions, such
as 7he Mask (Charles Russell, 1994), Se7en (David Fincher, 1995), Last Man
Standing (Walter Hill, 1996) and Wag The Dog (Barry Levinson, 1997), and so to
function as a virtual studio. In 1990, however, New Line established Fine Line
Features, its specialty film division which subsequently oversaw the release of its
smaller, independent films.** Headed by Ira Deutchman, Fine Line's early films
included Trust (Hal Hartley, 1991), My Own Private ldaho (Gus Van Sant, 1991),
Night On Earth (Jim Jarmusch, 1991), The Player (Robert Altman, 1992) and
Swoon (Tom Kalin, 1992). Within the definitions established by this study, almost
all films from New Line are excluded, while films distributed by Fine Line are
included.

Other 'virtual studios' exist, for instance, British-based Polygram Filmed
Entertainment and its U.S. distribution company Gramercy Pictures, co-founded
with Universal Studios. Polygram Filmed Entertainment is a division of the
international music and entertainment group, Polygram.®' Established as a 50-50
joint venture between Polygram and MCA/Universal, Gramercy's function 'is to
distribute and market films from both MCA and Polygram that are judged to be
commercially viable but not "blockbuster" material.'”> Polygram/Gramercy films
have included Four Weddings and a Funeral/ (Richard Curtis, 1994), Dead Man
Walking (Tim Robbins, 1995), Shallow Grave (Danny Boyle, 1995), The Usual
Suspects (Bryan Singer, 1995), Fargo (Coen Brothers, 1996), The Big Lebowski
(Coen Brothers, 1998), Your Friends and Neighbors (Neil LaBute, 1998) and
Elizabeth (Shekhar Kapur, 1998). Although something like Shallow Grave could

certainly be considered independent in many respects and 7he Usual Suspects
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has been influential for independent film, Gramercy releases largely have been
excluded from this study (for instance, Gramercy also distributed Barb Wire, David
Hogan, 1996, with Pamela Anderson Lee).

The concept of a classics or specialty division, as in the case of New
Line/Fine Line, originated with United Artists Classics, a division of United Artists
which existed from 1980 to 1983, releasing such films as 7he Last Metro
(Francois Truffaut, 1980), Diva (Jean-Jacques Beineix, 1981) and Entre Nous
(Diane Kurys, 1983).” Ira Deutchman (of Fine Line), Tom Bernard and Michael
Barker all established themselves at UA Classics, which Bernard and Barker's
promotional material describes as 'the first modern-day specialized distribution
company'. In 1983, Tom Bernard and Michael Barker, along with Donna Gigliotti,
formed Orion Classics under Orion's auspices,** releasing such films as My
Beautiful Laundrette (Stephen Frears, 1986), Babette's Feast (Gabriel Axel,
1987), Wings of Desire (Wim Wenders, 1988), Women On The Verge Of A
Nervous Breakdown (Pedro Almodoévar, 1988), Mystery Train (Jim Jarmusch,
1989), and Europa, Europa (Agnieszka Holland, 1991). In 1992, when Orion was
facing Chapter 11 bankruptcy (subsequently to be resuscitated), Bernard and
Barker, along with Marcie Bloom, who had replaced Gigliotti in 1990, established
Sony Pictures Classics under the ownership of the Sony Corporation which also
controlled the Columbia and TriStar studios. Sony Pictures Classics began in
business with Howard's End (James lvory, 1992) and continued with such films as
Orlando (Sally Potter, 1993), Mi Vida Loca (Allison Anders, 1994), Safe (Todd
Haynes, 1995), Living In Oblivion (Tom DiCillo, 1995), Welcome to the Dollhouse
(Todd Solondz, 1996), Lone Star(John Sayles, 1996), The Governess (Sandra
Goldbacher, 1998), and Central Station (Walter Salles, 1998).

Prominent independent producer's representative John Pierson describes
Orion Classics as having had 'a consistent game plan throughout the eighties and

into the nineties based on intelligent conservatism and savvy taste in world
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cinema":® conservative in their spending for a film's rights and its promotional
budget, and relying, more than other American independent distributors, on
foreign films, particularly European auteurs, for their product. James Schamus
concurs, 'Orion Classics continues to work a market approach developed in the
heyday of the art cinema market of the sixties'. He stresses that they specialise
largely in 'art cinema as opposed to avant-garde or even quirky independent.'66
Pierson believes that Sony Pictures Classics continues to be run in the same
manner, as if by 'old dogs who don't believe in any of the new tricks": keeping
promotional budgets low and relying on word of mouth; keeping print numbers
down and opting for a slow release. And further, run by people who 'bash
Miramax's profligacy at every opportunity’®’ for the latter's high expenditures in
purchasing distribution rights and for exorbitant promotional costs.

Miramax, founded and run by brothers Harvey and Bob Weinstein (and
named after their parents Miriam and Max), also began as an art/cult film
distributor. One of their initial efforts was Erendira (Ruy Guerra, 1981, with a
script by Gabriel Garcia Marquez).®® Their turning point came in 1989, the year in
which Miramax released sex, lies & videolape (Steven Soderbergh) and My Left
Foot (Jim Sheridan). Sex, lies & videotape, in particular, altered Miramax's
direction. Grossing $24.7 million in theatrical domestic box-office,®’ it also altered
expectations about independent film. From there, Miramax climbed steadily in
box-office intake with 7he Crying Game in 1992 at $65 million, 7he Piano (Jane
Campion) in 1993 at $40 million, crossing the $100 million studio blockbuster
'magic number' with Puip Fictionin 1994, grossing $78 million domestically with
 The English Patientin 1996, $53 million with Life /s Beautifulin 1998, and $93
million for Shakespeare In Love in the same year.™

Miramax's successes and industry dominance are usually attributed to two
factors. First, astute marketing skills and assertive business practices. Forbes

describes Miramax as bringing 'a brand of street-smart marketing that the art-
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world had rarely seen before.”! The second factor, from 1993 on, is the Walt
Disney Company's ownership of Miramax. Ironically, in an early interview, Bob
Weinstein, describing studios as standing armies and themselves as 'guerrillas’,
says, '"We don't want to grow up to be another Walt Disney."”

The Disney buy-out provided substantial financial resources to the smaller
company, allowing Miramax to change, or at least broaden, its marketing strategy,
often promoting and releasing a film widely, in a manner based more on a studio
model than an independent one. 'Miramax spends so much marketing a film that,
even though a film may gross a nice amount, the exorbitant price that Miramax
spends in P&A (prints and advertising) for its releases eats up all the profits.'”
The argument here is that Disney can afford to subsidise Miramax, whether it
makes a profit or not; 'stand-alone' independent distributors cannot afford to do
so, having to rely on profits in order to survive.

While Miramax's industry dominance is unquestionable, its business
practices sometimes provoke ‘anger and vitriol'* from competitors. It has been
accused, for instance, of using its Disney backing to buy up films for fees other
independents cannot afford. Speaking of the 1998 Sundance Film Festival in
which Miramax bought 3 films -- Next Step, Wonderland (Brad Anderson),
Australian film 7he Casfle (Rob Sitch), and Jerry and Tom (Saul Rubinek) -- for a
total of $14.75 million,”” Bingham Ray of October Films states, 'It was a headline-
buying move: We're the players, nobody else. That's what those buys signal to
me.'” Miramax has also been accused of buying up more films than it is able to
release and subsequently shelving them, while managing to keep them out of
competitors' hands.”’

Charges against Miramax also include inflating box-office figures, for
instance, boosting the opening weekend take for Puip Fiction by $400,000.”% The
reason for the figure inflation, according to CNN, was to ensure that the film made

number one at the box-office. In a practice followed by studios, the New York
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Times reports, initial box-office earnings are inflated because of studio belief that
audiences measure the appeal of a movie based on its opening, that is, public
perception of a film will be more favourable if it opens at number one.”

Of the mini-majors, the Samuel Goldwyn Company is the only one which
has gone out of business. The Chair and CEO was Samuel Goldwyn, Jr., son of
the legendary Hollywood figure, and the company owned a number of concerns,
including an exhibition chain of 50 ‘'mostly art-house theaters' and a film library of
850 Hollywood classics.5°

The independent distribution division was headed by, most notably, Jeff
Lipsky from 1983 to 1986 and by Tom Rothman until the summer of 1994. Debt-
ridden and up for sale in 1996, the Goldwyn Company was bought by Metromedia
International Group and then, in turn, sold to MGM.®! Goldwyn ceased doing
business in 1997. But over the years it had released an impressive array of
independent films, including: Stranger Than Paradise (Jim Jarmusch, 1984), Sid
and Nancy (Alex Cox, 1986), Desert Hearts (Donna Deitch, 1986), Prick Up Your
Ears (Stephen Frears, 1987), 7o Sleep With Anger (Charles Burnett, 1990),
Straight Out Of Brooklyn (Matty Rich, 1991), Mississjppi Masala (Mira Nair, 1992),
Much Ado About thh/ng (Kenneth Branagh, 1993), (32 Short Films About Glenn
Gould (Francois Girad, 1993), Ladybird, Ladybird (Ken Loach, 1994), 7o Uve
(Zhang Yimou, 1994), Go Fish (Rose Troche, 1994) and / Shot Andy Warho!
(Mary Harron, 1996).

October Films was founded in 1991 by Bingham Ray and Jeff Lipsky, who
began with Mike Leigh's film of the same year, Life /s Sweet. Lipsky left in 1995
and was replaced by Amir Malin and John Schmidt. October's releases include:
Tout Les Matins Du Monde (Alain Corneau, 1992), 7The Living End (Gregg Araki,
1992), Un Coeur En Hiver (Claude Sautet, 1993), Ruby In Paradise (Victor Nunez,
1993), The War Room (D.A. Pennebaker and Chris Hegedus, 1993), 7he Last
Seduction (John Dahl, 1994), Breaking The Waves (Lars von Trier, 1996), Secrefs
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And Lies (Mike Leigh, ‘i996), Girls Town (Jim McKay, 1996), A Soldier's Daughter
Never Cries (James lvory, 1998), High Art(Lisa Cholodenko, 1998), and Cookie's
Fortune (Robert Altman, 1999).

October's catalogue also has offered a number of 'independent classics'
originally released by Cinecom, out of business since the early 1990's, such as £/
Norte (Gregory Nava, 1983), The Times of Harvey Milk (Robert Epstein, 1984),
The Brother From Another Planet (John Sayles, 1984), A Room With A View
(James lvory, 1986), Sammy & Rosie Get Laid (Stephen Frears, 1987) and
Salaam Bombay! (Mira Nair, 1988), (although the last three films have since gone
to Polygram).

The most recent entry of a mini-major into the field of independent
distribution has been Fox Searchlight Pictures, owned and underwritten by
Twentieth Century Fox. Tom Rothman, previously of Goldwyn, was president of
Fox Searchlight until he moved to become president of production at Twentieth
Century Fox. He was replaced in late 1995 by Lindsay law, long time head of the
PBS-affiliated American Playhouse. Two Fox Searchlight ventures, 7he Brothers
McMullen (Edward Burns, 1995) and 7he Full Monty (Peter Cattaneo, 1997) have
been notable successes, domestically grossing, respectively, $10.2 million and
$45.9 million.*> Both, however, have had the financial and institutional backing to
pursue a more studio-like promotional and release operation. Fox Searchlight
continues its efforts with such films as S/ums of Beverly Hills (Tamara Jenkins,
1998) and Waking Ned Devine (Kirk Jones, 1998). Most recently, in 1998,
Paramount formed Paramount Classics, headed by Ruth Vitale, formerly of Fine
Line, with the intention of beginning to release films in 1999.%

Smaller distributors have done their best to keep up with the mini-majors,
but have difficulty competing with the financial resources of the latter. In place of

paying millions to buy up a film's distribution rights, a small company may pay a
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maximum of $100,000 or, in some cases, as little as nothing, guaranteeing only
that they will spend a certain amount on prints and advertising to promote the film.

First Run Features, a long-time survivor in existence since 1979, has
released such films as Born In Flames (Lizzie Borden, 1983), Enormous Changes
at the Last Minute (Mirra Bank and Ellen Hovde, 1985), Sherman's March (Roll
McElwee, 1986), Sleepwalk (Sara Driver, 1987), The Big Dis (Gordon Erikson,
1990) and Strangers In Good Company (Cynthia Scott, 1992). Seymour
Wishman and Marc Mauceri, who run the company, complain they 'find little they
like that competitors with deeper pockets don't beat them to."*

Steve Fagan, sales manager for Arrow whose releases include 7ofo /e
Heros (Jaco Van Dormael, 1992), Combination Platter (Tony Chan, 1993), and My
Life's In Turnaround (Don Ward and Eric Schaeffer, 1994), speaking of the high
prices being paid for purchasing a film's rights at Sundance, comments, 'We can't
compete against that. We don't have Walt Disney's money.”> And Jonathon
Dana, the president of Triton, which went out of business in 1994 after releasing
such films as Hearts of Darkness (Fax Bahr and George Hickenlooper, 1991),
Mindwalk (Bernt Capra, 1991), /n The Soup (Alexandre Rockwell, 1992) and A
Brief History of Time (Errol Morris, 1992), argues that the 'whole system’s being
co-opted by the studios,' likening that to ‘General Foods doing gourmet coffees.'*
The reason for the undermining of smaller companies, he explains, is that
independent distribution requires 'more intense capitalization than ever', referring
to the money involved to purchase and successfully promote independent films,
the necessary steps before they can earn a profit at thé box-office.

A recent example is P/(1998), written and directed by Darren Aronsky.
The film was purchased at the 1998 Sundance Film Festival by Amir Malin for his
new company Artisan Entertainment, at a price of $500,000 according to Malin.*’
"With minimal marketing costs, the black-and-white movie about a psychotic

mathematician needs to generate some $2 million in receipts to be on pace to
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break even."® Malin, formerly of October and Cinecom, acknowledges that
‘everyone told me we'd be Iubky to do $300,000 [at the domestic box-office]' and
that they thought his purchase price of $500,000 was excessive.®’ But contrary to
expectations, by the summer of 1998 A, with successful marketing, had taken in

" Artisan, a new company built upon a library of

$1.8 million at the box-office.
6,000 video titles from former companies Live and Carolco, which bring in a
sizeable and steady income, is also the distributor of Permanent Vacation (David
Veloz, 1998); The 24 Hour Woman (Nancy Savoca, 1999); My Name /s Joe (Ken
Loach, 1999); and very financially successful, The Blair Witch Project (Eduardo
Sanchez and Daniel Myrick, 1999). Another significant, emerging distributor is
Lions Gate Releasing (Gods and Monsters, Bill Condon, 1998; Buffalo 66, Vincent
Gallo, 1998), formerly CFP (Heavy, James Mangold, 1996).

That the specific distributor and the company's distribution strategy, in turn,
are pivotal to a film's ultimate success or failure can be seen in the response of
filmmakers to the exhibition histories of their films. Writing in Box of Moonlight &
Notes From Overboard, Tom DiCillo describes his experience with his crowd-
pleasing film, Living In Oblivion (1995). He has concerns about the length of time
the film was in release at all, and notes that as it makes certain of the 'Year's Ten
Best' lists in December 1995 (for instance, Janet Maslin's in the New York Times),
it is not possible for new viewers to go see the film because it is no longer playing
anywhere. DiCillo reports that he queries the distributor -- the not specifically
named Sony Pictures Classics -- on their plans for garnering Academy Award
nominations. 'He said he was living up to his committment to seek a nomination
for Best Original Screenplay by sending video cassettes to members of the
Academy. | asked if he was taking out ads in the trade papers, offering the film for
the Academy's consideration. He said they planned to do that sometime in
January, not wanting to "overdo it" right away because the Academy members

were too smart for that stuff and it tended to backfire.”!
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Later the same day of that conversation, DiCillo picks up an issue of Variefy
and finds 'a full-color advertisement for 7he Brothers McMullen, offering the film
"for your consideration" as Best Picture, Best Screenplay, Best Director, Best

Actor and Best Actress.'

My distributor took Living in Oblivion, admittedly a
small film and made it smaller....The distributor of
The Brothers McMullen, took a very small film,

and made it enormous. The amount they spent is
irrelevant. No matter what it cost it worked. People
saw the film. People are still seeing the film.*?

The countervailing argument, of course, is that the amount spent /s relevant. On
DiCillo's next film, Box of Moonlight (1997), Trimark Pictures, dominantly a generic
film distributor (Warlock, Steve Miner, and Leprechaun, Rodman Flender, both
1991) which gives the company the resources to afford higher prices for a film's
rights, paid $3 million for it. Box of Moonlight went on to earn only $782,000 in
domestic box-office despite John Turturro's presence in the cast and positive
reviews.”

DiCillo expresses disappointment over Living in Oblivion's exhibition history
although the distributor is a mini-major, Sony Pictures Classics, albeit a fiscally
conservative one when it comes to promotional expenses.”* But he is not
speaking of or dealing with one of the smaller distributors who lack even Sony
Classics' resources. In contrast, distributor of 7he Brothers McMullen, Fox
Searchlight, is mandated to seek prestige and notice, bankrolled by $150 million in
capitalisation from Twentieth Century Fox.”

Another instance of a disgruntled filmmaker, this one dealing with one of
the smaller, micro distributors, is the case of long-time independent Jan Jost and
his film, Al/ The Vermeers In New York (1992). In the Summer 1993 issue of
Filmmaker, Marcus Hu, one of the founders and co-partners of Strand Releasing
(Claire of the Moon, Nicole Conn, 1992; Crush, Alison Maclean, 1993; Totally
Fu**ed Up, Gregg Araki, 1994; Clean, Shaven, Lodge Kerrigan, 1995; Love /s The
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Devil, John Maybury, 1998; as well as A/l The Vermeers In New York), a
distributor '[klnown as much for their taking chances on material that scared off

196

their competitors as for their marketing acumen,”™ writes an article titled 'Guerrilla

Releasing: A Guide To No-Budget Film Distribution’. In it, Hu contends

An independent filmmaker with rejection
letters from Miramax, Goldwyn and Fine
Line needn't begin sharpening a straight-
edged razor. Despite the dominance of
the larger specialty distributors, many

of the new, smaller 'cottage industry'
distributors are achieving success by
carefully placing and niche-marketing

their films....Such recent films as A/

The Veermeers in New York, Henry [Porirait
of a Serial Killer], Vincent, Man Bites

Dog, The Vanishing, Together Alone, and
Mala Noche are prime examples of indepen-
dent films which might never have had a
theatrical life if it weren't for the

newer micro distributors.”’

Although Strand is the distributor for A/l The Vermeers In New York, filmmaker
Jost does not share Hu's optimism. In a detailed and angry letter in the Spring
1992 issue of Off Hollywood Report, Jost outlines his efforts and frustrations in
seeking a distributor for A// The Vermeers In New York. 'Finally, throwing in the
towel on securing any of the legit so-called art film distributors in the States, we
signed up with tiny Strand Releasing out of Venice, California.”® The 'legit' art film
distributors Jost specifically itemises as either ignoring the film or turning him
down are Orion Classics, Goldwyn, Fine Line, Island, Avenue and Aries. The
outcome of having no option but to go with Strand is, in Jost's words, that the film
opened 'in barebones fashion', at specific theatres in select cities, only. Hu cites
the expenses spent for prints and advertising on A/ The Vermeers In New York as
totalling only $23,350 and the film's nationa! theatrical gross as $157,046.%

There is little question that for a film to earn $10 million, like 7he Brothers

McMullen, or even $1 million, it requires detailed attention devoted to marketing,
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often in the form of costly advertising, or in some other, time-demanding, hands-
on approach. And as Jost attempts to point out, which films win such money,
time, and attention, and for what reasons, is a serious issue in what constitutes
contemporary independent film. Further, while smaller companies cannot afford
to stake the same amount in prints and advertising committments as the mini-
majors do, neither can they hold out hope for a breakout success grossing $45.9
million, like The Full Monty, or $65 million, as did 7he Crying Game, without such
expenditures.

A fundamental truism about independent film distribution is that companies
are continually going out of business, appearing and disappearing overnight.'® In
a 1996 interview, John Sayles comments, 'We've made ten movies, and I'd say
seven of the companies that distributed our movies are no longer in business.""
Sayles' guess is close -- the number of his films with original distributors now out
of business numbers six. %

While it is accurate that independent distribution is a risky business and
companies have gone out of business with startling regularity, this truism masks
an equally significant factor: the individuals who form and run these companies
resurface time and again. There may be rapid turnover in the corporate make-up
of independent distribution, but the individual players have remained strikingly
consistent.

One of the implications of an industry with high corporate turnover is that it
provokes a constant flow of 'new blood' and fresh ideas (or at least power bases)
into the institutional arena. In fact, while companies have formed, folded and
formed anew, the founders, owners, presidents, and partners have moved from
one corporate entity to the next, encountering and re-encountering each other en
route. John Pierson refers to this handful of people (himself included) as

independent film's 'permanent government'.!®?
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As was pointed out earlier, Tom Bernard and Michael Barker began their
distribution careers at United Artists Classics, moved jointly to form Orion Classics
and, subsequently, established Sony Pictures Classics which they still run. Tom
Rothman, originally an entertainment attorney, was longtime head of distribution
and production at Goldwyn before leaving to become the first president of Fox
Searchlight and, following that, moving to Twentieth Century Fox proper.

Amir Malin was a co-founder (in 1982) and CEO of Cinecom which
released such films as Come Back to the 5 & Dime Jimmy Dean, Jimmy Dean
(Robert Altman, 1982), Eating Raoul (Paul Bartel, 1982), £/ Norte (Gregory Nava,
1983), A Room With a View (James Ivory, 1986), Matewan (John Sayles, 1987)
and 7he Handmaid's Tale (Volker Schléndorff, 1990), before going out of
business in the early 1990s. Subsequently, Malin became one of the partners in
October Films before, most recently, forming a new company, Artisan
Entertainment (7P, Permanent Vacation, The Blair Witch Project).

Ira Deutchman was head of marketing at United Artists Classics in the early
1980s till he left to oversee distribution at Amir Malin's newly formed Cinecom.
After Cinecom's demise, Deutchman served as producer's representative for
Metropolitan (Whit Stillman, 1990) which was sold to and released by New Line.
In the wake of that deal, Deutchman became head of Fine Line Features, New
Line's newly-established arthouse division.

Another notable figure is Ben Barenholtz who owned the Elgin Theater in
New York and originated the concept of the midnight movie there in 1970 with £/
Topo (Alexandro Jodorowsky), following that up with Pink Flamingos (John
Waters) in 1973. When the theatre went out of business in 1978, Barenholtz,
moving from exhibition to distribution, founded Libra Films which released
Eraserhead (David Lynch) in 1977 and The Refurn of the Secaucus Seven in
1980. In 1985, a new company Barenholtz was partnered in, Circle Releasing,

distributed Blood Simple (Coen Brothers) and went on to produce several later
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Coen Brothers films, including Raising Arizona (1987), Miller's Crossing (1990)
and Barton Fink (1991).

Jeff Lipsky began working in distribution in 1974 as a sales rep for John
Cassavetes' self-distributed A Woman Under the Influence (he describes

1) Laterin

Cassavetes as having 'invented the wheel' of independent distribution
the 1970s he served as head of distribution at New Yorker Films, and then as
head of distribution at Goldwyn from 1983 to 1986, years which saw the release of
films such as Stranger Than Paradise and Desert Hearts. From there he went to
Skouras Pictures (Belizaire the Cajun, Glenn Pitre, 1986; Waiting For the Moon,
Jill Godmilow, 1987; Living On Tokyo Time, Steven Okazaki, 1987; The Wizard of
Loneliness, Jenny Bowen, 1988; Apartment Zero, Martin Donovan, 1989), and
subsequently, in 1991, co-founded and ran October Films with Bingham Ray,
before leaving in 1995. Most recently, Lipsky has resurfaced as Head of
Distribution and Marketing at Samuel Goldwyn Films, a nery formed entity
established by Samuel Goldwyn, Jr. in the wake of the Samuel Goldwyn
Company's demise and sale. To date, Samuel Goldwyn Films has released Lolita
(Adrian Lyne, 1998) and Desert Blue (Morgan J. Freeman, 1999).

Bingham Ray first managed the Carnegie Hall and Bleeker Street cinemas,
then worked at New Yorker Films at the same time as Lipsky. Ray moved to
Goldwyn during Lipsky's era as head of distribution (1983-1986), and took over
Lipsky's position when the latter left in 1986. He did subsequent stints at Alive
Pictures (7he Moderns, Alan Rudolph) in 1988 and Avenue Pictures (Drugstore
Cowboy, Gus Van Sant) in 1989 before co-founding October Films in 1991, which
he continues to run. '

While not an exhaustive list, the above examples provide some indication
of how independent film's intimate 'permanent government' has recurringly
resurfaced. These individuals comprise a consistency, indeed an institutional

dominance, in what is otherwise perceived as an industry of flux and upheaval.
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Their prevalence may well prevent the flow of new ideas and alternate strategies;
insider experiences and viewpoints do not change dramatically, although the
corporate entities within which they function do. This creates a certain
sedimentation embedded within the appearance of upheaval and change, an
industry mythology that is either false or much more limited than the persona
suggests.

Another of the most significant aspects of the current composition of
independent distribution is ownership of the mini-majors by Hollywood studios.
Sony Pictures Classics (with its precursors Orion Classics and United Artists
Classics) is the only long-standing mini-major to be studio owned and financed
from its inception. In the spring of 1993 Walt Disney company bought Miramax; in
the summer of 1993 the Turner Broadcasting System bought New Line Cinema,
parent company of Fine Line Features. In 1995, New Line/Fine Line became part
of the Time Warner complex, which includes Warner Brothers Studios, in a
merger acquisition of the Turner Broadcasting System. In 1994, Twentieth
Century Fox formed Fox Searchlight as its specialty or arthouse film division. And
in 1997, 51% of October Films was sold to Universal Pictures.

The primary reason independent distributors agree to studio buyouts is to
increase their capitalisation. In the current marketplace, purchasing, marketing
and sometimes producing films requires tremendous financial resources.'” For
instance, through the deal with Universal, October 'gets a huge injection of cash to
bid more aggressively on films, and to start producing them as well."% Sufficient
capitalisation has always been an issue in the film industry. One of the reasons
for the disappearance of the B studios in the 1950s, for instance, was thin
capitalisation: 'their physical assets, cash on hand, and borrowing power were

never very great,"”’ leaving them no financiai cushion to fall back on during

stretches of poor business.
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From a studio perspective, the incentive in owning a specialty film division

is dominantly prestige.

Disney executives sat helplessly as rival Sony Corp.,
with its Columbia and TriStar studios, bought ads

in the trade newspapers trumpeting its '30 Academy
Award nominations." More than a third of these came
from art-house pictures such as Howard's End and
Indochine, that were released by its tiny 'Sony
Classics' unit....Disney seeks this prestige.'®

But while award-winning stature may be a greater motivater than commerce in
studio acquisition of independent companies (or more accurately, the motive of
prestige as it effects commerce), Hollywood began to take notice of independent
film only after several striking box-office successes. The moment of change is
widely regarded as the 1989 release of sex, /lies & videotape which earned $24.7
million at the box-office, grabbed Hollywood's attention and brought studio
representatives in large humbers to subsequent years of the Sundance Film
Festival, where the film had premiered, in search of other independent
'discoveries’. And Disney's purchase of Miramax occurred in the wake of 1992's
successes The Crying Game ($65 million, Miramax) and Howard's End ($25
million, James Ivory, Sony Classics).

Harvey Weinstein insists Disney's only influence on Miramax is financial,
'Disney is our big daddy or rich uncle. You can say Disney or you can say Chase
Manhattan."” Disney publicly concurs. CEO Michael Eisner states, 'They're
completely autonomous. And they should be. They keep their costs down and
their ideas up.''® And Joe Roth, studio chair after Jeffrey Katzenberg's 1994
departure, seconds the sentiment calling it, "euphemistic and silly" to say the
Weinsteins report to him."""!  But early predictions of tension between 'strong-
willed Disney executives and the Weinstein brothers, who have a reputation as
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sometimes abrasive entrepreneurs' '~ seem to be borne out.
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Disney-imposed restrictions at the time of the buy-out stipulated that
Miramax stay within its budget guidelines and not release films rated NC-17.!" In
the past Miramax had distributed such X-rated films (since replaced by the NC-17
rating) as 7ie Me Up, Tie Me Down (Pedro Almodovar, 1990) and 7he Cook, The
Thief, His Wife and Her Lover (Peter Greenaway, 1990). Miramax released them
into theatres without their ratings, as they were permitted to do, after using the
ratings controversy surrounding the films to generate publicity. However Disney,
as a member of the Motion Picture Association of American (MPAA) which
oversees the ratings process, is not permitted to distribute unrated films. Further,
Disney, as a 'family-oriented' company maintains a corporate policy against NC-17
films. Such films also make marketing harder as many newspapers will not run
NC-17 ads, a number of theatres do not show them, and certain video stores (for
example, Blockbuster) will not carry them.

To date, Miramax and Disney have fought over the release of such NC-17
films as You So Crazy with Martin Lawrence (Thomas Schlamme, 1994) which
was sold by Miramax, at Disney's insistence, to Goldwyn; Priest (Antonia Bird,
1995) a story woven around the character of a homosexual priest; Kids (Larry
Clark, 1995) for which Disney demanded the repayment of its $3.5 million
purchasing price, and which was subsequently distributed by Shining Excalibur, a
subsidiary established by Miramax to distribute the film in disassociation from
Disney; and Dogma (Kevin Smith, 1999) which Miramax has also offered to 'buy
back' from Disney.

Nor is Miramax the only independent to be similarly affected. The
distribution of Fine Line's Crash (David Cronenherg, 1997) was delayed for six
months by Ted Turner who considered the film 'really weird'.'"* Steven Schiff,
screenwriter of Lolita (Adrian Lyne, 1998), states that studio ownership kept

independents like Miramax and October from distributing Lolita which, as a resuilt,
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premiered in the U.S. not theatrically but on the cable movie channel, Showtime,
in August 1998.'3 .

But perhaps the most highly publicised case to date is that of Todd
Solondz' Happiness, a black comedy/drama with a subplot concerning pedophilia.
Having financed the film and set to release it, October was forced to back out of
the deal by its parent company, Universal. Opposition to Happiness is reported to
have reached the highest echelons of Universal''® and perhaps even its parent
company, Seagram. Except for October's initial announcement on July 1, 1998
that it was backing out of releasing the film because Happiness did not 'fit
Seagram/Universal's image','!” October and Universal officials have refused to
comment on the circumstances. It is worth noting, however, that the film was not
renounced as 'unfit' for October. On the contrary, the controversy-generating,
Cannes Critics' Prize-winning Happiness is precisely the kind of film October
would desire for its slate. The hope of October exécutives that retention of 49%
financial ownership in the company would ensure October its desired autonomy
apparently has not materialised. Happiness has been distributed, instead, by its
producers, Good Machine.”® Such studio interference threatens independent
film’s foundational distinction from Hollywood, risking the independent arena’s
dissolution through the enforced absorption of Hollywood standards. In other
words, such studio mandates force independent film to imitate the more powerful
industry, rather than allowing it to emphasise its distinction by stressing
differences between the two. This tends to eliminate or mitigate a ‘cutting edge’
quality, one of the characteristic attributes of independent film.

For example, in the instance of Happiness, objections from Universal seem
to focus not on the fact that a pedophiliac character, Bill Maplewood (Dylan
Baker), is portrayed, but rather, on s#ow he is characterised. 'lt's not that the
character's crimes are shown (they aren't) but that Solondz refuses to demonize

him. He finds it far more interesting to try to understand what makes him tick.
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This is what is truly shocking to some."" In other words, if Bill Maplewood's
character had been demonised, clearly and simplistically, his presence in the film
would not be a problem. Yet the film does not validate him in any sense for what
he has done -- he, we, the represented community, and his entire family know
what he has done is wrong. Rather, he is presented as an average, familiar social
type. As USA Today explains, the problem is 'the character is presented as a
normal, upstanding member of the community."*® Which is only to suggest that
pedophiliacs do not take shape in some immediately recognisable ogre's outline
or monstrous guise but are, indeed, secreted within the community at large.

Further, the character of the pedophiliac is hardly significantly worse than
the rapist, the stalker or the wife batterer in the film. In fact, Happiness can be
read as an initiation into the sordidness of male sexuality. After futile
masturbatory efforts, when Billy (Rufus Read), the film's 11 year old protagonist,
announces to his mother, aunts and grandparents gathered around the dining
table, 'l came’, his ex'uberant innocence seems shallow, illusive, and transitory as
he steps into the world of adult male sexuality, governed by the disturbing cultural
and psychological factors the film depicts. The criticism of the pedophiliac
character in Happiness is that he is presented in a 'positive' light; yet, he is
actually a cornerstone in the film's distressing, cumulative portrait of male
sexuality. Bill Maplewood is, however, a complex character, just as the verbally
violent stalker, Allen (Philip Seymour Hoffman), is depicted as an insecure, as well
as angry, social outcast. Such complexity of character may well be equated in
corporate studio minds, amongst others, as a 'positive’' portrayal -- simply to be
represented, made visible or shown to exist is to be dangerous.

Although issues of censorship may be the most overt indication of the
consequence of studio ownership on independent companies, a bigger impact
could well prove to be the effect of Hollywood expectations upon the independent

industry. Most notably, there is an increasing pressure toward 'mini-blockbusters'
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-- an effort to duplicate such hits as 7he Crying Game, The Piano, Pulp Fiction,
The English Patient. Shine, and Shakespeare In Love. The model here, of
course, is Miramax, an exception in the independent industry in many ways, but
now the standard-bearer in terms of studio expectations. As a result, Fox
Searchlight manages to replicate a Miramax-type success with 7he Full Monty,
and the minimum performance expectation for a successful film rises from $1 or
$2 million to $10 million ( 7he Brothers McMullen). As Mark Urman, president of
Lions Gate Releasing, puts it, 'Hollywood and the indies are now cohabiting, and
they've given one another their virus. Indies are dreaming about money, and
studios are dreaming about prestige.'?!

While the studios may value their specialty divisions primarily for their
prestige potential rather than fihancial earnings, the more widespread the
audience for a film, the more widespread the accompanying prestige factor.
Further, only with breakout films such as 7he English Patient or The Full Monty
does one achieve both the box-office benefits of a hit and the widespread
attention which wins higher-profile, mainstream accolades such as Academy
Award nominations'** (versus, say, how a film does at the Rotterdam, Telluride or
Toronto film festivals, of far less interest to the studios). And breakout successes
usually occur only with the costly promotional efforts of newspaper and TV
advertising, and viewer accessibility to the film provided by a wide release
strategy. The Blair Witch Project, reaching blockbuster status of over $100
million, is a potentially important departure in terms of costly newspaper and TV
advertising. Artisan’s original marketing strategy was to create a ‘buzz’ for the film
‘via an Internet Web site, a comic book and other so-called “guerrilla” marketing
tactics.”'”® However, as the film grew in popularity more media advertising was
taken out, while its box-office phenomenon status was only made possible by its

wide release (1100 screens its first week, 2000 its second) .
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As Tom Bernard of Sony Pictures Classics puts it, 'There's an insatiable
appetite to become bigger businesses, to carve out a bigger slice of the
market','** pressure fuelled by studio ownership. In early 1996, for instance, Ira
Deutchman was replaced as president of Fine Line Features by Ruth Vitale with
'the mandate to compete more aggressively with Miramax as well as to move into
the production of higher-budget films."*> Along with the pressure to move
towards large, upscale successes, both aesthetically and financially, the means to
do so comes courtesy of the studios and their capitalisation. This, in turn, has the
effect of further intensifying the distances and the differences in product between
the mini-majors and the micro distributors.

This chapter has outlined some of the institutional and material dimensions
of the independent film industry. The next chapter examines certain of the
representational discourses that have most affected independent cinema: avant-
garde and alternative filmmaking practices. Alongside the institutional and
material dimensions already described, Chapter Two will bring into the picture
some of the representational/textual discourses circulated via independent film.
This will allow, in Chapter Three, an exploration of how material and
representational discourses might co-exist, that is, the interaction of ‘the means of

production and the vision thing.’
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CHAPTER TWO

FILM AS ARTEFACT:
ALTERNATIVE INFLUENCES ON
INDEPENDENT CINEMA

In the Winter 1998 issue of Filmmaker: The Magazine of Independent Film,
Jim Moran and Holly Willis respohd to criticisms that the magazine, like the
surrounding independent industry, promotes only a narrow and commercialised
strand of independent film.! Indeed, the cover of the same issue promises
updates on recent work by Vincent Gallo, Robert Duvall, Alan Rudolph, Paul
Schrader and Penelope Spheeris. Except for first-time feature director Gallo
(Buffalo 66, 1998, Lions Gate), all of the others have long-standing name
recognition and substantial ties to Hollywood.

Acknowledging the criticism that, overall, the independent industry is
creating and promoting increasingly generic films, 'dominated by the success
stories of college-age men', Moran and Willis leave open the question, 'Given the
relative failure of much radical film practice to achieve the political goals it strove
for as well as the fundamental shifts in how we question naive notions of "vision"
and the role of the artist in contemporary society...what would we choose to
celebrate in the independent cinema of the '90s?"

Although heavily influenced by mainstream filmmaking practices -- the
dominance of features, plot-driven modes of storytelling, a central focus on

character development, casting of stars, Hollywood-type promotional and
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marketing techniques, and so on -- independent cinema embodies equally the
legacies and affects of a number of alternative filmmaking practices.

Often used interchangeably, terms such as 'avant-garde', 'experimental’,
and 'alternative' are modes of cultural production meant to signify in opposition to
'dominant' forms of cultural activity. While the histories and traditions of avant-
garde, experimental and alternative work are complex, and the meanings of each
term far from fixed, for the purposes of this study, 'avant-garde' refers to two
specifically historical modernist movements, as delineated below. 'Experimental’
will be used to denote current work, in contrast to avant-garde's association with
an historical moment. And 'alternative' is the more encompassing term applied
here, enveloping avant-garde, experimental, and all forms of oppositional artistic
practice in their various manifestations.

Concepts of 'dominant' cultural production, from which alternative work
seeks to signify differently, are far too complex and intricate to be treated
adequately here. However, in film theory these often have been encompassed by
the notion of 'classic realist cinema’, also known as ‘classical Hollywood cinema'
for its intimate association with that industry. But classic realist cinema has come
to most commonly designate a specific era in Hollywood film practice stretching
from the late 1920s to the 1960s, comprising a specific narrative and aesthetic
style based on principles of temporal/spatial continuity and cause-and-effect
coherency which, in turn, forge a particular ideological configuration of ‘the world’
or ‘reality’.

Equally problematic are ideas of what constitutes 'realism'. In much current
theory, all textual schools or artistic styles are material, social, and ideological
representations of some portion of the world. Particular forms of realism are
presented in such a way as to conceal their representative qualities in order that
they can more convincingly stand in for 'the truth’ of reality. Graeme Turner, citing

Colin McCabe, describes dominant realism as 'a set of representational codes that
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offers the viewer a comfortable position from which to see even bitter political
struggles as natural and inevitable." Hollywood realism 'precodes the reality it
represents within commonsense understandings of the world.” In this analysis,
then, realism is a function of hegemony.

To function effectively as natural, invisible, or commonsensical views of
reality, styles of realism must constantly revise and update their representational
codes and signifying landscapes in order to keep up with changing historical
circumstances. In 'On Realism In Art', for instance, Roman Jakobson describes
realism as a highly relational notion based on prevailing social and cultural
formations.’

To avoid the historical, geographical, and stylistic specificities associated
with classic realist cinema and, equally, to capture the resonances of various
forms of realism as shifting and ongoing discursive formations, this study refers to
the range of dominant cinematic practices, most commonly but not solely
emanating from Hollywood, as 'normative realism'. This term, itself relational,
permits an evolving sense of what independent film and alternative cinema work in
opposition to at any historical or contemporary moment.

Although influenced by various forms of alternative cinema, independent
film stands in distinction to its avant-garde precursors and experimental
contemporaries. This is indicated, for instance, by the manner in which the journal
Filmmaker speaks of Orlando's (1993, Sony Classics) place in the cinematic
landscape compared to Sally Potter's former filmic output. 'With her new feature,
Orlando, Sally Potter has risen from the respectable obscurity of avant-garde
fame into the upper echelons of the independent film world.” Alternative
practices have the tendency to comprise sharp breaks with dominant cinema,
while independent film is inclined to formulate itself as a hybrid with allegiances to

both alternative and normative realist cinematic practices.
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Although it is not always apparent where independent film takes its
departure from alternative practices -- for example, Orlando, Daughter of the Dust
(Julie Dash, 1992, Kino) and Poison (Todd Haynes, 1991, Zeitgeist) all exhibit
strong avant-garde or experimental traits -- certain distinctions are evident. Avant-
garde and experimental film and video making are much more likely to encompass
short works, while independent film is dominated by features. Respective
institutional and economic structures account for this. The outlet for alternative
work is largely film/video festivals; the lack of income-generating exhibition, as well
as the characteristics of experimental aesthetic forms, tend to make shorts a more
viable option. In contrast, independent films' intended markets are generally
theatrical release, videocassette, and television, with festival play viewed largely
as an intermediary step in acquiring any of the former. In turn, the greater
potential market for independent film over alternative work, as well as the greater
costs associated with making features over shorts, affects the nature of the
artefact produced.

Although alternative modes of working are distinguished from independent
ones as in the case of Sally Potter, in the Moran/Willis open question regarding
which aspects of independent film should be celebrated and preserved as
independent film evolves, the subtextual suggestion points to alternative
representational practices. In a view expressed repeatedly in various independent
forums, the concern put forth is that independent film continue to be a hybrid,
incorporating alternative textual/artefactual strategies without veering too closely
to mainstream or dominant models. Indeed, it is through its borrowing or
absorption of alternative traditions that independent film receives much of its
respectability and credibility.

This chapter is engaged in unravelling some of the representational
discourses from which independent film is composed. Just as the last chapter

looked at how economic and institutional factors affect the specific composition of
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independent cinema, this chapter details how certain representational discourses
are operationalised and what they ‘stand for' or come to ‘mean’. Representational
discourses involve the historical aesthetic traditions within which cultural
producers perform, as well as the formal and narrative languages their works
enact. The representational discourses analysed here, then, are certain
alternative filmmaking practices; the issue is how these discourses work towards
shaping the specificity of the artefacts produced.

Representational discourses do not exist apart from their material form: a
work of art, an aesthetic object, a cultural product, a text or an artefact. Each of
these terms for the tangible formation occupied by representational discourses
bears its own resonances. A cultural product, for instance, carries the spin of the
economic and social forces which shape it -- an object intended to be produced,
distributed, and consumed.

An artefact, like a text, conveys meanings beyond its tangible form, just as
the more traditional notion of an archaeological artefact, such as an ancient shard
of pottery, imparts meanings of or is open to interpretations about the past. An
artefact is trace evidence of other qualities, attributes, aspects, times or places.
The more currently used term for the material form resulting from representational
discourses and practices, fext, has a certain dichotomisation attached to its
usage. In order to avoid these dichotomisations -- for instance, signified and
signifier often lapsing into a form/content parallelism; or debates about meaning
embedded in the text versus that brought to it by audiences -- this chapter
introduces the concept of artefact to signify the material object created through
representational, and other, discourses. ‘Artefact’ seems to allow for greater
openness to a conception of multiple, layered, interactionally criss-crossing
discourses, representational and otherwise, which en masse formulate the collage

that is the end product of aesthetic activity.
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Following, is an examination of six alternative practices: the aesthetic
avant-garde, the political avant-garde, art cinema, personal film, identity cinema,
and postmodern film. Each section briefly outlines how and why they function as
representational discourses -- ‘the institutional processes, ideological preferences,
vested interests and aesthetic judgements’ behind each approach. The
summaries also indicate how all these alternative practices have impacted upon,

-and the role each continues to play, in current configurations of independent film.

The Aesthetic Avant-Garde

The avant-garde has been described as having two principal tendencies:
one aesthetic, the other political. The first concerns itself with 'an exploration of
the means of representation, and with a revolutionising of the language of
cinema',® while the second is 'radically opposed to the dominant or mainstream
cinema at the level of its content or subject matter."”

Terry Eagleton, indicating his own position, calls these two avenues of the

avant-garde 'negative’ and 'positive’. The first, the aesthetic, is

shock, outrage, mustaches on the Mona Lisa.
It is difficult to base a politics on it, and difficult
to do it twice. This current of the avant garde
takes up the negative aesthetic of modernism
and destroys meaning. What is it, in the end,
that the bourgeoisie cannot take? Meaning-
lessness.

The second, the political, is the

positive moment of the avant garde, that of Brecht
rather than Dada. This proclaims: there is indeed

a way of resisting incorporation by the ruling order,
whatever the fashionable jeremiads about how they
will simply hang Picassos on the walls of their banks....
The positive avant garde understands that the question
of integration stands or falls with the destiny of a

mass political movement.®
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The avant-garde is generally considered to originate with the modernist art
movements of the twentieth century, in particular with Cubism. However, in some
analyses, Cubism marks a juncture in which the aesthetic and political avant-
gardes are unified, but this unity soon dissolves in the work of subsequent
modernist schools. Peter Wollen, for instance, describes Cubism as 'a critical
semiotic shift, a changed concept and practice of sign and signification, which we
can now see to have been the opening-up of a space, a disjunction between
signifier and signified and a change of emphasis from the problem of signified and
reference, the classic problem of realism, to that of signifier and signified within
the sign itself.’ The 'classic problem of realism' is to show something 'transparent’
about an accessible social reality (the signified) via verisimilitude (the signifier).
Cubism, in fracturing its subjects into numerous planes, addresses the
problematic of being able to 'access' social reality at all by means of
representation or language (the signifier). Wollen continues, 'When we look at the
development of painting after the Cubist breakthrough, however, we see a
constant trend towards an apparently even more radical developmeht: the
suppression of the signified altogether, an art of pure signifiers detached from
meaning as much as from reference.” In Wollen's analysis, the problem of
realism is that between representation and social reality; the problem of Cubism
between representation and our capacity to perceive social reality; bui the
problem of abstract and other modernisms, solely that of a now free-floating, non-
anchored image/sound/etc. without representative power of anything beyond itself.

Sylvia Harvey takes up a similar point: 'Modernist aesthetics induces a
reflection upon, a consideration of, the means of representation, and for lovers of
art it generates aesthetic pleasure out of a series of "frame-shifts" (the procedures
whereby the art work playfully refers to itself and its own processes of
production)."® And it is this last which becomes identified as film's aesthetic

avant-garde, beginning with surrealist filmmakers in the 1920s such as Salvador
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Dali and Luis Bufiuel (Un Chien andalou, 1928), Fernand Léger and Dudley
Murphy (Ballet mécanique, 1923-24), and the work of Man Ray. It revives and
achieves perhaps its 'purest’ form with the Structuralist/Materialist filmmakers in
Britain in the 1950s and 1960s (the Co-op movement), and with the
structuralist/minimalist filmmakers of North America in the 1960s and 1970s
(Michael Snow, Hollis Frampton, Andy Warhol).

Wollen's, Harvey's and Eagleton's descriptions of the aesthetic avant-garde
are fairly condemnatory (to varying degrees) because the absence of
representation linked to referent undermines the ability to establish a clear-cut
political perspective or position from which to operate. It becomes almost
impossible to comment upon the world, or upon conceptions of the world, in any
shape or form. 'The danger of this position is that in concentrating on the "reality
of reflection”, on the means of representation alone, the sense of a productive
tension between means of representation and that social reality which the means
of representation strive to analyse and account for is lost.'"! The issue, then, is to
what degree such a modernist project can refer to a larger social and ideological
environment or only to its own processes of production. The perceived value of
aesthetically-driven film hinges on the outcome of this assessment. For some,
like Harvey, the 'struggle within representation’ can be considered political if it is
understood to refer only to a limited 'politics of form'.">  For others however, as
Harvey notes, summarising the 1969 argument of the film journal Cinéthique, the
cinema produces its own specific ideology, the ‘impression of reality’, an
ideological construct which creates film's power of illusion, the sense that it is
replicating 'reality’. The function of materialist cinema, which refuses the codes of
realism, is to disrupt the 'illusion-generating mechanisms' and so the ‘illusory
reflections of reality' of dominant cinema.’

Lisa Cartwright and Nina Fonoroff argue this position in an essay from

1983, with an updated 1992 introduction, 'Narrative is Narrative: So What is
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New?'. Approaching the issue from a feminist perspective, they defend the

political value of a non-narrative, experimental film practice.

Much feminist study has been devoted to the
development of a discourse that addresses the
ways in which narrative functions to reproduce

the patriarchal order. Processes of identification
(with camera point of view, with characters depicted
within the film), temporal continuity, the 'kind' of
viewing required for narrative films -- these are just
a few aspects of narrative cinema that are called
into question. '

Cartwright and Fonoroff strive to sever the belief, propagated by the dominance of
narrative film they argue, that there is a necessary or 'natural’ link between image
and referent, between pleasure and narrative, and between narrative and film.'
Calling for an experimental, non-narrative aesthetic instead, they believe that
'structuralist, visionary and personal film''® are capable of breaking down the
ideological association of (narrative) 'film' with (the illusion of) 'reality’. An
embedded narrative tradition, based on a diegesis, psychologically developed
characters, spatial and temporal continuity, and so on, will not serve to disconnect
the elision between film as a time-based, photographic medium and its ability to
replicate reality. Greater attention to the /anguage of cinema and its means of

(re)production, however, are more appropriate to rendering its representative and

ideological qualities apparent.

The Political Avant-Garde

Sylvia Harvey distinguishes a four-fold critique of the aesthetic avant-garde.
First, that it dwells on a concept of art about art, using that notion 'to replace an
interest in the relationship between specific means of aesthetic representation and
a social reality.' Second, its pursuit of an essentialist position in which form
becomes content, wherein for example, 'a particular style is essentially

progressive or essentially reactionary.' Third, meaning is embedded solely in the
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text and not in the political, economic, social or cultural institutions and discourses
surrounding it, that is, 'within a system of consumption, distribution or exchange
specific to a particular society and a particular historical moment.' And fourth, an
emphasis on 'high' art and a disregard for audience accessibility by offering 'a
puritanical defence of the "work"...and an accompanying underestimation of the
importance of pleasure and entertainment."’

Concern about the inability to reference an explicit 'social reality' is taken up
by Marxist theorists such as literary scholar Peter Biirger who argues that the term
‘avant-garde' should be applied solely to artists who undermine the /nstifution of
art (for instance, Dadaists and Futurists), while reserving 'modernist' for all those
who pursue only formal aesthetic issues. Jochen Schulte-Sasse, in his
Introduction to Blirger's Theory of the Avant-Garde explains that Birger is
concerned mainly with the differences between formalist modernism and the
avant-garde. 'Modernism may be understandable as an attack on traditional
writing techniques, but the avant-garde can only be understood as an attack
meant to alter the institutionalized commerce with art.""® Although the modernist
artist may alter aesthetic technique, s/he continues to work within established
paradigms of art; it is the avant-garde artist who demolishes the paradigms
themselves by attacking the institutions and discourses of art, as in the case of
Marcel Duchamp and his Ready-Mades which question what constitutes ‘art' or
what defines the artist as individual creator.

According to Burger, 'When the avant-gardists demand that art become
practical once again, they do not mean that the contents of works of art should be
socially significant. The demand is not raised at the level of the contents of
individual works. Rather, it directs itself to the way art functions in society, a
process that does as much to determine the effect that works have as does the
particular content'.”” The way art functions in society has to do with issues such

as what constitutes the art object, notions of originality and authenticity, as well as

78



exhibition practices and structures of economic transactions. As such, the avant-
garde artist maintains concern with the social environment while formal
modernism 'has made the distance from the praxis of life the content of works',?°
ceasing to be connected with any social practice.

Within film theory, similar arguments have been taken up by, most notably,
Peter Wollen. Wollen understands the problem as originating in false divisions
within the conception of 'cinematic codes'. In the modernist attempt to define a
‘pure' cinema, all non-cinematic codes are refused. Non-cinematic codes are
attributes which do not appear exclusively in film, such as music, verbal language
(theatre), and narrative (literature and theatre).?! Next, focus is placed on the

material, rather than on the semiotic or representational, aspects of the solely

cinematic codes: film emulsion, light, projection, and so on.

The modernist current, in complete contrast, has
sought to expel the non-cinematic codes, leaving
the residue called 'film'....Film is now directed not
towards the 'nature' of the pro-filmic event, but
towards the 'nature’ of its own material substrate.?

In other words, elements of mise-en-scéne, what occurs in front of the camera,
are no longer of comparable concern to what occurs in the camera, on the film
base, and in the process of projection.

From Wollen's perspective, the 'crisis' of modernism that occurs across all
the arts in the 1960s, and which he associates with the social changes of May '68,
presents, rather than a decline, an opportunity for the political avant-garde,
'creating a host of new areas of commitment and inquiry: women's art, political
art, popular imagery, environment, performance.”” 'The breakdown of this official
modernism has been widely seen as a slackening, perhaps even a collapse of
avant-gardism.' But from a socio-political perspective, '[i]n fact it represents a

revival.'" Like Burger he terms the aesthetic avenue 'modernism’, believing only



the political strand fully 'avant-garde’, and sometimes also referring to it as the
'historical avant-garde'.?*

Wollen's avant-garde lineage descends from Sergei Eisenstein and Bertolt

Brecht to the counter-cinema of Jean-Luc Godard.

In Godard's post-1968 films we glimpse something
of an alternative route between contentism and
formalism, a recognition that it is possible to work
within the space opened up by the disjunction and
dislocation of signifier and signified....Godard takes
the idea of formal conflict and struggle and translates
it into a concept of conflict, not between the content
of images [like Eisenstein], but between different
codes and between signifier and signifier....He wants
not simply to represent an alternative 'world' or
alternative 'world-view', but to investigate the whole
process of signification out of which a world-view or
an ideology is constructed.”

In attempting to deal with the problem of 'repoliticising' modernism, the
solution became the establishment of 'the two avant-gardes', aesthetic and
political, creating a division into two distinct, even oppositional, projects. But
having once defined two dichotomous avant-garde practices, politically concerned
theorists have to then work to reunify them. From Cahiers du Cinéma, for
instance: 'We would stress that only action on both fronts, “signified" and
"signifier", has any hope of operating against the prevailing ideology.
Economic/political and formal action have to be indissolubly wedded.”?® While
exploration of the means of representation alone is insufficient, a work is fully
avant-garde in this argument only if it employs both aesthetic and political
innovation -- at the levels of signifier and signified.

To indicate how deep the bifurcation to be overcome, we have the
commentary of Terry Eagleton, the symmetrically inverted form of Cahiers au
Cinéma's position. Speaking of Theodor Adorno, Eagleton writes: 'lt is possible
to read his work as a retreat from the nightmare of history into the
aesthetic....[T]hese two facets of thought [the aesthetic and the political] are
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closely intertwined, as a defeatist politics generates a compensatorily rich
aesthetics.”” Here the two are seen as mutually exclusive operations, the one
rising to fullness only as the other diminishes.

In its urging of an either/or oppositional conception of experimental artistic
practice, the bifurcation of the two avant-gardes raises other questions. Why such
a binary framing of the avant-gardes rather than one in which works might overlap
in certain arenas or by certain measures, while in other aspects they remain
distinct -- a more open instead of restrictive notion of alternative artistic activity?
This would certainly be more in keeping with the multiple, ever-variable, non-fixed
potential permutations of artwork. Further, the paradigm establishes a 'canbn' of
- two avant-gardes. Why not more or others instead? The possibility of a narrative
avant-garde is conceivable, for instance. This might open up a space for a
filmmaker such as John Sayles who is determinedly independent in his method of
working but who is difficult to classify as such because his work is not formally
experimental. Yet, he has made a career-long commitment to exploring narratives
of multiple, and shifting, perspectives (for example, The Return of the Secaucus
Seven, 1980; Matewan, 1987; City of Hope, 1991; Lone Star, 1996, Men With
Guns, 1998).

The issue of narrative raises another troubling concern for the conception
of a political avant-garde. While the aesthetic avant-garde is largely anti-narrative,
" the position Cartwright and Fonoroff argue, the political avant-garde requires a
referent in order to comment upon the socio-cultural landscape. Wollen's strategy
to the problem of referent is to argue /n favour ofa narrative cinema, but one
which is simultaneously anti-realist, or at any rate, anti-classic, that is, it must still
remain experimental at the level of signifiers. He points out that the Soviet
directors of the 1920s, although aesthetically alternative, were also preoccupied
‘with the problem of realism' and remained 'within the bounds' of narrative

cinema.?® Similarly, Brecht did not 'abandon the whole realm of reference outside

81



the play', nor did he equate 'anti-illusionism with suppression of any signified.'”
Rather, his definition of anti-illusionism is meant to put forth a different 'version of
realism',*® while always retaining a representation of something, a referentiality to
dynamics beyond the bounds of the play or stage.

Wollen believes that the anti-narrative, anti-realist mandate of the aesthetic
avant-garde results from painting's dominance in modernism. 'The tendency of
painting to concentrate on its own sphere of materials and signification, to be self-
reflexive, has been translated into specifically cinematic terms and concerns,
though here again "specifically cinematic" is taken to mean primarily the picture-
track.”! Instead of modelling itself so closely on the visual aesthetics that overlap
with painting, in this argument a fully-realised filmic avant-garde should consider
what is omitted as well as what is included within the realm of the aesthetically
permissible. And primarily excluded are verbal language and narrative, words and
stories.®® Instead of focussing on a narrow range of cinematic codes, avant-garde
work should encompass all available codes, including the non-specifically
cinematic.

However, while arguing for the inclusion of narrative codes in avant-garde
work, Wollen is also adamant in maintaining that 'new content' requires new
means of expression, that experimentation at the level of signifiers is also
necessary. Alternative approaches at the level of content or politics are not
sufficient in and of themselves.” The difficulty here, as Wollen acknowledges, is
that the disruption of 'norms of diegesis, subversion and deconstruction of codes'
unless 'thought through carefully or stopped arbitrarily at some safe point, leads
inevitably straight into the positions of the other avant-garde.”* That is, because
there is no clear-cut boundary between the deconstruction of narrative and
aesthetic codes necessary to the political avant-garde, and the unlimited

exploration of the means of representation by the aesthetic avant-garde, the
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former can easily, perhaps inevitably, overlap with and merge into the activities of
the latter.

Similarly and conversely, Wollen, equating words and stories with
'signifieds’, recognises that the appropriation of narrative by the political avant-
garde has no 'naturally visible' or logical demarcation from the more conventional
narrative approaches of Hollywood or art cinema.’> With the reintroduction of
narrative practices to avant-garde work, where then is the turning point between
representation as illusion versus politically productive, alternative 'versions of
realism'? Independent film is one arena which attempts to reconcile this

problematic, a discussion which will be returned to in Chapter Five.

Art Cinema

Contemporary 'art cinema' developed in the late 1950s and solidified in the
1960s with the work of a number of European directors. Seminal directors and
their initial films include Ingmar Bergman with The Seventh Seal (1956) and Wild
Strawberries (1957), Frederico Fellini and La Dolce Vita (1959), Alain Resnais
with Hiroshima Mon Amour (1959), and Michelangelo Antonioni's L'Avventura
(1960).** Andrew Tudor argues that what serves to unite these films, and
distinguishes them from mainstream classic realist cinema is that they are
'deliberately and obviously intellectual' and each bears 'extremely visible individual
stylistic characteristics'.>’ By 'obviously intellectual' Tudor seems to mean that art
cinema appeals to 'reason’, to films which require careful decoding in order to
'make sense' of events, characters, symbolic objects, and so on, and additionally,
which demand a weighing through of the dramatic problems depicted to reach
such interpretive determinations as 'right' or 'wrong'. This is in contrast to the
more immediately visceral audience positioning associated with being 'swept-
along' by Hollywood-generated filmic events, in which what characters and objects

'stand for' is usually transparent, as is the location of moral authority, for instance,
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where 'good' and 'bad' reside. Such a description refers to audience positioning
and the quality of the viewing experience, not to the ideological impact of
Hollywood films.

Similarly, Annette Kuhn citing David Bordwell speaks of 'being challenged
or "made to think" by art cinema'.”® She explains that in Bordwell's argument this
is achieved by a different approach from that of mainstream film towards narrative
structure in which concepts of causality are less strictly adhered to. So for
instance, the connection between character motivation and plot events may not be
clearly defined. Indeed, the narrative may be driven more by a character's
subijective states rather than by plot at all.** This conforms to the conventional
'rule-of-thumb' that European films are character-oriented in contrast to
Hollywood's 'plot-driven' material. Even so, character motivation may not be linear
or causally explained and can, in turn, be further disrupted by the voice and
concerns of the filmmaker, for instance by various means of filmic self-reflexivity
or by a series of events or objects of focus which can only be united, that is, made
sense of, as the vision or preoccupation of the artist/filmmaker.

Further, art cinema has traditionally had its own c!istinct distribution and
exhibition system in which, for instance, films tend to be shown in art houses, at
film societies, and so on. This, too, leads to 'different expectations' on the part of
the audience,” primed to take in more intellectually or aesthetically challenging
fare.

Such a concept of a different /eve/ of moVie-going experience has its origins
in more general cultural distinctions between 'high' and 'low' art. Len Masterman
suggests that the turning point for film, enabling such a distinction to be made,
came with the 1964 book by Stuart Hall and Paddy Whannel, The Popular Arts, in
which the argument was put forth that 'discrimination ought to be exercised, not
against mass-media products, but between them.”! Instead of finding a// media

texts artistically suspect and deficient, as had been the widespread critical
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practice, some texts could be elevated to the level of 'art' or high culture, such as
the work of directors Bergman, Bufuel, Vittorio de Sica, Antonioni, Jean Renoir
and Akira Kurosawa.

In addition, in The Popular Arts Hall and Whannel forge a third category of
film existing between the banality of Hollywood-inspired mass art and the

exemplary creations of high art. Their intermediate grouping is 'popular art'.

[A] number of popular cinema-forms -- such as

the western, the thriller and the musical -- have
developed; and although most examples of these
genres are banal, routine treatments of well-worn
formulae (as is common in mass art), a number of
gifted popular artists have been able to fulfill them-
selves while working within this popular tradition and
using the familiar conventions.*

Among such popular filmmakers, Hall and Whannel include, for example, Howard
Hawks. While not quite reaching the upper echelons of high art, his 'creative

"3 enables him to exceed the superficiality of mass art.

intention
Subsequently, under the influence of the French New Wave, a group of
both filmmakers and critics who came to the fore in the 1960s, the work of such
Hollywood, genre directors as Hawks and Alfred Hitchcock was upheld as high art,
along with the output of the French New Wave itself. Further, the increased
textual presence of filmmakers (through self-referentiality, highly individualised
stylistic characteristics, and so on) led members of the French New Wave to
develop the concept of 'auteurism’, an idea closely linked to the whole notion of art
cinema. 'Auteur’ signifies the director as identifiable, individual author, the
creative genius or visionary artist recognisably responsible for the work of art.
They 'stamp the marks of their personal genius on films bearing their names.""
The auteur theory has been much criticised, for instance, by the argument
that cinema is a collaborative and highly institutionalised endeavor, so how can
one individual be considered responsible for a film's overall effects? Auteurism

has also been part of a more widespread criticism, as have the avant-gardes, of
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the very notion of 'high art'. Still, concepts of auteurism remain influential for both
mainstream and independent film, Martin Scorsese and Quentin Tarantino serving
as current prominent exemplars.

No clear boundaries exist between art cinema and avant-garde work, nor
between art cinema and mainstream narrative film. For instance, the French New
Wave encompasses both of the former, with members like Godard and Resnais
more likely to be considered avant-garde, while Claude Chabrol and Francois
Truffaut would tend to be thought of as makers of art films. Having emphasised
this, the next section outlines some of the independent films that fall within various
categories of art cinema. In the 1980s and 1990s, independent film has absorbed
‘art cinema’ as part of its terrain or discursive formation. The following categories
of film, all of which can be considered independent in the U.S., also conform to
some tendency of art cinema. It should be stressed the lists are exemplary, not
exhaustive, and many, if not most, of the examples cited could fit into more than

one of the five categories provided.

1. Films that are formally and/or narratively experimental but with some
recognisable classic realist attribute(s), separating them from avant-garde work.
Films which apply here might be: Edward // (Derek Jarman, 1992, Fine Line); /'ve
Heard the Mermaids Singing (Patricia Rozema, 1987, Miramax); the works of
Peter Greenaway (Drowning By Numbers, 1987; The Cook, The Thief, His Wife &
Her Lover, 1990; Prospero's Books, 1991, all Miramax); Wings of Desire (Wim
Wenders, 1987, Orion Classics); Jim Jarmusch's films, for example, Stranger
Than Paradise (1984, Goldwyn) and Down By Law (1986, Island); The flcicle Thief
(Maurizio Nichetti, 1989, Aries); Poison (Todd Haynes, 1991, Zeitgeist), Zentropa
(Lars von Trier, 1991, Miramax); and perhaps Pecker (John Waters, 1998, Fine

Line).
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2. Films that are dense or inteliectual. The distinctions between this category and
the first are very murky and many of the films listed could be placed in either
category. However, the categories are maintained separately here because it is
arguably possible for a film to be formally or narratively experimental without being
intellectually provocative or for a densely challenging film to contain no formal or
narrative experimental gestures. Films in this category might include the following:
Eric Rohmer's ongoing work, for instance Boyfriends and Girlfriends (1987, Orion
Classics) and A 7ale of Summer (1997, Artificial Eye); Rhapsody in August (Akira
Kurosawa, 1991, Orion Classics); Krzysztof Kieslowski's 7he Colors Trilogy: Blue,
White and Red (1993, 1994 & 1994 respectively, all Miramax); Hal Hartley's
output, including 7he Unbelievable Truth (1990, Miramax), 7rust (1991, Fine Line),
Simple Men (1992, Fine Line) and Amateur (1995, Sony Classics); Metropolitan
(1990, New Line) and Barcelona (1994, Fine Line) by Whit Stillman; and Waiting
for the Moon (Jill Godmilow, 1987, Skouras).

3. Historical or epic dramas. Hanif Kureishi, the screenwriter of My Beautiful
Laundrette (1986, Orion Classics) and Sammy and Rosie Get Laid (1987,
Cinecom), during a talk at the Toronto Film Festival in the early 1990s, referred to
these as 'museum pieces', in a statement that makes overt their link to high art.
Films here encompass Merchant/lvory productions such as Howard's End (James
Ivory, 1992, Orion Classics) and A Room With a View (James Ivory, 1985,
Cinecom); Henry V (Kenneth Branagh, 1989, Goldwyn); 7he Madness of King
George (Nicholas Hytner, 1994, Goldwyn); Camille Claude/ (Bruno Nuytten, 1988,
Orion Classics); The English Patient (Anthony Minghella, 1996, Miramax); Mrs.
Brown (John Madden, 1997, Miramax); and Elizabeth (Shekhar Kapur, 1998,

Gramercy).
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4. Films that are based on a work of art in a different medium or whose subject
matter is art. For instance, adaptations of novels and other literary works:
Madame Bovary (Claude Chabrol, 1991, Goldwyn); Much Ado About Nothing
(Kenneth Branagh, 1993, Goldwyn); Smooth Talk (Joyce Chopra, 1986,
Spectrafilm) from the short story by Joyce Carol Oates; Angels and Insects (Philip
Haas, 1996, Goldwyn) based on the A.S. Byatt work; Henry James' The Wings of
the Dove (lain Softley, 1997, Miramax); and Virginia Woolf's Mrs. Dalloway
(Marleen Gorris, 1988, First Look).

Stories based on the lives of an artist or group of artists: Prick Up Your
Ears (Stephen Frears, 1987, Miramax) about playwright Joe Orton; My Left Foot
(Jim Sheridan, 1989, Miramax) centred on the painter Christy Brown; 7om and Viv
(Brian Gilbert, 1994, Miramax) depicting poet T.S. Eliot's marriage and its |
relationship to his work; 7he Moderns (Alan Rudolph, 1988, Alive) detailing artistic
Paris in the 1920s; Mrs. Parker and the Vicious Circle (Alan Rudolph, 1994, Fine
Line) focussing on writer Dorothy Parker and the members of the Algonquin
Round Table; Basquiat (1996, Miramax) about the painter Jean-Michel Basquiat,
directed by prominent painter Julian Schnabel; and / Shot Andy Warhol/ (Mary
Harron, 1996, Goldwyn).

While the majority of films in this category focus on classical art, as in the
instance of classical pianist David Helfgott and his mental iliness in Shine (Scott
Hicks, 1996, Fine Line), there is some range in this area as, for example, in the
arguably thematically comparable film, Sid and Nancy (Alex Cox, 1986, Goldwyn)

about punk rocker Sid Vicious.

5. International cinema. Quite obviously what constitutes a foreign film depends
on the national context of perspective (in the case of this study, the United
States). European work continues to dominate in this category: Cinema Paradiso

(Guiseppe Tornatore, 1990, Miramax, ltaly); / Postino (Michael Radford, 1995,
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Miramax, ltaly); Life /s Beautiful (Roberto Benigni, 1998, Miramax); Europa,
Europa (Agnieszka Holland, 1991, Orion Classics, France/Germany); Babette's
Feast (Gabriel Axel, 1987, Orion Classics, France/Denmark); Jean de Florette and
Manon of the Spring (both Claude Berri, 1986, France, Orion Classics); When the
Cat's Away (Cédric Klapisch, 1997, Sony Classics, France); Nenette and Bon/
(Claire Denis, 1997, Strand); The Nasty Girl (Michael Verhoeven, 1990, Miramax,
Germany); Antonia’s Line (Marleen Gorris, 1995, First Look, The Netherlands);
The Celebration (Thomas Vinterberg, 1998, October, Denmark); 7ango (Carlos
Saura, 1998, Sony Classics, Spain); and the films of Spaniard Pedro Almodévar,
such as Women on the Verge of a Nervous Breakdown (1988, Orion Classics),
Tie Me Up! Tie Me Down! (1990, Miramax), High Heels (1991, Miramax), and The
Flower of My Secret (1996, Sony Classics).

Other globally represented areas include Asia: 7he Scent of Green Papaya
(Tran Anh Hung, 1993, First Look, Vietnam); 7ampopo (Juzo Itami, 1987,
Republic, Japan) and 7he Funeral (Juzo ltami, 1984, Republic, Japan); Shall We
Dance? (Masayuki Suo, 1997, Miramax, Japan); Farewell My Concubine (Chen
Kaige, 1993, Miramax, China); and the films of Chinese filmmaker Zhang Yimou,
7o Live (1994, Goldwyn), The Story of Qui Ju (1992, Sony Classics), and Raise
the Red Lantern (1991, Orion Classics). Latin America: Like Water for Chocolate
(Alfonso Arau, 1992, Miramax, Mexico); Man Facing Southeast (Eliseo Subiela,
1987, Film Dallas, Argentina); and Strawberry and Chocolate (Tomas Gutiérrez
Alea and Juan Carlos Tabio, 1994, Miramax, Cuba); and from Brazil: Central/
Station (Walter Salles, 1998, Sony Classics). In addition, some representation
from India exists with Sony Pictures Classics' re-release, beginning in 1995, of
nine films by Satyajit Ray (Pather Panchali, 1955; Aparajito, 1958; Jalsaghar,
1958; The World of Apu, 1959; Devi, 1960; Two Daughters, 1961; The Big City,
1963; Charulata, 1964; The Middleman, 1975); as well as the work of filmmakers

such as Mira Nair (Salaam Bombay!, 1988, Cinecom).
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Art cinema, in all of the above permutations, continues to maintain a strong

profile in current configurations of what constitutes independent film.

Personal Cinema

The heritage of 'personal film' in the U.S. is often merged with the
minimalist/structuralist movement as one linear tradition known as the American
avant-garde or the American underground, as Lisa Cartwright and Nina Fonoroff
do when they speak of 'North American structural, visionary, and personal film."*
While there is certainly overlap between the two, personal film has had an
important, and distinct, influence on independent film and so will be considered
separately here.

Influenced by the avant-garde movements of the 1920s, the advent of
| personal film was made possible by the development and accessibility of 16mm
equipment following World War 11.%  16mm technology changed the potential for
individual flmmaking in several ways. Because it was cheaper it made equipment
and film stock available to more people. Because it was lighter in weight,
portable, and with fewer necessary accessories, it meant one or two people could
comprise a crew and film in a variety of locales, resulting in a means of production
with enhanced autonomy and mobility. The result was 'an emphasis on "self-
expression" which is seen as standing in opposition to the representation of the
world-view of a dominant class in commercial cinema....The psycho-dramas of
Breakage, Anger and Markopoulos, and the "lyrical” films of Maya Deren are
typical of the beginnings of the aesthetic of "personal vision" which was to become
so influential in avant-garde filmmaking."’

Although both the structuralist/minimalist and the personal/visionary
filmmakers claim their legacies from avant-garde movements of the 1920s,

personal film, like surrealism, is more heavily influenced by the medium of poetry

and the dream world. In contrast, the structuralist/minimalists are affected by the
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increasingly materialist/formalist concerns of painting. Both share in common,
however, an anti-narrative drive, working in opposition to classic forms of
cinematic storytelling.

Personal film also shares strong affinities with an auteurist position in their
mutual emphases on the creative capacity and visionary genius of the individual

artist.

For Brakhage, for instance, the film material
represents a passive mass or body which is
reorganized by the active agency of the artist
into a meaningful system, a notion of the 'natural’
as passive and the artist as central figure in the
world which goes back to the Renaissance....
For Brakhage, the camera is an extension of the
human eye, and in a hierarchy of discourses the
discourse of the artist predominates, providing
the overall coherence of the work.*®

Under the growing impact of formalist concerns in the arts, one tributary of
personal and visionary film of the 1940s and 1950s became, in the 1960s, the
structuralist/minimalist/materialist movements, while the original impetus of
personal, visionary production continued as a parallel presence. Personal film
was usually considered a part of the aesthetic avant-garde, its use of 'a private
language to convey the personal fantasies and obsessions of a single individual’
making it unamenable, in principle, to political applications.

However, the 1960s and 1970s also saw another development, the rise of
various political movements based on arguments of equity and civil rights. In the
wake of these political movements, personal filmmaking provided a new logic.
Within the women's movement, for instance, in the light of concepts of
consciousness-raising and notions of the personal as political, one thread of
women's filmmaking resulted in autobiographical pieces and in personal
explorations of self and others. Only a few of ine many examples that could be

cited here include, Joyce at 34 (Joyce Chopra, 1972), Daughter Rite (Michelle
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Citron, 1978), and Rape Stories (Margie Strosser, 1989). It is in both these
senses of personal -- singular, artistic expression and political voice -- that the
legacy of personal filmmaking has an ongoing impact and relevance for the

independent enterprise.

Identity Cinema

To many of those who work and believe in alternative cinematic practices,
this is the most contentious grouping of films to be included under the heading of
‘alternative cinema'. This is so because there is no specific aesthetic discourse or
formal set of practices which can be associated with ‘identity cinema’, resulting in
frequent discounting of its status as a genuinely alternative mode of production.
While many political or identity films may well be aesthetically experimental, they
need not be so. Maria Maggenti's 7he /ncredibly True Adventure of Two Girls in
Love (1995, Fine Line) is an example of a film which is not. A lesbian romantic
comedy -- just as 7he Crying Game (Neil Jordan, 1992, Miramax), for instance, is
a play on the traditional heterosexual romance genre -- /ncredibly True Adventure
was criticised for it in some quarters.

In an interview with Maggenti for Fiimmaker,”® Scott Macaulay broaches
the subject almost apologetically. 'What's amazing is that /ncredibly True
Adventure is totally a crowd pleasing film and | don't mean that in a
condescending way.”' He rushes to assure her his intent is not condescension
because 'crowd pleasing' is customarily understood as the antithesis of 'art,
synonymous with 'mainstream’, 'apolitical'(or politically suspect), and 'sell-out'.
Macaulay's 'amazement' about Maggenti's film stems from his perception that it
manages to be simultaneously 'crowd pleasing’ and 'good', that is, successful in its
political agenda.

He continues later in the interview, '[ijn terms of the New Queer Cinema

films, there's been a distrust of some of the conventional narrative strategies that
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you kind of embrace in your film.”? In something of a tyranny of the formal,
Maggenti is placed in the position of responding from a defensive, or at any rate,
self-explanatory posture, 'l did go through many trials when | began to develop the

script and | felt as if | were almost anti-intellectual, as if | were almost letting down

153

the legacy of queer cinema.

Peter Wollen is clear that political militancy alone is no guarantee of 'being

avant-garde';>* equally required is 'a break with bourgeois norms of diegesis, [and]

subversion and deconstruction of codes,™ that is, a departure from normative

realist modes of flmmaking. Indeed, theorists like Wollen criticise art cinema for
similar reasons, feeling it fails to sufficiently subvert normative codes or effectively
break down dominant narrative.

Lisa Cartwright and Nina Fonoroff, in their 1983 essay, are quite
disparaging of the notion that there can be a cinema of political content withoutan
accompanying destruction of dominant forms, 'A need for a break from narrative is
nobly acknowledged by filmmakers, but deployment of narrative "form" is justified
by a saving grace: political content.””® They elaborate their position further in an
argument that is quite prescient, if disapproving, about the forthcoming

development of independent film.

The issue of economic survival is of paramount
importance, and the move to narrative reflects

this concern. As funds for filmmaking become
scarce, it becomes increasingly difficult and risky

to depend on granting systems for support. Much
current work is done with a view toward marketing
potential: larger budgets, 'better' production values,
and more topical themes all signal the move toward
making films that are commercially viable products --
lifted from obscurity to greater 'public acceptance’,
from small film-screening spaces to art-movie houses
-- and, by design or default, a shift from a concern
for the possibilities of new uses of film to a concern
for marketability and accessibility.... True, one might
conclude from this upward mobility of the 'avant-
garde' that, finally, new avant-garde film work is being
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acknowledged with funds. But a more accurate

reading might be that the avant-garde is formulating

its own 'new' Hollywood through private and government
money. The situation is neither new nor advanced.”’

For Cartwright and Fonoroff, as for others associated with the political avant-
garde, it is impossible to have a cinema of politics without an accompanying
practice of nonconventional signifiers. This is so because dominant forms only
replicate dominant ideologies, re-exerting existing power relations and defeating
whatever else might be achieved at the level of 'content'. To claim a political
cinema without the necessary aesthetic subversions is to advocate a (or the same
old) cinema of illusory reality.

However, the same move away from the principally formal concerns of the
aesthetic avant-garde, and which enabled the reemergence of the political avant-
garde in Wollen's analysis, made it difficult to mandate or police the boundaries of
any future state of production, in order to ensure it was unified in its uses of
content and form, signified and signifier. 'Then in the sixties (with May 1968 as
the emblematic moment), this modernism seems to go into crisis. The threads of
the twenties are picked up again...and there is a revival of the historic avant-garde
with a host of new areas of commitment and inquiry: women's art, political art,
photography, popular imagery, environment, performance.”® It is the 1960s and
post-60s emergence of such a diversified body of identities and concerns that
results in an accompanying diversification of production practices.

Although the powerful influence of the avant-garde remains, and with it a
hierarchy in which the aesthetic takes pride of place, 'lt soon became clear that
the old doctrines of purity, of self-definition, of art about art, had collapsed and
been replaced by a new and extremely heterogeneous expansion of art into a
whole range of semiotic practices, with new types of audience relationship and
with new and unanticipated forms of signification.”® Along with this diversification

-- a sudden heterogeneity of politicised concerns -- the 'purity' of any single 'style’



or mode of production, such as the subversion of traditional aesthetic codes and
conventions, such as the development of an anti-narrative or a fragmented,
dismembered narrative, could not be upheld, opening up the possibility of working
in as many aesthetic forms as in politicised perspectives.

Further, the return to narrative, to the issues of 'marketing and accessibility'
which Cartwright and Fonoroff deplore, offer solutions to two other problems
encountered by the tenets of the avant-gardes and art cinema. The first is
precisely the issue of audience and the notion of producing an art ‘for the people'
which the people neither appreciate nor find entertaining. As Sylvia Harvey notes,
‘While it is not difficult to see how a "popular”, mass cinema might not objectively
serve the interests of the workers, it is much more difficult to see how or for how
long the value of a cinema which objectively serves their interests but is nof
recognized by them can be defended.'

The second but linked problem is the connection between the avant-garde
and concepts of 'high art'. The aesthetic and political avant-gardes and art
cinema are all a profound part of the legacy and practices of high art. For those
concerned with issues of audience accessibility and/or the value of the popular, a
politicised production which adopts narrative forms and genres, and works within
traditional codes, holds the potential, in this view, of surmounting the over-
intellectualisation and the over-aestheticisation associated with high art. However,
the influence of the avant-gardes cannot be easily dismissed and, as formally non-
experimental filmmakers such as Maria Maggenti have found, their 'place’ within
independent practice does not exist without questions.

Diane Crane points out that the redefinition of formal and stylistic features
‘appears to be the most important factor' in an art work's acceptance as avant-
garde (and by extension, as independent). 'Art movements that confine their
iconoclastic activities to the redefinition of social content or the production and

distribution of art works are less likely to be labeled avant-garde by members of
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art worlds. For this reason, the Social Realists in the 1930s and the mural artists
in the 1970s who redefined the social content of art and the settings for the
production and the distribution of art are not considered to be avant-gardes.”' In
the hierarchy in which the formal predominates, if a film is aesthetically and
politically alternative it is most likely to be considered independent. If a film is
aesthetically experimental it is likely to be considered independent, even if it is not,
in any way, alternative in content or social agenda. If a film is alternative in social
agenda but formally conventional it is the least likely to find acceptance within the
boundaries of independent film.

Identity cinema, whether aesthetically experimental or not (and the range is
great), is included here as a constituent of alternative cinema because it is such
an important component of independent film as it differentiates itself from
normative realist practice. Although sometimes disowned by its precursor, identity
cinema is very much heir to the principles of the political avant-garde. Second,
while identity is a political category, and therefore more fittingly a cultural/historical
discourse, the situation of identity cinema illustrates how representational
discourses resonate inseparably with cultural/historical ones, just as the case of
the political avant-garde, itself, makes clear. Third, identity cinema’s inclusion as
alternative practice points out the problem of the dominance of formal
considerations in configurations of alternative representational discourse,
excluding other discursive possibilities, for instance, narrativity. (The question of
narrative will be returned to in Chapter Four).

Other examples of gay and lesbian films besides 7he /ncredibly True
Adventure of Two Girls in Love, include: Desert Hearts (Donna Deitch, 1986,
Goldwyn); Parting Glances (Bill Sherwood, 1986, Cinecom); Longtime Companion
(Norman Rene, 1990, Goldwyn); The Hours and the Times (Christopher Minch,
1991, Strand); Poison, Swoon (Tom Kalin, 1992, Fine Line); 7he Living End (Greg
Araki, 1992, October); Claire of the Moon (Nicole Conn, 1992, Strand); Go Fish
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(Rose Troche, 1994, Goldwyn); Beautiful Thing (Hettie MacDonald, 1997, Sony
Classics); Ma Vie en Rose (Alain Berliner, 1998, Sony Classics); and High Art
(Lisa Cholodenko, 1998, October).

The range of films exploring race and ethnicity comprise, amongst others:
Chan Is Missing (Wayne Wang, 1982, New Yorker); Dim Sum. A Little Bit of Heart
(Wayne Wang, 1985, Orion Classics); She's Gotta Have /t (Spike Lee, 1986,
Island); Sidewalk Stories (Charles Lane, 1989, Island); Straight Out of Brooklyn
(Matty Rich, 1991, Goldwyn); Daughters of the Dust, Sankofa (Haille Gerima,
1994, Mypheduh); Mississippi Masala (Mira Nair, 1992, Goldwyn); Bhaji on the
Beach (Gurinder Chadha, 1994, First Look); M/ Vida Loca (Allison Anders, 1994,
Sony Classics); Latin Boys Go To Hell (Ela Troyano, 1997, Strand); Smoke
Signals (Chris Eyre, 1996, Miramax); and Strawberry Fields (Rea Tajiri, 1999,
Phaedra).

Films that focus on women and gender are disproportionately fewer
(compared to population or audience percentage),®* although some of the films
that appeared in the previous groupings of race/ethnicity and sexual identity are
equally appropriate here. Films within this grouping include, for example:

Working Girls (Lizzie Borden, 1987, Miramax); Gas Food Lodging (Allison Anders,
1992, Cineville); My New Gun (Stacy Cochran, 1992, IRS); Orlando, The Piano
(Jane Campion, 1993, Miramax); 7he Ballad of Little Jo (Maggie Greenwald,
1994, Fine Line); Girls Town (Jim McKay/Co}Ilaboration, 1996, October); The 24
Hour Woman (Nancy Savoca, 1999, Artisan); and Sugar Town (Allison Anders
and Kurt Voss, 1999, October).

British filmmakers have been particularly strong on films that focus on
class, such as: Mike Leigh's work High Hopes (1989, Skouras), Life /s Sweet
(1991, October), Naked (1993; Fine Line), Secrets & Lies (1996, October), and
Career Girls, 1997, October); The Snapper (Stephen Frears, 1994, Miramax); Ken
Loach's films, Ladybird, Ladybird (1994, Goldwyn), Raining Stones (1994,
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Northern Arts), My Name Is Joe (1999, Artisan); and Trainspotting (Danny Boyle,
1996, Miramax). '

In addition, there are fi_lms which combine working within two or more
political identity categories, for instance: My Beautiful Laundrette (Stephen
Frears, 1986, Orion Classics); Sammy and Rosie Get Laid (Stephen Frears, 1987,
Cinecom; Young Soul Rebels (Isaac Julien, 1991, Miramax); and 7he Wedding
Banquet (Ang Lee, 1993, Goldwyn).

~ Although this study is limited to narrative films there have also been a
number of influential documentaries that could most readily be described as
generically belonging to identity politics, some of which are: 7he Thin Blue Line
(Errol Morris, 1988, Miramax); /ncident at Oglala (Michael Apted, 1991, Miramax);
Paris Is Burning (Jennie Livingstone, 1991, Miramax); American Dream (Barbara
Kopple, 1992, Miramax); Forbidden Love: The Unashamed Stories of Lesbian
Lives, (Aerlyn Weissman and Lynne Fernie, 1992, Women Make Movies);
Silveriake Life: The View From Here (Tom Joslin and Peter Friedman, 1993,
Zeitgeist); Hoop Dreams (Steve James, 1994, Fine Line); Stonewall (Nigel Finch,
1995, Strand); The Celluloid Closet (Rob Epstein and Jeffrey Friedman, 1996,
Sony Classics); and 7he Big Ohe (Michael Moore, 1998, Miramax).

Postmodern Film

An understanding of what postmodern film practices or, more generally,
postmodern artistic practices might be is still very much in the process of cuitural
formation. However, some attributes are fairly widely recognised. For instance,
the admissibility of all forms, elements, affects and variations of popular culture, in
place of the exclusivity of high art. 'Popular culture could no longer be seen

simply in terms of the old "Hollywood" mass-media model' or 'summarily
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dismissed by monolithic reference to "dominant codes" or "classic texts", as
Wollen notes.* The change reflected an acknowledgment that the modernist
dismissal of popular culture as empty, trivial and invalid had been a gross
oversimplification. 'The implications of the developments appeared to be that, in a
society dominated by the mass media, popular culture is better able than avant-
garde art to provide visual metaphors that reflect the problems and dilemmas of
everyday life."®*

Additionally, a number of stylistic features have become identified with the
postmodern.
. 1. Compilation. Works that are accumulated from various dissimilar sources of
origin. Concepts such as pastiche, bricolage, photo-montage and collage are
associated with the practices of compilation.®®
2. Repetition. Umberto Eco calls postmodernism an 'aesthetics of seriality’ in
which the concept of manifold reproduction as in industry and mass media is no
longer seen, as it was for modernism, as alien to the enterprise of art.* |
3. Lack of an original or the novel. Within modernism, every work of art, 'figures
out a new law, imposes a new paradigm, a new way of looking at the world."’
This is displaced in postmodernism wherein artworks or cultural texts are based in
a widely known and mutually experienced cultural imaginary rather than an
individual artistic imaginary.
4. Fragmentation. Concepts of compilation, as well as the constant flow and
simultaneous break-up of media information (such as TV commercials and
channel surfing) result in far more fragmented texts rather than the unified and
coherent works of modernist art.
5. Referentiality and appropriation. References to or appropriations from other
works of art can be taken from the same medium or across media, from the
contemporary moment or historically. In fillm this might take the form of

incorporation from other films, either by reference to or wholesale appropriation of,
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and can occur in any one (or more) of a number of forms -- parody, homage,
straight rip-off, etc.

All of the above styiistic features of postmodernism overlap with each other;
none are distinctly separable. Pastiche, for instance, implies compilation,
appropriation, and fragmentation. Repetition and loss of the novel may well
encompass, in addition, the referential.

There has also been considerable debate about the originating 'moment' of
postmodernism and the demise of modernism. The difficulty may rest with our
desire for ‘clean’ divisions. Instead of seeing the problem as the moment when
one movement breaks with the other, perhaps it is more helpful to understand the
transformation as the moments when one movement merges with, or emerges
from, the other. In this dynamic, figures such as Godard, Robert Rauschenberg,
Jasper Johns, Warhol and other Pop artists can be seen as, on the one hand,
exemplary of a high point of modernism -- in their enshrinement as individual
creative forces, artistic geniuses and auteurs; in their emphasis on work that is
novel, original or 'strange’; in the density of their work as well as its presentation
and marketing, all of which render it high art. On the other hand, these same
figures can be viewed simultaneously as exemplary of an emergent phase of
postmodernism -- in Godard's use of appropriation, cultural reference, and
fragmentation, for instance; in Pop Art's seriality, constant citation of popular
culture, and so on.

Another tendency has been a kind of 'cultural panic' in which
postmodernism is assumed to signify the end of artistic practice. Arthur Danto
writes, 'Recently people have begun to feel that the last twenty five years, a period
of tremendous experimental productiveness in the visual arts with no single
narrative direction on the basis of which others could be excluded, have stabilized
as the norm....There is no a priori constraint on how art works must look -- they

can look like anything at all. This alone finished the modernist agenda.”® Here,
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diversity of styles and modes of production are identified as another attribute of
postmodernism. However, rather than cause for panic, in an era marked by the
urgency of pluralism this could prove to be one of postmodernism's richest and

most beneficial aspects.

Yet Danto refers to the completion of the modernist project as the end of
art, 'one mark of art having ended is that there should no longer be an objective
structure with a defining style, or if you prefer, that there should be an objective
historical structure in which everything is possible. If everything is possible,
nothing is historically mandated: one thing is, so to say, as good as another. And
that in my view is the object condition for post-historical art.'® By no 'objective
structure with a defining .style', Danto speaks of the loss of the art object, the
artefact, in its expression within particular coded modes of representation which
have gained certain recognised, exclusive, and valued significances. Although
Danto does not decry the onset of such a 'post-historical' diversity of styles and
practices, it seems somewhat dire (or premature) to refer to this as the end of art.
The end of modernism, yes. Perhaps even the end of art as we have become
accustomed to it. But the postmodern, by identifying work in terms of its diversity -
- calling attention to its specific time, place and voice(s) of origin -- can be argued
to historicise or provide specificity to art, precisely by removing it from the abstract
realms of the universal and the eternal.

The diversity of practices associated with postmodernism, coupled with its
inclusiveness towards popular culture, has meant the increased admissibility of
more familiarly mainstream modes of storytelling and their accompanying formal
approaches. As Craig Owens notes, if modernism 'proclaimed the autonomy of
the signifier, its liberation from the "tyranny of the signified"; postmodernists
instead expose the tyranny of the signifier”® For independent film this has meant

the reintroduction of concepts such as narrative, entertainment, and pleasure.
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The postmodern, however, is not solely a changing aesthetic sensibility. As
has been pointed out by many, it marks a different phase in capitalism, in the
spread of information and communication technologies, in rapidly changing
national and global political, financial and cultural economies. Filmmakers such
as Michelle Citron, whose work originates within the discourses and aesthetics of
the feminist avant-garde, have argued that such a differing context requires an

accompanying shift in modes of production. Writing in 1988, Citron explains.

The context has changed since the 1970s, so
those of us working within it must also change.

. On the simplest level, we have lost our audiences
as previously defined (for example, the large
network of broad-based women's centres has
greatly diminished)....Only two distributors of
women's films remain in the United States: New
Day Films (which has expanded to include labour
movement and health films) and Women Make
Movies. Other films are occasionally picked up
by broader-based independent distributors, this
in itself is a kind of mainstreaming....In some cases,
this can have the advantage of broadening a film's
audience; in others, it can bury them out of sight.”!

It is precisely the development of these broader-based independent distributors in
the 1980s and 1990s, and the cultural climate which made them possible, that this
study examines.

Citron argues that audiences are no longer 'out there' in the same way as
they were in the 1970s, an era and political climate which fostered the production
of avént-garde film. The move to more popular, narrative forms is a question of
filmmakers following their audiences,” a corollary argument to the charge that the
political avant-garde failed to reach the very audiences to and for which it claimed
to speak. Citron is not unaware of the losses and compromises this position

entails, nor of the criticisms it engenders.
We wanted to make films that challenged the
status quo. Whether documentary or avant-garde,
these were films for a purpose, for political-
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organizing and consciousness raising in the broadest
sense. This film practice challenged ideas about film
language, the relationship between viewer and film,
and the function of cinema in our society....\WWhat we
sacrificed in a particular compromise was not in that
context as important as what we gained. A film-maker
might make a seventeen-minute film that would be
seen by no more than 10,000 women. But the film
had a clarity of political and aesthetic vision com-
pletely in the film-maker's control....But the shifting
historical moment creates both a willingness and a
need to make different compromises. Today, a
woman can make a low-budget feature which gets
theatrically distributed and seen by hundreds of
thousands of women. But in this case, the demands
of the market as 'safeguarded' by the producer
circumscribe risks at the level of either form or
content.”

Ultimately however, and unlike Cartwright and Fonoroff, Citron sees adaptation to
the historical moment as the most effective strategy, and even, in the cultural
context from which she writes, enticing. Chapter Six takes up the question of

postmodern film in a more detailed manner, examining some of its possibilities

and its possible limitations.

All of the previously described traditions of alternative artistic practice enabled,
and continue to influence, the potentialities and parameters of current
independent film. Independent cinema embraces numerous modernist notions:
for instance, in its construction of the director as primary creative force (indeed,
even more adamantly than in Hollywood, it is very often the writer/director who
envisions and oversees the independent project, functioning very much as
auteur); in the independent field's emphasis on personal expression; in the value
placed on the original, the novel, the shocking, the strange; in the weight given to
formal experimentation of the material and linguistic elements of the medium.
And although independent film, in comparison to other alternative practices,

reverts more to the narrative modes of storytelling and the psychological
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development of characters associated with mainstream cinema as well as to its
concern with wider marketability, it also frequently retains the more specialised,
'dense’ language and usz of codes connected with high art cinema. And in some
cases, as in certain instances of modernist practice, independent film takes on
overtly politicised perspectives and concerns.

Influences on independent film also include the postmodern, notably in its
acceptance of popular culture, resulting in the greater permissibility of narrative
(and specifically Hollywood-associated) genres and codes; in postmodernism's
broader (some would say weaker) sense of what constitutes the 'political’; in both
postmodernism's and independent film's increased concern with issues of
marketability and accessibility -- the latter in both senses of readily available as
well as easily read.

Alternative artistic practices, it should be emphasised, are not a series of
fixed behaviours and activities (drip painting, scratch films) nor are they
constituted by specific, recurring aesthetic works or styles (such as abstraction).
‘Alternative’ film is defined (and continually redefined) in contradistinction to
changing forms of normative cinematic practices, and changing conceptions of the
hegemonic.

A serious limitation in operative conceptions of representative practice lies
in the dual division of form and content, and the similarly binary signifier and
signified, in which signifier tends to parallel form and signified equate with content.
Instead, a more suitably complex rendering of representation would be to
understand it as the process of various discourses operating simultaneously. An
artefact, then, is the confluence of meanings from multiple discourses, in varying
configurations and states of interaction. In this paradigm, aesthetic discourses
(abstraction, naturalism) converge with narrative discourses (art film vs. classic
realism; fiction, non-fiction or experimental) which interact with cultural discourses

(concepts of justice in courtroom dramas and detective stories; heterosexual
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coupling in romance); and so on. All of these are put into play in every artefact in
various formulations of relationship to one another, and nof necessarily in concert
with each other, that is, not working inevitably towards the same meaning
constructions (accounting, in part, for the existence of conflicting textual elements
and the possibility of multiple readings).

Each discourse (aesthetic, narrative, cultural, institutional) has its own
series of codes formulated by signifiers and signifieds. For alternative and
independent practices, in their struggle over what is 'legitimately' avant-garde in
form versus what is genuinely 'progressive’ in content, a disproportionate
emphasis may be placed upon the aesthetic as the most immediately visible, and
so most easily recognised, discursive field in operation. Conversely, films which
put alternative narrative and cultural discourses into play may be less readily
available to immediate recognition, and so less amenable to critical consensus
that they display characteristics of 'alternative’ significance.

It can also be argued that independent film exists as a hybrid not only
because it borrows from both Hollywood and alternative filmmaking traditions, but
also because it borrows from among elements within each of these large
configurations, culling itself by referencing or appropriating within and across a
number of, for example, alternative filmmaking practices. Further, it is possible
that independent film’s hybrid qualities, its composition from among and between
various representational discourses, creates an artistic object which may contain
gaps and fissures, a cultural product held to‘gether to whatever degree of
coherency by ‘leaky’ joints or seams. This may account, in part, for what has
enabled independent film to take up a place in the representation of multiple
identity formations, the subject of the next chapter.

Having outlined some historical and contemporary representational
discourses which have influenced independent film in Chapter Two, Chapter

Three takes a more detailed look at how institutional discourses (distributors)
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interact with alternative representational discourses, when those representational
discourses are called upon to express the cultural/historical experiences of
specific identities or communities (in this case, African-Americans). The approach
followed is to undertake a close examination of how institutional and
representational discourses within independent film might conflict with (or in a
different instance, complement) each other. At the same time, the chapter
introduces the further layer of cultural/historical discourses, in the particular form

of identity politics.
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CHAPTER THREE

'FIXING' DIFFERENCE:
IDENTITY CINEMA AND
INDEPENDENT DISTRIBUTION

When a work is so densely seeded within black
culture, a lot of people who are not from the culture
will say that they find the film inaccessible or they
find it is not engaging. What they are saying is that
they do not feel privileged by the film.

Julie Dash'

| have wanted always to develop a way of writing

that was irrevocably black. | don't have the resources
of a musician but | thought if it was truly black literature
it would not be black because | was, it would not even
be black because of its subject matter. It would be
something intrinsic, indigenous, something in the way
it was put together -- the sentences, the structure,
texture and tone -- so that anyone who read it would

realise.
Toni Morrison?

One of the principal means independent cinema uses to distinguish its
cultural mandate from that of Hollywood is through the voices of those for whom it
ostensibly speaks and the lives it seeks to represent. ldentity politics is one of the
constituting threads from which independent film weaves its discourse. Rosalind
Brunt suggests that the starting point for a politics of identity is, 'the issue of
representation: both how our identities are represented in and through the culture
and assigned particular categories; and also who or what politically represents us,
speaks and acts on our behalf. These two senses of "representation”.... help us
think how we both "make sense" of the world and get a sense of our "place” in it --

a place of many, and increasing, identities.” Making sense of the world, and of
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our place in it, is a multi-tiered process in which our identities are shaped by how
we come to perceive ourselves, as well as how we are perceived by others -- the
development of psychic and social being.

The dual inscription of the term representation is echoed by Paul Gilroy,
'the idea that artists are representative, pu.blic figures has become an extra burden
for them to carry. Its weight can be felt in the tension between the two quite
different senses of a word which refers not just to depiction but to the idea of
delegation or substitution.” Representation as substitution, of speaking and
acting on behalf of an entire multi-faceted social identity, presents its own
complexities. While Gilroy indicates the difficulty for a member of a subcultural
group to both depict and be delegate for the 'place’ from which she or he
emerges, Brunt pinpoints the all-too-frequent occurrence in which a cultural
outsider, with greater access to the means of representation, becomes the
substitute delegate.

One of the cornerstones of the recent wave of independent cinema which
began to consolidate in the 1980s are films associated with an emerging identity
politics, following in the wake of the various 1960s and 1970s civil-rights
movements. Included in this early grouping are films such as Chan /s Missing
(Wayne Wang, 1982, New Yorker Films), Parting Glances (Bill Sherwood, 1986,
Cinecom), Desert Hearts (Donna Deitch, 1986, Goldwyn), She's Gofta Have It
(Spike Lee, 1986, Island Pictures), and Working Girls (Lizzie Borden, 1987,
Miramax). As Peter Wollen has noted, the 1960s and post 60s era saw the
emergence of a diversified array of identities and concerns which resulted in an
accompanying diversification of production practices.” A consequence of the
political movements of the 1960s and 1970s was a growing awareness of co-
existing but distinct social formations -- women, gays and lesbians, racial and
ethnic minorities, and so on -- each with differing needs, desires, and agendas. A
universal or homogenous approach no longer was perceived to fit all.
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With the 1980s and 1990s this evolved into the urgency of multiculturalism:
the opportunities and issues surrounding a multiply-identified, multiply-
experienced society. A rzcognition of the swiftly diversifying nature of society, and
the concomitant creation of multiple, ‘specialised’ markets, underscored the need
for concepts and frameworks which promoted the modes and means of pluralistic
existence. These social and political conditions enabled the establishment of
independent film in the 1980s and 1990s as a cultural field whose mandate and
marketshare involved, precisely, the representation of underrepresented,
marginalised or otherwise ignored subcultural communities and consumers.
Independent film has become one of the cultural arenas where concepts and
strategies for multicultural existence are experimented with and experienced
through representational discourses.

[n the complexity of its creation and dissemination, independent film
embodies both sets of dynamics cited by Gilroy and Brunt: Gilroy's in the work of
specific filmmakers trying to make sense of the world and their place in it; Brunt's
in the surrounding institutional framework which selects specific work and then
markets it back to its originating community and to communities beyond. The
intent here is to show how the infrastructures of the independent industry, despite
claims of a cultural mandate to the contrary, narrow the permissible range of
subcuiltural representations through the persistent framing of films by, about, and
for marginalised social subjects as instances of 'otherness'. The consequence is
that space is created for some versions of particular identities, but not for others.

Such an analysis necessitates an examination of the cultural spaces
occupied by independent distributors, in terms of their avowed political role as well
as economic relations. This chapter will explore how the specifics of the
independent industry, at the levels of both individual practices and institutional
processes, shape and so help define the 'identities' of identity politics. Producer

James Schamus observes that '[M]any people who used to be shut out of the
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public sphere -- women, gays and lesbians, African-Americans -- have found a
~ place in our problematic landscape precisely through the process of getting
organized as a "market".® Here we will consider how such identities are also
organised by other forces, in this instance, distribution and marketing
mechanisms. And how this shaping occurs within specific, limited, and set

_ parameters which, in significant ways, are not to the advantage of the particular
community being identified.

As in most cases of hegemonic power structures, the organising of
identities does not occur principally in a self-conscious or straight-forward manner
but, rather, is mediated through complex, intricate cultural discourses. Such
discourses include concepts of 'history' and the complicated processes of reading
texts. Atissue are such considerations as what is historically valid knowledge,
and what are 'legitimate' representational discourses for transmitting such
knowledge. | would like to utilise the distribution histories of three African-
American independent films, Daughters of the Dust (Julie Dash, 1992, Kino), 7o
Sleep With Anger (Charles Burnett, 1990, Goldwyn), and Just Another Girl on the
[.R.T. (Leslie Harris, 1993, Miramax), with the closest reading devoted to
Daughters of the Dust, in order to compare the varying responses to each film on
the part of independent distributors, the decisions then made about how that
picture was 'handled’, and the effects of that treatment on the reception to each
film. Such 'pragmatic’ institutional decisions, mediated by preferred readings and
discourses of historical knowledge, as will bé shown, form a significant means by
which particular identities achieve or fail to achieve representation.

No doubt independent film provides opportunities and a cultural presence
for flmmakers otherwise denied the ability to create and disseminate their work.
In turn, such films help to further extend the independent arena. For instance,
She's Gotta Have /tenabled Spike Lee's transition to Hollywood, where he has

worked since, one of the few African American writer/directors to successfully
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sustain a career with the major studios. At the same time, She's Gotta Have It
arguably helped pave the way for other films by, about, and for African Americans,
both independent -- Hollywood Shuffle (Robert Townsend, 1987, Goldwyn),
Sidewalk Stories (Charles Lane, 1989, Island), 7o Sleep With Anger (Charles
Burnett, 1990, Goldwyn), Straight Out of Brooklyn (Matty Rich, 1991, Goldwyn),
and emanating from Hollywood -- /'m Gonna Git You Sucka (Keenen lvory
Wayans, 1988, MGM/UA), Boyz N the Hood (John Singleton, 1991, Columbia),
New Jack Cify (Mario Van Peebles, 1991, Warner Brothers), 7he Five Heartbeats
(Robert Townsend, 1991, Twentieth Century Fox), Juice (Ernest Dickerson, 1992,
Paramount), and so on. |

Simultaneously, however, independent discourse, as currently configured,
has restricted depictions of members of marginalised communities in, most
notably, three ways. First, the tendency to adopt an 'it's been done' mentality,
whether referring to having championed one's women's film, gay film, lesbian film,
African-American film, Latino/a film, or any other categorisation of social identity
which reduces a complex of experiences into a single rendition -- once, and fof all
time.” The it's-been-done plea may be applied within an individual distribution
company or across the industry. That is, a film may be turned down because a
company has already done 'its' women's, gay, black, etc. film, or because the
market for that 'type' of film has already been saturated by other companies, or
because it fails to add anything 'new' to our understanding of that particular social
category from what's already 'out there'. All arguments which are unimaginable if
applied to films by, about or for the dominant market group (‘Sorry, we've already
done our straight white male film for the year').

Second, the independent arena has limited the range of representations
through the industry's failure to cultivate a sufficient array of specialised
audiences. Instead of recognising and carefully appealing to new audiences,

particularly the communities of origin for subcultural fimmakers, the industry relies
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on a known and established concept of art film viewers -- traditionally white,
urban, middle-class ticket buyers. Further, there is a strong tendency within the
independent industry to mirror Hollywood's ideal demographic target -- young
males. This leads to Jim Moran and Holly Willis' description of the independent
arena as increasingly 'dominated by the success stories of college age men."
Although Moran and Willis refer to the writer/directors making contemporary film,
their comment applies equally to the suvbject matter which dominates independent
practice. James Schamus, for one, concurs with this widely-held analysis of the

ascendant trend in independent film.

Oddly, as the independent infrastructure grays
...the subculture that infrastructure promotes
grows, depressingly, more and more stupidly
ageist and infantilized -- a trait shared to great
extent by Hollywood, too. The 'independent’
scene, unlike the earlier Euro-inflected 'art-house'
culture, has a hard time dealing with mature

and experienced voices -- we're too busy rushing
around looking for the next barely post-pubescent
auteur to market.’

The desire to reach a young, male audience is rationalised by the percentage of
the movie-going public young men represent compared to their percentage in the
overall population. Younger viewers do go to the movies in disproportionate
numbers to their total population, however, they do not represent a
disproportionate percentage of the overal/ movie tickets sold. That is, while 16 to
20 year olds make up 8% of the total population, they account for 17% of movie
tickets sold. However, 30 to 39 year olds, representing 20% of overall population,
also comprise 19% of ticket buyers. Thus the older demographic, although not as
sought after an audience, actually exceeds the total number of tickets purchased
or dollars spent than the younger group as a whole.! The emphasis on a
youthful male audience is further bolstered by conventional wisdom which

suggests that boys and young men will not go to films by, about, and for girls and
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young women, but that girls and young women will attend movies aimed at male
viewers.!! The result is surprise every time a 'new' audience is rediscovered, as
in the case of young women viewers, following the success of films such as
Clueless (Amy Heckerling, Paramount) in 1995,'2 and again, in the wake of the
box-office achievements of Scream (Wes Craven, Miramax/Dimension) and
Titanic (James Cameron, Paramount) in 1997.13

Third, and as a result of the two previous factors of singular filmic instances
deemed sufficient portrayal of entire cultural formations, and the invisibility of
many particularised audiences, is the narrowing of the diversity of the films
promoted. This can be seen in the recent, heralded wave of African-American
cinema which has solidified largely into the stories of young urban men, depictions
dominated by gangs, drugs and violence, in both the Hollywood and independent
spheres. Such confined representation has been much criticised for providing a
distorted image of the multifacetedness of African-American lives and
experiences, as well as playing to negative stereotypes of African Americans in
communities beyond. This is not to suggest that the films which do receive
distribution are not good in and of themselves, just that they are too narrow and -
singularly repetitive to be considered anything near a significant depiction of the
full range of African-American culture. As filmmaker Robert Townsend notes,
when complaining that most black films must contain violence in order to be
considered marketable, 'We've got to do all kinds of stories. If the films all have
the same kinds of tones, then it will be another black exploitation period.'*

While the independent industry can argue that they are merely attempting
to compete with what's 'out there', or replicating what has previously proven
commercially successful, the narrow depictions do in fact coincide with the
dominant audience's stereotypical perception of African-American existence --
largely inner city, poor and crime-ridden. In other words, the films are being

assessed from, in this instance, a white, middle-class viewing position.
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Independent industry personnel stand in for, and indeed themselves largely
conform to, the assumed white, male, middle-class, heterosexual ticket buyer.
These industry representatives, for commercial reasons as well as ideological
identification, ensure that the dominant audience they resemble will be served, not
the subcultural audience which may be portrayed. The narrow spectrum of films
available and experiences depicted is not simply a transparent rendering of how
various social identities have come to perceive themselves -- despite industry
marketing and philosophical claims to the contrary. Rather, such depictions are
filtered through the perceptions and agendas of those who represent, in the sense
of speak on behalf of, marginalised communities. Such delegates, because of
their greater access to the means of representation, in this specific instance,
distribution, 'manage’ available subcultural representations.

The issue is not solely the inequitability of exclusion for those audiences left
unaddressed. At stake is the 'fixing' of a given identity in terms of how it is
understood by an outsider audience as 'otherness'. The consequence is gay films
dealing primarily with sex (and AIDS), black films about race, and so on. As
Kobena Mercer points out, 'the idea of speaking as a "representative of the race"
reinforces the myth, on which ideologies of racism crucially depend, that "the
black community" is a homogenous, monolithic or singular entity defined by race
and nothing but race."® Industry promotion and public conviction that films based
on identity politics are works in which representatives of specific communities
speak for that community too often concealé that what is actually being spoken
are the ideologies of those occupying the dominant distributing and viewing
positions.

The distribution history and audience reception of Julie Dash's Daughters
of the Dustillustrates some of the complex ways in which the narrowing of
subcultural representations is operationalised. | would like to use its example to

examine some of the intricacies of a filmmaker attempting to speak from her own
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cultural position and experiences within a broader institutional and discursive

context, and the limitations of an industry which advances itself as speaking on

behalf of others. As a white viewer, to assist in doing this | will borrow readings of

Daughfters of the Dustfrom Toni Cade Bambara, focus groups of African

American women conducted by Jacqueline Bobo, and writer/director Dash's own

comments. This is not to suggest that what results is somehow a racially 'neutral’

reading. Quite the contrary, it is an attempt to account for racialised readings of
the film, and to analyse how and why the film was misread by so many white
viewers, and in particular, by industry personnel.

Through close textual and institutional analysis, this chapter tracks a
number of discursive interactions:

1. How identity groups can use alternative representational discourses to convey
cultural/historical meanings and experiences, in the instance of Daughters of
the Dust, an African-American version of history.

2. How alternative means of storytelling, such as the subject matter, aesthetics,
and narrative formation of Daughters of the Dust can encounter difficulties

within an industry formation, even one supposedly designed to represent just
such alternative discourses.

3. The ways in which independent institutional entities approach the business of
of representing various cultural/historical discourses.

4. How identity and industry formations may collide over cultural/historical
discourses. This also involves the question of power as not all social
formations wield the same levels of influence, economic and beyond. In this
instance, Daughters of the Dustis an exception which illustrates the point by
having slipped through distribution barriers.

5. The ways in which the cultural/historical discourses of identity politics, as
conveyed through representational discourses, can be interpreted differently by

other discursive agents, in this instance, independent distributors, and as such
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are, in political terms, ‘misread’. The examples here are 7o Sleep With Anger

and Just Another Girl on the I.R.T.

As a representative of one of the mini-majors admitted retrospectively, in
light of Daughfers of the Dust's success al the box-office, the film had been
'kicking around for awhile', meaning it had been offered to, and passed on, by the
full range of independent distribution companies.'® Dash's description of the film's

distribution difficulties matches this acknowledgement.

I was certain that now that the film was completed,
distribution would not be a problem. It had been
hard in the early days to convey in words the idea

of this film. But now that it was done, | figured
there'd be no more blank looks. They wouldn't have
to imagine a film about African American women at
the turn of the century. There it was, right in front of
them. | was wrong. All of the distribution companies
turned it down. | was told over and over again that
there was no market for the film....Again, | was hearing
mostly white men telling me, an African American
woman, what my people wanted to see. In fact, they
were deciding what we should be allowed to see.’

Indeed, it appeared that the film was not going to get theatrical distribution at all
when, finally, it was picked up by Kino International, a company dealing primarily
in classic foreign films.'* Daughters of the Dust opened at Film Forum, a
specialty theatre, in New York on January 15, 1992, the first feature film by an
African American woman in theatrical release.

Despite the assurance of distribution, Dash remained concerned that a
smaller company such as Kino meant a limited exposure for the film during its
initial run -- for instance, the fact that it opened only in New York rather than
simultaneously in numerous U.S. urban markets. General wisdom holds that a
film needs the initial 'buzz' of wide release and promotion in order to succeed.
Otherwise it takes time to build audience awareness and word of mouth. The
danger of a limited release and promotional strategy is that a film will be pulied
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from the theatre(s), due to insufficient business, before its likely audiences have
had a chance to identify it. The widespread view exists -- including in Dash's
assessment’ -- that this was the fate met by Charles Burnett's 70 Sleep With
Anger.

To Sleep With Anger, starring Danny Glover, was released in October,
1991 in multiple markets. A month later it had earned only $325,000 at the box-
office. This despite a strong critical response to the film from early on. 7o S/eep
With Angerwas runner-up for the Grand Jury Prize at the Sundance Film Festival
in 1990, and Varietly’s very favourable review, following its Sundance screening,
described it as a film that, 'simmers for a long time before it begins to percolate a
pungent, stimulating brew. With special handling, pic could appeal to a sizable
audience....Once its theme takes hold, 7o Sleep With Angeris a fascinating piece
that proves Burnett a filmmaker of rich imagination and talent.'”’

In contrast, when Daughlers of the Dust screened at Sundance in 1991 it
won only the cinematography award, for Arthur Jafa Fielder's work, and received a
scathing post-festival review from Variety. 'Nobly intended as an investigation into
a little known African-American culture, Daughters of the Dust plays like a two-
hour Laura Ashley commercial....Talent is definitely on view here, and certain
viewers will assuredly fall in with the slow rhythm and privileged mood Dash sets
up. But on any serious level, two hours of visual lyricism do not substitute for
good drama and historical substance.”!

Despite positive critical response and the assessment that 7o Sleep With
Angerhad the potential of addressing a 'sizable audience', Goldwyn marketed and
released it largely as a specialty, that is, art film, and was subsequently much
criticised for this strategy. Tom Rothman, then head of production at Goldwyn,
argued that their sihcere efforts to market to black audiences had met with failure,

"The numbers and the pattern have been the same everywhere, regardless of how

we use television, radio, newsprint and public appearances to support this
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picture....[lt] has performed well in specialty houses, but in so-called black theaters
across the country, the performance hés been significantly less.” Responses to
this by representatives of the film are two-fold. First, that Goldwyn did not know
how to promote the film to African American viewers. Writer/director Charles
Burnett attributed the film's poor performance among black audiences to 'not an
absence of interest but rather a lack of effective marketing. "It's not that the black
community is not responding...lt's that they don't know anything about it. The
problem has really been trying to communicate with black audiences"." This
seems borne out by even some mainstream newspaper reviewers' responses to
the ad campaign. For instance, 'Like, who put together that newspaper ad with a
fat quote from Vincent Canby of the New York Times? "A Big Movie, Full of Big
Comic Scenes!™?* and 'All of this would suggest that viewers -- and perhaps the
distributor of the film -- may not know just what to make of 7o Sleep With Anger.
Curiously, though it is a compelling drama, ads have stressed the film's humor.'”®
Second, representatives of the film complained that the amount of Goldwyn's
promotional budget was woefully inadequate. A year after its release, co-producer
Caldecott Chubb remarked, 'In its defence, Goldwyn was the only company that
expressed any interest in distributing it. Everyone else thought it too daunting.’
He goes on to add, however, that eight weeks previously they had released David
Lynch's Wild At Heart with ten times the promotional budget of 7o Sleep With
Anger, 'They didn't really focus on this movie until it was too late, they had no
strategy for reaching the African-American community.®

Rather than revamping the nature of their campaign and increasing the
promotional budget in reaction to the film's early slow showing, Goldwyn narrowed
its focus and abandoned potential black audiences. Instead, it sold 7o Sleep With
Anger as art house fare, screened only in those specialised theatres, relying on an
audience with which it was familiar and its previous promotional strategies had

worked. 'Goldwyn executives argue that they cannot afford to aim such efforts

121



primarily at the black audience that had been assumed to identify most closely
with the film. "The audience for any specialized picture is the white audience," Mr.
Rothman said. "That audience tends to be more review-driven, and this film has
gotten absolutely fabulous reviews".”” In a convoluted argument, Rothman
suggests that Goldwyn cannot afford the expense of marketing to African
American audiences but must rely instead on the unpaid promotional value of
positive reviews. And because it is a white audience who primarily reads and
responds to those reviews, the principal audience for 7o Sleep With Angeris
white, not black, and the picture generically an art film.

Influential producer's representative John Pierson, who describes 7o Sleep

With Anger as 'beautifully made, slightly obscure’, comments:

Glover's name got the film made, but caused
terribly confused expectations when Goldwyn
later released it. If his screen partner Mel Gibson
had been in it, that probably would have changed
the commercial prospects. Goldwyn was roundly
thrashed for treating it like an art film, which is
exactly what it was. Admittedly, their grass roots
outreach to the black audience was almost nil.®

In this rather schizophrenic analysis, although Pierson reports the criticisms meted
out to Goldwyn, he simultaneously defends the company by blaming the film's
poor showing on its ‘'mixed-signal' casting which caused 'confused expectations' --
as if one can not have Danny Glover without Mel Gibson -- and thus rendered the
film less or un-commercial. However, this contradicts conventional industry urging
to cast known actors in independent films precisely in order to have a marketing
hook. Pierson further defends Goldwyn's strategy on the basis that they marketed
To Sleep With Angerfor 'exactly what it was', an art film, while only half-heartedly
acknowledging that the distribution company ignored a large and significant
audience base.”

Certainly a drama with white characters centring on intergenerational family

relations, in the manner of On Golden Pond (Mark Rydell, 1981, Twentieth
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Century Fox) or Dolores Claiborne (Tayler Hackford, 1995, Columbia/TriStar), for
instance, would hardly be considered an art film. The criteria by which Goldwyn,
Pierson, et al. designated 7o Sleep With Angeran art film appears to have been
based on three determinants: first, known audiences; second, subject matter; and
third, their own position vis-a-vis the film's address.

Considering 7o Sleep With Angeras an art film, rather than as a drama
with black characters, conforms to a known category of viewers for independent
distributors instead of an unfamiliar audience which needs to be cultivated.
Second, 7o Sleep With Angerdoes not conform to the subject matter or genre of
youth-oriented films preoccupied with inner city violence which dominate the
perception of what 'black film' is; instead, characters from an older generation
head the story's focus on family relations and community interactions. Third, and
in a theme to which | will return in connection with Daughters of the Dust, the
tendency exists for industry members to classify any film they do not 'get’, or in
Dash's terms are not privileged or addressed by, as an art film. It is important that
the Goldwyn company is not singled out but that these problems are viewed,
rather, as industry-wide. Indeed, Goldwyn has at least as good a track record of
picking up films by, about, and for African Americans, while not limiting their
selections solely to the 'inner-city' genre, as any other independent (or studio)
distributor.”’ |

To Sleep With Anger ultimately earned $1.16 million at the box-office;
Daughters of the Dustearned $1.7 million.!  While seemingly not an enormous
difference in hard figures, at the profit margins involved with independent film
$540,000 is a substantial discrepancy, equalling about half of 7o Sleep With
Anger's gross and a third of Daughter of the Dust’s. Further, the concept of box-
office success is not calculated solely on the basis of box-office gross. Also
considered in the equation are the distributor's purchasing price to the filmmakers

for the film's rights, and the distributor's promotional and marketing costs. For
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instance, The Spitfire Grill (Lee David Zlotoff) sold at the Sundance Film Festival
in 1996 to Castle Rock 'for a calamitously overpriced $10 million. That price took
what might have been a tnodest success and turned it into a major commercial
failure.”® Released through Columbia, although The Spitfire Grillearned $12.66
million at the box-office,* its advance costs were disproportionately high
compared to what the film could reasonably be expected to earn. So, despite the
dollar figure of what it grossed, within the industry the film is widely viewed as a
commercial failure.

The difference between 7o Sleep With Angerand the greater box-office
success enjoyed by Daughters of the Dust appears to be attributable to KIM3
Entertainment Group, a then recently-formed African American public relations
firm hired by Kino to promote and market the film. KJM3 advertised Daughlers of
the Dustin newspapers and on radio stations with a largely African American
audience, arranged interviews and stories on black radio and TV programmes and
in black newspapers and magazines, placed posters in community bookstores,
schools and churches, and elicited the support of black social and political
organisations. The film's opening date of January 15 was planned to coincide with
the celebration of Martin Luther King Jr.'s birthday and February as the month in
which Black History is honoured. KJM3 vice-president Marlin Adams explains,
'We knew the audience for this film. We knew that there is a complete cross
section of the black community who are concerned with the questions this film
addresses -- what about ourselves should we retain? Questions around history
and identity, the past vs. the future.” KJM3's and Kino's strategy was to pursue
cheaper, grass roots promotional techniques, and then to rely on what turned out
to be very positive, and vocal, word of mouth.

These focussed efforts to reach and develop the film's likeliest audience(s)
resulted in its sold-out run at the Film Forum, attended by non-traditional

independent film viewers, individuals as well as groups from schools and
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churches, who went to an art theatre specifically to see Daughters of the Dust.
Ninety percent of this initial audience was composed of African American
women,” and from there the film went on to find a wider release and appeal. For
instance, when it subsequently opened for a regular run at New York's more
mainstream Village East Cinemas it played to sola-out audiences, prompting a
theatre spokesperson to comment, 'It's been a big surprise. It's primarily a middle-
class black female audiehce. We sell out weekend performances, and during the
week, we get busloads of church groups, high schools, and senior-citizen groups
coming in for matinees."®

It is worth noting that while KUM3's promotional strategies were unusual,
the efforts expended to promote Daughters of the Dust were not excessive or out
of the ordinary for an independent film. For instance, producer's representative
John Pierson, describes the difficulties in getting S/acker (Richard Linklater) into
the pivotal Sundance Film Festival in 1991, where it had been rejected the
previous year. (A producer’s representative is a position found particularly in
independent film, not within a Hollywood paradigm where financing/producing are
tied up with securing a film’s distribution rights. A producer’s rep views available
films, decides which are significant and marketable, has them play the ‘right’
festival circuit to create a buzz or at least positive response to ensure their
marketability, and then shepherds and negotiates the deal with the distributor for a
percentage of the advance). Orion Classics had already signed on to distribute
Slacker, and despite their involvement and a highly influential producer's rep, the
film's admission to Sundance, or to other important festivals, was far from a given.
Further, Pierson describes the significant efforts made to overcome negative
newspaper reviews, such as in the New York Times, before Slacker ultimately
'found' its audience.’’

Although the gamut of independent distribution entities insisted there was

no market for Daughters of the Dust, filmmaker Dash ultimately succeeded in

125



reaching the audiences she had intended to address, 'l wanted black women first,
the black community second, white women third.”® The question is why did the
independent industry insist there was no market for the film, and then when
audiences flocked to it, why were these same distributors taken by surprise? In
the cases of both 7o Sleep With Angerand Daughiers of the Dust, why was the
industry unable to recognise the films' audiences -- an untested potential in the
former; proven in the latter instance? What are the specific appeals of Daughlers
of the Dustfor its intended audiences, and what makes it so difficult for the

independent industry to recognise those pleasures?

The year is 1902. We meet a family, the Peazants,
at a critical moment: several members have elected
to migrate north for better jobs and schooling. Nana,
the head of the family has called the Peazants
together for a reunion picnic. She performs a ritual
of protections against the hazards of ‘crossing over'.
She creates an amulet from scraps of the ancestral
past: her most potent gris-gris is a clump of her
mother's hair, a last minute keepsake the mother
yanked from her scalp before she was snatched from
Nana, the child, and sold down river.*

Julie Dash describes the sea islands off the coast of the Carolinas and Georgia,
home to Gullah communities and the setting for her film, as the Ellis Island for
African Americans, 'the processing center for the forced immigration of millions."’
Daughters of the Dust tells the stories of four generations of women and of an
important segment in African-American history.

One of the aspects which attracted African American women viewers to the
film was the direction and nature of the film's gaze. For instance, 'The thing that
struck me about Daughters of the Dustwas that there were different-looking black
women -- different hairstyles, different shapes; the difference within blackness

was just really striking to me and nice because they were all very beautiful in their
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own way"! | and 'In Daughters of the Dust, the configuration of all these women
together is extremely seductive."? This perspective is affirmed by Toni Cade
Bambara: 'What draws black women in particular to the lengthy movie theater
lines again and again is the respectful attention Dash gives to our iconography --
hair, cloth, jewelry, skintones, body language.'

Yet it is this same aspect of mise-en-scéne which prompted one of the
major criticisms of the film. In the same review in which it called the film a two
hour Laura Ashley commercial, Variety further describes it as, 'Gorgeously shot in
the style of a fashion layout....On view for reel after endless reel are countless
silent shots of women.' And NMew York magazine, despite an article probing the
film's popularity with African American women, finds, 'At times, with its one
representative Indian and its endlessly kaleidoscopic pairing of women, men, and
children with elaborate hairstyles, Dustlooks like a parody of a Benetton ad."*
These readings are in stark contrast to the seductive pleasure black women
viewers attribute to these same 'endless' images. The repetition of the sentiment
of tediousness by both reviewers suggests that the film addresses someone else's
imaginary, not their own.

What many of the film's African American viewers seem to recognise but is
consistently missed by white (re)viewers is, precisely, the historical and cultural
dimensions of the film's iconography of appearance. In an interview with Dash,
bell hooks asks her about this criticism of the film, 'we know that a lot of people
have crassly said that this is a film about hair....\WWhat do you think about the critics
and others who have said that there is too much emphasis on the aesthetic

"3 Dash responds

elements of appearance -- the hair, clothes?.
The hairstyles we're wearing now are based upon
ancient hairstyles, and there is a tradition behind
those hairstyles. They mean things. In any West
African country, you know, if you are a preteen you
have a certain hairstyle. If you are in puberty you
have another hairstyle. Menopausal, another
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hairstyle.*
And in another context, Dash elaborates further.

Everything means something; there's a source
for everything. You just don't put a scarf up on
someone's head. You just don't put jewelry on
someone; you put it on in a certain way People's
motor habits -- the way they stand and the way
they walk, the way they laugh -- | tried to maintain
the integrity of West African motor habits. An
example would be of turning the head slightly to
the left when listening to an elder and putting a
hand over your mouth when you laugh. All this

is approached from an Afrocentric perspective....
Afrocentrism, as I'm applying to this film, is that
your actions are derived from West African culture
rather than from the hinterlands of Europe.*’

In other words, African American women viewers recognise in the film's
iconography of appearance precisely what is absent in a Benetton ad: the
specificities of individual, cultural, and historical contextualisation. Many white
(re)viewers, not primarily addressed by the film, are unprepared, whether unwilling
or untrained, to recognise those resonances, and so, are left linking the film to the
artifices and superficialities they associate with a Benetton ad. Such ads are
purposefully designed to display the absence of individual, cultural or historical
contextualisation, and to focus attention, instead, on surface appearance in order
to create a universalising, 'we are the world', iconography.**

The film's representation of a range of black women is enacted additionally
through its depiction of characters in which there is a group dynamic instead of a
single protagonist. The resulting diversity of experiences becomes clear in
instances such as Jacqueline Bobo's character summary along a barometer of
spirituality.

Nana Peazant places her faith in her ancestors
and the relics from their past lives; Yellow Mary
clings to her St. Christopher charm and her strong
conviction that she can always make her way in
the world; and Eula sets a letter beneath a glass
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of water under her bed to summon the spirit of her
mother to guide her. Haagar believes firmly in
herself and doesn't need any of what she terms
'that hoodoo mess'. Viola, more than anyone
else, has entrusted her life to the belief systems
of the dominant culture.”’

The diversity of women characters, across generations and life circumstances, is

inseparable from an historical context in Daughters of the Dust. From Bobo again,

Viola's attempts to restrain her sexual feelings

were not unusual, for many black women of that

era attempted to present themselves as refined

and genteel in response to the pervasive sentiment
that black women were loose, untamable sexual
creatures....The presentation of Viola and her starched,
restrained, religious countenance provide a stark
contrast to Eula's rape and to Yellow Mary [a pros-
titute]. Their two stories, coupled with Nana Peazant's
history, are a dramatic reconstruction of one of the
most devastating myths about black womanhood.*

Instead of the complex, confusing or impenetrable film so often described by white
reviewers, African American reviewers point to the simplicity or transparency of
the narrative's historicising. Jacquie Jones in Cineaste writes, "The irony is that,
on a certain level, the film's narrative is quite simple....In one scene, children pour
over a "wish book" picking out all the things they will be able to buy once they
feave their isolated homeland. In this, Daughters of the Dustis a familiar
immigrant drama. The young reach for change while the old cling to tradition....
[T]he tension between tradition and modernity, is symbolic of a classic African
American discourse: reconciling collective memory and the legacy of slavery with
upward mobility and the American dream.”! And Valerie Boyd in American

Visions:

The premise is simple....The matriarch of the
family, Nana, doesn't want them to move north

and leave their culture behind, so she evokes

the spirits of the ancestors to communicate with

the younger people and to keep the family together,
in spirit if not in reality....And African Americans
should not depend solely on marketing executives

129



to get the word out. Daughters will likely build its
audience through black America's oldest marketing
strategy -- word of mouth....Historically significant
and visually sublime, Daughters of the Dust is like
a sacred secret whispered in your ear. Pass it on.*

However, if that historical significance is invisible because unknown to a segment
of viewers, they will see a parade of interchangeable African American women,
rather than the range of women's experiences cited earlier by Bobo's focus
groups.

The film also addresses the absence, for African Americans, of 'history' as
a continuous written record, a cultural genealogy, due to forced immigration into
slavery, separation from homeland and the compulsory dissolution of families,
followed, in turn, by the mandatory assumption of owners' names in order to be
identified as his or her property. Writing of diasporic people of colour, Stuart Hall
observes, 'Because they are irrevocably the product of several interlocking
histories and cultures...people belonging to such cultures of hybridity have had to
renounce the dream or ambition of rediscovering any kind of "lost" cultural purity
or ethnic absolutism. They are irrevocably translated.”® Such 'translated people'
nonetheless still long for cultural and self knowledge, as a woman following a
screening of Daughters of the Dust explains, 'lt makes you feel connected to all
those before you that you never knew, to parents and grandparents and great-
grandparents ....\Whatever color you are, people want to feel that sense of
belonging."*

'"The whole film is about memories, and the scraps of memories, that these
women carry around in tin cans and little private boxes...."Scraps of memory" is
also taken from a paper that W.E.B. DuBois wrote about the fact that African
Americans don't have a solid lineage that they can trace. All they have are scraps
of memories remaining from the past.” So it is fitting that the film is told in such
bits and pieces -- whatever individual characters hold. The 'scraps' become a

tradition, a way of historicising, a 'translation’. And in the process, the film
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contests European-derived notions of what constitutes 'the historical', another
source of mainstream criticism about the film: 'Dash displays an antihistorical,
anti-informational bent that is highly frustrating.”® The film's ostensible

‘antihistorical bent', its lack of 'historical substance' is another factor cited in

complaints about the narrative's incomprehensibility.>’ Daughters of the Dust.

then, sets in motion questions surrounding which modes of discourse are
empowered or authorised as history, and as such, suitable for historical

representation.

Ibo captives, African captives of the Ibo tribe,

when they were brought to the New World, they
refused to live in slavery. There are accounts

of them having walked into the water, and then

on top of the water all the way back to Africa,

you know, rather than live in slavery in chains.

There are also myths of them having flown from

the water, flown all they way back to Africa. And
then there is the story -- the truth or the myth --

of them walking into the water and drowning
themselves in front of the captors. | was able, in

my research, to read some of the accounts from

the sailors who were on the ship when supposedly

it happened....Watching the Ibo men and women
and children in shackles, walking into the water and
holding themselves under the water until they in fact
drowned. And then interestingly enough, in my
research, | found that almost every Sea Island has a
little inlet, or a little area where the people say, 'This
is Ibo Landing. This is where it happened'....It's because
that message is so strong, so powerful, so sustaining
to the tradition of resistance, by any means possible,
that every Gullah community embraces this myth.™

The family gathering in Daughters of the. Dustbegins at this particular island's Ibo
Landing. The story of the Ibos' drowning as resistance to the conditions of
slavery, whether originating as 'the truth or the myth', reverts to mythical account
through its dispersal from Sea Island to Sea Island. It becomes a shared or

communal story, 'flying' across space like the Ibos fly back to Africa, occurring
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everywhere and, hence, in European-American terms, occurring nowhere. In
Dash's and others' opinions, the refusal to identify a single, specific location in the
African-American renditioii undermines the story's 'historical accuracy' in terms of
Western historiography. For descendants of an oral tradition and a people of the
diaspora, however, this same attribute of 'dispersal' ensures that the message of
resistance is embraceable by all.

While Western European and European-American traditions in the
discipline of history are muitfaceted and complex, some African-American cultural
theorists argue that a central trait, perhaps #he central tendency, is to place written
and factual material at the top of the hierarchy of what constitutes the 'historical’,
valuing such material as closest to ascertainable and objective truth. In this
paradigm, 'myths' and other forms of oral cultural tradition are considered less
historical, and so, are relegated to a lower position of value in the recording of a
cultural past. Because they are not factually-based or factually verifiable, they
are, in this estimation, closer to fiction than to science.

Michelle Wallace, for instance, who defines African-American oral tradition
as including ‘jokes, stories, toasts, black music from spirituals to funk, and black
English,” argues that a significant part of contemporary African-American literary
and historical practice is 'the writing down, or the translation, of a predominantly
oral or mythic tradition." But, she continues, this tradition is viewed by dominant
historiography as an inferior process of historicising, used of necessity by ‘people
who lack the broader, more "universal" knowledge of the scholar and the
historian.'*

Although certain schools of Western history have been formulated to avoid
precisely such limitations, as in the cases of social history and, more recently,
cultural history,®' Ella Shohat and Robert Stam concur that it is an always-

potential danger of Eurocentric thinking 'to equate the "non-literate” with the
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"ilfterate",' valuing literacy over orality, and assigning 'the prerogative of

interpreting history to the literate European.' They continue

But one can appreciate literacy as a usefui tool
and still question the equation of the written
with the lofty, the serious, the scientific, and

the historical, and of the oral with the backward,
the frivolous and the irrational.®

Or at any rate, avoid equating the written with fact and the oral with fiction; the one
with truth and the 'other' with myth. Raymond Williams explains that the word
'myth' came into use in the English language in the early 19th century, from its
precursor 'mythos', a fable, story or tale, used as an antithesis to logos and
historia. In Williams' analysis, one significant sense of myth has been to use it
'negatively as a contrast to fact, history and science.'®

The historical tradition Dash, Wallace, and others critique descends from
Enlightenment-based concepts of rationality in which reason and analysis are
used to 'prove’ evidence beyond doubt or subjective interpretation, indeed, to an
objective measure of accuracy or 'reality’. Such notions of history are indicated in
19th century Cambridge historian J.B. Bury's contention that while history 'may
supply material for literary or philosophical speculation, she is herself simply a
science, no less and no more.' Or the view of Thomas Macauley, author of the
mid-19th century, History of England, who saw 'history as a duel between reason
and superstition, the modern and the medieval world.”* In some instances of
postcolonial theory, 'history' is considered 'the discourse through which the West
has asserted its hegemony over the rest of the world," in part by equating 'history'
with ‘civilisation', and then allocating civilisation as a property of the West.®> Much
is at stake in the conceptualising of ‘history’ -- how it is and should be represented.

Similar concerns to Dash's regarding the processes of historiography, and
of 'history' as contested terrain, are taken up by British filmmaker, Maybelle

Peters, in an animated short entitled, A Lesson In History (1990). Peters'is a



% !'# # br*x # /0% # & | % # ' #1$' 1" B

"G # ) & # # '& 1 * g &, , *'& ! <t ) #
O A , HO& S ##H # ) "%l 4 #+ # (" #]
6$%' ! # LH(" 'l 4# L H#H Y e $ #0001 #
10 %*%  L#, ) ‘& | 7 #' & 1'r @@ # |
I+ # '& 11$ , | & # B ) # L& % 4 1x ) #
# #,%" 1 & M1/ # "'$ # ' , % 'l 1B =
"+ 1 L, # D) 0'#+ "2 % | # H#) I H+ & O'#+
0 ! # *12 1 C@?= H' # /4 #!1 ! 1 1% ) &' -1 & ,
#0011
# L H %'H+ Lo+ # +1'& % 4! % o+ %* 6,%" &
##t %! & " '$ # 1 '* &% $ ! F OH - %4 0 % ! -
I #U'#  # 1' "#G  # " % # L+ # 0+, &"%%* &%* #+
Bl %t A#[# 1, 1) 1S # o+ Lt 1 et " #
" J #+ H # % - | ! + 1 # $%*/ %+ $1'&
% 41 # $'% , % ! "++% # 11 #, "y "% # #
CHL OB % ) #+ " T &+ L B < & & L H#H O+ #H &, #
"L ## 'OF !  %&G $ ') ! # & , # ) ) ! # &
L % | & H# $'$% % # # ) &' &' #! #, 1 [
1% ) | &% | w0V AwH # 14% &% [ #) # '
6$%' | # ]
$ ., 11 #1&' Ho# # O #1O"," & TS # S
["# # " & N Y N7 T T
[ ' 1% ) " # )y ) 1 11 # " % %! " 1 #
' o R . # & ,! 8 |1 N -
L# S '8 & ! $$ ) 1 1 l&' #* -1 #

1O #'# 61 # %", & 6 $% # &' %%'/ #+ 6, $ &'



& % 1! 1'% L, HE & 1% ) * % # # ) U & ##E
$ t# o ) o, o g & , , *'& # | L # $%
gL [ # & %%+ #1 ' 1 "$ 3"
"0 )y 1o #O"H, %! I $
#+ ] H# O # A+ ## o+ #
& %%! # 11 %% * "
I" & S B B Y R S
I #  #+ ) | #+ & | #+! o+ # 11
[ 1$ 1 % 1 & + 1$!
O Sy L " !
. .4 ' A T N AR $% #  # #'
%''4 #+ 4
9 & ! $ Il $ s # e # 1 %
HL O #,%" #  6,%" #$'$% # B0 & H L # #+
6$ #, 1 11 I &% | H1 A#' ] 1/ # I #'
) #, '& ) # L # #1 %4 &' & I %l # & $ #l #
I # oA & H LD # L oL # LR gL # % &
"6 "%, | [ 1$ 12 1 41 #+ %! 1 6 $% & #
&'%%'/ #+ 6, $ & )y | '& % 0
'$ 1 & 't 1! #'
I & T 6$% % , | *
I "&& /("1 '#l= - 11 CH K&
CO#OKM -, L T L $M
- ' 1 %4 % 4 M@E
) * | '& CH,S & Lt r $ ' % # # 1 H# &
CHO# & #O# ) " %! # ) H# ! 8# A4 # '& ' H##' '
#,0 % 11 ' S LE (M) % # L x #e ' Lo
‘1 # 61! D #1 ore ) N L7
#o# & 1 P # o % * 't A# %+ '
$' # Do) kL # % # 1 '& H O##
&' | # 4# &Y % # & LR %% #+ I #
%t %> L % # S L# CH% 11l 1 $$% , %%

L) # # #$ | '& 11 & % ' $ ')



8 ) ) vV #D &t L #+ 3" Fr g P1lo# # $" %!

# #1% '# &' '# ,) %! '# ' #' )y & %

,II% n %%* !II % &l / n #’ n 1 $ , / | #!

X1 L g #H B #, 1 # /"o IS | * &
"L # #+ I $% , # $ ) % + H#+ '& 1S, &, " #, "

! #! #, 1 % ,4 /" # & ! % ,4 ' "# * 1 '# 1

! "l L & % LY # & # O+ ‘
F'* %% + % % & %* brx # $ , & #' % %
D # o # && , Y O# * Pr*x )y 1 '&& # #+ # 1 #
"HED 1 "% ! 3% ,4 %'+" "/ * U H % | + , %
$ #! ,H#, / * + 1o+t &/ # 4 1@ '# 0

3 ! ! & % 1! " * %% #+ ' L & , # ) O "H %

$" $' &"% #Oo#H+ I# &+ 'S W # 0+ '"$ ) %" I # , %% # 1$"#!

, % @ O , I #+ R H#H, & 6 ! Y I % #+ # #
"$# ! <" + # I# # " 'S # ! ! "% 7 % '*

L, L # S HEY T %% # 1S #! ! $ #, 5% & % & " &
BHE 6 "% &L H# & #F S, LI 11 L+t Aag g
S 1> g /A && H#, L #' 1'% %* [ # # ' % ) "I
/ # % " # 1, &' #)'%) ! # %'("# # ,'$% 6 "l '&
) % Lt %!t $ & # ) * o #, ##) %, "# ., #
$% *1 $) % % #, #! # 0 % #!l $I * %% #
1§ #] L,# % ' ##E S, H 1$ , & ,! '& L x o
o # $ 1 # % + & $ 1 # # ), ) !
OTH L, #+ o# # | #+ o+ $ '# ), I #
%% 4 '& H)H#H 'H#H % -1 # 1 x v g #H# O &"%%* H+ + |

e #+ ‘& +'"$ 0



A L 4#  J# % ) 3] $ *

$ LS HL # %% # 1$'#! IS, &' ‘H = 0 %% 0" "l #
DIS$'# ! 1# %!, % & ,# L 0 %% ! $ * )
% # o, "l 1> # ! '$ "% s '# !
IS #1 % *'& $ | # #+ '%" #I % # S, % $ "% ! ‘&
$ '$% " #) "% ! 1'& 0 %% K 1> o
CHTL 1S 4 %& '& +'"$ E? 0 %% ! <" #
0"l 1/ % 1) % ' [ #1 " -
F' 'G1 # ! &' 0 %% 1! ,,'$ # * L& 0" "l
/ , 1'&€&0 ,0 O 1! + O O$ ,0 O #0O # OT7' '#S0
& ,# "% " CHE,CS 1 % KL o# $ s " "0 L * &
V%% , ) N Y # o, #! 4 # % #D #1
# * 1'% * . 1EA  # %%* D I$'# | 1/
L #, H T < o+ - IS $ ., ) % *
# )1 '# & 0 %% # % ) #, '& o+ 1 L +# & , #, '&
I % #l ! 1) % $ '#'& $ % o+ L# ) % %
0 %% # "I $ ) * D I$'# | 1$'# # '"10%h* " #+
'$ , , 1EB
% I1'# # # ) * ! ' % &' HLL %, # 1 $
% " %, ) L # A S H+ $ "% " # ! Lo
$$ # &/ 4 1 # 6 $% /' % !l , % & ! '& "I, I* $ #r #
< KK '# 11, $ O ## %] " # . # ' /
& , # A &' "#, 6% #, #1
€ %Y # H %% # CH L # S S% #
$$% " L+ #+ LUH#, H ] % < KK ! ' $ 8% ' # )
# Ol % ) # ' % &"#, #!'& L ' "% " % $ , 1) * 0%'#+
/ "I, % &' ‘& $$ , #+ 6 # L1+ g+l

I, % &"#, '# '& ) # ] # %1 #+ (" "oH+



$ &' #, ) D %t # , H#H+ $ &' #, L #E+ ), %

% && # ) "t % $ #l) # " "% L4
# DI L R TR ,OHL &I % 4y 1)
# 6%% , %* % #4 ', %% #  1$'#! + # "#, 4
"$ $'1 # & D I$'# ! # 1 L#, H < o+ 1
3 R N B B 6 '& % O H" # % ! J) #
0 N % .4 ') +' #+ 6% #, | %' & # &"HH#
1, " L, %%*  #* % .4 &' %4l '#1 [ " * %4 ' 1EC |
% ("L STt - H+H "l $ T $ 305
#1 ] # $'% %* $$% " # = - 1$'# O # # 1
"% # H O #" L 1S 4 #+ #Y 1 % * o # 1# " %# 11 '& "% " % $
1- # *'"1 ' # # 2L I L HO8H%* | #
FHLT Y B &% # %% + % K $'$% '& "'$ # |, # #4
# && # | * 1>@

" &&  # ", $ BLO* 10 #H o+ S & H# H#+
1) #+ ) "to1$ Ity 1 L o # Lt #) 1 %* 1 1"$ )1
I #  $%'* | # 6 1,'#&"! #+1 " ' % %*  && # to
& H# ., # "% " % $ Lotk " # #" 'H &

I1$ , &, ,"% " % ['4! 1\ # # ) [ #0 1! % $# 1 +)
B 04 &), % " #, L ¢ # #, 1 x$ L&Y ) [ #+
6S  #, ! " L# o)t L& ##, 1" % & % !
"1 4 # ##  # , ) LU % & HL,
%t %, ) Lo# 1§ # &'% %'/ #+ 3 & 1
&& "% 1 &' O H# H % 0 "# * # 1% , #+ # $3$°'$ 1$'4 #>/ #
% #+" + " [ 1 L*L Mo $$%* (" %%* & % , $ ! #  # %

! T | !

# # ,'%'# % [ ! # | #, % #+" + !



# !||< I& 1 # 1 $%I ,

# "% " % # 1 4 * " & "% " %
$% L, % "'#' * 1 # & 6 $% ) %'$5
# & # 'H %N % L ## %, # ]
-, % H+"T + D %% # 1%* # $ # # ,'"# *
'$ '& % + ! # o, +'"$ / # !
V%'E %, ' ! # 1, "% !
% " I/ # # 1, TS %% #+
% % " ! #1 /I, ! #
"+ # I, ""%! # %> ,%'# % ! 11IMEE
+' s +" / I # #1 #, ! '& 1#'#, $ "% #!
! + & V'R #O# *r&&, %N # "# *$ 1/ +" ) # ,"%
I # +# & ) % &' S I # #+ "% " #' bror et &&
, |!!|) ] ,|! |$|% # " #, ' /| * #<|* *x1n ,n | # # $$ |$
o R T *UI$ 4 # # "'$ !l 1E "3
% I # "# 4 #+ # #'#, % "% "# & $ '
, I %& &' 1, "1y 1 r/ " #, 1" % ) . #
# %* && # & % # $ ) % + && # " #, # "# !
'$ ' :
# / FJ'#'+ $*'& $% #, P'* "% # & I #
$ #! # | # , %% # 1$"#! ' & # ) Y "% $% $ !$
# 1 #+% $ ' +'# | ' # # Ot LS+ "#
+ # 1 % b/ "# oE # # | # #
, "# + #HE #+ & F, $ ! 1$ 4! '& % " !
1 ), %* % ,41 #' , r, , P % ,4 " , &
i #+ # | * /s 4+ P # #, ! Py 6 "
# '# 1 1) ! "l 141 # ! +* & H#'H, S "% '# &'
#1 #, #) , H+ '# 1! ! ' #* " #, Frr %
, %, & %
# ! ! F %& [ I + ! && ,"% * # P'#11
rer, % " 1 ), %* % ,41 A 2 Y /""" %
% ! 1 3" ! 1t '$s # #+ Hos# L # ! ! "H re

) !



'&

% 41 % & # " #, $ "% %* 1
$'% , %%* o+ # ., " #, # ! $ L# ) + 4 $ 1 '& "% "
# 0% )%+ * & % ok %% & % ' 1+ 1 # &', ##
6, %* 4# '& %! H ' U'# $'1 |
D RS N N W #1) % # , o # ST 9 #
L% # # I # 1"% ,"% " %1 %r #' 1 &, '& "
61 #, 1 " UL# & ' H#+ ) L # H& * "% " 1!
IREAE Loro# HE L 1 "% % #+" %l ), # & + &
& % *f S &, #,5 1 % #+" o+ 1 #OH LY+ # x H !
#0014 # o A A NI TS % #+" + F
"% " G, # % & ' # #1011 S e, ULl H L$'1 %
"#% 11 % #+" + "% " L # 11 # & ' %* % & 3"
$'$% , # ,0 1"&& , # %* 14 %% H# O H#'H '+ # * % #H+" +
6 # * % ' '$ L ) &&' | # #
% #+" % % # !, $ "% "% " % # 11 H#! % 4 "% % #+" % /"%
WOt AH'I% + #+  # S #, $% ' %t L o# %, .1 61 "
HO'"% | +# &* % * )% ", % # 1, %! LS 1 #
# Lo+ & "% % L # #+ & )Lt
I # # #! #1 #+
#0004 YT #)T ) %) $t, 1l s L# ) H#
R | # I U 1V % ) o/ %
+ 4 $ 10/ %', 4 #+ & % #  +# #+ V| #+ " #, #
I'# &1 %" # e #O01 & # ) # %* #I #+
D (" H 1 % #1 ¢ [ 4 g & %  # # & %
&' %%/ #+ 1 &l S8 % ! # & ! & !
L # L % ST HL L HE S UH %% % ' & % # o
# # ) ! # &% ! % % , #, '& | " g ' xg

#+ &'

#



4# & 4 #+ | , "M% &) 1 % )# ,$ '# $'% , %

#l# &1 ) # 68 #, ! '& ,"% " %
1 % + 11 1$ 4 #+ '# %& '& ' 1 1" | # % + "% " %
It toe L gt xS IHE % Lo("$s TS &% !,
$ #+ "SI 1%, ‘& HO6S$ #, 1 &' #1 #, 1 1
UHE # o+ $$% #+ [ # o # R I B R 7> W B
FD , #4% 8 '# 0%® !l W& " F 47 K 2
6 D7 YEJ ) # B 6G # 9 $ FJ) #
E 6G
R AH %+ L #' && # * &' ",
. $ ) % +1) # | # S, ) % & # 1
1 1'%" %* + %% + ", % ,4 % ,% !l & %
A B+ " H#, "% % # "$ &' & " 1 4 #+ ) o1
DU # %% &', 1 & LR [t g e g !
I"% #' ) ') %''4 M # % 'l B, % $ ! #+ % # 1 "4
g+ # 1, 1 Yy % L1 # " #, &
% 4 /' # [ HOO HO#) %! 17 $'H H#+ # " H,

) # %* *I & |

# & '& # S #H # ! "O#1 ', %,"% ®#1Y)
% & % & (" # %*, ! 1 #+ # "1 *11
LR T & " #, 1 $3 % foF 11! & % /! 1 %D 1
9 00 0 %* 1"$$" ‘& $ ' ", 1! $ % #
'# ' # A H" * K "#O#, % ') % # /! % !
6 # ! *
P'# /1) #+ ' 3% '# &"# &' & |
, & #O#, * 10 # , o - %@ 8" 00O
Y # &#1  $ #, 5% $ '+ $* I1$ $ ' $" N 4

& % 1! $'' $ ", # ! I, ! I # %

"#



$ "HO#, # ! , % % ! * % 1 &'"#

R A % # , 0% 4 # 1A T)# N
A BT R B e+ L0 # # I%Y H#&%" H# % ! $ &
$$ ) % &@ 9 00 B7 "+ # )
#) ! #  # & %  8#, ! & # 1 S H # + Hl | #
/A R F AL gLkl % % $ %" I
% |/ 6 B
%% LH &) L4 #OX L %% #+
S '# @ 9 00"0 # % 0 - * #
#1 ) L% * F' % ) x o G % ' 6
) 18& % #+1 &' !'$' # %) /[ ! $ # , | .
1,'#  $' *1  *'# Y 'L &, & IS, ) L #+L # 1 L % 1M
BEENIR” 1 "% 9% " 4 4#$B I+
% )$7 ,G # &, # 1 '& 1%, &, & %! " '
‘& H# S H # &% ! " '# D+ %Il '& IS
I 4# 111 & # ) "% 61 | BI" < L+ # L # LK% & & % 4 #+
&# &))" I % 1 g
4% v # L FI"$S & & % L g+ Xy
LYy # #* "% 0 # % F *# H' #I'#G [ '1 $% #! &' ,"%% + &' %%'/
L% 1, "% % | # | LS +## S !
& % g L % 2@ 9 00 O
LR R %% #4+ $ 1 # H% 1, $%'* ' I %* %%'/
&' #+ & #+l & 6 | 14#'# ("# *1 ! CH&' 1
% " %%t H## & 1 & # ) * o #1 % 2 & %
P, L % % "B, %% # ISH! LY %% #+
R LO## ., 1 #+ $') *'& 0 # %1! ') , 'l
g+ $ <, L #, # 1S, #'& && "% | '& + '/ #+ "$ |
# o+ # L1l 1 # 11 & % | # #) | '#'& A



% %! H# H+ L # & # L # o, # N T L
& % N & % 1"++ 1 1 & # #,
D # # & 9 0O 1 'l ')y L ' % 4 ## , * % & )
#0% ' # @ 9 000! % 4 "%  #
& " ' Y ) 41 1C 3" | L #H# S % & # o+
$ +H#,Y HS$S%, ‘&) % #, # "+ 1 | 4 #+ 1L, #
% # 1 '& % .4 " # ' 1 +"#1 # 4 & % , # <"1
| %% | 4 & I T 41 " & % %
S T N #1061 B A##, +F & & %
# &' % & # * " H, L %% ! ¥
4 #+ # S # % $ v, 0 I $$  # %* /1 # %'l '# 6
I, &'%%'/ IR +E0 11 1T 118" % # L #I #, " 1 %
$%'* /| & % ! & , # L H " # % # o+
% | #+ 4 # 1 '/# '1#1 l# '$ &, S #+
KEE N H # % # S ) | #H+ '& &) & %! @
#0000 L +# & # 1 %* )@ % &'
9 00 0 # % H ) # 1!
| & %+ 1 ‘& 1 # ), 1 % 4 0 H Y 1 g
B, L H+"%  # % & H# Y H# # #+ "1 % #+ %
& %! ", F+*&%! " 16 [ #1!1 & %! " + # % H#! #
' "#G  1U3H ,4! # $ , ! Pt # L t & 1 %
$ ' % | ##H+ 1" % ("% to $ 1) &
' % $ "% ! ), K # #+! #OIT N S # # #
! #o#,* x o+ 1 '& % 41 ' &6 #'I",
L RS L &MH, HD O #) ) 1 HL & % VHE& "%+, %
$ , % O ,0 ,# " 1 0$'% ®;
$$% @ 9 0010# && H & ##
% " % $ 1$, ) ‘& ., ! $'% $ | & % 1! 1$"#4* " 1$'4 # #



# %% + # 0 # % ool # I #+1 (e T T R

', % $'"% ! %, . H#,# 0O #* A ) E>>EE! # 1
'o # %21! 1 '™ + | # ' % 1 #' # % ! '
", ' 6 # ! B - A | L THE D& g #
' %& ,'#& #, % '"+ # Y # 1 " ! $'11 % 1 o# 1 1!
1" /! # /71 1 & % #+! %% 0 # %1'!'2 #'  #+ ' '/
"% #/ , ! 611 - ) #OU$S < o# /1)
'8 S #, % #U'# # I1U%BVE& O # % | ['#& # !
%! [ %%&"%2 &! 1! +" % ' # 1l %!+ 1S #H+ # % !
" %% %! 9 + %%* P *'& 0 # %1! ;' "$$ #, 1
0 *0 # % # & % 1! & ! % & ) [V & & '#,
$ +# # #+ & % ! 1, " '# * # ) * # 1 o+ + #
# S +# #,* # # + "+ #, # # 1/ > ! 11 =
114 / ! ' 10 # % | "% "% e [ #
) %'$ #+ , , ), $ "% % $' # " <" 63%!
! nr &, #+ #1 '# ! T | % # ) I'"% ) #
$$3% " 0 # %1!' $ ) #, # & , '& '""# #+ % 11" | # + #+ *
& % 1! # "o# %', 4 # ' I %& I*1 ' 4 #+ ,% I |
Ot HE T %% + # % % ' #+1 1 L) OB+ ] !
' & = <"l #' + % #1 # ! ) /11 #+1 0 # % |
# '# ! %', " , b + IS +# # # # & %! '
* 10 # % + %! ) &" " & ! , #O)! + #+ $ +# # '
% ! & ! &' % %'/l +"' ), | # ! 1
# TR F/ G !$ , % $"! 'EO# "% " % N
$ e, %', ! e 2 B $ "% $ ! !
#1 ' #, | # ' 6 6 , %* /11" && "% &&,
% St Y % L %& L) ) #+ #+ # 1

', % %%! "$'# '# 111 %& ! # ‘@ 19

’



> >PI7 " % * ' I 4 | & % ' #1" # %%* $$ % #+

$ .0 %* " L& % % # 11 L %* 4 %
1, 'ty 10" #, & % ! "+ #'& % "% " % # ,#
#O# #+ s # % B2 S H# % #
&' ! e T 10 L T & % "l & |
) &% 1, 1) % * &' # "l * & | #* 'S &, #+
oIy g g " [ x # % % 1!
"1 AR %+ 1$ , | O/'#0 &'  && #, &1 # &
| # * ) o, &"%%* $'% , #  +"% a#'/ /
$% , ! #)! % * | 4 # &, &"%%* +"% I+ o+ )l % * 1A
0' $% %* A L& 1t & % ! U H# ] H |
‘& % &/ #1L # $ L # #!'& % 4% 11 # &' #
) # #+1'& 'l 6| Lo ) #O* & % 4 |
o ISTH % &' & #, #+ |1 # I" 4 61 1'%
% " %% 1M % &' N CH & # S # #
#0L B # 4 # *1"$ | ) *# 6%, 1", 1l '& #
1"# 4 % 1 & % 1F G !,') *1 '& , #/1 " #, 1 T
& %%! ' # "L * S U## % ! Lt # S H % 1*
I, # & ' #! #, .1 14 $" % .,/ %% ) ,, !l #
L H #)#, 4 # ! %% & % #1$,&,/* '/ &% |
$ Y 11 6$% # 1 &' HI"S$S #  #&%" #, ! '/ | %% # " #
! 1o I'#L H"% IS N % % %
I # 1 & %1 1 ! <"l & %* &'l ' . $ & % 1! | +#  # |
6% B % ) # o+ ' & % % %! $ 1 o#,
& % &' 1 1 "H, LH, ) & % | '# 1'%
R 7 S $ L /o, % ,4 /' # 1B

o#, L& I # # % b# %



# & L #E#HS ) %+ ) ] I # & % # ! #!

o# S % * o & % ) & "# | # #+ 1o
L $% | #O#) 1\ # # O, & & % & %! #!l ' 11% + O%* ' 1"
I H' # g 1 oxl g , 9 7 6 ! %& !, '#!
"HE& ' % # % H #+ ) | # & % #+ ' 1+
S L # H %, o+ 1 $'1 "$'# 6 #0000 #1 #, 1 & % 1
#1 ‘& $ ) #+ & | # # 6 | &% , '# '& 11
FESNE ) [ #+ $'1 # 3" $' # | % # ) | #+ $'1 #HFIG
L # 'S # S 6 ' #  %* && # | 1 '&  # #+!
& ) I 1 #! $ ‘& # ' && "% $%
% # ) #+1 &' & % 1@", 9! 00 &
Lot Ll 4 #+ S +H# S %St #, R L o#
9 &' 6 $% % #+ | + # H % #! H & "%
't "%t H# N # H & %!+ ) . #, ‘&
, #H L % T % ! Lo /
% 0O # &' * o+ ) !'$ L #,
g1 $S # # % 2,00 ) $' o)y [t &
L o#+ L1 o# o 1 % ,4 0 "# * L # ] I # 1/
1$ 4 * 1 $$ % H#+ % 4 [ # ) [ | # # $ '
"o # & % &' #' I$, ' % $ I$, )
8# '& % HI & # *# L' H# %% H& +" ! !
#1'& ) &* H#H+ # #OO# #+ 10 #1111 % #
Lo+ g && #, - # #OSH O# &% 0 O"#H O*  # *$% 1 |
e # # '& 18& 6 #+1 ' &t #+, # ST # &
R % &+ #+ #omok P P #+1
%", O A B L+ L % # Y % 4 ) 11|

#O#) ! % #' | ) | o#+ S H #) 1 %



1 6#+1 ! A T T N A N A L A S A

CH R ) 1M+ ! N + L+ ) #
$  H#HH 1'% &* H+ " # ., #+ + % * ! &'& |
UE O #, 1 6 #+1 1 %l L& ), H#E D '%) #+ S % 2
$ 1, 0% ) /%% ! % | #+ T I I R ,o1r (" &
%% & ("# $ ,$ '#'& (! 7 #1 . % !
' ! NI &, % $ % !, $ , % '#
& , l # 4 $ #+ | $ & / # % H @ 0 # % #
9 00 B# ' ¥ & ., ,# # 1& 6 1 # o
L#11 & & $' H # 1'%) # x4 #+ 1$ ' % 11
$'1 1 % Il ' $% 6 ° #o#+ I && "% &' Sl # #l x
&t 1 R R )L % # ' ## "% "
VANV R % # /! ;! + O
/ , 9 0
' % '& "% #!, S '#'& $ ' # #  # ] 11 '&

V%" 6% , C# "% 7 % '*1l . $, # ! ) 1 % + |
&' $% , &' [ * + L1l 1%t tH# Il
"HOOLT 11 4 #+ & #0& 1, % && #, # CH#H$
A T CLH T 4 1%, &, * & H# 1
ot o#,L # 6% #, ! # $ $'1 % # #* |

1% 4% # ' % . o+ * # [ , '#1! 6$ #, ! ,'#1 " 1C

, 11 & #+ $$% ! (" %%* / %% ' D'! % # 3 "# 1! | #

, #l'& S I # "= % %"! ) & # 0 &' "# # # , #+

$% , % % + '# # % #1 #, JH#H, # %t %t
/ + ,, #!'& 0§ ! # H $'1# &
IS 4 # & '& ' ! % # ) bryt#, ) & ] vy
' #1'& $ ", '# # n# '# # %% ) [ ! 1$ 4 #+

% , %* # [ $' o # O# >, "# & !



%! ! , +H # 9% "#l '& 6 , # ) * + %* &'

I # #& * #1008 " #, 1o
CH* # x " # 1F % ,4 0 "# *2 | /' #G &'
% & & % 1! $$ , # * I'$ L Y )
% ,4 [' # Lo 4 $% I # T $ #L) L # e
"% "% " % | ! #&' * # % #lo# 6% #, 1 '& ' |
4 "0 Y% #+" % $ I'# "% "% " % ) [ "% "% " % | "
6% # | #! $ o L # &% & 1$ ., ' % $'1 #]
$1 "&# "% $% ' % # ) #H1H 1 # 4 #+ ', g
% # ) ) [ #+ $'1 #I'$ #1"$ 6 ) +# 1 L& # #+)
# & 1", "% "% " % F G) [ ., ##' |  # #  %* && # & %
I $ L B L # % & %

&& # %* oy ! % # !, $! & ) [ #+ $'1 #]



# H (" % # 3''.), 7 / Q' 4= 0'%"

#) Lox 1 C $ AA &' # # ) I/l H"% !
2 v 7 )9 5 # $ ( . 7
0 + = ) #) 1o*x 1 A $ E &' # # ) I
H 1#
?2 D'! % # 3"# % 1 '& #  *:5 # - %
. r<<> 7" %% # #H ,("!F 1G '# '#= . I
$ C~?
B "% 7 % '* &' 10", % * # "+l 1S, )= # o+ # &
&& "% | &' 3% ,4 ! ') # # 3 #1 # 3 # ,
. @ 5 ) 7 # '#=
D'" % + B $ ?A
C %% # 9 6 ,'>-' #> , 5
7 % #= .1 2 $ C
@ H ' , "I 1'#1 - * 3  $$*1) 7 )% B # F %% CG
$ 2?2
E ' % LU e LS # # $% , #! &' #
# S # # 1" #1! , # ! 1 #1 " #%n '/ #
# S H# # % "# 8% 7 A $3$ AC
H ' # #  "%%* - %% | 1 - '& #-$#)#1)% @ # 2
F- # G $ 27
H !t o, "t 1'#1 -' * 3  $$*1 ) 7 )% B # F %% CG
$ @
1 # $1 11 9 $7 C ") $ I # &+t
& " R A ) , % VH H+ L # L #
1" 4 % ) ! '# # /"4 - % 03 , " %%* | % + 1 #"
)y /1 30 I #" Hoo# ) #" L, o ! !
Xy v $ #1 % #* . % 1 '#l ) | 4 % #
4 #00 # T4 #+ S 1 %* o+ #+ 1S, &
oY) %4 s, o+ S
&' #! #, H 3 * ., T)% # 2 F?2? "+"1 G # # 2
# 0% " "t 1 % 7 % ' # '%%*/BT71? H"%* $
2 ++* 8 #1 # 1 DR # + 7 %1A )
7 ey @ #2008
A H# - 41.1 Y 1 0"% ) $, % " #, =79 %87
?2 E $ 8# .7T&' #! #, H ' I'# 13 #+ #
o H+# 111 ) 7 Y% @ #' B F " G $ BE 0'$ % "
(" %%* $ 1 KtEe [ o # # S # # 3, %"
T @ 8,' G #t $ & F 1 J"+ @ #*
0% !l ,1G
B 4 | * Y P 1 4 #+ '& '%%*)" 1
7 B $

c J# , $ ?C



@ \ % 3 4 0’ F# # &'H#H OH#H+ S # "#* 0% I

0'% $ #+ % -'41'$ 0'% $ #+ '# "I# O Q  H"%* Y 2 ?
E H"% ! % 5 #) % 9% . :9 .
.2 - | Q' 4= /o ? $$ @ Y ?C 8 KRS
& % 1! I " '# 1'* #.%" D ,, 7' & * 1 + 8" 19 # 1
%% ! $' "% E # F$ #+ ?2G $ E2
9% $$ A C2 H !l %+ '# D #! 1 | " #9% && #, 1
)% 2 #  F " AG $ 2
| &'"# &  #H+%*  # &' +# & % 1 " 3 # [ % |
% " % # %", # % '# [" 4 1 s
I & +H & % # . # &' +# & % 1 ) %%l 1 1 &
&& #, 1 7 2 "o ? $$ 0 Y OA
H" % ! % 7% 2@
2 1 ®A H#" o * $ AA
? 1 ® "o $ ?
272 * D 1# %% 3% ,4 % F 6, $ " A)GL 7
2 ) $ 0C
2A * D A ) 7 $ 0C
2B ) %%! 18" '& 8 !,", *1 7 2 8, $
;
2C ) ,'%1'# 1D , #+ &' D % ! # 3% .4 % 4 #+1
, 7 2 8,° $ 7
2@ H' ## # K 18#  #1! % 11( 7 ,
, '# A $ E
2E * D A ) 7 $ 0C
2 H' # '# Y7 #)7 ) I $) 509 9.
%9 . 7 | Q' 4= *$ # C $ ?2¢C
? % 11 1 g L ML # L T% [*#2 &' #I #, *
P - FD'! BG & % # %
A # # o , 9 7 L %+t #, %8 $ % %
FD' H# # EG % )$F *D, e
# 3 <+ ?2& " 2& F , % ,"% K - ?2G% !
FD"! * 0"# && B& # BS$F ' | | % BG
A + L&Y ) T )% A # ? F-# CG #! $ , #+ $ + B?
# # S # # # & % 11 , "% $ ', # 11 ‘& H, #
& % 11 $ ', Lt # A # R # Lot %, "% # "H% 1
Y & HH, & H#H#, 1 %) ! , 9 1N ?
%% '# ' 4 2 % "+ /1IN ?2C %% '# 8
I [
A? 0 *# H | 1 '%%*/'" 3 | # $ ‘& " A#) 1
7 7 v E, '#7 $ 2@
AA 3'6 '&& , & +"- &) 7 )% @ # ? F- # G #! $ , #+
$ B
AB D ,, 7' & *%%! $' 7% E
AC ,,' #+ ' "L# H, ! '& [ Q 411 % " | # D

7" & * %%! $ 7$ E H," ! %!" /' # ! #'



' % ' $% # & % 1! && "% * ' ' $ # % * &' % ,4
/mo# & "1 / , 1

A@ ' " # 1 3"% #+ ' 1 ' A )# B 7 A , ?
$ ?E 8# & % 1! $'$"%  * |/ % 4 /" # # 1'% " $ &' #, !
%' & 6 $% % D"% 1 ,' & ! 8 1I- ! "
% 7 YA ) ? "x 2 $ 0C2 )
%! 1 | '& && #, 1 2 ? "ok 9
AE H' # '# $$ B % % * s # S+ 4+
%* 1(" K #'1 E "# #, ! )% & 1 %! #" $% &'
'6 L% 4+ S L # #LY 17 ++ 3% * 1# $H# # #a #+1
, ) $7 2 $ E $ C@
# & $,11 & &% %, # /1S 1 # | 4 %'#+
UL # S # OH &% "+ *H'# ' ¢ ¥+ s
A1 S # K ‘& "+ | 4 gL, # & % |
& /" 41'$ $ . $ #1=) # 9l 1 "A)C H'!
? # G R S T A R A | # /o
#6 % | # IS # %% & L, # #+ # '&
[" 41 'S %% + o+ # o 1$'# 6 %* # "l L PT*r
I #+$ %r 1 /[ # "1, % [ $'$% <"I % 4 S1/ % 1'%
& /" 413 NI Lol # '
I 1$# S % # "L L, # #M & 1
AT $$ # o+ o S, 1) o o#,
/' # & R + ) #  && # 1'% 1 L ) [ 1
# 1+ $$ O 1 ! kgL 0% +" Y 0
., % 3 4 ‘&8 '# 0% !V, [ , U )T/l %l'$ |#
/" 41 '$
A H"% I $ B
A '# 0 3 1 & ,1 #H"% I % 7%% 6
6 # K# 1 $%* *0Q *
B H"% I $ @
B H.,("%# 3 ' $ CC
B? $$ CC C@
BA '# 0 3 1 &,1 $ 6)
BB 1 $7 "ok $ 2 # " #' A )# B 7
$ ?E # 1 % K RS Y N o# /1 % ,4 | ,O "
" %4l %l4 7T %% # ) # $ % o+ ' 1 7'+ 3'U# '] -
7 /11 1 .72 H#" * 2 $ C? %!' 3 D" * D, 1! #, 1)
(&, %, # & % 1! | L1 # X1 '8 3 "%
1 1 .77 H#" * ? $$ @ Y @Cc L '"oe ol # ) /!
‘& % $$ A X & % 11 1", 11 #
) # " #, $'$"%  *2 $ 1" %* % 4 [0 #11  I$#HI L 1"++ | '
) ! & % LL# %' 6 # H
BC 1 %'+" 3 [/ # %% 4! # H"% I % 7% C?
B@ $ CA
BE P # " # )! # # ) I/ H"% 9!17 )% A # A

Y B FH"%* 8, ' G $ @



B , $ C # F)y' %" &' , P& %% * A

"#* 0% 11 IG I % o % N T B -
1"$ &, % * # Y'OH T $S #,
B H,("%# 3'' $ CC Q %%'/ * K # F3 8G2 "% K #
F %) D'+ 1G2 + K # FJ *, G2 L '% K # FO *% *##
3", G
C H.,("%# 3'"' $$ CE C
C H,(" H#! 1 "+ I '& "l 17 Y% Z Z # 2?2 AF ?2G $%
@ @
C? . % 3% 1 "+ I'& 9 "1.1 1 )% @ $$ B@ Y
B
CA " %% # 3 # o, ., @ $$ ?2E ?
CB ' # 'A)# B 7% ?E
CC H"% ! # P # " #, P! 7 % B
Cal $7 "ok $ ?
CE ' #! #, 1 H+0p* L1 4 #+ ! 1 #
6 " I '& #' "% " # oo+ 3" 1#1 %/ *1 1", 11&"% # 4 #+
, % o, % & # ) [ 11 H 47 # 0 11 *#
* % %'/ ' "7 A ?
C H"% ! % 7%$% 2?2 A " && # ) I '#1'&
,% )1 "% |/ # & % '# * "% ' * 3 % %
" F " #G
C %% - %%", ( $ 5 - $7'# '#= . I B
U vV $ E
@ $$ ?BA ?BB
@ &' #! #, H# -'"%&& # H'# F IG% 5
9 7 : $ # 7 #, = #, |
#) 1o I $$
@? %% ' # D' ) . 5 #
# 7 | Q' 4= D'" % + B $ ?
@A D *'# - %%6% 59 1.( $ % . $7#
'# 86&' = 86&' #) 1o+ I A $$ ?2 Y 2?22
@B 3" * # , "% * # 7 * | .5 1.
- 71 17 ) ! 7 | Q' 4= - - ' '# C $% #
E '$, ) %* %l 1'# '& &'"# # & # x #
L #, '# /| # &, # &, '# L #, '# # ) !
$ ##, #$ ' # * | /| I #, '# I #1 #
$'& # /I1$ 1 -%  7"K, 1" | 1 "#
0'! ## % 1= # ) ! * &  ## I I
$ 6)
@cC % 7 # . $5 9 . .7 1 Q' 4=
0'%" #) 1o+ I $$ E E
@@ | x g %L 3'+ $*'&7 # 7 *
| 7 1 17 ) ! 7 $ C 0 %*% # &
| I 7 | , 7 I | $ 2 B



@ H"% [ # , H ., #$% *1! #+1
$ ?E

@ '# O 3 1D #+ +#! $'/ H#+ * = O
# 3% ,4 # $ # # 0 # ") #.19 . 7

# / F G / Q' 4= D'" % + A % ?B
E "% 7 % '* )9 7% E
E 0 *% 0 ! "% , # %% ' # D' )

. 7 % 2
E? 4" H J#'/% ! 3" | 1 + 0% !, % & , # 8 "
.) @ 7)' % ? #' B FH"# G $ B
EA $ B B
EB $$ B E B
EC J) # 0 13% ,4'1 D , '# ' % ! ' 1
4 TH"%* B @ $ # 6 $% '& # ., #
% ', & % FO % ! D"l %% @ - # 3" 'G /
! LR - %% Frt & * % + #1 & # "% 1, $ #+
gl % + # e 1 '#1 /' * *"1%% & #: - %%
#1/ v 1" 1 #' +' #+ & # 1 R A # # " #, 1$'# |
1. # 1! *"1%% %/ *! & # S1
E@ $
EE '# 0 3 1D #+ +#! $'/ #+ *1 % ?E
E $$ ?7E ?
E ' F'$' # '& $' ", '# % /1 +" # % ) ! '#
Y, 3 " ' #+ % + %* &"# * , B % * '
H'" # I'# 3
$
? $ 2
A $
B $
C D # @ 9 0 0'Y#+ # D + , '#1
& 9 3 77?2 $ % A 3 B
@ ) H '6 # # H & '# 7 /"' 63% #
' '& '#1 & % ! 1" '@ ) $ # $B ! 4

# x| , ! * 1 / # + V] %% ! # # %'#H+ % # ! # |

) ' # '#,1 O # 4 77?2 H"%* $
61! % ! #+ | +* * ) # ', %,"% '#O'#, # #+
& % 1! % 4 % ! " #, ! ! @, 9 * 00 06 '&& ,

4 '& NBE - ) 7 )% A #' ? F- # CG #1 $ #+ $ B?
# i 61! / % ! | +* ['" 0% ) # % + & %
# $ "' '# % '

E J' # , $$ ? A
D H,# O #* 13 #1 7 & '& 7 # &' "MTOA 1)
7 , A $ 072
% #!'# 0 0 Ot !! # ' ## Q *1 7 ?2 $ %

A $ @



D # & 9 7% B ) # S 'S'H # '# 1 o*

") #1 ' 1$% # ' %) 11 # I - # %)y 7, #
#Y7 ) I $) 7%
-, 1% 1 L % 4 .1 ?2 $ % A $
R
2 #,# O#* A 7 $ 02
%% 1- I 1 03% ,40 # 3% ,4 '$"% 0"% " M1
59 N . $# . , Y A # F G % = 3 * N

$ ?B
B H.,("%# 3 ' $ C
cC J # ., 0$ 2



7 =
DD . Q
# + H#H# #H+ [ ) + # # + # /|
"#4+ *2 " % ) [V "% $%*
"HH# /[ *
/| %% [/ ) #) / #* #+
&, '#I #! # o 1) "
I &' | #
L% T, % 2
"N #4+ I, #, '& %'+, % # | # - "H#
* I 1'# #+ | "# # % "+ * 1 #, ! %* &' "% "#1
% + # # %* # # # , # " I = 'O+ * % % ! % |
#1 o+ # # oo 1A , %% ! 1" % | ; &' #1 #,
"t E B+ ! ,! 44" 1# | %* | ++ 1) # 1 %& !
1& , ) ! +* &' $'", #+ & , ! 1B
0 '"%*# # % % ! ! % Ihx '8 Pro*
UuvVv 'Y # L H# % * # ! #H# $ ' #
$%' ! H#+%* " I $ # $ , "%
[/ * #+ '/ B B &' I
8! '#" ' K Y * &' = |, #
%/ *1 $ | # I %& ! #Y! % ! ) # '&
% %* "#,') #+ |/ % * 0p |
/ #+ ' "% I 1/ %% !
% ' & , [ % # I/ =
' %% '3 ' I % & "1 ) " *



% %* "1 o# 4 # | #+ '# ' % "+ + 1L 1 "% "]

A ##, 1 1 M+ ' 8" % & # 'l # ) !
$') 11 o # r # % $ , , 1@
Lo L,o$% # 1,0 e 1 o# $'<, # $'",
# ) %* | L #, L HE+%E S N HEE  H# ) & # ) !
$ 11 '& 6$% # # H# #' %! # L%l 1§ * % #+
% /I Fl, # &, ' % ' % # !''#G ) %" # ' 1 '& ) ' #
L) % #D AUV LY # TH& +T R & L Y
##H S, #  &# # 11%$, &, *1E I $$% |
) L& & 1H#'H& , '# Wl # Yy UM, UL H#, # LR L] %% 1
& % & , ) H& +"  #1 % 4 #') % # & %
" &' & % ! " 1 | *1 # O+ * I"ok ot R 0506 #4
$ ., L, 1" # %* & %'+, % 1" 1 '& S L # '# $$ '

) )'%) # 1$ L o#,0$  % & % '& # % +* 1 %+ O
1 $$ (" # e # ) U %'+, %S, e &

# S H#H # &% | % .4 " # %* '& Lk o # e+ T
# o# S H#H # # ) L o# % # ) o# ) % !l & % 2 | #1
% + %* ') %''4 # oo < ) , | #

%+, % LI # S L # % # LU & # ) *o
#0$ % o+ # #+ 1'% % # ¥ S H# # 0" # 1 H O# &%
IR T ' B,%" #+ L # %+ L HD & % 1, %

# o &' 1 '& ' # # ,# &, , $ ! % *
&"%%* 'H#, $ " % | # ) R PR N 7 R A S S S
' L # & "% '# '& "% " % $ ' ",

) # o+ HLO# % # 0) $ ., ., ) s 11 & %

! I B B B & HH & H+ &&  # % & %%t/

# O 1 &"#  # % 1] '& # O # L # Lo#, # T #)

$ , ! # $ .10 % # ) U1 & ST H % + %* ) *$ I



1 # l# # ) * Fl 1 1 ’,u 1| # 1 | l# 1

$$ ', ' % # ) # ) % L # *$ 1 % U+ #* #HL #1'&
% # ) I'4 ' 4 # # ) &' IG  # H 1 # S # # &% % + %*

I ) &' Ll 4 g+ L1y 1%, & | B

L o#, 'R &' % # ) ['4 - #l % 11 %  H, S " %%* ')

Lo # S H# OH# & % "l & H# )y * $ 1 oty 0§ &

"% %%/ "1+ && , '& % H# ) #&%" #,!'# # $ # # & % !/ %
! % .4 '& # # + $$ ', ' # ) * H# &% " 1 1 1'% #
S # # ,# 1) #O# '& &' % Fl*% !, # 1 " " %G

1$ ! & # ) L #! HL #1'&  # &% H#H+ & %

! #1 CO# S H# # R A U SR B

&& "% * '& , +' 1 #+ & % 1", +4 #( 8!
9 " % &"F C # #G LIl #0 $ /"

% % * $ L HE & %11 & % 1,1 I && "% | #

LH HEY & # # vkt [t A4t LH' # *% 11/, #1
L %% 1, %%* 1+ &'/ " S 68% ! "% $% # | & #+
$ s, )!

- gl % ) # ) %* % # ) & % !

! %% * #' ) % 1 F 1 1 +" 0+ A 0 | #  ++ # G
COTH) L %x s % ) # ! L %%t # $'% , %%* F #
"< 9H #:G % H# ) & % | # ) %* #' ) % |

$, ! L %% H % o+ L (" #, 1 L '& &% 4 H+ S, | #

B OS#H # &% L #, [ # # S H # &%) # !
Y %% % 1l . %%* 6% # % # ", % o+ # /"4 1]
#' #0 $ /' & % ! &', H T # # o+ #

1$ '$" #H %* & | # 4 "$ ‘& #OSH # & % +)#
$'$"% # # " #, $ ,# + L/ # ,°$ 1 0% '# '&

I'# & && "% * # $ # # & %! * /' # ) + #+ $ .4 "$ #



|| # % #+ ' |$, ) $u, * n [ %||

! , %%* % # ) $$ ', I & % ! 4 &' 6 $% I #
Fi*,, NN&"% G #! #,!1-& & F %% !"'# # ! ?2 0O#) % G #
y ) F KK 3 # E 6GM It & % ! +" O* 4 #
% # ) # ) $$ ', M + # I ! el ['"% % 4 '
' H# ] L&) *H# ) + A # O #G ! # % # )
# $# # & % ! , %* # # & $'% , % J'H# ", #
' b +# &, # [ *1 ['#&' ! ' #' ) % ! # ) *
- & % ! 1) 11l F 4'" 1& % o9V 7
8, G ) + . /& * @ 8,' G # 3 F E
8, ' G 3 ! , 4 + !  +# & , # '# g
# $# # & % '& $ ! /' , ! + 1V /"4 1 T#]
# $ # # , " T& P #'# "%%*/"" & # #, #+ # ! "H P <
HH % # 63%' "# & 14 HY %1 "% T rs ", %,
# # 0% #1, $ +oo# #)' %)  #
% #+ *$ ' & $ ) ! ' O# I %! &' & % #+ + #! !
$ "%'H#+ ! #+%* # #+ 1, # | # I, , # %'+" ) #
("% =
) $ "% '& ! % ! /! I, ! ! 4 #+%*
'+ #H % $ ; & ' " % ' %! ! #+% & I+ # 11 % 4# !
# 11"$ % ! 1 & % /! I, Pg b # "#°8 " | #+ ?
4 % "HHE ) #+ # [ A # ! "M+ 1%"#+ "1/ < ++
+ B + ! % ! #+ P g # ) "% ! C , !
# ) "# #* #+ ') # '# %@ # /' & %! 1$ #+ 1", 1&"%%* 1& '
#+ / # ! , %* # $ # # '# 6 I & & ' "% %*/""
% # + # 1E
# 1" <, P # &' # % % " % Lol

#)'4 1) Lo+ %* ' #! #00$ # #H ++ 1) % o+ # %



4

S H#H # & % ') C#H (" %%t +n I # & ' 4 '&
# ) * ) JHE T ! $ & ' & % "%%*/""
" %! ['""% % 4 L0 $) ' # F % # 4 ?
7 > G | $ + , , rr g $ '# #
Py 1o I # o+ # 8% & "%%*/ # ) tot *
# # '# ! & | e &' % !*! '& , ot #
%'+ , % ,'#! ", '& $ '#'$ # ,'#, L # 11 P
Lty &t ## ) ' # 1" (" # %* %) %'
8 '# '& # # ) O ' & # ,"% " % 't
&"# # % + '# ., # ) #o# 0, ! # $ I % *
I#! % ' # $# # &% & # | I %& # | )
$ Q oL # 1) 0 - # # %* ) L&
$ '# # &' + ) #1 ] # , 1 '& "% # * 16" %
% "#1 # & %* ' #, | ! $ ) $'/ V& %&) % %' /!
) $ ' # "# % # %'+ , % ,'#'" H'& '
4 % +
# " Lo() , "% % # !"++ 1| + $
I # & % > % ) ! '# $ |, Bl # & % > % ) ! '# R R !
# ) ' !, ! )y g1ttt $% 6 1
# $ #0110 % 1 1% + , ., AL Q ! JHOH#T
'$ ! 1 #* '& H#H, # ! % 1 0 #+ D' 4
# * % 'S '$'# # 1 '& $ '# 11 , ot "% % #
"% # | +" # | t# ) *= "0 ! "% ! /'
# *r"E % % % , L #L " 1L 1 S "% " &
r I/ !/, /' % ' & %% "# O# ) * & | # )
e A |
, ot L & "% %* # )y vyt % 1%
F % '"+ N CRE %% !$,! '& 6 " % * #,%" #+ 1" <



Y [ % 1$ ., ) $ #, %% ! ‘& '# #" * F'# *'& # 1%, G
$1%, %'+, % %!, "l # && , #+ # H* & !
#' ) % | & % 11 & A 2 T
$ ., # D e gt (") % # &' # ) % ! & '%%*/"
+ '# b $ ' ", I#
0# % CH#H,$ ‘& , Lo # & % '
Lo H % L H#, #] , # & ##, & 1
$ HO# &' + ) # 1 Lo ) #  # S L YA
# %l # #10",  # | #+ & # ) L, $ L& '%%*/T #IM$
T # + M) 9 701
% "+ ok O$'$"% 1k
#* % 1 #)'%) % #+ #1111
o 11 4 #L #"U % )
[ "% + # "#) | % 6%  #, # !
% #+ L' L L $Ix %+ % # &' <") # '#
&' % #, # %% , 11 1 H+ LU & % #,
# P D AR R
3 #+ 4 # L # 4 1) % & | L # S L %
CE % SIY %+ % 1M %%* 11 %% #
$ 11 '&  #+ 6 % He v # &' |
! ) # I & L # $ '#
L% % #, # ., % ) ' %) ")
A % #+ &', # /2
$ '#'& B 0) "% # L 1 L # %%* "1 ) %'
F# |G
"% ", * # $ 41" 1L % ) /$#= 1" #,1% &
T T B A B N L 2D D 7. )
% K '# 1o , CHE &S L # L H # ) % #
! & # #+ ‘& C# ) 11?2 +H &, H#H % ", x & L
1 1 1 #O# %'+r H## P &' % # ! ",
ST ) R %* #  H#1'$S  %* "# "$
AN $ # ' | +# '& Loy

"#



H%* LN UL # ) # "+ &' "% # '& , #O"% " %> 1% Lt
"4 && "% ' 1|
#o00 # - - 7)) 3 %% & # !
[ %1 & # %*! #+ 1% %0 #H+=
1# ) ! 7 #! #+ L ox1l [ %
g * % &I % * 1 # #+1 1
2 1# Y L. 7 s % [ * & # #+
$ 4 % I $$ ', | 6 $% & *
L% '$$1! # %*l 1 '& L% & * % # *
Ky # ''"y11 1" 1 '& # ) O+ 01
A 1# ) .7 L) & %, #+ B+ #+
#O# #+ 1x % # L) 1%, &,
T H O && L,V H S 172?
3"/ %% , %%! ! %! 1# #1 # | % $o#1 1
$$ ', 1 '& # o, 1, N1 0 . # L 63% % = ¢, 1
# ‘#
3% # # 3" %% & ! &' % % #1 ' 1% | 1$ , 1 '&
# ) & % 1 %% %! ‘& , #  &"#, '# # # % %*  #' H%*
" + 0 #O% #+" o+ "L % 'S, % $ 0, 11 %+ #+
o ) # '&&!, # 1S, # '&&!, # U'# 12A | #, # # # %* #+
>S& /L % # 1 &"#, '# # # % %* | 1o# % #, # & %
N I % & , r$ ' 1 &'%%'/ ¢ #+ "
3 /%% /1L % & % 1! &' % I1*1 | ("% # $' #,
' $ .11 & 1$% 1 # ) Lo # % + & $ ' o# #,
+ ) # /"4 & DIl # ' %l # # # ) Lok
Q I/ % % #+ 1 %& # - - ot x g
# ## )y LS, 3 %% L, $%  #!
) %" '& ! $$ ', UD"!l # ' %!V &
& % 1" 1 ["% % % % & /
/ H+ & 14 H# # ) L & %
&' "H# %> % "y $ ' % #1
# ) " %%t # ', % 1" &
$ 1 # H % #l# '& & % # ) % '+



I /"4 # &+ # ! # "l &"% 7B

! % JH, #0063 1 %! / * ! " !
- % # ) & % I %/ *I # $ *
'& & #, &' , % # ' , %
Lmrr g # # )y ot "#
D R I "% ", % !! #OH#
# ) , H ., % J#Y '"%'+ , %
' ! , 18, & & % 4 #H+ #H O O& %
) [ #+ ?C
$"KK% byt e &S 1 ) [ & ), "% VN4 #+ H
'$$"! ! I '& % = " [ L& # ) !
$ ! # '# # 3" %% ! ,# ' P g # ) I &'
I*1 8 $ $! ' $' # / 4 $! [$s ! '$
"% JHHOH & # & ' #+ ' ' %* # + M
% """+ 3" | %% # " I %' + O $% # ) # !
# ) o # ! & , #, | * # &* $
H# H #Y T 1T %) ol o#, JFLxg 4 #o#
# '"%'+* '& /"4 '& D"l # ' % !l $" % ! # E / !
(" '# #'1 % + #+ /' 41 '&
% Y B B S ! M1t 1- 0%
#oo $$ M1 1™ w2
"l % 4l # & H #'#
I '& P < #' Y+ #l "
# I '& - 2 I - I 0]
# J'K%'&& " | #+ ! '& # ) Y # ? 6% %
! 1) A % "#)
'& # ) el "% 3, " & % !
JH, # +# %  $$ #+! & # )
Py F#1, 8 %* # "# $" %'+ , %%*
1&8" % ! 1 F ! L #, # 1 '# I, #+ '
# %*K #+ 6 1! # #! , &' % $ 1G #
g # ) "% $ # ol #1 o+ |
+ # t# ) ot " # %*K 6 1!
JH 7 "%'+* ?E
% Il &' # o/ '$ , ! '& 'ox #

1"# $'% '+ , %* &' % 11 # 4 #,%"! '# & /" 4 '# # )

%



$ I # HO&& "% T #,' $ I , H! "#l & 'HOH#HH#

"% '+ * % & "$ ) & # ) "% $ '# F'# el

Fo#' 1'% %* G # ' I (! '# ' %$&"% ' %'

6 $% ! '&!$, &, # %'+, % CHD ", # /R R - B

&
3 #+ & D"Il # ' % | #03' ] %% % (, !
! Lox 18 #1 , % , ) 1 & # ) ! ey
s #! #  #& #,11?2 $B o+  $%' 1 " % #+  #
#0$ l# #'& & "% # & % 1?2 3" 3' [ %%1! ' % + ) ! +
$ 11 1*1 & $ 71 & % 1! I*l L, e # .Y, 1A
1 1*"K t &% ! O "+, %0 $ ', 112 1 %% to !

O , #, %O '# 1A

" [' 1%L 1 & 1xK # 1 *%  $$ A G B
, & "% 1 4 # # %% #,%"1) $ ', 00/ ot
$ B Pxop " 1$ Lt HL % (1t x 1A? 3 | %%
HLLL & "% L # (") % # '# 3 . FI ' *> 1,'" 1 G
1$% '& # A R L 7 ## # 0 *x'"0 # AA
"l ] (") % # + 10 & "% ! 1#) % % *
$ L #E L1 t Lt # * $ ,0$ '#! &S, I !
$$ ! &', . # 3" | %%l # %*! | I # 1# #1
% 1$,1'& & % F!*"K # 1*% G # 1 # )1 1+ #
CH#HD ", F& "% G L T 1 T B R 7 Lo #
' (" ! L o'l &' #! #, L # ) !
) #+ 1#' 1" 1 #, 1= 1 ' O# ) O 11, %%* # <, ) #
"1 # ) 1AB && "% * # 3' [ %%1! 1*I ‘1) 1 o& ! &'
, I # . '& $ .11 e # ) * # %

$ ', 111 I %) |



- % && , , 'l '#l &' '+ + '# '& # &

# ) F&' #! #, # % #+ '& ) ! | ‘& # , #+ ,'$% 6 '& #
S #y % o# !l o# # ) 6 G #H+ ' %I"$ " %% $ ' % |
‘& $ '# / 3 # + # $1 ' 6$% # | * # %'+ 111 # &*
o# #O ! 1S, % & H(M O # 1$, T1l) %% 0 $ #!#
‘& # ) 1AC L&t # % H, S & # ) o
1 # #oLLH#, # ] Yy # 1S 1 # ' $3$ #!
# o+ $ 1 # v $$ #112 1# ) 1 # 1,#L”
# /% 1 $$ #! # Lo Io# 1 # (N.'& Il
,o# L g, # '# 1A@ I && , ) %* ) ! 1# #H1 o#
1# Y1 #°' 0 #, %, "1 # #00, I '& #(" * 8#, !
&"# # % 1 #, # | # 3 # + # ,# #" Ll % 4 J L #
S # ) 3 ] %% % ' 1&', &"%%* +" + % &
# Yy L b LH g #OHHL O HHE H#HL T s
# % HI" o # %K "% $ #1'& '$ , &, # '#,
) I " #+ + "% % '# & # ) 1AE
% && "% ! # 1 $ )l '#11 | # &'™"# &' #! #, #
$$% , '# '& D' # H ' U'#1! /' 4 '# $' | % #+" + D'
I LD H L, # R Ng M #= 1 # # C ) )
o # o, # 1 # o+ ) . #H# % | #
C#H 6 T % '+ I #1 % '& % # 1 %' " IXR'
$' 0 # ST L L+ & H#+ S, 1 ) % "+ H,I'#11 ' %
I I $% 6 '& # , ) & ,'! # $ ', #H & # #+ | #
$$% /I # &% ! % #!'& !'$ + L+ o+
1D # , $$ ', LUt 1otV 4 ! % 1K "% &
| # # &' ) &“#H, '#'& D %! $$°', !

#,%" #+ I 6! # %* & # | $$ ', | $ I' K J# 6 #



&' & # % &"#, '# '& % ! $ ! K! I+ U 6V

# &' $' , &"#, '# '& 1 # I''# A
&& "% * '& "I bt # ! % # | I'$ t#
,H# # 0 #, "#M ') | # 1# "#1 # 1# ) 1 $ '# M
R 2 - )1 to# & +# &, '# " " #+%*
Y 1# '#1 & ' % '& ! +# &* #+ $ , ' &1 $%* 1 #!11

B A T I I Y A I +# &* #+ # # ' [oror, $ + 6, !!

#o#+ '& $ ", # F# "HG & $ ", '# ‘&  # #+! F# ) G
D' 3" +kE L HLL 11 # L +# &, #
I"4 % %'+, % 1$ 1 & # ) ) ) %'$ 1 & # )
Yk $ "0 %% # $I%, ' # %*! | B % )l 1o
1U#< ) # %*! H %% # )L 1% $1 ", " %
$ # #H+ O # " &, & " 1 '& &, 1B %% 6" % !$ , & ,
#O#* # %% % #!/ , L' 1 ' '# 6" % | $ &
11" &, & " I11'& & % 2 #OH # oL ) % &
% * ' H# H L ) L% & I Y1
# ) 'k & % 6| I 1$, 1 $ ', "1 #
O H) L % # 1'% ") S #L) R & % /1
‘& # y Lottt s VUL # L # T &&# 1B?
#o#,x # &' # ) et ) o+ %! L' 6,%"
& ' #! HOH* % # ), # 1S 4 %% # ) 61, 1
A L # Iy & # % 1$ ! '
" * B+ ) # C#) 1% $$% , % * # ! ##
$%' &"#, '#!' ' , Co# % & & H H# H# O '#H 6 "% " % #
L % 1t S HL'& 6,%"! '# #1+#$ &
| +# &, #, # $ ', H & H# #+]
BOoOH,F T U L L T 10 %k # % & # )

! $ ! # "# O #D# 3"+ H S #H L % """+ 3" | %%



+r 16 #l) %* & (") % # %* $' # % '& ! *%  %'#+ [ 1 "
Us' / %%V | %! / L 0% 1 # 6,%" ' # 1 *x  #*

) L O | %" H# & L% L & " 1 AL 1 #+pt
$'11 % ) +# % $ #1'& S # L, o+ $$% '

x g # ) 61! # && # 1BA & % # | ,
IR B R R Y7 Y%A &' 1,'#&"! #+1 $'%  * ' $% , #+
% * ' [ "#) | % # ) "% L % /1 #,%"! H#I &' 4 #+

H & L, #, & # E7SF L && "%

% H' #!'#, 1| $ %% % ! + % %'+, # $ ‘& %
'$$
8# '& B L& HE&"! H#
T 7 B R ) % /|
'$$ &'"# N A R S
% | "% % 11 & L HA
10 7S & ##
% #,' $' 1) % '& !
B, H#'H & '$$ %! +"
| 4 # '& 6'#' * /| & %% , "
14 #+ 1,1 % L # . % % *
1 % % | # %" $ H#H+ '+ ("
&& # " L %%* % H# |
) # 11 1 ) ' & & Y % |
L HE oL o# o+ # % S % 1
D # %''4 #+ $$  # I <
‘& 1 % | L T
% # 114 % '#1 &' '# BB
Lo o# & U$$1 ST HE 1 1$, & #1 # !
Y H#E S, H#H, - % % 1L &% ) #+ 14 % %1 " #
M - R A Lo # o+ % [,
" # % 1!, # & ,1 H % * #$ 1 #
LB %l & # ) ! $ ) $' % &
6,%"! '# '& # ) LS L# # xS 1 #+ CH, S L& +# &
# 1 +# & #$% , '& & "% >I*"K  1$% #$ #, $% " !
%/ *1 1l +# & |7 I #+ % & & # % # " & #

)

+#



' &' #+ 0 L # K 1 & % , ! +# & w0 !

I +# & & % # ! +# &, '#! '& & % # $$ # %
I L , #+ F / J+H#E K # % " S D T
"I % %% %* 6% !! I O &' 0 '& & % %%! " 1ot
o,'# #0 ' 1o # #+0G 1BA
Q Tl % )y ! H#L T & 0 #+ K1 1" ! '/
$ #' #'%'+* '& # Y1l H" #!''# ' % # ! | +" #
#' # O # . # ! % % # #+
‘& 1$, ,% 2 ,'##' #o#,$ LT %% !
%"l ) I* "0 # #+) -
, # N 2 ) (" % !
" ! K +" T+ $', "1 &
#' "# , # ! 0 '$
Y # " %% L % "% & #
1"&& , # %* ' # %*! Lo #
# $% * # $ ', #+ # #+ #1 %
1) "0 L HE& # I %& # & ! #! #,
' # ) B@
#' HO# L H#E '# ) ! L1 s ! / '$ ‘#
* /", # 6 # # I '& # $% * 3"/ v
# # $ "% $2 # ,'#<'# | '#] #", '& # oH+!
$ ', "#o') % - %'l 1'$ 1 %* 1% $$ + &' #H+
# &' #+ '& # #+! # # $% * # ) ' #H O &"%%* $$ # %

P'& 1," $'##1 8 !

0'# * '3 [ %%1l! '# # '# $$ ', 1 ' o# ) !
$ L# Lt % S ILE ) x4 Co
L H& 4t G 1'& # 0, 11, 11 * #1S % # | #1
%'l & F$' # %G # #+! "1 # B H# #
CH<UH, # o CH OB " %%t # % H# %] '+ ,
1 e A LI B 2 B #%*2 o1t
' B & # HEL 1T R H4

$ ', 1H'&!l S & %! " <"l



+)# 6 ot 1# )y 1ottt 1 & 6 $%

&"%%* 1"&& , #
#OH# & # ) L % & #0$') 1 #+
$% &* #+ %% # ) 61 ! T A T BV S
% * ' # &+ [* 61!/ , 4+ I % # H"I" % " | +# &, #
1$ , 1 0'#) | %* %' % # % * && #, ! # #*
#UO#, & 0SS U# | # ' +#l  # C# 6 " % | +# &
* # o, % | % l+# & | 0$ #O# O# #! U #) 1 %
L+# & 1L * "% % % "+ L +# & 1) * "% '& && , !
& &' 1 *0p 1 "ot g6 & ML N # %) && L&
$ '# H% # "% " %> L', % 1t
& # & % # "%'+* 6 $% & ! ', % $$ ', !
# ) |, ") 1$ , &, ! '& ,'H # # ,'# 6
"% " %> 1t % Lt H L ) #
# oL, 1) 1 & %! )L HEL - N ' %$&"%%* | #
# o+ L $$ 0, ) # ) *'& "% $% % * O # ., #+
IR L /' % Lt &L % I # &&  #, !
$ 7 [ # # ,) * g # ) 6! ' %
%! 4 "$ ) /& $ 10 # S e # ) * oLl & #+ #
$ ) H#H % Lk H BT % H# o
#01,  #+ O# Yy ol # <, ) # 1 # ) 0'! !
') L O#L L % 3 [ %%:il= % 11 # ) * 1 #
+H R HL O &+ # # & 1$, ' & %
Fo# # %G 1%, ! '& 6 #O0#$ 111t 1 o# ) & % :
# & #, "#1 1 # < ) # ., #+ ["4 # (" HE L &, H %
# %%! I '* 3" & &' 6 "I $'11 % # #+! &
L # o+ & # ) $'L #1111 # )N '&
A#' 1% + Co# ) * o % # +# o H#L "



Oll% 1] % $ 1 II’ I# ! # II# ! [N [N |& # ! ,I#! II, l&

! #+%* #I1" '"E % # o0 "o 1= & # '# # ) " $'% !
%%/ ) # O+ ! )y "%+ * !
JCH, ST %L T#] ! "# VO ) L R & S # " % &
V%t %> L % o /"% 1"++ | / "% | 'gs't #l
'+ $ ') #+ b #l '& ! #,* '& I #+% "# & 6 I # )
) * r % # + # O JTHDT, &' "% '# '&

$ L H H% # "% %> 1, % F /%% ! # $ )G 1 v
H&  H#H S & H ) * 1 $ I# #F & # %G 1 " " "

$ ', 1 ! # O #I"&& , # %* 6%%' #H o, # Pl

' $ 1S, ) ‘& %'+, % #)! + # # &% ! " I '&

# ) ! $ ' # "# e P #' 1'% %* 6! "'$ '"%'+ , %%*
H#O# % #+ '"%'+ , % $'! "#1 $ "% 6 + ,H#) * "#
"# # #+' "%'+* 1 '$ "# % ! o $$ #

/ # 6 ' '# I, #M A %'+ , % ,'# # 4 &'
% # + # #O,'#<"#, '# / ! , M % ) (" #l
", ! ! " ! & #, 1V # 1 o)l 9# )
Pt "H# ! y ) "H I "% ", % ! # '# # )
, # ., % HD %'+ , % ' ! , 18, & &% 4 #H+ #HO& %
) [ #+
" (" # & "%'+* 1 'S '# % | &, , % J'H, #

s, #oL L Y 8 L #E % #) # I # 6% #, !

14 1 # % # %l #+ ') 61 #+ 6 ! &"#, '# "# #+ % '
+ # /! B B [ *1 '"& %% #+ ! L # "# 1 # #+
$%" % *'& 6% #, | v ! 4 $% , %%* # # % , #+
V%" % $ T, HO# # *$'% !
$$% ' , o ! R R O# ) S + !

H, #] "% # (" ! ‘'# 1", b/ox r&& "% %", "t H#



B ' X H# , byt & # ) % !, # & 'l $%*

$ ! # '# % F&' % ! Gt ", " M - * , # $ | # "# %
o & '$$ 1)y ' 9,"%$% , [/ R # "r+rr Y && "%
#'# ' "4 #'$$' #H M - 4 11" P sl % ) #
% 4 %* | % ' ! % '! $'1 % " %%M #1/ ['""% 1"++ |
# ! &' %%/ #+ ,%"! # %*! | +" ! # ) * L #) 1'% %*
! , b % KL tH#D T ' "% # '""1%* &' $ ! # B % #
V"% " %> LY % o "% ! *&"H, '#D I rror # F
& # ' , %* "# ,H $ ', 1 &G , #
D % ! 7> # Py # ? # ' + /
6 ) /! ' / , %* # + ) I, r# I #
1 1 . F1 | ##' & +" o reo #' /! 1G #
1 $F1 + '& % ,"%% $! / , $ ') ! Y #+ # #+ ¥
" #!1G BE 8 ) [ v % " " * &' #! #, "% # J % F1 I#1
I, # # # #4  #+! & B! 1G # D, , .4 %
F1!' #+ '$s , % | # 1G B

b, #$% * [ ! ] # * 3" 7% # /'

# [ % | % o x# o, L& #E
" ) F %'l ' # E@ # | 1G # " H#+
I FH'#  # #) | %G I# oo &

"% %%/ 1l o+ 1 $ L #+ I, $1 & 1" & %% |

FH'# # A #) | %G. # %9 , F # 3 1 ?

#) ! %G # HOU ) #+ ) F 1t & % 1!, 0$ ', 1 % '#

g I, #%% *1 1% &' $'", '# " $% +" *$ ' % | B
L& # % # 4 s )"l & % | #,%"

# | F E 0%" G-# F E 7 G # | # '#

, M & %! 1$* C 0% 5 F G



F | # o#"* '6G"#C @ 3"# .! G

3' #1001 # #+ |/ # & % #"!' *F % '"+ 4 I3 ' G '] %%
# " '& Prox # # # $ 6 $% &, '# '& ,
Py L #' #+ 3 "% %! % #+ ' 6, % '# % !

"%%*" & %

B+ % B * # # 3 # # ! IR
% 7 o+ # "H% S # 1 * '$
L # o+ H# & + , #oor SR T
B %" #+ B *"#+ "+ 1§ | Lo## L % L #
% # % # 1 # NI , L) #
(U # e, %% 'S I $ #F % "+ IEEC
CH# %%* 7'+ 11G #] % o# L o# % | %%
I %% #' !$ /] ¥ # o, & U )
$11 9 * Yl %% # Lo I, %! /|
I 1$% , 1 & 7'+ # & %*r # |/ 11 #1
) 7 | ## & 31 L& 4 #3010 &)
1% 1 L H' ##* 0 ## 1 # A # % |+ #  %%* # x g
4 # B %!'& ! #° ) 1 # & Lo , %!
H' ##*11 1, $ ' "#'# 1 " # #+ "$ L1 F 1o $G #
'$ 11 FJ #0 % + G &% # L%l o# & 1 % #l $1
Iro# CHL L& H ##YLL [ x <t g ok g ! | & H#H #
!/ & H' ##* | , , % #1) * % % ' %& |/ " #,
% # o+ % % & vl # L “HLH #Er &%
% #+ | g # ST R S N TS H o x

F7 + 0" | %%G

1) L+# &, # ! 1 '& (") % #,! &' # %'+, %
$ 18, ) 1 o# & %! H& Lo % $ # & L1 s
oo I % <, & % o, o, 111 1 # $ %% %



A ! #)'4d #+ '& 1 % "% " % !t
F U6 % L,"$% #+  1,"% # *G ) TO# % $ 1 # H %
&"#, # '& , ., L # # gl g, # o, o, 111
$% * ' Ty CH % % #D S 7+ # H' ##* #
e # ., ., 111 1 & "% e 1 % #$

o/ # # 1V F 1$% , G '% # #lO" # e 16" % * #
L,"% # * # ' & % ! % o, L # && # I #

% + %* I$rHl $ o+ 1$ #! & L& % $ #

# & % | $"#, " Lt He &) % #, .S #,0% %%+
I'# I TH # [" % Lt #L # L "% # #+ #H

% 11t % H+ # "$'# I %) !

% U+ e+ H#+ #, # & T+ # 1113 #o 11
1Yy *'& 7"+ 11 && # I #  #*F) # %% #G & %
# o, I ) # "# $$* $ ) # L# # %

, % & 101 % # 'L % * | # [%* '#] "7+ 1 #e #

Io1& ., '# ) # %* #+ #+ H"IO$ CU$% 11 #H& # O '# #

I $ Bl #10$ 1t %x )+ # H+ | # I 4 1
) <"l $ &' 1, %2 T+ # | ## #+ [ [ 41 '

! % ! 4& 0 LU T w4 # $$ 1 Lo %
B $% # #H+ # 1% #+ [ L") CHO# & H#H % 1
#0O11'%) #+ # # ot % 1L s 4 %% |
$#, %! # " # $' # !
$ ) ML) # #+ # [ % LS L # # !

I' % 1 # . # ) & "% ## #1704+
#OH L % %*  # #1 H) 1 H# L #+%  # %* % * ' %4

$ %S L S % # %)Lt #rg L % | # #+ 4

CHE B # T+ # O H'H##E* - % H' ##* 114 %%



+" # % ! #+ P/ P$" # '&) | 7T+ ! $ 4 #+

6,"! | "I #+ %4 4 $ "% $$ #, !
'$ & , L& ! %* 1$'4 # [0 ) # #+
7 F H) H, HY%* & +#) #0008 #, 1S [ #  #4 #+
o1& # # %S L 7 S * F#
%%G (" ! '#! 1% $#+ %'# # " 1$ & "
IS # 1/t 1L #+ *$ ) #+ 6,"! 1 ox o
4 # . # 1 %% $"$ "$ ,#1 % $ #1 /# ' 4 %
R x g ) + & % L, #, # | & | &&
L# %) # | # It # %', % ! " # I #,
I $ HOT '+ "% % 41 ' &L, %
141 & 74 1 %t 6$%  #] 11 & # " 11UV 41 "2
% 41 '+ & # 11 #o0) &'l 1% 4
tr 3" 7 '+ # H' ##* " ) % 14 %%! &' $" $'1 ! ‘&
B %= T '+ #* L "0 & 9% #+12 H' ##* ' #* 1 'y # & %%
N R
# )y ("0 # ) o, ‘& # %' #+ |
$' #'& &% ' '/, % # /%% ,'$ |/ S '#
o 1§ # Fa $ ‘& ", N %% L7+ # G
! I %% & ML T g % #l $  #
L Lt LS #2 # '# /1 #o Y #
g + 0 # # % %* tog ) && "% |
1% $$ #+ # ' # ' % L #+ % 1 # 3" [ % 1 # #"1) "$l #
UELL %It L % g % & .4 '+ s * 1 $ 7+ #
CHOLHE H#D # # ] & %! # "% %*x "l &, "$ ' #
I, %  #+ 1 1 '& & "I H#= CH# &'l % '& 1 "+ x
L %4t 2 L+ #E < %) #4 F - %% G #

CLO#)Y'%) /2 1 %l # 1 & %* ., # # | %% +' # /



++ *o#, # LI ! 1! , e #+ # #+

#00 '& %% #1 ##E T ! #4 " %
L% 4 "# #o, H' ##*11 % !
$'% [ # r Q' A# & ##, L, "%
#0000 % # o # o+ 1SS # %t/ LIS, %%t &
L H ##YLL S % ') ! | H%* # '& + #E e
L #e Lo
- % # 1S, %%* UL # H ##* #)'%) | ,
! # o #, | L% %* 4 %% # o+ 4 "
H' ##*  # H' ##* # O %H+ % #D$ =1 e R
Lo ) # ' + #1  H' ##*= 1 #1 1" [ %% *'" &",4 '&& #
+ 481 N
S OHHUH#T LTS L x g L #+ % #
# % 1+ 1 IS H' ##*1L % # % ! #+ H##* # " #
Lo # H L #e '&& H H+ #E T A # & 1$#L )
- H HH#Y S% L H%Y e o# L # ) %t
$ 1 %4 AT T A $1 "$ # Lo $'1
! | # #1x | H##Y ) &# & o
" '$ #OH' ##* 18 # 1 %4 #+ '+ # % ) #+
L AL H R & [ # L t# #) # & '
'$ # #o+ H' ##* & % %'/ S A A S "
%* 4 #+ L1 4 & L& SEE T % ) #+
t# 'S I #0116/ % t1oLoLUgr 1 #
4 14 # 1 &l |+ #t #
#6 ) # #+ COH ##Y & %% L &% 1!
O # ! L %) 1,4 % #+ #+ 'S &% %'/ H' ##*
- % '$ UH ##* & N A

! & ! %* # 1 % # %*/ , #+ .| % H' ##* D #1 */ '



+ I$'#! & #,%" #+ | # #+ # & '# '& . " H# R+ '& & 4

- & # 14 #+ # 410 #+ " # 1 & %"
4+ " L && 1 $$  # %* $ 'S %! H' ##r "
‘& &%  # O # ' 1 <" # oy ! | & ##
- % H ##* " #L & /v ] # O# 4 # & +"
$$ 1 1 4 B %% H#, % ' % | LOF #
" #, G % ) LS % | & # %%* % /# +r # o+ ) # #
1'$ 1 #, 6% Il #+ ! Iy A #,
n 3" '& ULOH'#EY LH % &' %%/ T+ # 1S &
X # %%l #+ ) UL # 1 '& I % #+ o, #
6, #+ #+ %41 ‘& && , H "1 % )L & ['4 '+ ) # . H' ##* & |
$1 o, X #  FO% 4 ## G # #
I %! o H *r % & 4 # &% &' 7 B AR
' #
Lo# (L CHE %, L o# o #
) L, %%* # ' # I 1% &% / - !
& N #OH' ##*10 '$ # #+ $ '& /' # # 7'+ 11 6 %
& & 1'$ 1 %* R N A & %! % %
6$%" ' # O, # & # yr 1ote #
# ' $1 I # ' $%*
# $ #+ ' % | $ ' % !, ) % #,
INo# %t 1" H #+ " * 11
o HE # Lt 44 # *11# o #e &"! % &' +) &' |
&& #0$ " T+ T &  %* 4+ | * 4 &
L $ ) It &ML 8 - # o4 # &t
7+ # ., %% #+ | (" #, 41 # %', 4 UL x 11 #+
| # ' # +1 ! $' , H+ L F1 )t %t 9 4

#+ %', 4 't & MO # "D M1G # +' 1 & * 1S #4 #+



$ %*r # " %%* - # % 4+ * & # %%*  # + | 4 | *
7+ #$ 1T % % ! #+ Lo# $% 1 ' %4
= 1'#* % | Hr T+ ) 1 I $' # I #+ #

+ #+ 4 # S oy 700+
% s+ T+ 11, #l ) #0104 #+ # #OL)#IL# ) "% #,
Lo# %! %' 1 )1t % v g 6 # ! +
I 1 & T+ 6 #+ t L&  %* " % '+ ‘# Lo
%'# # & 1 & 14 ) | # B A
&  %* #
70+ 10 v R # & %+ | # ) % S # # #
CH % H * L L % H#L$ ! x ]
& 1 te# L * % ) && # o/ % | | %% #+
&' +) $'11 % * &' & " VCH#, % H " #
& & & + | # I ' ) #E, H# %t
&'"# $ #1 1% $ #+ '+ | #+ 1 o# o#
#4 Lo Y= 1Q' &", 4  * & %! / 4 Q'"1
&",4 #+  #4 L] 4 -1 F 4t g+ &M A H#6 | 4M1 1S #
1% $ , & , , %% #+ 7+ 1D S % $tH L # - #
#4 $ 1 # ) # * # %* #! 11 1Q'"1 #' * & 1
& ', A#% + # '& [ 1 X gL % & 11 F #
# *11G
#01 #1 #,  # Lo#l #, %'# ! % Il "1 # H#+
s o# L t #+ Lt # H#) L ] # & #
" | # 1% 41 / I % & # %% '# F'# '&
VCH&"! 'HG 7 '+ 1) IS #1 L+ #H+* # [ %4 | *x &
% ) #+ L %'H # a4 ) L'$l 1 %& ) L
#+ B #! "H O %4 ] # & * Lo % I1'#
#0000 % &7 (" 11 &+ ) # I 1 g $ '# #

%



$'1 % & 1$% , _ # & %*= ' +# # # + I #+ #

oo ) #+ % 4 1$'$ 1 & # % | Xy o+ ' "
$ I'# %%'/ #+ &' & | | #, $ #1111 $ o % 4
(4 # 6, #+ e ST+ | %% %') |
4 #+ % 1S # L AH'I% + H+ L+ HH# & % #+!
H' ##*11 ' ') "% #, 4| & & $$ %% #+ ) % , " % * F
) " %%* ) *HE G 1/ %% ! $*l, % Il"% ! + #1 /' # &' $
L B # %% % 'S # HE & & % "/ .1 '& 1"+ 116/
'$ # B 6" % ) ‘% #, ! #)* ) ., & H * F%
# & % # &* #+ | %& | I o# % # %' G /' # "% $% I,
# $ LU L FE S L # "% # #E #
$ '& '$ # % | ) % '$ 11 o# M1l &% % # & %
H o *11 "## , '# $ S B R #," % ' $%' 1 #] !
e R $ ', % &"#, # O 1 #+ 1 $%
# N A L A H % # H' ##* % #4  *
L% r o # < # & # ", $ ', % HHE, '#
%%/l IS % 1 '& % #4 + = | e
L # &, % # & LTS IE L L % #AL HY ##r
% % ., BoUHLH L Rt g x 1§ %% L,k
+"F -+ G
H+%* '$$'1 1 #  %%*  H' ##* 1< %1l 3 # +
$9%'* 2 H' ##* | 1 3 # 2 H' ##* | *# | %%* 1$  #+ 3 #
#0) %*'$ L2 # 1" #Y) RENNERY % #+ * 1 (" #, I
#,OL #+%* ) % CO# % 1 3 CHE * %') '&
#+ $ %S L, % ,#) ! #l # 1$, %%* * 1'% #
3 #11 6 $% & X+ #&"%  $%'* # +"  #+  $* 1S, # |
& % #+1 &' [ H# A CH%* )" 1 %0k e # S H# ) #

" % #+ ) # H' ##* | ['"## | " %% $ '$% #,'"# I #



P B "E %I # %'+* '& 'W '# & 6, $

Lom ok g ! # 0 # && "% * U # ., H#H+  #'# &
# * & 9% " % EFSE & % #+1 &
LT s % . F/#3 # G # ++ F"l# . % G/
L H#D 4 % 'l #,0$  #! % F&' L #) ] #* G
# /1S # # , # R Y T '
/" # 3 #/ , V' E % HG [l "HA # L L % o+ %* "# %
IS 4 6, $ &' HH (" "V # o +" " o o 11 / 1l F7 #
I G+ LTS #L L H ##EY % ) $ # 1 # $ !
RS A S I'#E % %) % - % L1 "# " & 3 #
6 11 1 %& | %% Lo ' $$O# ¢ ! %* #
S o HY & # "H #+ "L 6$% # H#+ ! o+ # 1L 1$ #
[ H' ##* I e 3 # # ! 1'% # "%, o,
H' ##* #,'"# | [+ # ' % 1 H' ##*11 $ '$ #1 * ' %4 ||
#1'& 4 S #+ #  *#H, L # 1'0 #

# '# 1 H' ##* # H * % #4  #  %%* * ) (% # 1 x#r
w0 #, ) #E%*r &&  # ! Lt '+ 111 3% H' ##*
C$% L L tHE KL ) # 14 U H L # # & % $ %

& V"% ) | Lo/ oAg L 1S 18, ) 1 L

y L&' [ x ] I % & 6%  #, ! L1r " %) "% # # & "
H' ##%1! T T 1 % "+ # O # ) #, #
+ ) # % L #Y ] # 1 # )y f)  #) % !
H o o*11, I % $ &% 1%, ) P 1 1 1 *#
'H %2 #1 O # L #H %%* 1%, % ) & ' H' ##*
TR L R N TR S S

$ '+ 1))+ #, | # ., 1 '& H' ##* # H *

L) # # 1S, ) #,"# 1 '$ % # #+ #H O *11

) % & % # " % 16" % #,'"# / H *11 $ &



'S L # T % S ) %* L1, 11 # H##*L
$ )" L1 '& "M+ 16/ # ) " %* ' L M1

I #, #Y L #H O *1l % # & '$ # H' ##*1)

% #0081 , "t H o *1r, "% " &"%  #
"H% 4 H' ##*1! #'#,'#! #1" % C

#+ 1 &" $ 11 % s # *

CO#+ L o# ) #= ! H  * 1§ #+ '$ H' ##* |
P T LY S R #(" % ' # " / 111 &%
H o * ) ! L # 'S 1L # L %e ] % # %'  #
$ %1, %%* #l'$ 0" '= H' ##* /| #+ &' / ¥ #

& ' %4 3.4 '= # 6 # (" #, "% # #+ #
H  * $#+ '$ 3,4 '= H' ##* / 111 &% ) #+
| #+ # / R % ) #

- # / IL"# 6%, %* '/l H' ##* ' & $ #
"#% 4 H  * % ) | tog s '/ o+ 6%,
& #1 ¥ & CH O # &, &"%%* 4] "$ o+ #I

| %%  #! I'$ /1[0 #o# &&' O # ", +" % & 1
#O0% 1l % LI# 1 & #+  # #1$ #10# ] #+

" % ' CH | # H' ##* # H * &

& #! #, H *11 $ '& '$ |/ # " + 1 "& H' H#* ) #+
& , ' "+ 16/ / 1% U4 L% L $% "L %
# ) ) %'$ # | A CH) L% It # 0t f+
/" % "% 4 %* &', s '# # O # I # /"
., L H' ##*11 "# 6%, | & # )L, % %% " #+

[*# 1 #+ L $%* 4 H#+ [ #1 % #+
R R LT - T A S B 7S 41 Lo I, H' ##*

‘&



3 ) # $%"* oH# ) H) # #
‘& %% #+ N "$# "% $% /' # # # .,
% )! /)l "+ 1+ %& #I! %') ! - # L1 v #ox #
'$ 16$# %1, , ! % # #+ 1 %) | & " # )
B % 00 #+ 7 '+ = 1Q'"1  *& # 7' + % 4 *'" %') *'
Koo g e 1%% & # ' * %!l 1o# ') #+ # )

"% % & " % ! # 1 # R % O# H#H+%  # D 'H T+ 1)

$ Lo, '$ o $ ,F ,"1 ) %'$ G '&
/v 4 6" & Lk &H, HL # % # HL S #
# 0 '$ %' $ ')l 16" %%* # # ) %* 6% # %
&' B 01 H+%* &"#, '#1 1 ) *# 11 16" % ), '$
Yl %& # ) %* | # % ) H#+ H' ##* # "1 | %% "# !
$ .4 o # I # o # & % # |
$, #+ $ LU HL & T+ # H' ##*L ) " F
L %) ! # ' 1G # # % * H+ " 1$ , & ,! '& $ ' % #
He ##*510 1) % "1 #, 12 7' + 11 "#,'# "%%  #+ #
AR % + & % #+! # % 1, $'11 % * & $ '#
L%t & '$ HO# # +OHH HE & 7+
T &  %* # S #F & $'% ., '&& " | H
1% /* %% , 1 Al 6 ,'"$% $ ,4 4l # %4 T ' +
IR 1- # R A 11 ! # &  #+
LS #, '& $ HO# L H %) # % #1 $ 11
AR
"% I # 7 + #+] L S Loy #
/") $ s o #°'  $ * #S$ '+ Il % #+

%% H#H & ## D) 7+ 41 $'% JH#) ] # #4

#



8%

# #+

, # #4 ., #+ 1 1 '8 Y '&&
7+ #4 6 #Y L7+ o # < y
#OS% * ## 1/ # #4 U x g+ 1o )+ # "
H1 Rt # M1, " #+ 7 '+ 11 % [ 1 & I
[" NS % LI, % | #+ '+ L # 8 #, '& & , o+ # %
"I o# # & B # % H#! $!
#O1$'#l #] & " HHF (" %* L # T+ o+ #
L, # L ! #+ I B## LN UL H+ #
) It B 0% #4111 L # % #OI%* HL " ##
Lo# 1l % | Lol #%* # &&' '# 7'+ 11'$ %
% & [ * & #4 10 # $ # #, Lot 1 #, #
# 3" # ) %It Itet 4+ #+ 1+ # "$1 *o#
#11 #O#* #+ L& % #+! '& & "I HO" < gt !
| # ol %& # ' V& # "+ H+ 1 & % #+! #
L H+ #H, # % | '1$'$ %*1 4 "$ I ‘% ‘& "I #
# &
#0O1$HL 7 4+ 11 Lt g e B# L #4 +
7+ # ! " %%* # $ %* %'H+ & T '+ 1 [# #
+ O # " % S | %& # # ) ! #4 +
#+ 5 7T+ 1 g ## L to /' 4 $ ' %
I #4171 B4+ & T U+ LT L # 1S % H $"# 1 #
6, ! , A #0" #* 0
" #4 +' 1 & 7'+ & [ #+  U#l $$ #+ 1 4
) #+ &' Lot )T H# TS # & %* &
7+ #,o+ # ] ## # % | !
B & %) 't & # $ % I &  %*  # # 1 ' #4
Lt 4 #e ) # # # #4 % 4 H  * "o !
B+ x # ) # ) "% # # 7+ # & | #+ U#



"+ #+ # + %! 1 4 #+ T $ T+ L

#4 1S - # ) # " %%* LI "L #, %" #+ x
D , # % & ‘# $ &"1 1
I$'H ' #4 # ' % )1 #I L %41y 7+ % |
' +OE# %Al # J1x S x 7T+ 6 #1 1 #
A # o+ 1" [ 141 ' $% H S # # I, #
# & % H#H, %" ' & K & ‘& 7 '+ 11 6 # oo
CL# IS # A H T+ 1o+ "y O I N7
HOF 1 / #4G % ) #+ ) % % 0 0 o+ *
CH, % S $' # & # % + '& #7 "+ .
"L # #1"$$% , # L +# %1 &' + ) # 11 '& ro
Yy # ., # & R T *x F # | MG "# | #
/ o+ vy e N T A L B T B
& 1k #,2 L # T $H [ # 1 S # 11
& 1% # % % #
3 H' ##* & %%'/! $ I'# && 6 #+ $'! I F B "H! %%G |
" # L, 1L # B #E Lt H# B #
LH' ##%11 #1 '& | #+ '&& 1l #1 & 1'% # %4 ' & %% # o+ )
% | # & # , %%* 4 #+ <41 " % % | # %% 1"  H#%* $'1
$ U'# L # 4,41 H' ##* #00) ! '&& % ) #+ ‘# + O OH ##
+ LTS # 4 L g ! #O# %% * [ IR 7
" # # %r * o+ S & R # ) I $op* *
) #+  $$ # "$'# Lo, &) % #, !t 6, 1) ¢
$" ST % Il ) H # & % $"#, " L N A * ) % #,
' LS # # H'##* | # #' $ % ' " ), &
) "% #, # ', % , " #, |
YL H ##Y # o+ 4 A L # s 1 &%

& %% % %%* '# SR % #+ I I $% #, )'4 |



#O# 1* % & 1 # '$ | # *
) $ ' %S 1 S Y B "& !
x oo % |/ ) % H % ['#  H' ##*
O HE Y #e # 1% $ # &% H *+ 1 "§ ' g
H' ##* # I" # H' ##* " % H '# &%'" #  %* "#,#!, 'l #
#,0 #1018 %Il s I %& 1" # # "I % #
A T Fooolo" 0 /" Y #" %%* #+1 '+ H *'gG
H' ##%11 %%"1' * $'/ | ) #  # + & A H # % #+
A o D #oHEH O* % #%* #
"# | F | N & % K# $ 11°'&
L& # Ll %R I = &% # 1 ',,"$ # 1G
H' ##*11 " % # 1,"0%  #+ #+ 1 # # % 4 7'+ 11
11 % 11 & <o 1§ ) "1 7 #+
L% 11%* $" % Bl H' ##* L 4% 1 I A
I # # # ) H# % #+ " ), # 0 # 0 1 1
LS H# [ # 'S 141 H' ##* [ L ¢ $% ! 1 '/# )
%' L1 L L #,# O # *# 1 1H' ##*LD #+ L 1, D)
1#1 1C
# ‘# L H ##*11 1) #+ 1, $ St %y
4 14 '& '$ # #+ 1 %& "$ ' H' ##* #, + # I H' ##*11 #+
/I, $'$ ! SR x vy "% # % ) &' #, |
" . S o4& # O, ) 1," % 1 &'
I % I# + "% &' 6%  #, ' #+ A %
&"1 U HL = "L #+ H' ##* # "R HE O #,
L+ $OHD # 1ML (" # Y%+ #1H # OH ##x
e $% #! "1 # ", ] # !
# 11 F#' H' ##*G # % | # '& #O& % #+! &' = /|
VAL 7S &  #+ H' ##*11 % * '+ e 2 '$ H#+ | %%



*

% '#+ I 4 / %% !

+ #1'$ ) 1 $$*1 # #+ '$ #+ &'
#03" & [ #I Y  '$ o# 1 # ) "#) |
H' ##* 4 | I BOUHL UL g
L | # I" % #/ 6! 'l o+
% #+ #H#, %" 1] & # %  + '& ' % #+ H' ##* % %
$ 1 #  H# & | %4 #+ ['"# ! I R
) & , #  14* & % IS, %%* # L, L # o %
A ) ! % # . # !
$% &' &' + ) # Il '# $ & #1 ) & I #
LI T " # CHL%TL % S # H T #
I H' ##*1! & # % , # & % 1! & # %+ / o H' ##*
' Y H * # 1" "1 # '$ ‘& & I " M 8 '/
& % 1*$ * & I % $!&& % 4, "1 #,1'& | % & "# %
) && , '# "1 6 #IM '/ + I % ) !
$ " IN# ) 1,8 L %", IM ' +
I # '$ #e LS " # # 1 61 #, M
% I* § % &' H' ##* $$ | ) /"
# % HL H%* # % | (" %%* $% "! % #+>2 # #
+ 11 L& %! ) %) ! % #+ &', ' | /
) # '& & & # ) $ # &'
%, ., L # L& # "H % * ( $'&
$ # 1 % 't %'#+ [ 7'+ 1l 6 # # D $ '# #
# ) & # #) I $' 1 &'+ ) # 11 3"
&' + ) # 11 | # LB H%r $# # 0 &, o, 1" ol
* $ ‘& ¥ $ & ., L #
"%, 3 # y Lot 1'%) $  "# 1 # #+ '& %
L, M1 tH HY & B #, # # L # H#HE ], "% Ly
I o+ #1g %l 1'% #+ ' $'#  # 1 & # % #, '&



4 #+ # ) (") % #,! 61 ) # # #
<, 1'& IN# o, 1L # % #+ ' '&
$ ' 1 # # + [ ,# 1% % 1 #
& +) % "+ &% ! # # $ I # s 1'# %
$1%, "%+, % | 4# VL # A4 $ H#+ | #o# ) "% "% ) | | %
& "% ¥ # I"H #+ 1T % H#) H #
Lo # T %% ! # # Loy
1 #! 1 1# $# #1 && #, | #)) 3" P
U, ) & Lo#, HD B (") % o#, D # L # #o
& F % # ) ) '%%*/"" G | #+ F1 # | 11 '& '#'# )L 1
# #,1,'G 1" <, F'  # "# % !1)! % ,% !1G # ' '#
L + # "1 # $H# #1' 1% # )1IM
4 + 1+ #OU$HL )Rl eRgr
+ $' * #+ Vg L Cog #O# 1 %* 4
& %  I'+*# 1 ]A "L 1 & #1 #, $, #+ $ L # # 1 %& !
65%" ) # ! BOHE% 1L+t H $ ', 111 .
# ) L +# &, #H 3" 1 % 0% 1 % , '# '& 1" < | F $,
"% 11 # % % !IG 1 % , '# '& # # o
C Lo #o# 1 %r & # %'+, % $ 1S, ) 4

OB #, $$ 1 #O# # + 11 & %! & %
A N LY # ) &' # ' #, # ) &'/ I %
I # Y% 4 %x && , * # & F @
8,' G " ,1lF ' * $ %%G , ! I$ '8 #$ L #, &
# ) |, . 6$%' ) "I 1§, 1 '& OFO*#
#, G # "+ " FE' #! D'6 ## G "L 1+ 'l | " 4

! $" ! # % | # /" # %') ! P /I &

6" %%~



#O# . %% '& /' $$ # 6, I ) %* ' '# % | %! $ 1'#
[0 # & %*  H# o+ 1) x'g g B H+
VCHE& HH S HUE, L H L B HAD H# # # "% 1'op" #
* E 8,' G $ ., [T& !, # #+ [ #, , 1"
% ,4! $$ # # ) $"$' $ S #+ ) /U & I 119% + 1 °
1 #'1 & % CB + # L%l # %, D ,4* F 4 3 # '#G /|
I$'#! % &' & % 1! "% I 1 '& ) H# L #H# F *# HG #
## FJ # 0 % + G I" %% + I "# #+ & | 4 # 16
1 9% ' $ , L "H St # H&"%& %% * ] ' & "%
%% ' ! %'H+ & 1 " $$ # 11 U+ # " 9% L H## 11"
I #+l & % #$  ## 1 41 L x  A#'[% + " #+ ##
CHY U R o# & & # & & % # ) #
., o) 1) I I $ # % ', '&
$$ # 1L 1t 1 & [" #= #' # Ry #e )
$1 16 * 1 # # , I F 1% & % 1! % G # #' #
& #1 $/ o
# ) 11 g Lo g %'+, % H!D ", &
$ # # & +)HI & ("# %*'S$ #o#, & % *oH
$ ) % #, '& | # ) 1, X A 4 #,
L H) #OHD && "% L] VL TIoeR # *
I % | #+ &% /1 ' % & ., # % # #+ |
C ML et &% ! $) L LH#H, S %%* && ,"% | Lo+ ] #
I $ + 6 &', # . % 1l & %! ' % |
1> &% /1 | C& %! %t % # S L #, &
LUkl ) % #4) #1$ L > > ># %'+, %%*
# C# et # I H+%* "H% 4 %* # S H# # & % !
# Fo##* 3'*%% @ 6G &' #! #, "& 1
1 ,0$ % 10 g # ) L H (" = 1 rox g



(" # & & # ! # F #+% , HE * L% 1 & #10$

# A & 6L #, , # g LT
6$%'  #' # CH# A T Lo#e
$% 1" 1 %) L 2 A
1 # #+11 '& % + 1% + o A R L
"t % # S, ! C ) v g
4"l #+ # L % #L (" #, ) F &% * "% | | % # #& # 1!
$ I'# # # ' "#G I ( 1S, %%* + ) #
&" % ', % '$ #l ' /1 ) % % 8# '& $) % &, ' ! 4 #+
+ UL/ F & % & 1% $ ! , I # ! *
&' H I T% R g o 1L S #HL S #
%'* % *
# 0 1 $$ ', # '& & % # )y ) v #+
B, L #+%* &', # $%' ) # v % #OH L H+% & +"
D#'# FI# ,7 + G | $ # %%* % o, % U+
D # '# | # ), # ' R & % &'
N N o S A R X
‘D # #1108 # % $ '# L, ) Ll +# &, # = "

, # L& #L KL % H+ # %t & | %& Hox %)
4 & % # # 6 '& # ) L # &
s & I")) % $ ) & #/ , D#'#'$! & 1+ #+ ! o+ #

LU #E % & 1
Loy L 1%t L # # ! '#, D # '#1!
', & 1% &1 1, 1 < & %* &", 4 #+ + % )| '#
v o#+ ) # 1 # # # % 11 % #*'& HI" 1 # 1'%
"% o+ #] "% H# '"I%* ') I 1 % #+ D # '# 1 $I #° '$
& %% % + & * [ $ 1S # # > # # CHL % H $% *L

! + &'/ %* $ ) ' D # '#1! , #, &' 1&" " 1



3" # ' [ *1 # ) %* D # '#1! *% '& 1 & #I'"%W

) $% * L o# ., %'/ # ! #OH* H+ #* '&
+ " 1) # &' "+l ' D # '#1) % % # %%* $ )
"lo& ! LS % %%t # " H# %% " #,
o # &' r 7 # ) %* <"1l & 1o
" 4 # v "% $% | +o
! Lrx L # L #+%* D O# #LI+ & #
# $ ) "Lt o* g + "+ #I % + ', % #1 ‘&
& % 1! % $, '#'& & % x# [ #O"L) #1 #
& % * | & D # '#1!' & H#1 1L* 1 # # 1 ## &%
#o+'H# | # & # 1 U ts @ o# L #, L #+%*
# ) &',"
U H # ) #lO# ) % & | & # 1 # .0 U'#
D # '# TO#' % #! #, '& ! 13+ 1! FD' 0 %*% G 6 % *
"% 1 #D % 11 #+ & #o# ST # $ ', & %11
$" F/ # 3 # G # #1 D # '# Lo #l#, '&

4 #H+ # # PR %% ("D H % % G & +) % * 4 #+ #
., 11 ) " OFH HAG | +# & , # %* [ ' . #
It o+ # ) #18&' # 1,4 3'* FH' ##*

%% G % # & # # ‘<, '& o "l & # [
$ 1" E+ L, %+ %1 # $UI #+ "+l # U ! +) #
'$$ # o+ 1'% | % H* &' D#'# # to
6,$ '# ' L#+ ), yL'# 1 og" #1
% $ C #O%'* % # 1 & # 1 $ 'D#'# )# 6 # '&
#' * H '3+ # 4 3% # 1 I D#'# % )H#H+ [
Y F #,%" #+ | '[#G # ) ., $%'*  # $" 11 1

&' D #'# ' % ) $" 11! '& # O # &' & e

"l D # '# ! +' o+ L %% /0 & # &, '# # #*



, #, 1 &' $ '# ' b/ = # % '"+ D # '#1! # # '# |

, % '# % ) ! Hor & B & % ! 41 ! 4
$ , P & $" 'S # #+ %', 4 # & # #+ '# * D # '# !
% & 2 # I %l +& & %
# ) /M4l <"l &* D # "#1! * %! # ' 4 ) % !
$ # % $ # Ll 4 #+%* # S # # # y ) 1
#&WN" #, ! '& #' ) % !, # # ! '$ &"% 1"$% & #+1 '" '
% #4 + | | # & $ '# # , ) '
$ 1! # #+ *# Yy 1$ L # o1 oo
# &' >0 *% ! | # $ ! # % # "% " %> 1, %

o #6 , %* # /') #

I o'& "L # L #+% A H# & # S H #O# ) 2 ("
CHF S # %%t #& # #" I+ # % FO $ ) 6 # |
6 $% | ‘& # S # # # ) 12 '# P 1'% %* %  # )
I % ' $mo1m 1 x % & # ) *G 3"
B OS H#H # # ) ! % # ' # o1 1" FIG $ " &
#1 # ) *# ) % ! & % I # o /
H % "# | # #+ ) * 6 1, % % & ,H)*H#H+ "% $% #"
‘& # YL $ # % # ) Y L I #
"<, %I, #E #E LT % # "% " %, "L L gk
# ) e R L A R ) <t
6 "l #+ 6 1! # ) BOHEEL 6, %" #+ $'11 % * &
#+
CoHl #, % ) # %rl )& # % ' #+
# 61 '& + # % # #  1,"% # ) "t & H# LT A H+ (") % #, !
| # I"& %! Q | % % 6 ! $ L # H %
R B R BT 7 # ! # 6 # '# 1 "$'# "% " %

Lt &% ! + %% , " bt Tl /Y 6 111 '#+



! % %

#

#1

& /

& [

I % ! 7'+ # 1! % + *%% , %%* " % !
6! #, '&$ )% + # # | # + 1) " %%* "#! +# %%
# & # O && #, #) I % * 2 I %* /
T I N G % g & % ) ! $,) 0 #
% & % P o"#) % #01 %& 'HD, TR # "% '&
"# O ,% !
# A Y, % ,% ! P o#, '#1 & #, $ %%*
. , '& #4 /' 1" ' "% % 7'+ F* #+
"$G #4 | "% #+ '# , 1$% *! % Il I'$ | | %
) # % >"$$ % L% !l "#% $! - # 6% %
! [ # ! + K ' # ## 1 )" #4 L # 4# ] !
& #+
= /! #a4 #+ " ) #+ % % o+ K
Q'" 4#'/ % 4 *'" | - % '#
#4= / M
= - ) Lo## 9% 4
HS$ #! / , % # ,# ) )
# , 4 # 1V #/, |
#4= H $ # ! M
"H#+ #14] $ # #,'"# | # /' 4
# )"l <4 #4 ' #' O"# ! # # + #! # )
& ) 2 0% Mg L[ ") I H ##*1! ") # 1 # ,  #!
! % '& ## 1 )" ' %& [ JHE ] #4
# 1 ") ! # 7'+ 1! , '#! A #
% """+ Lo ) "#O* 'O# " ' I'$ "H#
! L #& # O %% ) ) # " %%
#41! $, '# ! % 1L 1'g 1 # % ! " 1% *! '&
% % ' # /"4 #+ % 11 1 "+1 'o#+ " &',
) + #+ '& 7 '+ 3* " H#+ I %! # %* 6, ! ! ' % &
P o= ! gl * & 11 && "# # ,'# H' ##*1!

& #

|||+

#

#

%

#+



# ) #+ # Lixg  * I $$ #+ ‘& #* & +# $'/ % ) !

s #L ) # I' % '$$'1 0 & H O X [T % 1l #
& # #, % % #+!  #+ % $'/ | # | & &% H * %
&% # , #' 4 "$'# o #o# LS, % It g ) #+
6% #! ) H % "#% 4 H' ##* #1O# "HO # #
"HEH | * 6% #,! $
- # 6 '& + # % #! # $ L # # & 1, # %
H' ##* # 7' + % #4  * "0 #+ #+1 H  * # #4
"% 3" | # # ) HE& +" # L "$'# "% " %
& /' 4 & ,% 11 H' ##* 1 &  H+%* % #4 | #4  # H x|/
7+ " I % H' ##* # 7'+ % #4 $ %% % *
+ # %l # L) 1 % # ) &"#, '#! | # CH#, S *
$ 1 # # %r U$S #+ S H#H T # ) Ut oL # % 1
BoH+ & 14 & # %l # % #IO#, H' ##* L #
') % %* $'/ % !/ % #4 L 1+ #" # %*1 " %2 H % # ) & +"
) % "7+ 1) H+ & &+ ) # I # %') | % #+ &',
# / - H# H B "% x 0% I I # )Ll +# &% && # %*2
B Y%+ L4 #+ 1 % ! Lo, # ) 1!
B o#+ I & #+ # % H % S # # "$'# & #+ 1% #
CH 6 "% LI F, % Il o+ # # 1" HG "+ 6 !
) #0001t 11&"% # L A HY # & % #

Il #+ % L #+ ", H L & # A BT S B oL/ S B
&t # H&%" #, '& $'L1 ", " %1 # "% " 0 1"
% * g Ot+x L[t A #+ ottt % Lt % #

%'+, %> o+ H S, 1L , & 1,"% " % ! 11
O N . . ' 5 "
C) % . 3 7 , % 0" #! '$ [ I

D, # # % L ) #, & ("1 #! &



&' % $' 1 # # HHO#H % & # )
% HD T # ) %t # & "%t %
#) 1 # #E&' $ ', o# S #
‘& # ) | CC
% " % L g % F&' % ! G # )
"% " %> 1 0% $ 1 e # | "o # O #  #  $% *
$1 L H & % & # % 1$ ! ‘& # ) *
# TR & LU0 M % L L L H L # H# H%* $ 1 #E H %
1$ , 1 # $ ', 0L F+# Lt % | %0 | *# G " (" %%*
#+ 11 $ 11 #& xotop " % # LL #$ ) #)# #!
L #E H+ L% # #1 1A@
8" '& ! % #, #! & % 1t 1 DY ) o+
"I &"%H I & /"4 & % o 4 % 34 # 1$, %%
CH#H, S & EA7SRY N N7 SEN
BOH & TS B+ % H+T Lo 1t
$$%* #+ (" %%* 1 61 # 1,# 61 % &
L, 6 | # 34 # #$ 18, ) |
#$ 1 # % % & 16! #11 " "1 +
VCHEY | CH, #, # "#1 '& % #+5
el # LN # % # '+9%'11  AE
L #, S # $ 1L E &L "% #I%r S H+ #
CU$%  # r LLL H#E Y+ ) # 6 F&'  #! #, + # )
% 11 $ + 1 8 D7 '/ %% ! *#+ o#$ N I "% #  *'&
' $ 1 #  H%F ', % & %G # !',',"% " % 1,11
S #+ L $% # ¢
LUy $s ., /o, % 1 ) Loxorg& 1t f
'$ HOHOH#* "% " % $ " #r o1 g # $ 1
ST TS T & &) ML H # S T N B/
# S # # &% ! ) L Hl" | %& | * o #+ & #
%% + #, ' ' %%*["  # ) # + $ , ! $' # %%*
#0011 # "# 4 #+ |

‘& 'H, " % ! #+

# $ # # & %

#
/
#
*
1"
o#+
, #1
Cr%



!"1 l$$'! '# % & #+1 H " H $ #’ $% #! '& ,4 #+ !n1 ronoy

! e "H# L # #+ & # ) ! 8% 6 "% $%* % * #

$%ll % | , !,lll !

#6 , S HL L " %l & # S # # # )  8#
) %S HLL # % ) # o+ # ) &' 2 '
$" o1t v R I # % # ) # # ) % |
# )y $ ., , ! 3 & | % ' # ) * & ,
P, I 6 $% & 9. 7 #' " %l . # )
Ll r&& L)y L %% L Lo # 1 6 # '#
‘& ' %! ‘& # S H#H # # )y L # ) o + HH H+ #
CH,S "% L # & & 1S ! # S H#H # # ) * o+ 4
0 $ ) %! % * 1 # . % "# % | & #0$ ) 1,
# $, + # $ ', H & &, "% # ,"% " %

# #+

"#



H# | * 7 $( 7 , 5 " % 7

"# '#= e, '# 3''4! $ EB
? , % '", "% &' 36 ' 5 . "
, , G . % : : 7
# "$ # #= ) ! - I & A $ B
A "H#H# /| * E?
B $ EA
C 0 '"%*# # 10"% " 0"% " % " ! # M #11
7 [ #, 7 ' + 0 * %!'# # "% , % F IG [/ Q' 4=
D'" % + ?2 $ @ A
@ "I # H 4 # 1 . 7 # "5 -
# $2 #) ! * 4 = H#1*%) # #) | o* I C $
AE
E , % '", "% & '9. $ %6 ' 7 # "
. 7 0'! ## $'% = # ) | *'& #H# 1
$ CA
/ 3 # + # +" bg 0 1rx I #+" D 1 # ) 1 #
1#'## )1 &' 1&, '#1 # 1#'#& , '#1 H+%* # & ! &'
Lo+ & # ) = # ) &, # 1, #') %2 # ) #'#& , '#
[ ! 1" *2 H#HHH ) &, '# &' #! #, #* 4 # ! '& $' *2 #
#H'## ) #'#& , '# I ! * &' / 3 # + #
-7 /| Q' 4= D'" % + ?2 %
[ N R - 2 I #0 % /' " # # * 0 #
' 6 $% H' # g ) /! *Op I 1 LS / % *
H#, #) #)1" % I *% # e g ", '& 1, %* 1 ' 1, ) 1$ 41
&' *'"#+ & % 4 | H' # N O#) T ) /%) 59
9. 9 . %9 . 7 /| Q' 4= *$ '#
$$
# , '# % 1 '& % & 7 ?? * @ $ E
? D J $% *) 5 '# '# 3 , | %% #+ |/#1 7 ?
H #" * B $ O # n'# ') 53 #H+ "0 1
7?2 H #" * B -- $ A
A J ## " H# 1 4 + 1D/ M 7 & 9 77 @
, A 3
B 7'+ 3'# 1/% /11 1 .7 Q"# @ $ @B
C HH# , '#H % & 7 $ E
@ J ## " & 9 7 %
E ) 7 # 1 , 4 + & 1! %/ & 9 1
7 ?A , A $ B
, "% % # " Lo( )7 '# '#= D' % + E $ E
$
? # + #) 9 . 7 ?2# i "% %*/'" = " %
#, B $ B
? "% ", * $ 5 , $ . % - -
" 7 1 Q' 4= 7 | %% @ $ C



?? ) 3" %% - - 7 '#= # ) | *'& - 1 "#1 #

I C $ 6
2A $ 2
7B $ 6 1) " %%* # ', % 1" 1'&
$ 1 # # % Bl #H & & % # )y 11 (" H %
! # o+ ) # H & T4 # S N # H# # %Er | # & %
L $1 3" /%% & ! ' %$4'& + L.+
& ' 4
2C ! "9, 5 - 7 .7 7
3%' #+ #= # #  #) | * 1l B $ @ "1 4 &
#1 #, 0 $ C 1 | # 9).1'& 7! )l I # 6 $% '&
[" 4 '# # ) L$ t# # 3"/ %% ') %''4l
2@ .5 - . 17 1% )
<4 # J*l*g ' '14 F 1G 0 + = ¥ E $ ?EB
7= J'K%' && 1 ) e % ) 1 HL %# 7
( 5 " $ A D' 0 %% # F G 2#
'# 0 $ % %%= #) ! *'& ' 0 '% # N 2 $ @
? ) 3" | %% - - $ B
? $ C
A
A
A? $ ABB
AA % "+ 1 1)1 # UL 11 t$ % '3 [ %%ll $$% , '#
‘& 1# #1 ' % 6%$% # '# '& && #,! | #
% ( 3$B # 3 . I D' 3" +rg 1 % # 0 tHrl #
A R ( - .5 . 7 S
$ + D' D' 3" +YHE # H#H* % # /! /| Q' 4=
D'" % + ?2 $ E
AB 0''" $ B
AC | 3 #+# $ EA
A@ $ @C
AE $ 2
A D 1 8 + #!'& o111 #( -
$ @
A $ E
B D' 3" +'*# $ E
B $ EC
B? $ EC
BA $$ EB EB
BB % H' #!'# 1 % ) # L % L 0'# ') I*1 #
)7 0'"4 F G ‘'#'#= 3 | % # " E $ ?AB
BC 0 ! # K $ % 5 $. $ 70
3 # - %% ! 3 3 /! # 7"KK F #1G 3%' #+ '#= # #
#) 1ox 11 2 $$ A? AA

B@ % H' #! '# ) $ ?A



BE # |/ o1 ) T i 1 .77 2@ H #" *

? $ BA2 ,0 * 1 %%! ' 1& $F?1H #" * ?2 $ 2
B "% o# J %A ) 7 H #" * ? $ B2 D, L4 % 1)
D + # | #1 7 "ok ? $ E
B $ J K - .$. 7 2# ‘# /| Q' 4= $ 0'%% #!
B $ CAE
C R | # && #, | # H#D #I" % #
HUHCHDH#IT % 1 62 1) 10+ ! D N # )
(" K| )y #'O$'l # & <"+ # N N N -2 11
C . #,# 0#* A 7 C 8, A $ O0A
c? ' #! #, 13" & % %! 1"++ 1| Lo #+ " HY*
) %" % "% ) # 1 %) + # H' ##*2 # + /'
| # # % K #+ % ) ! " #, # $'&"#H & % #+ '&
%'l 1 # " - Vv $7'% BE #' A F $ #+ BG $ BC
CA ' #! #, # o1yl 1 1 Y& , v 11 H"!
,#) 1 , 7 A H#" * B $ 7
CB ) # D 4 7 A "+l E $ B
cc L, % 0" # 1 '8 . . ' 5 "
L) % . 3 7 | Q4= #11 I
? % ?
C@ $$ E E
CE D' 1 ' D %! ' # 6 " % 1*1 ( # -



1 #
'$ #
(ll
I, #
% #

"HH#

% !

Q0 0 0 7 =
D 7 D D 0
! ) 1$'4 # ' *'"M ),
#* ! 1 & & * | %%
'& |/ + ' 1t 11 #+ # 01 'H#+
/ '3 #
Q ' D D #+ & %%! ) %! #
%') | I'we& | " #1 B8
#1'%&! ,%' #+ " 4% 11%* ' # #,
/ *& #+ # %!
CH,# 0 # ¢ A )
[ - 6, " #, 1/ !
"#, , % $' *0% '& ! 6! # '+ *g*
%% ''B# B
), / F % % G I # ! ! 1" F '%%* "# G
Oy 1 ", LS, = #) ) # '
#+ # %'l #+ '& C@ 0 $'# A 6G
/! " I, ! # 11 )", HOH#* "% %' F ##
#G | % $ #+ ' 6%3% # ' $% #, '& % 1! &

P % &' " #, P - 1/ "+ # 1 +#
+" + %%! %' ! #' # "1$ 4] F #1
G I "% #1 % * v I # ! # 1% 4 *

1 3" */ #) , | +' & + # # ! '$$
# #+



1& * % 1 . #, # 0 # * ', P & % 1!" +" ettt

Y o#+ # 1S, %%t 1T o+ # %17 1 % T I S T

)y | o1& 0

411 # # '& & % 116! # '+*4 | $3 ' # # , %
2 A B S I AR X L &+ #+) $ s 1 &
W4l 4 xigy & # L ## % !

# ) " %! & 16! DAl # ) % # % L % # $ ! '

& # ., (" O % H B H# ], #+] $ 6 ! ! !

" g O H#H+ "% " % 'H# 6 1% + N A T 3 '#1 B [/
', % ' #) "% ) ' # # g, 1 * & JHO#" # '&

L S T R B SO - 4+ H+ $  # L H& #

% $ 1, # % " % #H 6 "L #+ #

&  # B #, & + #+ $ *H+ % 4 # 1 o && # %*
! 4l ' # ) ! % g & "% " % #

% # 6 # "% I # 161 $'  *% &/ # [

#8&' .1 $ L # # LS, H# & ' CU 1% #, o+ #]
Y# # ) # T # #1& % LS r tH, %% 1 4 !
# " % # ) % ,% 6 '& ,'#&% , #+ $ !l "#! 1@ 1) # ! 4 | '#
QR $ I $$% " &' #H+ ] o, & % %!

/ # "N I '& + "0 "
! 6, $! 4 %$&"% $ L& # 6 # #'&
S # & A&% | # # , *H# 0 $'# - % [ '%5
%* o+ #+ ] 411 1L # & /1% L H e, %
$'% , % LH ., # $!1*, . 1% 1 # # %11 '& "% " % $ ',
% #+ |+ # T e g Y )
I $ 6 $% $ , ! %* " L # & & %
#1o#,00 # & % 16" % * # 4 6 Il # "% " % #

%'+, % ! # o, # '& P+ x4 | * !



" %* / & % 1! , 3 # # # 1%, 1 '& # ) 6 ' % &

L S 2 $ 1,118 H# H+ S, # && , ! '&
# $ ) R PR O #UO#, '& 1 # %*! |
$ “ #$ E AR e ) & #
#+l) %, # I % ! H# & 6 :! # #+! FO $
I' %1 LIl CH&Y% , H#E + # L #H# #+1 "o
) *H+ #0$ ) L #, 1)1 )1 % DO- %* ,, $
) LH & & % 11 # #+! #' HY%* [ x| 4 # 3% 2
y /11 % # & 6 | "% #' % / 6 ! %& #+
% # ) # > "% $% B+l % ) 41 'l D #
B+ 6,"1 # % + ] $ 1 # % o+ %* U+
% 1 &, H L+ & % 11, $ '# " %%* ' ! % " %
N CHL AL # & D 3% $ L #+ R )y /1 &1
T %t % # L % k# 1$ L # # & % #
[" 0 H# # &+ ] $/ ' # 6" %! # # o+ $ !
&' ) % %% % # % && , ! #  + # % | H#+ % # )
"% " % $'I Hl # &"#, # O #1 % [ *1 # CHOHT O H & #H# #
'$$ 1) %'+, % 1,
Y411 H ## 2 L +# # L o#1 1&% ! %!
& %'+, % 1, " #* )L #$ &' ) [ 11 iggro & %
% (" ! D'+ = 18# '& U, # H#H+ L % H+%* O+ # %
%'y ' 1) & % SI1E 1V v # o #L # e L g
/o $ & ') Loy U=, s L #I % #
& (" H# % & %% # I & HH+ & ! & & #, #
L% & % 1! '/# % 1 s+ 1S # 6
N B+ & 1 % #+ '%%* "# O A L T
J % ! # #+ # 4 111 , 4 | &' % %'/ | #

$ ., & L, #H* #+ + Y L1 o("t v L x #+ ] ,



P #" 1L x # $ # #+ % & '# # 0 # 11 %

3 #1 ' # (" # Lo+ $ #' % II'# ) *$ ! #,
# C#"Y P % # "0 & 'H' ., # % + % # #
$'1 $# L # & ) #+ #+ & +o

"HAH'I# # $% , '# 6 ! Lo, - +
BN ) #+ 1 1 # $ ! ' * %% + "
$ ) LI BT % #l+ 1 '# 4 #+ "HIT % &' % Il 1 #
L % #+  #
%% '& CL& ) % #,  HD # ST "$'H '

16" % * #1' [ * | g 1 #1+ 11 "#1 '& $ )" 6" %
6$ #, 3 #1!1 1 &' ' I S RN ST S T R
& & & #0$ U1 HD & / , # % * &' 2 |

1"&& | CHL (M H#, 'R $'$% 11 L1 #, "$'# # 'H#

L # % $TH L & Ho6e 1o#, 1 I # # 16" %
B+ 1 #+%* 'L %* '# S LL# L #

% %*  H# # C# % $ ' & & % $ #

$ #' 0$ #1111 6" % * | % & $

$% 1"/ #1$' | I # 1 $% *1 1 %%*  #1&' #+ & ,

HO%U H# #+ #' % %* o+ ' x I %1 ) # ) & ', "
L, &+ & L ! $ ‘&

! # #1&" E L, 3 #L e# Ll #

% 1 # "+ 4 ##0$ #, #+ . &"%%* |
$% *! "Ll % %' $% *I'# ,

"Oh H# '"106* '/ ) $ #' %' % 1 # | $ 1y re 1l

1 6" % * # 1" % H & 16" % | 1 # " + 1.

$ 1 # & [ OH#LD 1 BT % * " # & % &' % * 1 '& "'$! 14

#O"H %' #+ |, # 11 ' o* #o# #,,10 % 4

# % 11ottL # ] , 'S ) # & ' ! #+ 3 # |



1$ , &, 4 %', % & % , o, (" %' #+ | H % H'H O+ H %
, HL U #L o#, # ) L # & # oH+ % ! I
‘% $ #= 10 / % %* " &"% %') ! ' *SO ) ! D'%% #+ '# 2
03 4 #+ 6 % #+ "$ SO . #,# O#* /I Q' 4 12
o Il '# # ' # ,SO J ## R #+ % 11 S %
) LH # /| Q' 4 I #,%" 1= 106 % #+SO . #, # O # *
Q' 4 12 0 ! $ .S % /) '& ! #1" % *SO H 3 # /| Q' 4
%* /12 O ) #+ ' , & % SO ) # # [ 417 #
% %S #(" 0 D ,4 *11 1 4% 11%* ' # | | #1" % #
$11'# & % S1 ! ,,'$# * ! D'+ , # 41
% A
"% & (" # %, #0) I L g+ 1S 1 '8 & % 1!
%') LY H# H%* % * % #4! I 2 % #!'&
) "% #, '+ Ho# 1 % #4 6$% , %* # $ % *
I # # ) 1 %& 7'+ 3 #I11F )*J %G #+  #
"# & $ #' &' 16" % & )" '# % ,4 4 * !
S Lt H % e # H % e L # L # L U # L @ H
3 #1 1 # & I B+ (") % # %* ., % ' 11 1") ) % 11
CH# H & #1, H1U# "L $% , # % ,4 '& ! 6" % 1$'#!
3 # | #OH+ 0 H% 1) # o "# % $' # % !
L #, %% / 10 " #  # %*  $ ! I, L # I %
L1 %% "#,'#!, " & 1, '$$  '&& & #+ | # 6 !
"o # L/ 11 I1$'#! 1l && /3 # 1 "% # *
L $ , # # &' &1 + # B / !
$$ H# % + %+ N N L$TH L # 2 # ., # %
$ LI %l $$ # o+ % *l, %%+ , #
o #l'& S ) # #+ & ' ! H#+ 3 #1  # % #+ 1" %%
[ #10 # T 8 ey



# I # # 3 # 1 " #+ 1S #' % 'I'#! L1 4 #+ !

% 1$% * ! Pl %'H#+ |/ borx & #1 #, 1" #%* $$ #+
# 4 I % ! "R, % ! # 0D "% # '"1%* $'% , "/ 1 #
! ! % * '1$ 4 ! ! 14 & [ #1 # 8% '+ 1)
rsgr &, #+ "%t #H+ # 4 ! I % 6" % * |
I % #, #'"L O #D #,1 '& $% *&"%# I O# S KL, % && , '# I #
# %' # 1! % * ' # br# # # ) "% & %N #+
& "% # ! " V%% I TH & 6" % * / 6 # % & ! '& $ Il '#
" % "# & 1rre" % * #' ", $ #' YR OH+
el , # #*Y'# "#01 # / #
JC#HO6 # 1, ] % ) ! 16" % ! ' " o# 11 !
#+ "L &, & 1, ! I % % $"# | # "#% | #+ '&
6" % ! % ! , %* $ ## $*1, % " % '# /1!
#
3" "#% 4 % Y # , %, # &I #1D16B6" % * !
#l+ 11 '# #+ "H%* $"# D # 1M1 e" % * | &, '& $'/ #
P *= e, s I # L #I" % , )] I & "% % !
$ ! %* # %" % '# 6 I T HE B4 # I # ) $ !I'$, )
/ /" &' ! ! "1#1 ! ! b 'I# % # 2 & !
' 3% # % * " "# | # /I [0 gt g '
R N T B " % + '"# I 20 N R % ! !
# $ #+ ) T 1 #+ # 4 #+ *'" /"
# /A [ # o &' ot U #11 ' I # )
$ !1$, ) ! [ # = &' , 8, & %/ ! & %!
'$ $ ) 1) , oL & TSSO 2 &' I #+ #
% + &"% + % /' | 1 %% + 1 "+
# 01, $% 6 * $ I # #'& /T #1110 6" % * #
"HI" % # O#! * & 1! ! ! #!' $ % & &) "% #,

??



A A ) ! & % 1! #," $ 1! #+ $' ‘& $'/ &

S % $' # % & $"#! # [, 41 1 $ l# C#'&
[' #1101 6" % * It S %% #+ # %t L % fx [t #1
%) 6% #, !
- % $ #' 1% ' Ll 11 16" % * 1| #0$ 1 # !
%l ), Lo# & + & 16 [ % # " #+
'S # #E ), ) ! + 1&) ' 161 I % %%! 3 # ! |
+# $% * H+ $ #' C - %' % # &' 11 # # I % #,
L# O o+ # & I % %' %%# 11 " | "% '& TH# ) %
10 " #1 %% & # ! # ) & % H#, # & %!
", L % # 7' 91V % F G # 1/ , I #
I # o 4 # I I #
L A e Ay ["# &"1 1S 4 # H & #] 0
% % #1' 6%% # Y EL g CHH &S ,
E# 1 L x [T% 4 L # # I & % + %
$1*, . # I ) % #+ H#, S &V H# * g # L
HOI% H%*Y L) # #o1M%  # , 1' # ) # % #+" +
Y, & H o o# L I"# 'S & LLo#, & ! % #,
10 " #1101 % (w1 '&$ 1) 11 # #
. # LS, e IT% # B ) "% H# L H+%  # %
Ot SS ) 1, % Lot t L %% 1% & ! #
LLo#, & % #, #0101 BTN ) &', '& I %%
/ I % | #' | % #, 8 & 10 " #1 # I %%
#$S % L, #+ CLHE LS IS 4 # &' , '& | %%
# 'S # H+ # '# 6$% #! 1 * & | o*1 ! 4 % # #
* 4 #ok IR #+ | %% ol 1 # " #+ & %
% H#+ ), ) & # U H+ L HO#T L 1 v %% 1, ' #
% & % % ! 1$''4  #  #* ' L 1 11 # % ! % !

"H



#' ) % ! "#1 1V %%&"%# ! /"% , & # )

$"# 1 # ! I %% | , # % ! 1" ) ) F H# #+
+ G # ! I %% [, # ! | % #, L Lo#, 4
11 16" % * # | 6% !l '# # $ 11 '# | % #, @ # /| %% 11
L #+ # ] #el #11) ,  %%! |/ %% ,'$ | 11
L # &, '& Cot L #
& ! +H % #41 | # | #0) % #, '$$ Il # #
L#, ''$ ) % # # Y #OL#E &
)y /o1 #+ M # $ 1 #+ L #1" % 16" %%* , +
W'Y LK [t U, & #+ L L #e % #1'& ) % #, + '#
# HO% + %%* # L H' ., %%*  # $# #,5 # I' # % )|
#r11 ) /1] %  #+%*$ ) ! 1 #,1 #/ , L1 $
'& & & * # $ 1 e Cx f && , 'H! F # #
#+o# #11 % + % " I # & #
I G # I $$ # %* % 4! 8 #* &1 #  %%* %4l
LLo#, L A # I# o L1 A% 11%*  # . #, ] & #+ # %
# #+ 4 # 'S * 18, " & $'$"% ) I 1 %% I #
Lol # %, S +# & % ., | H % %') 1%
| # # ) " %l= I" # 3 # | £ %) /
%") L) HE T+ E 0t 9% L& #, ## (" %%t
& % 6 $% & , '# '& CH, o+ # 1 $%
1 #, # #+1 ' 1, #+1 1 # o+ H 6 '& S L% Lot
"% " %> L', % Ltr o #) "% , o, 1 -
& #, ' .1 $, # & % ", 1% 1t oH o # 1% %
" ) | 1 & % ' % #4 1 6" % * # # &I # 1 $ . %
I " &' Y Lt s #) &' )
% % 1/ '#+ #1 ' * #/ , 3 # 1 1"$$% # | '$ % 11/ #

+ # (" % " P &"%%* $'!

1



- % 4 3 # 4 %% # # & % # Lo #

# Y, %) L ox I +# & #, '& % '#1 $ 4 1 % % | #!

6, $ # $%* 1" #+ 1 "& ) "% #, # $'ILILHE 1 $% 1"

AR 4 % & & H#, T #e$

R % # TR IRY ) 4 % #1'& & % # #*

Y IV # * ) #0# B @ J %

%% #+ %% # # | ## #+ $ &' 1% % !

I % %% #+ 1 1& #1101 BV 4 # 4 ‘&

/Y # # ) [ 1+ # $ !l '#1 | # #

3 #1 ," L1 % 116" % | 4 J#1 3 # 11 6 ' # |
B+ # &+ HH+ S H AL & S KL, % # 1] % % *
L & % & # 1 1tx 4 o+ L/ 3 #
L%t "H% 4 + [ # 10 #2 .U 3 #1 1,% % ‘&

(" '# #+ 1 $'! '# # % # # 0,0 1 % ! 1%') , ##'

o, 12, R L %% %) 1 # ! % L1 H%*

#o11 e& 1, & /" &"% | %%&"% ' # 3" &"1 1

! /Y # # , + , %'! /! " 1 # !

o & % 11N, 11&"% &'"#  H# & CH % US% #+ #
16" % | 4 [#  # H# LS % 4 & % ! ,'$ %% #+
(. ‘& Y ) ' % #l $2 1 o+ # # #
| 6" %>& # #, %  #1, '# $11 % # % #, '& $'/ % #4!
B0) "% 1t 1 % 4+ "%t o 1l

% v+ % H# /s 13 # 1 &" / L
$'# % ' H# I, %t v = Lo, HY | #
gLt g s O IHE S # %Y - % #4! 3 # ! / #

) ¢ , , # & ! I #' "# HY# % )

N L& Ot % 4 %% L, L") %t
JCHD T H+1 3 # ! ) # " %%* , #, %! % # " $ #



) #+ . /I #1 & " ! I CHHE
LS, e 1 & % #H+! &' ') # $ L1 1+
CHY L # % S , % Y ! 1o
$ #' & I % g # CH O # T &,
% I1'#! &
11 # % 13 # L #& o 11 1 &" N
‘& ) L1l % L4 & H T &+ H U o o# ]
& | %%! % 11U#HL L+ IS #1101 11 # ' &
C#1 11 +# # 1 # %%* 1 #1 3 #1 & 1 %% S 1
Yo f O # % ) H+ H O HL # H L 1l s % 1% #
+o# LI g g+l # 0 S # = I #+ &' #1 #,
$ o+ #+ ) 1 %'l "$1 '& 3 # 11 * & H#H+ # %!
#% 4 #1 L # 1) # ) ‘& # ) "%l # [ ., | #+%
# 1 18& + %11 # $ ) % ) T T " L #
% )| *# <UL R & %, % &, # # 1 %
X+ %" %> 1% 1t Bl # +11 & %
¥ CH L L # % % # ] %' .,
1% %WU%* H#H+ + 1 "1 # [ R &t 1L+ M4 ] Y
##', #, Q 'S %' 1S &"% | %% e N BT
L #+ & +H #, &, ! V%' &% % ! | %%! 1%
#1 # CHEF % & %% S * S , * %+ '#
L T %'H # | # # L #+ 1
) % %' )/l 11 # +HE T, %% $ 1 #' + #+ ', %%
Bx HE 1 # ) # + HE %4 1 3" * / .
# F %* &' %%/ #H+ 1 & | $ $ '& #
[0 # TS TH%* %' 1) ) %G %' | % # # % |
! &' $ U# # 0 1Q'M 1'% #1 ) +'# "$ U'3 # 11V
| thgp #1 % 4 o 1s 1



%' 1 *1 ' ot #+ & % % +"

" 1 0 '%*# #o#1 1U VL # & #E o+ %
4 #+ '# $ I8, ) '& 1/ %' &"%  # *'" 1E % % !
%' ' 4 $ #4Ax #H ] I # /mor1 704 ke
) * 71 U3 # Ll x g %' #H+l #1 %'
I$'# 1 "0 & & 4 #+ 4 % # O O6$% # #+

1 | # C ) P 3 # ! g * | 1#1 $'$
#+ o1 . % & B+ ) S #' 4 *x 1'% 1 g % * & #K
I, '$S #+ '&& 1! & #+ # 06  H# | H# #+ '3 # 1 #

) # Kl % %', "% [ & L % 110" &"%# 11
% v+ ) | #&" gL %, #
O, % % HL # % "+ 1§ % CH#H! $ ) % U+t
+ L&) s "% % # * e %
& % ! 1+ # $ 1 #L #  '11 & %l "4+ % I #
L, # +# ] #H+ # 0 # # ., # & + #

$'/ % #] * S % % ' % ) # ) " %! % 4

3 #1 F# $ $ l %) I1G ,'$ # # o, "S$'# | | '#+ #

% 4 / & % ' 1+ 1 L% &Y & % 1!/ 1%

#$ N + CH, % ) #+ 6 1! & #,! ' #

H#, 1 '& S L% "%t % Lttt o - % 1,
B+ xS 1 # #$ HO&' #* ) | I %1
A T - 1$,1'& 1 $ "% # )y I, %%/ 1",
#+ o ) /I 0$ & '# L) %k $ L
L, # % o %%  # H+]
#0061 1 (" %%*1 # 1o+ = I #
P, #OO##, % "+ 1 # #+
L HO# ) ' % %* & 6 ' 1,%'! 1
- % Lo, 6 # '/ #oH+]

Pyt / # 6 F21! ", " # ' # #, 1G # "% '&



#00$ ) Ll &'%%'/ #+ % *1l  +" # B, #+ S, 11 # o+
L # %S # % HHD U L +# & L # + # AT )
Lo # 0 $% 6 /%1 $ "% %t # Y % $ # S '#
| #  && #+ | . ## ) S L# HE w1t
I 4 #+ 1S, '& Lo RO # HE #) #
% # ) L& * %% #+ # Ll % g 1Lt xop # % +
& + # + .18, 8 "SUH OSIF, %'+, % # &, C# [
C#E %, ., L # R L L L A0 AL
&% , | #°' ) % |, # LS L, L0 # 1)1t %n $$ #,
! LB # # /" 4 ## # # -
#l#, L & &% #, ) #, # ] L H % H, # &
& # ! ) # + & % | # 6 #!'# '& % # ) H# 1 !
! O #H# 1 # ) & | # & %% 41
& # S H # &% H# [ , 1 )l ''$#"$ # # ) $'HL %
#0011 % ox of 1N S g % & [ 1S $'$"%
- B RS && "% ! '& ' 1$" %*1 " 1 %% 1", 11&"%
& % 1M, F %%* ° A #* 0% ! IG T )
) 1L L+ L) IM % 1$% # " ("1 # #+ 11% + # 111 '& | ,'#
L'$ ) 1%+ #1110 ') . # " I %p*2!
"H& % # ) ! + 1 # T #* % 1 HI # & % 11 $
8 # ! #00 o# " # & % # ) $ .,
Lo e ) # o+ $'11 %* # # $ & %! &
CHH,# o#l #, 6% # % &' % % # ! 111 # 4 $ #+
"B, % +# ] TV L x " L # f+ ) # & $ 18, )
' 4 % o+ & &% #/ o, P 0
LY # 1 #L# F 1S % &' #! #, G 1"$$% # CH) #OH# &
# ) 1 # 1 ., 1 6%$% #! $" S C#E %, 11
"L #, 0V FE V] %% ! ' #  %*/9.. D I 9% *

%*

#



) . '# $%  # %* $ %" #+ & ' B N I "I # % & #

$ ', 1 # 4tk 4010 # )y o, Lo
[ 4 LT R T fE /" % > 1 %&

&& # %* "+ # R % %* % "+ 3 # 1 " #I
$ # ! Y 't 4 )y L # % # ) H#, #

O+ Lroxrg $ '# 4+ %') ? ' 1l "+4+9% ') #+

! #0001 1 g # Cl# S, # ' 16" % ' #,

D #0l "++% I # +# | H+ # $ #+ 1%, 1"
$'11 1 Lo #10 11= 1 1, $ 1 &’ / g
I #+ & #10) 21 1)1 | %& & ' I# #+ #

3 # 11 ' #+

" #o,", %%* % # ) # ) ! + 1 %% 4 $ |oow
# L& $ , #o)  #+ # ) "%
/' & + | # ") %1 oLy #, # % *
$ ) /S N 2 I $ % | * %' 1 o H+
$' ", & % & !*! 1 # 4+ L #+"%& !
6" % % C#! $ [ Lt #) & 'S #H+ &' | #4+"%  %*

L) # & # O #63% , %* ') ) %% # %  "$'# * 1

%% # ) ! F & Yt &MH, H & H ) "%, #
B ,# &' ) %% #*MG L /L L1 % # % # 1 &% 611
AF S SRR W B L U L S O S
N A R % 4 11t 1 0 $'#
L % # ) # L A A & | &
CHE& H# L& # ) % 1Ll (" H & L% %, o+ L # S % %
$ ' % 1/ ) "%l # & %% # # "# | # )
$ 1 # H %, 1'& A
6 # #!'& 9.. c@ 6 7

"# G, # %S $ ) #! + #>p1! = $ 1,111 &



P +# &, '# " o<, & %% & % ! J'#, #! + # I, !

& $'/ #% # $'% L % #, #] & % !, # T !
4#+ 0% % $'L #H # $ 1 # &+ # % 4!
! ') & % ! 61 # #H #" & # ) $ . . &
9.. L% % $ M, & %%/ LNl & MLt #,
#o0" #1, 1L+ L F# ) % ! G3 &" % '& 0 #
08, # %, % &, # &, # F% #4 #+ ) #
+ $ , ,!G &' %% #+ # %*L 1S #$ # 11 & [ ¥ # )
, ! &% && ! % T % Lt % A
1$ , & , # ) LU $%t # % # S ) %
LT % $ 1 #  #'& $'% ! & + # $'/ % C#IM
9.. &% $ 1 4% && "% 1M1 e S
##0 as %' 1$ 4 $" %, 1,1 # C# "<,
& r# L& 6 2?2 & % L + %* ST %, !
L% ) # % %! L x g "1 FH NG L+ #E S #
I % # & 1s ., #o+ $ 1L # 3
"$ Y FJ %%* ,7 %% !G ! 1t 8% # CH K $% + #!
Cl o+ #] S T S A S A Y A L B A
(" # % #+ L #E H%T4 L %
9.. $" ST &"%N%* 4L NIM L #, # #+ % + % !*! 1!
F 1G # & $ ), | L) # # & %1 % 116
TR LU # L #L # M #1008  #
[+ $ 11 "#M 8 [V %, % HITS # S ) L e
% I 16" % % & # ' # # Io# 1 # Lo$
NV | # ) H, ## %* 1, # 1, &, # % + %
UH & %%, #+ ) #, 1$ '+ $ $ # (" #
#H L # # O %%, %" $ 1 L %& U o# L #+ & %
S G A #) "% # $ 0,11 & xHe 4

?



L, (" % o+ % & "% " et %t #

% #! $ | # T I Lo#, # | # L] 4 #+
% 1 # ] KH % % !l [## #" UKL #, %" #+ 1]
) "t % #+" o+ "L % ) #+ # HLE % ) 1MLt #
$ #G # $'& !l #I FJ 1Ly 1"l % /* G AL T I AR 1
I # #+ ' $% + # ;! T I 1%/ % !
1) & N IS U B T S A o#T e %
ot Lo1# 01 %+ %* L H# [ !
Lo#, # | # It# e, L %
L7 B ) %" & && # 1,11 && # 4 # '&
6$ #, 8# J  *#1l | I % + % 1,12 # 11 % $ I'# %
Ll & H#)#, # S #E % L # #01'&
#) "% /1 # % ) 1"l (" #1'& % + % $ 1,1 #
) #, # ‘& | *! $ # 1 0SS I'# % % ) %
1"&& 1§ "I #HD & $ F," #+ '&& %' #+ I* % '& /' #1!
1 6" % *2 1'% # # % ,4 '& 1"$$' 2 L %e& L"), ##
L, Lo "4 & H & "# H#+  #G
# ) UL %% $'L O #L T KL+ H % 11 #
68 # % % ) %! L'J *# [ % 1L ! | 4 # $%
+ ##+ ) * TH #0110 $ S #! ‘& 11, 1
# ! ! &' ) #+ CLE L HI% 4 % #
"L #+ ¥ ), - # | # 1% % & ,
Lo# ] %%! J  *# 1 & +" ! 1 $ , '&! ) * o r & o+ 11
, & - # M Q" "% #) 4+ %% #' U x o# #+
Q" %% * %4 #+ &' 1 # # # ) | H 'l % 1 #
1$, '& 1, 1U V%% P ! ! % % o
% % ! | # $$ # # #1111 " # 17A I
% ! # o, $'$ 1T x# # %* 4 # L% 1'% 'H#



# '# $ L HED %, #, ' +) ), o * S ) #+ #
$EoH * 1 &% L L1 $0%*x L 1 6% #, ! &
TH#H S OIS, )

# [ LI *# ) % #! & 2 N I A A
L, H+ % ) % '& "% " % L)L L x $% #
. & % ) % ! 1 Lt %1l # 6% # 0 %
% | +" 1 x 1o ) %" (" %%* '] *H#1!

1) % ) % '& ,"% " % L't L1 #)'4 1 #+ # o+ #
A % + % LUl #, L #+%* 4 1) 1, #
Prox &L # 10 1, g s '# % 6% #, # % ! [ o+ *
$' H# & & % J  FHLl % #+" +  #' 11 # | g
% ! & ‘& & #, * [ , | <"+ L) # L #
& % 11 #, U #+ 1 & o Lo+ $% ,  # Y )

) . # %o+ %! 1&, # ' % # L)L, bt # T f#
! 11 6% #, | #, | #+%* H+"%&  * % ! %& *
e g % + % #' $ I'# % $ ', I # & & % | % &
/ | #] $ "I HD R $ ! %& ) # 'y #
% + % ), ' * 11 $1%, "%+ , % # ' '# % && ,"% | %!
1'% ) 0 H%p*x % L # & & # % ' #1'& & %  #

B+ # % + %%* ), ' " # N R
Y

# ) '& 9.. RS R N L 7S AL L7 T

% ) %! '& $%' # , ., ) 1"l + # ## "% " % 1t

" xS #t # ) % # 1 # 1 * 1 '& $%' #
. 11 ,% ! # 6% # % | #, ‘#! ) % # I &
% + % 1,0t # #,OL #+ 1 & oo J o OFHLL % !l #
65 # % ! #, '#1 4 $ | #, #0011 # %'l H % &



P o '& 6% #, + ) V[ x + Y % /2

$ I'# %! & <" , %2 ! ! $# # '# % *
T | CLoy $1*, "%+, % | $! & % #+ | $
% * '+t # $ ) (,.! [ *'& % #+ [ $
" %'l HE % & U ) !I" % F&' %G
$ ! # '#'& $ I % & '0 "% 0%") $'# ! 7B ! ! H*
‘& # % % * %", # | # 11 J# H'* F3 # 0'""%!"#G [/ , $ ! ) M %
$ ! # "#'& $ % "+ " & 1 J #:1) I '# A
FP'$' " # &) | ,'# "% , vy o# "#, ! $
[ # ! & % , %%* 1 %1 &' "I ) # & #! # P "#
4 , % *O# /'" % ) %'! , # & J #1!
! "H#* ' %! 4 1 $ 1 %1 &' <" o # ,'# '"%% #+ ,
# $ ' # # & $ J # #' ) % ! % * '&
$ - % & % 1! # ) $*1 % s ), ' 1! '$$" "# * 1§ 4 &'
I % & &' % - + # ), % g 1 # !
#1 #, $ ' # "# % trr & # ) * # ! '8 #
'$$ #
&) [ ! #' & % / + %* $" % , ! ,TsE
& % ! ! 6 41 % %* '# # B . '& !
Perx ol "% + #+ $ # /I, '#%'4 V] #
H O# ) # #+ # '$ # #+ 1, # '& & % $' * |
"HE H+ " & %* & ) #+ # % Lo# % (" #,
% ! " #, ' 6! #, '& ) 1" % . '& ) # 1 '& # +
- $'1 # N 6 Y, #H+ 6 #+ &'
& # ' ! - ) ' P # # ' ) I %
. '& / #19$ "# ' ! '& "
- + ) # 1 +#! ' 6% , # # '& $ % '"+ "o

#, " %%* " "#E % % # & % 's | # HOL S $H $ "N'H+



& # | # ' ) I $% * " # % #+ * )) ) I" % #

"o % 3" ("1 # L[ *M - Lo R I $ #
' %%M - ) %'#+ % ) 1V ) 1L '# & ) # 1 %H+ 1% $ % %*
# & o R % && % H 1] # o+ #)
#O# % /' [ [ # 'l [‘#), F 6 11 (" '#
#) # & <"l | G %% /') H#+ | # + #+ S
# Lo g ) % |, # ,
#,00$ 111 % 6 # 1'% '# '& & % % 6 | ,
+ $'# B & "% # H#H+ , '# H&% , 6, #
$ 1 # #'& $ 1§ " % # O H+ I # )
# 16" % % 6! '8.. COH, +# #+ $, '&
- % & | & # ("# & (" H# %* " '
#' ) %! $ , ,1 '&/ $%' # o, #O# ' ##
"k % #+ & % ' 6 # o+ #" # %* $' # ', % " 8
CH#) L % 6 # '/, 1$ .1 '& $ '#  '#% 11 F&'
#l #,  # L("#, #+ " R O# L # L # & $ G "1
' % ' $ 6 [, 1% % %r # ' %%
$ 1 # #H'& $% !" %, '& ! 6" % ) '% #, # It
$, '# '& $  # '& 11 # I 6$%' ) Lt H+ %
+ $ ., " "% %*x # , 11 *M e #o# ) #1 ,
% #1 /4 '+ F' & % 'G I $ "% O+, % THD M #
# ) %*x o o## # 1 # S L # H# % L,"% " % %* o+ #
Lo # #o# # ) L #(o# T 1 e
$ 1 # H & # ) % |/ $ 1 # $% o# o,
$%* # "%'+* & " H#H 1 8 + H#  #+ |
#% + # # " #1110, *HY 4+ # | % &
#1$ gL #, # H& # 0SS '+ 1l '& 4A#'/% + # #

#& # ) #, '/ ', % # "% # 1?2C " # 1 ) %' 1|



" # ! " < ! #

, , & 4#% + # ., # $1 L # H# & %&
<) ) & # ) # ) "% $ ) 1) % $% ,
THL & # ) "% &+ #+ # TS #+ ) %1 |4 #%*
CHLOTL# ) T %l # %+, % 1Lt LS % -

# ) Loyt # ) %! #&& , "% # % *
BooHH U, % #EL ] # #E L Tt #)
%'+ | # Co&& ., ) ¢ L #+ #) 1 % * # )
$ ., . l'&# ) %! B #,01 & % ' 4
ItH #e o+ # &, LSS # T % % 1"<, ‘& & %
&1 t# L # L #H 1 & % ! 'S # &
% # ) # ) L H (LA # S &+ #
L) & HL# #) "% CHL o+ &%%!
#) o+ #+ % ., ') B * L # %%* | <#e  # 4%
[ 4 # #+ & # ! %&  #1& #' " # 8# '& $ #,$ % !
6$% ' ! 1 6>+ #  I*| L+ # Lo, HD % T %% #
"%+, %% # RS 6 6$% ! +# ! &"# # %
T+ 44+ S #, $% ‘& 6% #, &% % ' 1 1 #+# 1 #
& !#! #, "% T %%* ST # # L # #L #, ) e,
e T $$ T, L 8% H # && #, ! #
#0118 % # T/ #LL # LSS #
#o, %'l ‘& % # S S N !
#o0w o 8# # $, '#!'& + # I R
L% & # o # # # 1S, 1&$ '# % I % R
'S # #H+ # %L H#+ ), ) 1 # @ A

16 1% & ## $$  #, )t # & I$ 1 1 #

#0% 1w * 1 &' A 16/

19 + %* # C+r#L$$ #, #* & %! '& s 1 #

: L)L T % #, S &+ #

%" %% $! L] %% !



) * #+ 1 % #1'& | H# 1, # 1) "% $% $" $'

- ' &' #! #, o D B I '$, 8 % # '
! #1&' #' ' # 8# ' # ' % * 6, 1) %*
'$% # # # *1 o # $°$ #+ /[ #11 & '#11] YO#
JVH, S & L "% #O#H & #HHEOSS #,
% '"+ & % 4% Lot bt e #+ + # # # %%* " M
'$ ! M % % 'ttt H# #/ R O'& W, %
#H1&' #o1 S * 8 % # ' $% * * % I #'# 1 $%*/ 41 "$
"# & #H L#Y ) # , , LI A $ "% %t
P * ! $ ! * /Y11 $ I'# ' && #, % %
<"l && # 161 L# " % "$ '& #!'# ' 1"l$ #! #' 1 4 #+
, "4 % % , %! # '# #1&' "# b, #
H# ' HO'& ) % '# O#S F % H' # ?
6G # [/ # & ! & '& & % "% ! , $ ., &
' + "1 # , v "4 # #1104 $
1 Y# ! +  # *obo#, " & = % 'I# 1,
' % I '# 8 % + # % $ ) ""I%* H, % & ' "l #
B 8 % # ' ! # &% # o# re &"%% & '# % ) /
#,%" #+ & , P $%* ) 1" % ! #+ / # P o#! / ) A4#'I# %% %'#+
J#'I# %% %'#+ , &S & #, # )" % $ ! # "# + # #
A $ 0 # % & % ", b4 # ' J'#, % % 1!
FH * ) !'#G %'+ , % # # ", & & % 1! ", Il #+ 1 '#
! # / / [ #'# 1 " # $% * #+ # # & |
$" '# & & % % $ ! % ) ## 112 #
[ # '#1!1 $$ #, #' ) " ' 4 #+%* && # &' # &
#1&' "# 1) , " "<, '& & % I+ # # #
$ "% I && , !V '# 1" # 8 % # 'l # * 1 & % P+ ) # $ #,

S R T S



& 8 % # '1! , #+ '& %'+, % !'6 ! # | &' %%* # 1 &
, O# L # # S & #, ## 1$ 1 6 #
I, o+ # I # # vk g $ '# " %l "$#
T R LI B S &' 8 % # $ <1, % #+
¥, Loxl %) % HL L # [ % ! I" %  *'# o
#1 6%, #l o # $ % # ./ , % ! "% '& %'+ , %
&& #,
4 # % o# 1 1) "$'# 8 % # '/ # 1 | # 0" % + %%+
4 # 1 * & | # 1 # %# ! $ 1'# Q) * #+ |
&& # # ) ! & % 41 &N [ x &' #
& , 1 TR " & #1 &, ) %'$S # | & # #
$ 11 # ) 1" % %'," & " #,  # O, # 6 ! $"!
& # &, '# / 1%, # ' H % | '& C !
$$  #, ## U H+ #1# % | '#
$ 1# H% &&, ! &S, % S #+ # $ &' #, # '
. ) %S # # " %, H+ T SIK %+, % # &, #
I # T % # ) & S L # H ## ) *
7 2 AL S R 3 & , #, ! '& + '# , ,# 1
#' ) % | ! 11, &"% "# #o#H+ & $ ' OH#H#H, '& $%'
+ LS, o# o, # &, '#/ , 1 &1 &,"1 &' 8 % # '
#O) "% 1T UH #+ % o+ "% " % # %+, % 1, L
% "+ ) # Lt # & % F , #+ '& 16 % '#! $! # I
HG * O # #1$ #,0" # && , H##  H# [ , ., ) #
e % ! ') L, & #1 ) 1" %]
Lot #+ S #, $% - < # L)t % H &) 1T %
$ 11 # % "l #,'$ Il #+ && # | # # "<,
Y % % 1 x 6 # 3 - % s 1 o#
) 1o, % F g % & & ' " $ ', %



# % % ' $%' | #I + L& % * 1 1" * L #H %,
U H+ o+ K # ¥ %r 2 l<U#, H! # # CH#"
, & # H#,  # #+ B BT % ) #+ #o#
o, ! #' 1# # & %% 6 $1F, "%+, % S !
#' ) % ! 8 % # ' | # I ] %% & # $ U'# % *
- A#] % + %t | H&' #+ T+ 1 & # # [ #
, opl  # &% ] , / % "lo#
# )y ) ) "% L # ) "% $, '# I %
% + ') H % & #0010 $, '# N TR
) "% # I Lo(" % *'& ,, % #, '#8 % #'11$ | # |
& , | %'l #+ T # % # ! % + % " # %)
L # % 4 S Y Bxx ## & % '# "% | %*
Lo % 1 &) # Cl ot # .
41 # % + % | %! # &+ 1 &' oL # L H# T %
# & % ", 19.. 0
Y #H+ ] * & $ #, 5 % # ) LH) #OH#D & # ) % |
$ I &% I", 3 M 4 & #1 # & ' ##
"% " %> L', % Lt o# ) A A N G
$% , '# ') I "o #' H" *# "1 )1 1U%BVE&E
CHDL (" # %t N B+ L # H# # % L%, # (" #
AN B+ L # # # %* #! ) ) '# 12@ g # )
&' #! #, ' o# LS, T, (N # # & I %) 1"
A LY # O +H & H#, # #H 6 '& "I ' H L #,
Bl H+ H)#E OH & B ## #OH+) & & %, # ("
$# #  # I # ) '$ # & $'1 H# #+
&"#, #! # "I
# ' I %! &' # S H# # # *
&' ) %'$ #+ ) # O+ N ) &' 2

*

+

1!

#



% x4 g x $$ ', I # % # ) # # ) % |
L g & % # ) 1 % L&' #! #, 10 " # 1
1oy $ 1@ ) & # &, # I,
R, % AT R B DR L %* H%* '
# %%t "% " L %'+ # | # # Y
# 0% S0, & % o % # S, %! /
# % CH#H! $ / "l # & % 1! 1 4 #+%* 't ox "4
% # 1 '& L # L, # 1" L # R N 7
), % # % # & LY %% #+ #] | # # & #! #,
g e o# s #," I $1 v+
" CHL % Cxo# 1 1 6" % * # H+"% & #
oL % L ]
#+# % ! )/ 0 D.,4*/ 1'& 1UV 6%l '#
'S #, 8 %%* ) !" % 17E L 4 # & %I #1 # & % 1! , "l #
P # D(" #, #+ &), # & #!#, & (" # %* | ) #
& #+ # 0SS # "l 9 R R A L
$ L4 #+ e # "+ ! * 1 %''4 #+ % *
1% # $'1 ! I # 6% 11 '#] # #+ "8 CHD O H##
#LOIL# & "% " % Lt &+ # HO o+ # '# %
1$% *1 ) Lk g + /1 g $ #' 0 ##  #
, #' #+ 11 %'l w0, #E 1 # #
4 ) %! "$ & D I % #+%* 1 %
"o+ & I P % # "I & H#H H+ )" % % #41 | # " #
$$  H#, H# $% , [ ' +# | #+% 2 A
R # 1 # * #)  # I g
% #, '# $$ #, # + K '& # ., # %'l "$ % "+
+ L) e | # 8 % # '1! , ey ,
$ ,H+ ("% *'& 1l " # %4 1 H] # %*



11 &' % | %% 4 #+ & & $ 1) L o#, s 1
8 % # '11 (" !, #, #! &, %% % + % . H#  # 1$'#!
' %'l & % # 8# , H##' & + | % , # L1 2
# % * ' 1$ 4 611/ # HY%* % #H+" 4 ) % % ! 111 ,
% #! # 4 $ #+ | ) # o+ Hl %S & %! # # ,H# %%
# & % ‘&) !'# # ) " %! && , # % " % 1t &
I, * +# * i
"Oh # '"10p* [y v # ) & %,
) %'$S # # " %! o, ., #+ ' # L # #' ) % |
$ L# #H% 1 +HE & % # L&' [ %+, 1 1N & #
Lo# 1 '$$' # % $ ) o, & % $% I" 1 '& 6
4 8 1,1y & Ho# S/ % H! &' o+ # #o#
B & #1 ) # + ‘& E ! # % * L
L # & % ko # S # OH S L, ) L R % #1e
#' ) % | # ) <& % # @ # $% 1" %
3% #+ #,%"1) '& $% 1" 1 '& & % L& LR %% #+ & %
N #, 0L LS # % ) 6 #1) 1oy
S H # o+ # H#+ R $'11 % * &'+
"H, N L+ # &, # L #! HO& 1, %%t $'%  , %%*

') & % 4 | # && "% * # ) I 1& , ' %* 1'0p)  * $'% , %

) #& L) #1e L1+ #+ &
#1 Iy # o+ ! 4 # ) %+, 1 # #+ U [ %
%1 #  # #+  $'$"% " #, ot g # ) T % !
$ ) # &' I"I" #+ 1 & $ Cr ) $ ' % #1
$ ! %> | He # #, O # $ & #* ) [ 1 ¢ & % |
Lrkrg #0) "9 I = T L A S L )
% T %> 1% 1l $ L &'#  # & | 4+

?7?



Iy # & # ) % ! / , 9.1 psrom
R I %* I /1'% +" # 6' %* ' V% & #) " %! #
& | % % "% # '"1%* # | #+%* |'# %t $ V1 # ##
#' ) $ ! # "# % " | %''4 '& , # ! # 1, #
I # #+ # &' ' & % & & # &, "# % %"/ I & %
' ' %* #  $ I # 1 1 &%
#* + ) # ' # I 4 1 ' RT&TH '#
% # ) ' # ) % ! " # "l $ & ' ! " s "#! #
oL @ "% + '""# & && #H+ # ) + . !
+ $! # I'$" # % # #+1 #+1 # r* ! +* & # "#
$$% , % Y # $# # & %! $ ', 1 & # ) I +# &, # |
'S # 1% $$ + ' 4 #+ #1 #, '& b, # I # # & # % $' #
8! # I #1 '& J%' #+ L (" #, 1= 11 #
"# #+ # % | #" ' %& | %% M , # &1 V% o+ ) "#
$ $ ! 127 $ %'+" I, #+ 1! %' 1! # 3 # 11 # /| % & !
& %* # Qw!'#2 # & # % ! '& & % %'#+ 4 1] #+ , "+
# ! #' I, $ #+ #' | #+ &' & & ' s/, !
' I"#4 # $ #' #1 UUH% I T %tHE+ 1)) ! ,
%' /%* $"% %! &" # &" 4
* #+ '& I'$ #"% P& & % P $ % '"+
"y )y v % & / ) 1" % ! "# '& %* | L4 14 &'
&' /' # # ! WE: I %% o !
$" $'! P # "l V%" % $ ) & $ , F 4
$ I'# | '$ v /# # 1 1, $ """ % ,H] #
. B #%* I'# % [ * ' # $ # 693 # % ) !" % #
H# ! ! # 1"++ | ' # $ %'+" & # 3 #
# #1 % & '+ ! 1&% ! &'/ 1/ , 41 $% |, # 1! + #
# gl <" g TH O#H+ ? ! #+ 1 $ # # '#

?7?

‘&



& # % %'#+ 4 ‘& COH% 1l # ! L % Ot
%%'/ '$ &' ")) % 3" # 1 #l #, #° L A R $ %'+"
I 1&% ! &'/ 1 ')t #+ #%* # 11 o+ # # %l #E o+ #
& %! ' 1" &, | I %l 1 % % # $ ', %
)y 1" ! 7 S R E % 11t S H# # 6 '&
CEH L # 11 % 1 $ 1 3 # % # ] $ ' &% !
&'/ 6" %%* $% "I % #+1 A
% % #+1 # S # %%* S T R 2 A B
#'H &6 'S H#HI# # o #+ L # %%  # #+]
$'11 % " # O H+% B+ 6 "1l %% $' # % # H#+] 1)
2 | +x gk x & to oS H#L #
vy & s "% # ) 1 <, ##!&
##H+ - HOH 1 # & # % $' # '& & % 11 $  *
* "% . '& # % # ) & % 'y 1$ , &, *'& #' ) % 1 |
#1 $%* ("1 #'& S & #, " &"# # % | #, '# # $ ', 1
& # ) * 1 # # ) % ! # % # ) , #
& ) I, %! & # %  + % % % * & % 1! ,%'I"  $%" |
$ 1 '& % 4# 11 1 &' I # 1 # S , 11 &'% F !
%% /' # # 1+ ,$ I1$, )G # [ *' 61| 'S 11/ %% !
L o# && , ) UL #, CHE& +" HL # 1 #1'& $ ,*
6, $ g 8 # ' # #+ & %L
&' o+ UH# | & # % I 1 $' % # &' &% !
&' | > $ %+t L (" #, 1 % % ) L #+ UI%* 0L ' '0p0p%/ 11
$$* # #+1 S, Hox o1& # ) " % 1'$ % #4 % #4 % #4
& 1! # I%*, & % & #+ # $ #' 4 *L L1 $% *I "H
¥ & R k- # ) "% . # "$ )
#<"l ., # # #1 % & | 3 # L+ # "% " #
CHL O R &  %* ' #,

??7?



8 # *oH< " 0 $ "#1! L& % "H1 &

& "% &' ,%'!" $'S$ "0 $%  I'%" H # 4 # '&  + #+ !
+ #1 % 4# 11 & '# # " H#%* ] %% % Ix 1'%t 'H &
' A % RENERE" ! | * & % 1! ,%'!" FIG
# o, 00 ) + #m e # ) $ 0,111 'k &&  #+
$ 1 #E H% S, ! # ) FHE+ "% " % 1Ll #)'4 'S #+ &'
, # o#$ '# H#* o+ ) # ' #
# | ) #+ 63 # % | ,# # ) % # 1] &
#' ) % !, # $ .1 %* / 41 # $ HL &1
) # 1% $$ + # &" / 4 &% 6 $% * &, #
#o#, ! # # S # S H#H # &% 6 $% * , "l '& 1 * *
&' #! #, O\ # # $ # # & % ! &&' ! RN N R T N R
&' >,'# # >$'% 1 # %%/ > ) # + S #,0% # &
HH# ) % # ! # ) "% #) 1t $ % &
) " %1l 449 L (" & S A N A LR S
CHL A T ' # el # Y A A
# ) '& 9.. 0 Q Lo #0008 #H'& % # ) $ , |
# o, 1 # I, 41 $'1 % % LB #+ &
1,'$ & 1M1 H & # ) "% "% + '$$ 11) 1,1 1>? 0 #
>) [ 1 '$ #1 7 % " % 1+ $ " 1 Lt #+ #
& % 1! 6% # 0% 1$ 1= L) I" % "# ("# # $ " &' # %
# ) 1 0'#, % #+ # [N R |
/I, % | D'+ IS L1l % #4+%* o+ # %l . #, #
0O# * ', %% 1" + # %1 # H 3 # C % r1 ! $ ,S1 %
$ 1O # * ' # #" 1 &%%'/ 1 1 1 & % 4 #+ &I, T+ # % && ,
141 0 S H 6$ #, ! 1 /' # N
! $' # L # & 1! # 6% #,12 "



0'# o411 'R # O H I 6,"! &

% % ! 4+ " % S #H! 'R & % 1! $' # % # o+ !
e L ,% 1 &, '# 11", & % ! | +# s .+

#1 ., ) I VF U] %% ! #  #* #1 #, ] 4 1G #' %
LUUHO# L % ) F * & ', % 1" & % ! 7

#U0H,) % &' #! #, &' )y L $ Il &S

11! % #, #+ 8.. T # | %% '# #! I & % " &%
Q Ll %* 1, # $'$"% $ 1 Lo# o #,
/[ L#*x #D#, &) "% #, # + '# #+ 10
# 'H# P J'#, 8" % ! '# & % % # ! 1", 1%''41 '& & %
, # #<'x & by % Ly, ) #+ ' % #4 4
# )y 1t $ 11 e ##H+ $ ", '# 8# ,# 1 %% 1 11 #
3 # 11 ) %!/t ("D H#+ L H# $% ,  # $ , e 2
'O##, O#* I % ' 0 $ '#1! 6! #, | ' # |
#' #+ 3 2 % '#+ | <t * g
#! y /! %* '# " # L # #H & "
S T /' 4! % 1 & IAVE N ($ ', %
R A7 S/ S I A LR B # &))" & "H) 1% "
% L # # T #+ VHO# I + #, &), 1!
"% %'/ #+ %% 411 % # ‘& +" # & + #+! $ ' # # *

JH#HO## #O01 H # * + F G $ ! "4

# $ ! & % ! <X &) L # 1&g !

#+ 1 N & % *$ ! # | #

$ I '& ) /% & #+ 411+t # 4 1 1 #1

1) o, I 4 # , # $'% ! '& #+ 1t # '
' 1 # 3 I R A A o I A L #, $'11 9% *

& % # #+! L N R 4 I #1 #



$ 4 #+ '& /"4 '& ! : ! # #4 * $% , '# !

+o## 6 # ' %% I % # #+ o+t $" $'1 &
Lo, t# 1 L & F <, ) !, # & ,G 4#T1% + 1 "
CHU O # & #$ HIO& # 1+
& "H L # #+ I" % % <L 1 %%* %',
"< ) # %) Uu# $ #o1
& # ## S % K 1 "%+, %
B O$'% ., % & #  # &
L &"% #& #, 4 #+ 4 # 1 '&
L") #L Ot HL & % * AB
#$ #11 "%+, % # 5% L% & H+ ,H# ! # &
#l#,  # &&' ! ' 1+ 1/ & % 4 11 %%* *#+ 1 *1
CH 'S #H%r # %r $$ # & 'H#%* '# &' %%'/! L # %
$ ', " |
B4 HOHT L KL x e / I s, % 1 $'% !
#$ # 1AC H# ! & #+ H, " % & 1 &' <, ) 4#'[% +
CHD " A#I% o+ # ("1 # %* $ ' % o=
CHL " HFIG S ) % # /M -, 'L #$ H# ] 1%
&' #! WL H # # M o# 1 & "% # $ 'H
o LU L) HD T H & AR %
Loty #) L # H&W" H#, '&  #! &% , I - %
ook L)y L # & &% # # S S #+ *
% %* C# 1$ 4. & %% ) [/ 1 ') $" %, '%  * %$ &'
% " %% * # o+ #$ HI & H* + ) # 62 * *$ S
CHD% HOS L& %8 #+1 0 # % *
Yoo #T s ) H&W%" H#, '& ) [ 1 $ #  # &'
#lo#, # I 1% #0008 # & (" L&, % ) [ #
tre & % 1 # S H % % L& (M THY L @

$$ % 1'<, ) *1 # 16% 11 +# & * % $



$ 4 #+ '& # B H&%" #, '& & % ) [ | #o0
#' o
4# '& S # '# . x4
$'11 % &', #$ 3% , #oLmo
+ ) # ') Hox & # 6
$, " 11 4 *  #+ A@
H&%" #, '& ) [ 1 % ) # + &' # S # # o#"ox
Y + $'& % 6, ‘# 1", | 6 % ! '# $'1 )
BOH % # %', % ) /! #$%, '& % + ) L#+ # $ ' # % " +
CO# #, P + 1! 1 " 1& % - &" FH' # 813 #
AG #) $%* # [/ Q' 4 S # S H # 4 #
L) %% ! 1 & T Lt & # )
Y | o* L #,# O#* # ' A) & & % /11, #
&1 ) % # e e %* D"II' 1
$'11 % 'S # && , ) %* 1AE % %* '# ,# & 4 s,
$ ' # ) H' # I'#1! 6$% # '# #0 $ '& | +# & , # 6
I'" 4 $"  # /] Q"4 % ! & FD , #4% 8 '#
0% !! ,IG # ' Ly $ ) | # A) %l
0 # *
- ) + o #! Yy /1 #&%" #, $'1 )
# 4+ ) " #, I$'# 1 ' & % ' %S ! $ 1%, &, #+1 & & % !
# ) L %S, L HEL# L % L& H T H##
#+ ¢, ! A , % o, ) Y # # e #+
CHOST s L # % & o0 +#
# e # & $'L O # L % "% "
) /1 '& & % #' P '
<"+l )Y # S L#E oy tEImo
C# 1 # I % K #+ &', '& ey
% o, - # 1 iy
toEY S "% 7" ' %S 'S %
% ! '& / 11 & %* ' ) # " "l%*  #4 %
! Y+ ) # A

1!



$ ' % "t H & & % ) | #+ / , # ! & % #

"/ O %% "I #+ '& [ * , # * V%" %% H! ,

$ # # ! # %*1 & Lo# It # s # #
& % 1, o+ x & | # Ll EH# &, H LR % ) % + , | '&

! #1 # ) # o+ & % #H+ ' 1v vy #lox & #

#+ '& $ $ ,4 + %+ # ' " R #OH &

* 1 $'$ *'& H# S # # &% | '# ‘& # S # # ,# 1

& # #+ H# 1S #+ ! Lot L ) # % 'H
C# & S L # T # 3%, % = # & S L # H#

L #1 '& ##H+ O ## $ N, M & HHEF # $% % #
1$, & ,1 '& # ! "++% &' # "% ') ' #oH+ % | X #
©6$ I #+ [ #11 6% #, | #1"&& , # | " %%

CH# # O # % '& ,$ '# '&/ o4 g v )
Lo I "++% ' $ L # “# ) Ll # %L %)L, ##
Lt 1'% % %) % '& $ ", # $% , "$'# 7S}

& % 4 ! " "L 61 (" %%* # L % ) L& Yy L o#y
CH%r L& # S %S L HD " H <
1$ ' ", #+1 6 # $ 0,11 & #e+ | # * 0% L

, % 0" # 1 '$ " 1%, &, #+1 o, # $'! 6% #! '& "
#$ E AR T1% + > I CH#, S &

)y /11 &"#, '# 1 $ + e $'% ' o # !
'$$! # 011 I L & 1'% L % ) [ #+1l  # "% $'%
) | #+ 1, 11 ‘& , H+ #+ /|, # '" & % 1B 8 !

/ B0 #1# # & LtH L H#'H % 61 #

% " % % s L $% , #(

# '# ' a ! "% B



& % 1! # #+!

!II |n# #+ ! , $ l# &v

/ 1
$

& # &' !

n

I # "# % #1 "#

HH ! & !

# ##, ' ' &,

"%  #' " # /

#+1 1 "% #' 1%'

' "H & & # %

$ &' #, '& 3%"

, # # 1

CH L HY # # + #

I+ rro %' !

"% ! # \ # I 3%"

/& " #+ 10'/ S1 !

" #I1 1$'#! by'# !

# %

* ! |

"+ + 0%

'# '& 6!

% H
$ &'

4 !

"% & "H+ ! ! ! # Ui #

#1 #, $ I # $'$"% 'S # '# 1", !

'& # O+ 'S # '# %'#+ |/

% # "% " %> ! , % "#

L)
moon

#+ $'/ ! , I ,

!’III | '

, $

/ (") % # $% , '#! #

‘& #0$

O N

1 1

*

1& % 1 # - # 1/ #+ 1",

% '"$'r 3 "#! /!

$

$'$" % '8 )

# "#l '& $% * / # & %

& 3%" 1" 6/ ) ! $'4 #+ e+

# ! 1 $% *

' '& ' # 1 !

# #+ '% #,

1 $ & 1

* 1

$% * / # & %

& % ' %& 3%" 1 nts '#'&

' # /[ 1! 1! & 1 # 3 # 11 1 #1

$'$"%  CHl S @ o# ., <

$ &' #, # # # !

VH#H) B, #H# N

) 4#' 1% +

! |||%



% ! # # # <"l ! ) 1 '& 6 # % & & %



C#,# O # Y 1, &"% I1'#1 8& ') # 0 # L H#w o+ 1
A ) @ 8, " A, H B

2 . #,# 0O#* 1 %*O0## ! ) = " # D" A, N
* A $ 0A

A %% 41 1 61 # I'+x#*= - ' 41 8#D S$BI17)% E
# 2 F " * BG $$ 2@ ? O #o # #+ $ 2

D'+ . : 7, # %% 4! $ ?E
%  #I'# 1 x G HY & 7 1
H' # H'%  3",4 1 #+1 %' 1
#ro1 ', &"%  LI'# & )1, '#$ # 1
c2 )y 11 6 # 7
0 D ,4* 1 '%%* "# = - '" ' 11
A $
2 ) ## "l % Yl # #'6, #+ &# 1
@2 . #,# O0O#* 1',8&"% II'# '&
1o, H$ 2 ) ! 7% E@2 H 3 #
# 0 # #1" % | 4 # #YRA ) $ 7 #
$ 7EH#" * B $ @O0
O #/ %% 1H# 0 $ '#11 "# , -' A # B 7
$ A $ C20 D ,4* 1 " ' #  "s+9 1 ' ' #
7 4 7 ") A $ -A2 % #I'#
, 7 0% @2 J ## "& #9 3 7% 2 H' # H"%
341 7 $ E2 . #,# O0O#* 1',&"% II'#1'& Y1 , '# %
# 1H # 0 $ '# | D' #, - *1 %A ) 7 A+ A
‘4 $ E2 D, 0" % I! 1-" #+ o+ T 29 1)

A
& 9 3 7°2@ )

#1o",! 1Q'" + ) 13 #1

’

# 1%% 4 '&& #' # #' #

#' 1
C I I # * "l &" % #4! $ #

' 6% !l '#> $ Il '# '& 6" % * # B D # 18# !
$ IS "% && # 4 # ! '& ) O 1SH #+
I #1 $ ) #!= &' + % # # 11 1 #, + Lt R+ #
%%" # '#2 &' 0 * &# I v#, L H# ] $ ' % ! #
B - R 4 "# 0 # #+! # JCHED (T #,12 # & %'
B B R - %' ' 6% 1 '# 1 3 '"4!
# . 5 B.7! $@ 7 # 7 # %
. 7, # # "% !4 1 # ! # - # L % 1
$ T T % ! ' %% 0' # # "3 " *F IG 86&' =

86&' #) ! * I ? $ CA



@ J ' Joxo 7#0# B 7'% )2# CF ,>$% %
BG $ B

E 0 '%*# #& . - , 59 $ % ' &" 7

#o'#= .+ I @ $ BB

) "0 x| #oo# | # . #07  # '#=
D'" % + B CVv $$ 2?2 2
"K * 0 1-""%& - 1 % 117 E , A $ %!

, #+ L# 18! "%'+ , % ‘1" 1 1" 1) Il % +
%! ., & / 4 #+ % "1 7'+ 3'/[# 1*3 %% # O 11
1 1 .7C H"# A $ C ! %% '6 '&& , '$, %%*

* & % | # I # ' 3 #o# # ! 1) I #, '#
. # Lo# o o# I"& %! Y& +# & L H#" #,1 &
B * ] . ) #' o#  '#l= 31
3, o3 "$$ H#+ o, N '8 +H#H %, #3% *
0 # '+ $* 0'r " I +# # #+ I'# A 8!, 1 &' 3!
, #$% * FH # 0 $ '#G 3! |, Il F'"%%* "# G # 31 "$$' #+
Il F ## (" #G . ) #' #  '# '#%* &' 0'! " | +#
? 6 $% ! '& # L #,%" ##  "%% ) # F ## 3 #, '& G &' % #
J %% F * "4 GHH#. ) F " ## @? # I 1G
I'#  # ! D, R , L # F , % $ B
| # o#"* '6G ' O0"!1110 % 3 &' ' D * '#
F"l # '&& #G # F3 * ) #I'# 7 > G H' %% F #K %
-l #+ #G D % + % #  # ) $ ! # )y &' # * 3,4 F #41G
# FH'# # A G '/ %% ! J %%* ,7 %% !1
, : # 9.. 0
? % "+ 1 Yy /v, L/ o* OH##, 11 #1" %
| 4 # #+1 # % # '& H 3 # 1! )'IA#H $ "7
, % 1 #O"# #1" % | 4 # #+1 %'#+! 3 # |
W
?? D, 0' % ! 013 O -' # # 3" % #= 'y D '$ #!
'# D $ # 1 117 2?2 ) $ °?E
?A H' 'l , #oO# K 1H' o= Y A )L 7
@ 8, L, '# 2 $ C
2B 0 '% 0%") 1 + # = #18&' # & D $ )y #+ ') 1
, - 59 7 0''4 # % $ ' F IG
#'#H= ., % I B $ A
?2C H" + # 1 # # #,' $% '< 91 9 .5
$ 7 % 'l F G ' IH#D # - = 3 % I

A $ B

2@ H" *#oo1 '6 ! '& $, '113$1 # 5,% %
- 7 # - %% ''F G [/ 3"#!/ ,4 H= D"+ ! #) | * I
C $ E?
2E D ,4* 1 " -' # "+ L # T S -A
? : 1 " F E BCG $' "I # & # % ), ) '
%" & %
? L/ # %%* 1"++ | ' * ) 4 H#H+r % &, '# &I

I #  $ "# ! # # '#



A S0 S HY #4+ &# % ! ,# Q! # $ # 4 $ #+
/ Y I" % ) 1 #= 1 # + #4 '& *$ #' O# 1, # + ) #
I I '& *1 %& &%' #+ ') | # Yy * o #+ LNl %% # ! % #
%" % % ! 1% 3 ! / %"%% * # ! ! # O
% #, |/ #o# 1'H > L% #, | #'O1H * > 0 #
% o+ ) # $ $! 01
A #' + # % '%" '# /'""% % ) #+ "#%* # P HY &
"4 3" 0 $'# V1 4 & I %& # '& "1 6" %
% "#! $! % & # # ' # ,# %) "+ #,%" #+ |
%') ! # $ # | '$ "% " % " % ] # I 1'%) | & %
/ # THE # )
A? - $ ' % + ! # #" ‘& #! #, | ' #
1 *! *1 |/ % '& #! "% # '""1%* & % #+ A4 '# O# ) " % & % #+
65% # "# ' #! #, 1Q # o1 $ % ) % * # * tl !
& 0 $'# #11 , , ! # % & # # ! '/
U V I"&& ! " e & $ # ! *l troo# O "# +#"'1 H" + #+
&' 0 $ '#1!' $ ) '""l & % ! $ * &&% , '#H | & #H#O* ' % & u Vv
/' # " , "o & ol ] %  #I'#
1 2 @
AA . #, # O#* 1H # 0 $ '# | D' #, - 1 %] ., '# 2 $ E
AB % # #+ 1-# = " #,1 8# % ! '& $ , % " #, "1l
# 5 " 7 9 4 7 % % # #1
3, 7 % J " K# # ) - F IG '# '#= D'" % +
$ C
AC
A@ *HH !, + 1/ , 11 # ) [ # 0,0 1 # - *
%% #' A ) # B 7 @ ') E $ B
AE %* D"II' # * 7%, 41 # 1 : #+1-0 ¥+7
)% A #' ? F- # cCG $ 72
A + # ! - 5 - 7 7 7
#o#= 1 $
A , % 0" # ! 'H . ' 5 "
) % 3 7 | Q4= #1! I
2 $ B



D =
D8 8 D Z 8
8 8 D 8 7
#o# L 41 g
T
1-0 1 % 4 '##L 1L 1 L4 #
S % && ' T BRI L |
#1102
8& & %! 6 # # #* % # -L"*F B
6G & ! % ! /%% #''$ ) # #'& # $# # &% *

$ 8! L #+% & % F # 1" # #  # # | #+% & % 4 G |
L 6 $% &% # S H # &% # L. I N C

%% '# ' 4 # & " # #) % % ! '& 4#'/# , 'V FH' # )

"%  H ,4l'# T# 3, - %% ! ) * 1 % D' G/
) o # &% 1S % ) %* %'/ $ % && & % |/
I 6 " # W %l # %t & ##,

& R T Y < & # #,
#00 " # S 4+ 4 $ Lo # ) e
"M% %! ‘& $ L /04 &"H #+ ' $,4 "$& 1 " '#F&&
"$H O, $%  # # 0 * LS # oL % #
THAHRH Sl UL #e>, #+ &&' FU&

? 6G # &' $ ", & " I, *#$% *

%

#H+

%!



T ) A - # 3 '12 6 78% ) "H#

B - # 3'G %% '&/ |, AT # #
8 # ' # ,# 4 - $ &
#' ) %%/ $ R +H# & # &% !, % &'
$0 0 # ("% ! # &, ) &, I # # # o,
$" % ! 1, #$% * 1 %% # %* & # ! ) I # Ky
. # ', %) % * 1A 3" I ("o -
. # U # ] # S # (#. el o %) % *
F1 ' "%%*/'" & % IGMB # '/ $ ,! %* '|I B+ 1 x oy 1
NI N Y1 # S H # % H#M
- # +# O BS% Y B N S I
1$, ), % ‘#!'& - . # P 6 #
/" && #+ #  H % '# 6! 3 ## # I $ "% %* U#
" &) ‘% #, I 6%% , %* * 616 7 1
& [ FUUHE %') 1 A4 * # %% * Fo't ok Wl'# # H"% / 1G
[0+ Tt Y A %% #+ 1S # 1/ C? $'$% *#+ #
CUS% " H#H # ', % 1o # # ) , * 805 ) '#
Lo L, #$% * * 1 # # % # #o# L+ # %
L, #$% * /1 | %* $ &, #°$ RS / 1111 (" #
&&' 1 1 #, | %& & ' & % % # L # #+ F
I # ' ) . %K D, D" /14 # 8% ) H G | % #+ #) &'
I $ #o% 1l '& 1 ' * 3%1
L) #, #o#'11 < # ] Lo, #
g #1 6 #+ %% | * ] o1, &,
#+ 1 # ' Los o " 0% & % , + o1
6 I, #$% * ' $% 6, '# | x| %% &'
X #o1l # #O#1 1) 1) % $ ) "I

$! "4 % I, $ &' +"#+ # ' $ ' ", '# #* # o #' /!



"$1 ) # , Lo$ /0 B+ #ox #
% U+ B #* & I1$ , &, , #+ 1 C "
#o#' 1 #, | %& & % & % # &' I
& /| # O, " %%l # @
. #o# /0 L # 6 #+ L H %
| %& || # o # ,
/" W% " 7 .7
6 G * & 1 & % # #
* & 1 & % I #1 [ #
B #6 & % , | # '
x & % # ' 1 '# & % ! && #
& ' *'" & | # $' # %* 1! % 4
$11 o1& 1 | # Lo
11 % 4 # '% + %& # I 1 %& % & 1EU!I("
$ # 11 #' o+ # %V
" ! H+ & 'S HH'# '+ % #o#'11 1, #$% * #
L% K>D" /14 > 11 ) L # ) * &' 1) * && # 1 # oo e
6 $'", H# ! "7 ) # 11 1 #
1"+ %* $ L, # '& U # #1V I, $ I"))y1 # ., 1
3" $ # ! I % $'", &% ! & #  %* "% &
F# ' 111G /' 4 %! #1 # #Oo#'10 H,0$ " % ) 1" %
# Y LUHE,OHD# L # H HT L % #4 #$" %, % , % '#
# 7 %l S # L | # 6
'$ # # L# U4 B 1 # ., $ & ' & U % 't o+
# #) % K e 1] ) [ #
/s & % 11 " ¢ o# U [t ! IS #1 %
I | & % #&, , ) 6 ) 1! %* %"4 | "
VCHE&Y |, H#+ $ U H+ L #+ 1) CHO# I
[0 % + op* " NERRF ) & % 1! $, '# '& ) '% #, 3 $'1 ) #
#+ ) ) Il F&' #! #, 4 YA )
# B 1$ , ) %*G &'"# & % 11 ) '% #, #' 6, 11) %* && ,"%

"# 1!

#



+ # %%* '# + 't /! $" $' &"%%* ! , % " $%*

ol " % r$'#1 & % ! P ) $ ' &

9 &' # U $" % 1 # % S+l #+ ) ) & & %

! "# '+ & , " '&) "% #, / # * 1" # *1 1>, K #!I '

CH & 9 %++, , J ## "HL1L ) r Sl ) #

' TS ) , % e tg | ! #' # 6

"T& ) "% #, "H & % /' 4 ! # ) /!

1, 11&"% T # # I #+ Lo o H #1D # # NN

CH )y L o# 1.0 # , )2 +
6 [ %% 1% ) *'" $ 11" HH) #, “H | # ##
S L& % 4 #E # "%+

[+"1 !
$ + #+ 1 ?
# ,'# >8P> >11 $ # #+ % | # 3 # 1% 4

JHOD) RS L %) & % 1! $, "#! '& ) "% #, 8 + # %%* !, "%
&' ") B & % 1! L% % ! ST SH H %

C I % 3 r 3 '« % 0% ! &, '# ['#I / /""" %

) # ,% !l &* & % $ (" ! ' #+ 1 # %% F"% % * ,

# , & &' ) [ ! # "% ' % ' YH ,
re H & , 1! 0 E #+G "OH#+ ! &, #I'1$ & % 1!

$, 'H#H! &) "% #, | "%t # S % ,%* / #* ., 1 #

o & # #+ L1 &%
Y # ) | # J o1 & % 1! , #1' 1 $ +

/ [ #1 R #, % 6 # - %4 " # !

1 o+ & ! N T & % |/ , R ) #

"1, '# 1 ! +" > F % IV &, '# $%'* #+

Py, 1 6 " 6, ,H)"%! '#! # , - "#1

| # /' M D+ = # 1A "ol & % 1! # , #IN1 8



#+ ) $ . '#'& L H#,r # 3 ! ! ol !
+ #+ HEN" #, |
"+, % %* ) *o#+ 1$#lI & 3 1 # A A
6 + 65% # * && H#H+ # H % '# 61 #
1$, ) $% , '& ) '% #, % ) % ,4 '& # ., ', * D) [ |
1 ) % o# 1, #o# (" 6 2) "% #,
% Y |l # J % 1) ‘% # 1Y, * $ ' % ! !
$ # 0L # % & ,$ '#-'& 0 - %
# " "+l % 4 o # I '& ) "% #,
* #' . ) L % #+ ) ., % I1$'#! # 3 # & % !/
"EH(U), %, , % It ML # % #H 6L # % #,
! I & % 11 $, '#! &) "% #, [ ,'#! %* ' % # # #
! L 6 0
" 'S # # J  #H#" > A # |11 %% $% * #+
$ - N % ! # 8, B "
"HIY % %* % #+ * , % e & & %
! % & )" ' "$% 3 1 3 ‘& % 0% !! & , C#1!
&"!' % ' % !l &* &' ) ' % ! F/ #0,," "# % H"# CG
* 4 $ #H+ $'$"% & % # !
# o#'1', L% ,,$ #, # 3 # 1 +# %% o)y #1
#+ 14 1%, ## #'&1 ! %% & )" "y 11 &', # #+
H % % # '#'# " #+ H o#vox C B Lo, #
11 $ '+ #O# %0 % P 11 g
. % %* 1t 11&"% , %%* % " # o1+ & # o H+ !
, 1C
8 # - $, '#! '& ) "% #, I y |t #,# 1
6 (" "#E " tO#D #, 3 | " '&
4 # Yy I % 1 "%$ o, '# | . % . % # # . %



H&"%1 /' 1) # ) 4 63%'l) ) '% #, I, #,

+ 1 # & %%! %N # #, | # s 4 %' | I+ %%
L *p K # ) + " "L o# %4 1'% %* '# L& %
H"'% 3", %%& # $ #
# # " 0% L+ %4 2 1 & %!
+ % + # # I1$ ! ' $%  %* ,
Y # <"l &, #'& ! & % I!1) ‘% #, % |
I" # HS # I 9 * & % ! ) "% #
C "L 1) %/ kL e ) "% #, # & % !
I "% - % 1 U '# 1!V 6,"l 1 &' +
kgl g 1 & % ! [ e %'/ |
!II$ 4 %I $I - .I 1 %%
" "% Y;
3", %% ! Lt ) ) U HY# # % [ = %' 1 $ 1" %*
%% /| % 1$'$ 1 # /1$ $ | 1"$$  #H&! 3" o #
‘# &'"#  # #O#'11) "% #, <"l & #0010 L #
&' "#% 4 % L # # # 7S N % %* &
' & % # , 1 #% 4 e O A T

P +# & , #, 1

P $% , '& ) "% #, # & % + %% & "%
&/ 4% $ ' % = ) "% #, 11 %l 1 # & #! #,
4 ) ! $1 ) YL %% #+ ) "% #,
1 + %* 1 *% K 1 # 1 %! 1 # O $' % L #+ o+t # L
) T% #, 1 L # o+ g L& H# ) HL S #, #+
- ) '% #, L 1#) o+ " otil +H &, # %Y "+ +oH &
> >> SELI## + " 11 &) "% #, "o "$'# ) #+ "H% 4
6 TH U % S # O % II# 11 "6 ,'& # %
+oHL T &%, S, # &) % #, # * U H# ]
T T 7 S T S L ' %%t ' # ) %* $ )

$" %! # 'l ) [ V& # & % 1! # &+ $ ) "% #,

III#



##H & & | #  %* # + ), (*1'& # # 81 "%
I #+ # & 0, %%! #o#'101v 11 11 o# 4"
1 $'/
% | # % | * Lo1s #l
6,"I 1 &' ) "% #, '# 1, # # +'# | +
&' #+ 1 %& g o+ e
CHL T HD T #+ S % $% #
I ,) % #, L #, %' ] # "++%
I # o+ # )% koo
& % ) "% #, | # o+ & )% # ', * #
'$ & 6$'! #+ Y ) I" %
I %) # <UL # U E L L) % o#, 1
#% 4 11 11% - '
%% ,# ' 6,%" ' % '# 6 &' ) "% #,
& L+ #+l
81 "% ,'# #! & % '# ! I s o
$ 18, ) % ' $'$"% $ ! # %7 "6 &' #! #, | #+ #
Lo . T %% 1 # [ *$ % ) # + ) "% # & % ! 1
& - l$ ## 6 $% 1# 6% !l '# '& NIRETARY )
L) % 1, * 17 % ' 1= 1  # #'11) [ '& ) '% #, $ ! #1
$'% 12 %! ! # O %H# 1 & % | & %% |
o, L)y &% 1x 1 +oHE # #o% ) " % ) !
[t #R L #L '8 % <t 12
Lo #o# #* (" o1t &) "% #, L #
CHS % # # #'11M?? 0 #%* 6 Lo 1 #
. % %! # O# L %& 1ot e ! 1% ) "% #, !
11" <, 1 '& '#1! & % $ .,/ 4 & &% !4 # 0$ " #+
B H O#" %% # ) ! &% .! . 0
ol H &) % #, F LAY # %% * +# G' !

"% # '""1%* ' $ % # $"%! "I # 6 ren,



F %& ,'#!, """ # 1" '& ) "% #, # <& "% %/ , #

L &% ! # /1 , ) '%#, !'$ )% # # ) H+ #H+ &) % # Lo
L # #) 6! )% # ! # 1#)! % 1°
&& , ' #" %! | % 6 # % Looor % #

[, ) % #+ #) KLt % o " % 7Y # 1 x '

&& "% ' 6 # 4 #1'& & H#! O+~ # & #! #, #

[N & ## HY % & % & # &' #, | o1 ) '% #, !

% ! o, # o+ * 11 # ‘& $ # L # ) # % r % 4

I #& %! &' O %%'# H# # ) 4 %% K #! '& $ '$% 11

" x4 41 Mg &I & % ! 1?2A # Co# #1 #

)l % * & 1% gl # 'L # & %! F#,%"-#+ 'l &

3", - %% IG ! & ("# o+ # "l s .1 )% #
$, #10$ 1 %* " * 1 )l % 1 # o + 1 #
A# %+

&& "% * &' 6 CHO# &1 S, #H! &

) "% #, ) H# I % | %& ,#!, ""1%* $ #+ ', %% #O# ') "% #, |
'$ # 1l &&' ! R #1 | +# &* #+ $ , 1 '&
"6 1) * $ 1 #H, ) % #, $% , & %* [ #
Co# & 4 | # B+ %% BOH ) "% #, | ##
t12 # Lt I I 611 1 #

L H # $'$"% "% " 6 %1 $1 0, ("2 #

% 11 # &H # #O1LS % | ! $ '

* #  # $ 00 ) # 1"&& , # %*= O R

L gy #OS'L O # #H " #

#0 $ /" &%* " % # ! . % ! '& Co##

$'1 0 # % o# #+ 1$ 1 '& L +# &, #, LIx1 1 g

OH ., '#H # 6% Il '# L D W % +

,'# 6! #/ * 8 I # 1S K #+ J'#H, $I1?B )" % #+



! ,> 6% 1) $'% L ', % #E, $'% , % # %'+, %

& " | L1 e # l4]  %* 6% 11 * "R !
1 #1100 181 0 #11  +# &* H %% ' # ) #l &
1,"% " 1 I & | '& 4#'1% + 6 $% & LR N U 7

(" % 1L # 1N H [ % 1 # 1 # 181 ' # *1  $ | #

B, %) C# L # & 1,"% " 1 ! #D*'# - %% 11$ ! I "%
[ * & % & & #l #, 1" #1 Ul$ &V % " & # 1 #
180 # L 1 "% " & $'L T # * 17C

A L 1 D "H$ <

o # # ] #% + # # % & # U'# $ '+ 1l 1, #,
"H) L% $ #, $% ! ‘& <UL, # % x # 1+ # # y 11/,
R S A T 7 S R LI A L # ) " %
"<, L, # &"#, '# #+ | & %%+ #,7 L x

| %% "#&'% #+ ! ", " #+ '& 1 % *1 / , %', L 1 #* "#) | % ' #
$'1 "% H# ‘& % "# #  * U IV 'l % %% #+ ! '& ' # 1l #
&& #, 1?@ # $'! ' # [#& +" '# "UETL B ) "o

$% , * #'# & 6 "0 $%* # & "<, /' 611 # ['% '&
$%" % ! B "% " % ) L x #] & 1'% #
"H) U %%* ) %  4# 1% + $ #,$% 1 1 # ) ! 1"$S$'1 % (" %
$$% , % ' %% " # #+1

L ! L) # L+ ## #e # % #

#OOHO#" #+ @! !'$ & ' # * # [ *1 $ 111
1 ‘& & H# H+ H# ## " oI &, $$ #, 117E # # | % &
I o gl H(" O %& # S ) #oox # (" U'# % * #
) "% * [, # 6% , QU LE () H# & I" %
#0O0 & 4 L # TH(T O "H L 4 % vy 172 #  # "o

" < s 1 # * e, + # , ' o



R T N N ! + #

o# *1 ' '# .
# $'! '# # $ '+ 1 '# 6! #, ! # , *
oo# D1 g 1"#% I % & % K "# # &' " # I % &5
6% #, # "<, )& *$ ! "% I #1 ) *1 7 !
% * '& ! 11 # 1& %l #+] I & " #EY
# [V #HLL & "% O# # o#
#! $ % "l % xS && O H+ "% %M, *
"# * o byt #+ $ #, $% ! 1 6 $% & # # # 81 ""% 1!
I, #+ ) [ '& # #1014 % , " 1U<#% 4 A
% 7 - T %% , # 6, %" ", % ,'# 6 &' ) "% #,
& l + #+] I'1 8 ! % T # $ #1 1" # 1 ' %/ *!
&"#, '# I # O | " %O "%'+*1 A &' #1 #, I/ # )
'& $ '# F! 0 $ "G # +" #+ & %" ‘&
" %% $ ) &&" 1) 1mib & ! #+ 1"#% # '"lg 111 #
1 % ,4 '& 1 1+ 1 ) [ ] & #+ ' #>$' 0 # +" #
""H O, H#+ #+ 'H#, $ 1 '& # ) " % # /" % !> B T #
'# & % # 1 *% I , Pl ! bl - # !
$' T # 6
$ *# boo# g o #DL8 L# # % $ , , !
+ o, ! % ' $ "% $%* # & "<, # "% "% " %
VR OH#H %Y & #+ 1'% 1 4 [*v # 0, $' # | !
$ ! # H % # O, % $ T, 2, # ST
# 9 'l % ' , %% #+ | '& ' # 11 # && #, o #
$') ! # N & N &' H4 #+ R #1' % )  #
't H# % "% # 1% * 4 $ H#+ H#H SN ¢ ) I & "% $%
$ !1$8, ) ) %" % & ! *% | # J'#H, #! # ,'# ! # $ #, $% '

o # LD # ) & #' | %" | # "# ) | %!



- 2 6,% '# # ! &"l'% ' %% HELD S % %

* $#HH# L % H & $ '# '#, ##+ H'% ! F " % H ,4!1'#G
0 r & % 1 # H LY Lt ' ! #
YR+ &L #+ % % $ I+ # o 1t ) #+ #, '&
COH"% L, % L #] 1 OHHET & ) % #1 #
#00#0 1 $ 1 - # # 6 & & % I && "%
a#'] & H"% !1 $ ' 1 # 4 # 1 tlopx + !
# #lO#, ‘& o+ 1" 1y ' Yy # 1L  # 1
0" # "V # '+ # &) & & % " o1k
$$ # ' % *  # ' 1 K '# H"% !1 $ w0 o# o, & & % 1!
# % ' % $" S & #! #, 1- -%&!I"$ & *
B % ! #<'4 # $'1 gl o# ) ! + o1 $ &' #, '&
"% H L AU'# [, st IS #+ # OH"% ! 1 H%* " # #
- [0 ) #,0 #* T % ##, H ,41'#1! $ &' #, '% !
$'1 % * & $ '# & " o# o+ B % #1 1 & # , %%* &"##
"o I(" 1 &/ ' #1'& " #, ., 1A 8 D
$'# ' H"% !1 $ # 1 1 $%r & ' %% 1= 1 4+
4 %% #+ "L # 1L % + "1 & ) 1§ #+ K 4 % ! &

), & <"l &% rey! # , H#H+ | I # o L/ 4am

CoLr e HL, #, % ! # ‘& L/HE T % * 1 %&S$ 1) #=
$ %'I'$ L, % # / H"% | 1 | # % | % 'H# 1<?
"o L, #] '& # 111l " F E@
0'%" G # F # 1IG V] %% !/ > e,
& % ! 9 . * # G & 7 )G #
9%% . F #17 G, & A N A
#) | '# & # ) % # [, # L & #.
(. Lo# ) % # # | #l '# &' 61 # % 1



! %% '& [ S B I Prx '8
Yl & %! ) ' % Il "4 "H#
I # % ' ;" ut v /1 % &'
o & # 1 % & [ 1] %& ! #+
/ /! o [ #
# Y /! /! # '
/ /! "+ ' - / )
#'7 1/ ! 4 ! # ' #
! ) * #H+ # "# "1 % & !
(" "#1 " H (" TH("
$ o+ (M TH( %') ! 1" #
B H( 4 %%! 1" '# # #
%%* ' I1#1 4 ", & & #,
# #' U 01 (G 41 " #
AA
# # ' # * & , # * # #' 0 '#E #" %%* 'S '
o " ! " (") % ## ' F EA - #
3'IG # # #' I %& ,I 1" '# '& I & )" & % |
F %'#+ /| ' 7 3 # % 8 '# # "7 '
/41 C - # 3'IG , JH# O#" Y 1- 0 - I '# !
") I L) $ ' +'# # ' ' by *#1/1 # ) *
"#, # # |/ 1 ! * #+ | 1! & ! $'! 6! # % ") 1AB
6! # % ' #1 # ) "% /''$ I/ # "% F'
1 "% G +') # "#) ! ' # * # /' " 4 " % I " #
| "$'H 1 % *1 o r1ar ! % , & /"% '& +"'
# ) % ) # ' 1$, %%* | # ! # , ! # "l
! #1 #, 0''4 !, ! - * # ' 11
#) ! %> 0 G ! 1) "% # $ ) #/1 , 1" # 3$% # %* ,'%%" #
TH#H O$"#H # # 1 '& $ ! Q &' 1% , , ! ) #
# 1 ' 4 * & % 1! "% * $ & ' (RN # &' % # >' " %
! 11, # 1" ! 'y o+ # ) % 1<C 0''41! $' # !
I '& " # R B ! $' , ) ! % #1 , 1, # 1 #
1&° %1 (" / # , H# # , Pt *H $ ',



R 4 % * # &" 1" %1 '& ' # ! o & I "#%*

"HY | % ! #+ Py ! ! , H &+ # ) % # #
$ "% %', % ! "% &S, &, B % # o#1% , &, , "1 #,1
% """+ $3 byt ' I, - . #,'9 I'# !
A A | ! $' # 6 I %! $' # ' o HH !
) ¥ COH, S H & $'1 0 # + S N
$ 1 H# D HY®* ) * # A I '& $'!! % 1 '& ' #1 1"% ) |/
Fr) #, # [ ") g * & % 6 !
"#%* 1 1 + ' 1'% * 1 "# %1 F / "16" %G
%
I %!" $% # # HH, & + #+! # o, + # ! &'
' "% %*/"" A 0'$3%$'% % G # &' # S # #
& % - 1) "M10p* # , %% 4 ) '% # , , # "l
| +# ) "% #, ! I #+% TS ) % # " O,'"% / %% | *
") $ ! # + # # # S # # & % #,%" #+= FO' #
3" ! B 0 ,% G5 % 6 FH'" # , "+ '#
7 *, G& - ) F", 3 1I'# 7'% [*#G2 %
)$ *# $D, 7% [*&G'2 F KK 3' #
6G2 & F % ? 1G2 #"*
#4% # ? #H G2 FD * 3 %) "6 # 3'#K % # 3 #'
"%)"" ? D'6 &2 % "% 47" K ? DJ8G2 B$
F ) | A | "£G2 8 FD'+ ) * B 8, ' G2
)y, @ % B D'6 G& . @ % B
8, ' G2 " % F H ,4!1'# B 6G2
" , A F7 * % C &6 G2 FH !
7 C # G2 9 FI)# $,* @ 6G2
) ' FD' D' +" K @ 6 6G26 */+BH# @

8, "' G2 FH ! #+'% E @G22 " FIT # #



1

# #' E 6G2 FH' # % 6G2 6
F 81 %%'# & LYAG2 .) ' ) * 8
D , 7 XG> ' % ! O#>S$ T # #1
"l o#+ #o# #  ,01L %% %% ! $TH , %%* ) !
6! # %%* | 1) HO#Y T %% )
0 #%* '# & L' # ] #o#'10 04 1) gt
L6 #l) " '& $'S "% $$ '$ HO# & # %
, % 'S O# #H+! & - " /
JHILT # $'$ "% " & #,!= | 3+, 1, %% #
ol #+ # H#H+ '& %* ! ‘## 11 1 4 + #1 0 ",
$$ '$ N # % + %*$ ! & Lo # %) # 1
4 # '& ! "&& ! & "D, " %%* IS # ", & %4 #+
$" L LH % ) % ‘& "# 1 # #+ | : . U%V '
I # o+ 4 # <"#4  # L% " #0011, $
", I 1<E $$ '$ Hl ) ) I S D N A
+ & 4+ ) 1M $% + !
I % 4 | + [' # * "% - %% , H#.
LLog L & #HE T # % ##" & H # ", T
& %! # 1"$ ) Lo# ! % , % $ !
K4 % ?C=E !"$) % ' H"% !1, : , & ! 4" #+ &"
1$'4 # * % ,4 , : I, # O# & %* 11 U
/| % ,4 +"* # /] #+ % 4 0 $ ‘& +
# %''4 "$ # 3 % # [+ 1A
/ P L #+ % ! | #" #
$ - Ht J'HY & % , * D #+'V # # 5
% + % + %* &))" % ) [ | % 1"++ 11
AR rtT 1+ # '&« $ - 5
+ #+ &, # ' | F3 ' H' 3"

"#

+

&

% # |/
#+

*HH#HEHAO

H &&



o'/ 3" " # 3 G % + &

"H#+ % "# ! ! ! #O"H#+%
" & $1*,'$ ! L #+
Ve %* #+ # |/ $$ '&& * 3
o'/ #"# ) ,'$ # + #+ [ * 3
o'/ 1 # 1 * "% 3" "l L4 #)
o'/ * $*#+ $ ‘& ! " /| # 5
L, #'& $'%, , O '/ V'L H HH#, #
I # # o+ L '"H I % & " !
' # K)'™! e " #+
* g "1 F3 + '#+G !, %% 3 +
#+ "1 10 ' '& #+ 'S # O $"%w! ! +"#
'# S L0 LY #HE, #H, # $"%%! !
+g &' [/ * 1 # '&& #!" 1A
#O#'10 1$'#! L 4+ # 1 4 H+%* "$& '8 = -1 %) )
$'! &' & #ox o 11+ ") % &' ) * )
I % &' ) * 1l #+% ") ) %") 7 0+ * 11
' 0
8# '# # JHO) Ix # & ! '& $$'$ # )
1 +1) "1 &1, # A B "4 #+ # $ ', 11 '&
oD #, 8 &L+ % *L # #0811 3% *
o# L # ) %" & # | # "#4#'/# B 1 $ '6 |
# #' 4] Ll % #+ # 1 # 4 1 & ' |, 1"$$"! !
$ '6 '& $'! ' # 1B? # ) # ' o+ # "MI%* 1 L% &
" # # #o#'1l - P #+ 08 &R #
s ! ", L # +% #+ % 4 I #+ # - # /' 40 ]
, %% $'r #H1L2 ] # N E: 11) $ ! 1BA
8# ' #0L +# &, #  11" 4 )y # o, % *
# #1'# ' "% " % $ ', '# ‘& $%'$ # # # o o#'1! & )
' '&6 7 " % % +" 1
"o#+ 1 %%* ' + # % # P&/ 1! ' #+
" 1! 'l 'l $" ! '+
| * O # D %% I % #1 1/ 4 |
ot (" 1" % 4 %) ! ' 3" * '%%* | # *
, 4 # %% * 4 % 40 M

# '"# & * 1 # * I #



$'$ % " #, 11 #+ &

o % &
Yo * &' "I, BB
3" ! +" # ) ! " % ! "# 1) % % *1 '& % ,4 "',
I & |, # , # < KK 1 6'$ '# | , $$ 8" 1Q'" 'I# "
# 4 i1BC # !I' (" F "% " % $' ", '# 0 1 $$8'$ # oL # I
#/
Tt # $%8 'S "# ! N A bl # I L 4#' 1% + '
* % && ,"% L I"O'tH O H#4+ 'H, ! & $3 'S "# #
$'r # $ + / # "# A# % O+ ) ) # # # #'1!
% #+! / & # # #+ ,'%% " D'+ ) ¥ ! I &'
# 6 o+ # # 01, 8% * ) * 0
# #' /" L $ /o, , &'"# # &' '
# 6 F % + # Pex # P> * #
& ! & , '# % ! ) V# & V' "$% 1! 63%" !
0% #, |, , / " #+ , Tt o "#G B@ O S # ! *
$ "+ . $ ", " & * A
#o#' 1'% I A A ) <, )t #, '$ R
'& P "% % ' ) / . & , . '
/ .2 # #+ BE
) %'$ # 1 " # & -, o)y # %"
0 &' & % = - # # , It H#O# # #'2 ' I 3%
1" # # # #' # D'+ ) * "t # % -&' !
r#, ! ! + # | %% ! "# [ # # #' O# ) *
# #' "$ / P&+ #OE = L H## # H"% ! #
I+ # = #4 Lo+ # | #+ (" # % # |
I'$ & " % #+ " 0 ) * " I + # /"
' '/ & + %! 1" ("# % [ # '

‘6 /0 &M
#+ ! #$% * %

& " % 0

# ) *11 | )'"#



- B IT# O# "# ! 7 , %%

"$ # | 1D'+ *1 '&& #+ % % !
&& # $ '< ! ! "H# #+ +' o
- 1 # ! 17 +' L # 4
# 1 + TN
A4 TTH## : : o - "4
I, # / # &' : #
# #'"O'& s F oo g 1
#+ %'/# '&& #! , G # #+1
" # # / # &' Y # [ <Ml 4 #
‘& "I ) * #+ '+ -+ s #
! # "I %* % " # B
3* 1, ) #1 /" <" * & , VH,O# B4
'6 3", F3", - %% !G # F %%"! - %% , F. #+ D G !
# %%* ' #+ "$ /
o #E I 1L H %) " y ) # 81, &' ! "% |
# I P 6 # '& ! |'# tE Y %%
$ ., / '/ %% '& 'S # 'H I"++ 1 #4+ ) % ! #
"$ & '& , 1B L L, #l #+
g, /! * , * & H , o I # , #,
# ) *11 | ! "# 1 I 3*1 ,
) * , "l # 1'% ! + I # . '
# #' &' - 7" % # " # vt * *1 ) * # &
I$'# 1/ (" # o ! ) # 1 #x L #
"# VR % H Y # + # ! I "% %* * , VR O#
& ,% # # YR # , #%* '$, %%* L $" # "#1
#*  #+ 1) # ) # &' + 8!, #1 o+ $$ #
] "! ) # I ) &_ y ' # % 6' + 8
#o#'11 ) 1 #
1D'+ /' L, $ | # ol I
gy &| 1 # #I lq& 9
'& & , %* 1 # , "$ /
% % ' ' # , s $

L, #$% * [ x % $ 4 3"



) #+ | '#1 [/ # D'+ 4+ #+

&' H'%+" 1 > "#'%'+" | C
# o1 & #H+ 1$ . &, %%* BT %) *
0 !''$ - %4 # /[ , 6$% #! L # S #, & I, &
- %% 11 3", $ 11 # &' 1'% L% # & g 3"
L& %% ) ¥ #o# 1", % Ll #,% #
L) # C1l % #+l | r,$ ., 1% /- 0
#1 H+%* NOTHE# (M # & TS # /"
L) #Oo#'10 . " "% # . # *D'*J %%* B > 7 G
# $ = + ot I$ L '& F T
@ tHEG 1, "$ VL AN E - /! ok #
& # /"4 v Lo o1 6$% #! # A )
P # # % 7 1D'+ , "$ / I
# # /" & LS ' &, 4 4 $

6% # #+ '# TA

B %% CHE ) F 1 $%r 1+ 11 Iy g

"$ IS # UL x g ) #, ) x o 10 B

[ox &t v ' #OH#* #+ /1 # I ,
% K U/ # ., H# # 6 8 G# /! %% #+
# £ 1 08 K7 A" # #<"l ) O B

&& "% 1 # 1 #+" U #+ | # A #1'& ' 'l #+] 4

$'1 0 # %' % , ‘& RS $$ 'S # s
L A% o+ # &' #! #, # && #, | # # #'11'$ #
% & $ -  # K4 % ?2C=E ) "l I # % '& ) *11 #$" !
) *11$'# ‘&) |/ BO# U # W KU+ @ / ,
I " CC + % $$ 1 1 LUH % #
"#H % $$ 'S '# Lot R # ] % x # &'

& & HH, % #+ % 1", 1 & 1 # | | #+ ! 3"



e &/ Fo#

# o #'10 /4 # $'0 0 # ] !
$$ 'S $$ 'S '#
8 I %* '+ # ] $'# L # # #'10 /" 4 #,%"
& + # HO# S ", ! # & - . 2 $ %
# P#'#, "#%'+ , % " !

o #/ , 11 1's # !
& ! #1 #, & #'# Y # # ) #1 * '& ) # +

[ 00 *
COHL &% IR I 6 ! #, 1) 1$, &, ("% *'&
- & + # Hoor ) & (" # W7 # ') %''4 , &
# O#'10 /# S 'S #L T T S P& % !'1. v ", " ' ‘& #') B! ]J@ 3"
' - e, $ &’ H'H % #H & & % ! !
"I %% # $r# 1% & % 1
) * * , #1 (" ! / [ |
. ' ! ) # L+ #1
# "$ ! L i # 1"
# " #] , %% ' , %! # #, | #+%*
* . , ! & Pt ' % 5
)V HO# O # b0 ## % IM & #+ %!IT D+ # ]
rrvrr 2 # o #' !
$ ! # % | , tl & % % 4 ' , %
4! s L, # & '#H Y H#Y # " $4 #
# V' && 1S % #HHE #+ ' 6, % % 4
! '$ o#D % ) ! HE L& & !
. , %2 " #,! '#1 6% , # ") #
'#l & P, ! & & #+ # # ' &
' $ 1" # #' ) #H" %% gl CE
' ! Pl & "1S #! #H # F'1" %%* | 4G

0 #%* "H H#A+

" & % ) ! % & + # "# P# D -$%* !

4
#'#H % # " & + #  # e # Y  *#1'&
% )!'# 8 10 D,4*$"L. 2&) !'" 1'1"Y)Y % % 4
" $%' | '# % $ !
# O#'11 & % ! $ !, # L '& &' #! #, N IRE B
S % # & L, % ! LU % & HHE 1D % 11 % !
"l F1 ",4 # % - Q'"1G #

r # P I,



& #,! )'4 E! I % % ,4 1" I # I '& , ! , %%

C!l &% #' # + #+! & % ! A (" %%* & % #+ '& 1 %4 % 4
c! 11 # L % 4 Ell@ ! $ . #
1$ | o# & H#,1 ' # % 11 %',4 &  +"%%! # ' # |
Cl #+ & E L #, CHH'HE )% L #, # .+ # #1 #+
# o Co# 1 &&  * 3" * pp* # Y*# # ' %''4 % 41 #
e | 4 # # I 8% #+ #1 % ## | # o#'1)
[ #1 3", - %% ! 1 3", 1 | %''4 '& C ! "1 '$ #+
' % 'D * @
8# '& #o#'11 % $ U'# % , , L 11 1
L # ] #0001 $ o+ g x # o, # , %! @2
Lo & % ! # %) !'# ' %%, I "% $ 111
& (" # %* # #°$ ' 1 1 1) 1 4 410 1 9%
& %% , '# # " /" 4 & % & ,'# '1l) ' # % 1 #
NOHE % LS T A HE & % /! R
) o # SRR T B | %& '# ! #,%.%'S$S , A#'[% +
'& & % O1l- # /| & | / + S '# 0 ) * , %%! O-
o /) w # I'# 1" # #
I 10@A # ¥ o#' 41, 'l ol s 1 % #4
% # L N AL Y A 3" /' 4 C "L An
) 1 1@B
1) Lot 6 #L HE S R &%, OlI" # #
! # &' %'+" O 1 *l ) * O ,# $ CH) L # Rl
#O& & H#H* 1 4+ o@c !/ I$ o # ,
# 4 % '& 1 %'+" o+ # L L #) L# L # # ]
I, #lO# & "% | 4+ #+ & #
| 41 # O#' 6$% #! 1 [ % (" ,4 " 11 1% + %* | $ )

u! l# !l 1 /I 4 I# &l " %l+ll 1| % !* &I



v # 1 #, ) P# 0 %* ]>> %' +" 1t <"t + #+ +"*1 %4 #+

o # # o< #+ '# 1@ Bo# 0 #11 #+ &'
%'+ | Lo g [ %%
%% [ - 1 %, ) * * 6% #, '&
% ) #+ # & + H# 1, % # [ &L o"LoL s o #
# ) & ! # & H&' H# | % *
$ 1+ # 4 "% " 1@E | +# &, #, '& B O#'11 14 %% '& #
$ .0 %* 1 % * o L% , # '# #! #&' Ho# ‘&
T % L)1t % # " % #$" 11$ , &, 4# '& $$'$ Ho#
& # % * 1 41 ', % ' % 1+, "U10% 0 ) "Hoo#,
6, !l '& #&' HOITOUE "D %% 1 # $ # $ #! 1 &
#1"$$r s 1 ., L %) ! [, ##E %S
VHH K #+ <"#H4 "% "' % * # 1@ &, # 1t wn o x
# 1<"#41 $ | #&' B+ ) YL % & T &% ) %" %
" ! & % '& 1<"#41 # LY | % #+ # L1t && "%
a#'l 1ot $ # % ! ' 4 1 #l '& # Lo #+
# #'11 61 '&& O %$ 4 | H#I & %% D #00$ 1 #+
Il #+% #&% ., ., ., L v # 61 # %! 6 | ##
/ 1" H #+ # 6 1" % #o#'1l 1 #
#l 'H # #o#'1 &% &' # # ) " 1%, %+, %+ H#*
$7 1 # L #H % * & 6%  #, !
$# # '# % " % H# ok
YAES % " %+ H# % &“H, HI-# | # 6$%' )
$ 1 #, '&H' # )% L He # # # '& |
$ 1'# | # & % % * #+ . #, # .o+ " " S L #F )) % ‘&
)'% 1!, I, [ # %% 1§ ) "1gr | "#1'$% % "
% #+" | # % !, It & %& ), )

L& ), ) 4 % #+  &2) ) *



A % #+  &2) ) '7 ' D'$ % /14 22 %%
0'%" > 1 G | A #+ )% 1 /! % 4
I $$ #+ #' - % $' C# %) ! IV % 4 " $ #+ # ' H
g H # 6 Q" & % H' # )% 11" '# L

# 1#1 = #'  #* ' 1@ )'% 1l It - H#
. #O#, $% % 1 # $'$"% "% " 1 %% !l #+
X e & L, % $ ! 1'$ 1 #, $%°'$ % ("% 1 '&
1$% , 1 # $'$"% ,"% " % ) # # ' 6 $% 3", - %% !

BOOH L, "% " % & +" # LS U'#E Lt 1L # ) L+ #

1 o#+1 10 # HLL # S L #, L #, P &kl +
FH' # , # # | # 0# " * '6G )" % L, % + 18
$'$"% * 1 - %% ! ' 6, " g 1S L#,  #

%', H#) L #l & $7'& $'$"% $ ! )  # 1)

CLoHE & Y% L # L %& 'S # &' $'$"% S

# #+ $$"% o

# #' /) & #'& )% 11 &' ! El&%! # 1$, %%* &'
1'$ &' #, #' T '# '& # o#'11 &) 1 1 H"% 3", %%
$ # L 1 # #'111$, % * LA # o+ #/ .0 " #
) H+ U H L #, e % # 1L # L
1 % ) ! '# %l #' %'H+ 0 N H # < #+% 1 " #] "% 1
$'$ I'#+! &' #1# ‘& #'1 %+ 1E ! 1 & #'1 %+ 1
S %% , ' & & % # % ) ! '# ! 1 %"#, '6 !
& +" H L # o+ Lt e L1 HL ## )' % #o#
$% * + et )7 6 % + E ! %) ! '#
L # )'%  $% * . ## 3 #'G HFD # % J% !

E ""# G E )'%  IH T UEL #o# $ 1
6$% # [ *= 1 [ 1 /# '&& * 4 . '# )7 6 "
' %%* $% * 3 #'>?

/



#* 0 # 1L &NNH - & ! 1+ # 1. #, # . + Y

I %9%"! - %% , 11 - & 1 [ , + #1 [ . #, # # H"% 11  %* ' # #+
#oo# 1 - %% , 1l # ') 1 & % 11 'L 1" 11&"% *
& # & H L H#,# 11, ' % ' #4 1 ) "Ll 1 EA
# %% !$, &, %%* # #,01 (" #, COHL #, T ) #
I 11 # . #, 0 # S #+ & V% x| '#
Lot g1 #, &% A # 2 4 1 1 11 # % | #
)' % 20 $TH L) |+ 1 #r 4+ H+ I# L ee
+ 1" /v "H o U % $UH# '& ! 3 UA%*H  #,
4 #+ ') | 1EB )'% 1! && , ) # !l # & % L1 # H%* '# &, '&
B+ o0t (%%t ) 1§ U - % - %% 11 $ ! #, #
- $% *! '# CH &+ # "% H ,4I'# ! H"% ! 1 $% * '#
% 6$%' o # e G A CH & $% ¢ #
$ 1'# ! T A L R D N7 S B #,
L &&, ) L H#E 'S S L% " Lo
$ 1 $ 1 $ I'# ' |+ #=
' ) $ 4 # & )1 *
L H % $*1, %%* + , &"% " ' # %%*
+ /4% L H O %& HE>  H#*>3" /1
% o+ $$ LS # < %%* " #
L1 #, 1, # "
L1 # % I S 0
"EL %% L ) R )+ A#)
/ )'% o, # O # #, &%' -, #+
Lo x HL L % 4, #+ +
C1 [ #+ 1 4 # EC
% R R R ) O H+ L #
)' % ) L # %I ! & 'S &L #
Y A R ) %  # & 1+ # # '$ x
# $"#H, # L, H#H ! %% 4 # + # # # ) I )' %

) # D , %%! #, (" #, 1 !"% s , 1 1 %'/%* I ' #



P "#* &, CH®H,# O+ #! + ') "B+ + H# H+ 'V o+
)] 10 ",4 3 * ' 4| '$ 4 ! 1E@ )" % 1$'# | I, #
[Y #'$$T "# * & , It % O #Y) % #H, D #
, P &'# '& #, #+ # , 1 +' ' # , us#yv "'
#, | . H#H,# # 1" % ) + 'I# "$ ' + oAl #
: , # %''4 /* / +" # I "% #+ 1 ! &'
"H#, 1 * b ! ' * o+t Y tox $ &/ )
L # 7 $ -7 |( (9% 3"
) * U #) it 1&* #+ 1EE ! k& #, ! I #
E ! # ! ) ' % $ 1'# | %% # $% * bt #E #, &%
+ ) ! P (" #, I && , # $' +# #,*
" L# 1'% %* )' % #' | “H#,1 3", %%
"+ 4+ 11 "H%*r ' % $ ) # '# "% 4 ' Py # M %
) ## ) % #, #' '0",4 3 * " 3 7 1
) # Q"1 8 # -# 2 "+ S & , #o#
Il Pt I, 11 # F's , ! %* I, # 11 # %! ("%
L $ & ! && ! # # & 6,10 " & T "H#=
1Q"'" , Tl %& &' + )' % # - %% #$ #1! " #
, ! 4 # / " # % ,4 ! M - %% "% % ! #1 # $'#
+% %%M '/ *2 /" '& 4 &%' # (" %* /! | %
, g 1 " '# , | V' "3% & %! "SI # & !
% &/ * "t 1! " & I, # "H%* '#H# 'y 1E
# L(" #, IS L #+%* "# | % ! #+ #" # BC
Py# ! "t , Ctr# o )y 1 '& 0,43 1 1Q'" ) 0 #
% % 1 &' & #+ ' + ## #+ '& & # , ,
"4 1 (" %%* , ,"1$, U8 & "#H%* &' 1 I= ] L I

rro#+ % &' I % "# % ) % "l 2 R | o"

' % ! I '# ) % # $ #! ' # % | '#



#2 , &' 4 ' Yywn 1 & R #
%* $ #! 4 " # # | '# L / 0"
% "$ & ) %t #+ 3 #  # S H " # O #+ !
I, # 1 #1 Lt & Y% [ #E %l # 1 & #
4 1) #+ " #11& o" Lt e, %% |
%" )' % % | /" & . # &1 4 ' 1'%
Lo # Lo# & L&
B %%* $"KK% #+ , Lokl g &L )
## )% # N T 'O #" | # /"
" - %% , ! #, 3" , A N R IR
% %! " I $$ %! | # * 1 B+ " #, &
& % | % )" % g1 &' 1 &' * I #+ ) | I #, #+
Ly | # %+ # H % ' # '& ) | #+ $% I ! "% " %
B o+ U H ! &' * I #+ ) || S #H & H#,H# L+
Y ol %%"l - %% , 1! - &1 | )% 11 1" | | #,1
| # %1 #+ " # I T A A % N R E
*$ L # %
" L# ("% * & #, 1 (" #, 11 "$ '&
Lo#1 % ) LML # #+ 2] # 1 1& , H%* #' |
#1010 # 0 & Yo'H+ #H+ L #' %+ !
Cy , # C) # e, % Lot & & % #+
#'0 %+  # )l #+ | %&
% T+ & (" # %* I, KN )'% 11$ 1 #, # #,
Lo# %%* $ ' * F/ %  1$% * #+ e, ) 1'G
" # L% # 0 # '& $'$"% 'k && , '# X
‘& 1, # L1l % $U#1 % L4 L % L #, # L 1 x g
$ ' *2 LA/ # 111 '#) * e+ +  ## $% * #)'%) #
) 1 #+ HE & I T T ! %S !



'$$! && #' , , % F#, '& ! # & ' " $% 1" |

# & I '#

I $$ 'S ' "% #7')y | + E! # #,! "0",4
3 * # ct! - '« H ,4 % 1!/ ) ! $ #
L #  #, 81"% ! $% *! '# # P I %& # $'$"% b ! !

# & "% " % V%%, H L #' "#%* $%* #'I %+ , E e

I %% (  #'! %+ 3, " L %t # ! %t %

o L) && ., & - . L#'1 %+ 1 #+%* 1]

L 4 #+ 1% $ 0 # 111 " IS $ 6 '& , #

# &1 #'& $'1 T # L tH# #+ /I #
$'0 0 #1 1m1&" L 1 # 1t %4 I $%* #'1 %+

CO#L#, OH # 3" %% Loor ], #x&  # #+ &

&%' #+ # # # 1 %% + S &) %" %% ) 9
& )%l H & % COH S L L % <t # ) H L x
&+ # L +# '$ 11, % $'1 0 # x#

1'$ b,# 8111 3" %% $ # ! % 4 # #'! %+, % ," &/

#1 &' ity )y &t #
" #%* ! ) # ' "H# H#HA+
$'# o % !, # ! # %'l
o # e "% I &' + #
e 1'% I 41 ) H "% %* '#
8# I'# | [ # * 1) *# 1 H"! Oo#H, %) "
"% ! # 1'% ! 4 ) H "% %* "#1M
% %* , H ' # I, Pt # "% " P#
1$% *I 1 # % #+ # $ %'+, % !*$ ' & e, x ! .
#, $ % '& % #+ / # rP**17? H ' # +" 1
$'1 0 # ! P, % , "1 D #,$ % '& , ) #+ ! ,
$ I # HI &' YI#E " # 69 #, 11 # #+ # 1,'# #

4 P % $ ! Y H#$'S + 1 # g



$ ! o, ' % & #1 &' ) & , 1A $ !, (" % *

‘& $'1 0 # $% 1 % % * %', "1 %)l 1" | %0*

L, H% 4 # * $ # DS # %HE+ S %

T L ("% $$ # %* $ ("1 & 11 1 %1 #
I L, % #] Lo ooy $% , # $'1 v # o+ *
#' %+ &" "

3" "% + L L %* # '$S$'L # U H U'#1l $'1 #
$'1 0 #* H &% #+ ' 4 # L& ) L %% #+ B oH
$% .,  # ), 1 &+ # . TS 1 %* ¢ ) #+ "% " %
A# 1% + 1 & " L % | '& "#) ! % 1'% " #

# % ! % 7 # #' | $' L %H %> " %D # ) # O H

g, "1rri1# 0 IO + # # ) R A to# !

O'" %! O ! $'$ THE & %% " # *1B & H g1+ "#
[) '& $'! 0 #] ! R %+ ! $ $r !

,H#, # 3" %% # # #' & * ' %) ! #'1 %+, &'

) # ! #+ | F'& 1 "% 11 # 1'% | 4 11 $'r# L # $ ' H# %O

$ # % v #! # &' # ¥ $' T # P! + /%%

$ I # & # 11 # TR O#+ & && #, # ) o
& - #0008 # VHO#O#, ! $%* #'! %+ , |/
"l %! 14/ P #'1 %40, / R gl ot
ol ' ' % + '""# ") * ! b # # #' ! #+1
"H, + # ' "% 10 '# # '# 1 # #' v 001
"' 41 B 1 # <"l "/ rerr
' H' # + %* 'l ) # , "l - &'
VHE! ' JHTL & # "% ! / Pl gl # $ '#! F !
"# $r 6 G 2 &' 4
6 . 01 # &, s , ! %* & % 1! % * "#7,% !!

% 6$%' "# # 4"#+ &" & % ! H+ , # + # | % I '#



%* ' & ST $'% = "% # % # #6 *'& %

"1C # #'1! 6! / %% $ %* '# & "% # Y #
$% " & % ) "# * &' # , % #*1"# & 1 '& % ,4 !
/ ! # % ,4 P +# %% #+ ' $ # , # ,%" ' $

$ # ! $ & . H#H,H#H # H"% !

" tHL# & #, 1 " "% # *= #+
& % #+ ' 1 % #1 4 & 1"&& , # "% # * 1 '& # ,'", #
'& & # # * et % o* #& #,* ' #! #, <"l &' " ) 'S
8 #+ F D' G +' 1 ' / ' + #+ " $% #
"# ' * $ "I %4 I %& # ' I * #+ 'O !
O+ 1 '#1 @ i ' f #'/ *O'H#1 4#' *O#1 4A# )
Q"1 # +'## + " Q"1 &",4 #+ 3 Y% o) )
R "$ ,""% 1 ! + 1 #! / #+ /[ r o, &' $'# &) |/
'& % #+ $'% , ) , % # %! # ' o # & &N, # NS # =
0'$ .>8 X = £
0'$ .>8 X?= I/ S R T & BRI
'K '& 7 % T4 # )
0'$ .>8 X = B A - Y ' M
0'$ .>8 X?= Q + ) ,% |/
6, #+ ! )1 " '# , , ! # 't H ')y 14
) % #+ 8 #+ #' . OK* 1 %1 ,'$ x4 )
$ 1 o*x2 11+ L
- # & R 3%'# F , % ! #G ) !
[ | +# #+ $% & # | - F )*J %G
# #4 F ) 3", G !'" #+ , ! +"#1 [ # 3%'#
, %! % ' & + #+ *  # #+ , % # 1Q'M 4 'l "% #1 3$%
2 1R 4 ,Fo#+ 1
' '& " ! %'y x & | # 8 #+

# - I ! +"*0 & '$S! 2 AV F'# 'S



' ' G ) # 1 '& & % | # 11 $ &I H %l #
# # R N # LoL o # L #+ # O #HE&%
/ I %& ,'#1 ", HL LS &I #H %I
% "+ S H O H$STT 11 & % / /" A
# 1 % o1& ) L # H# & #1o
1% '& !l "# %1 - Lo# S 8% #1 3%'# [
Lo/ s ok +#L L #E $ 8% 1- 0 L IU$$L
L, % 4 &M, 4 H+ $ &I H % $1*%, 'S 1#1 $ &1 # % ,
1" 4 $1*%, '$ Q'" '#1 4#'l | 4 1) o +EE
#6 1 # -1 % g ‘& $'% , KU1 HE%*Y # 1 %&5
$ ', # O H % Lot R # 8% g 3t 1
$% * #+ ! !+ # 1'% $'$"% * , +' 1'& $ '$% =
CSU L # 1 % $'$% 1 L) % #I=
#a= ++ "% & 'S X4 00 #* ' KM
- & /| ,'$!
#4= ' % $ '$% M
- = H"! ,'$!
"1 $%* ) && # ) ! '# '& | 1 +"*1 1 ' $I
! 12 & t ! #E&' # !
T R B S B S Lt % ) %" , "
#o,01 x IR TR L L %% % * -] I # ) # FJ 4
3 % KG 'S 3%'# 1& +" 12 1% #+ # # # "
L) % % U+ 44 8 #+ | 1 1 # L
! "$ &' "HE% % # | # #' # &* 3" 1 #
& L% % %t (%) L StHH &SR %
BU# O H+ )" # U H 4 I %'* % * L%t %)
I" % ) |
L %* 1S 4 #+ #a4 | 1/ ## 1 '& Lo*1 ) #
/ I % & # 1, $ !/ #1 3" L o# Tt % &

") )



., 12 # ‘& T ! Ty .
% | % ' O# % ") LR SR % x ]
L A S B BT N - I # % #! - 1%
' 8 #+ 1 & | # T 11 & ' :Q'"1 , #+
% 4 & | *  &". 4 #+ &2 1, #+ % 4 $'& I '# % 1 # #4 )
o # 'S # #+ S 8 #H+ # %% #+ | # # % $ 1, #+
%% 'l | - L &L # S # # S &R %L 3"
% ' T #' #4110 " ! &'
/4 Y A 7R 2R B L 0 %)) %!l %)l &'
%! '& x L %&  # # %'#H+ | $%* &' % + #! $
4, ! Lor)y ) & % #  #
I %% #+# 11 " $% , %'* % * ') %% %! Y # O H S & H# %
YUY HE S U'# % 1)) % # ' & #+%* 1$ , 1 '& % H#H! $
| # 8 #+ # - # Le
I
) %t % Hl $ # & % ! | # o, T
FO |  ##G # 3% # % '#1 $ ! # F'% %* | %&5
I ", )G %'* % * 3" o # %') #+ B % # %* %'* % % 4
! | # 8 #+ # - %* &'%%'/ #+ 'S H# #+
, ! L o# " v 8 #+ |'"# 4 % #+ # 4
roe # & ‘& o g | HE - % # !
+ 18! # & # '&& , $ U# $ 1 ' %4 e 1 &
# % # , $ #! o+ L % 1'$ #1) % -
# & '# | ) #+ 1o & ') I ) ‘& - # L, #
I # 6 #!'# '& #1#  # % 1$ # 1
- # /A - %S ! 8 #+ #!
H#& # % I | R Y L Ak W L R VE |
# 1- - &",4 #+ 4 4 / 1 "1 #+ /" #



#'# #! '& * %4 8#, D %* #+ '/# 1 %% % #+ $ '&"! %* 8
H& T r, ol tHEL & MY % "% #
I % * # 141 - " '% - % ! % 4 ', 4 %)
8 #+ # $ ', "# %%* & % # 1 $'! '# # %"/
$ #H & & & 'S % ! "# # - [ 1$ 1 #
8 #+ 1! [, ## / # 8 #+ "+ + "1 'g
! %') 11!, - % %! 1Q'" +' # I, Q'"1)
# ) #'"+ &' '# *1 I+ + D #+ $ & ' ! ,
" H & $ ' % 1,"% # ) " %$! "# /'
% "#! S "% # ! # & & % | # H' F | #,
# *G /1 +"# '# 8 #+ % ) #+ $'% , #&'
- /! ' +"# '# H' = 1H' ¥ 4 #+ % I 4 1 #' +'##
% *'" 4 1 A H' 1! I'# ! +"# - - =
1H' & *'" 4 %% # o*" # 6 D $ & *'" 4 %% # *'
# # * %% ! ,
- ! # "1 #+ 8 #+ # %%'/ #+ ' & % #+! " 1"$ |
. & $ &I H % ! 8 #+ ! #1+ . '& ' '& I '#
=, #+ " , #H+ [ # - Pl # 4 %%! /8%, #
"t I # ! % '& , F HO#" #HA , ' - & |/ !
#'# % 1G22 # #+ 1 * [ # < ,4 # 4 %% #+ #
1S #! % '"+ I 1! , ) % # 1 % $ !'#1 |/ , #H#' 6% ,
a#'/ L H S % Y % ) * ol
# #'/ # '& & % 8 #+ ' "% #l+ 1l '#
%* [I'"# - 1%! ") '8 #+ # ! , % #+
%') #+%* # $ ', ) %* % "+ X ! 8 #+ ! # #
# # ! ) # % ' # # ) %'/ # ) #'
! /. /I % & %9%'/ '&& , ! 4 %% #' # ) I %& #
& '& "#+% ' * 3" [ # '$ %

f



% | # Sl ) [t %% #+
CH& 1L oot 1L R L L # & S &N T %)
(" CHr 8" & # ., & %K% x - HLX #6, #+ &'
S N B % %! - 'S * 1 1 '$ 1
# 0, % #+ '# | '& 8 #+ 11 & , |+ 7 ' !
- N I B DL L1 8 #+  # IR
3 ) 1, &, L o) 1 ' '& %'* % * ' # %') &' '
%) && , & & % 1! , # % % C#! $ 1 # !
R &t s e L 1$% <& 6, 1) 1% # r #
A K #+ | #00) 1 1 1"$$ %* o+, %%*
HE % #+%* ', # 1 "ol %& 1, &, Lo % # #
I L 720 N AT T S I B
%1 % $ + & 1% # A
Lo - %% , &' ) # H#H+ -# Lo, %% # #, #
I # . #,# # % %" Lo ) ## L+ # 11 % =
1. #,# .+ Y 1 %%"! - %% , 1! - & 1 #' . #, # .+ Y - % %
! 6 #! '# '& LH L) # ) L% &' # , '#
I # /" #= 1 & % 1! 'l $'/ &"% % 2 # '
L, & I & % F %'#+ / H"% IG + s, H#, #
[ # 1 # &*1 #o# ) # ) L % 1 o<t oH *
Y ) Lrx ) L #, # 1L S IS, )
- - B0 L xg " % #4! | #
"% # #oox #$' "6 "%  #!'#  H#,%" #+ | 6" %
" e H+ L #, #1101 1 Lo x 1 & 1 %% $ !
)t L % gl [y L # 6,11 ) && , # L1
I & $" S %* ) #+ #O# T & &' &% [ # [ &'+ ) #+

&' '+

'&



CH#,# O 4 & ' %%"12 ' %%"! , %%! Pl # 4 1

l %% 11 $'/ % #0r #1&  #, DE I &
#Uo#, | # . H#H,# #  %%* 111$ % #+= 1 ' % ) I % %" !
A L7 S AL | g ) | # y
I # " #, I # ] # | # '$* 1 & S & H %
#O#T H+ #>+ #4+L 1$ L #,# ) #+ 16 K]

/& 3" Y # '+ ) # 1 %%l 4 ' # 4+ $'/ )
CH# L %& S L) # T T T L L T SR S
a o] I %& #' 1% $ / I - %% , <"l
. o # % ) #+ ') L+ # L # 3 % #,

& $'/ ! % 1 1% % . %%* | # . #, # R ,
¥ 0% ! o+ # 11 # % # & oo g
RN #'"+ &', #  ++ Ul '# F# 6, # &' ", G
+ 4 &' ) #+ $'1 ) &' I % %" ) #+ $'1 ')
# o1 #+ % ' &". 4 # & ! $% ,
% #41 [ # $ , 1 '& "% # * # $'/ ) #

$$ # # & % 1! #6 | + # 7% - 1 I, %e |
I* 06 ‘& 1" # * | % # CUH O#+ & 1 1t x o x0 8 #
JU#1 FO 1'$ - %4 #G #/ , ! H' # #o1 % 1 '/
&, $1 & # ' # % %%* & ' Il ' 1 #
Lo/ 3", 11 4 + % & L,"% # *1@

% t+  # I % %" " ' 4 %% 3", | # /" .5
* % '& 1 # ,41 > 16" %! *# # P F"# - 4 #

7 # G | e A T T I I S
%' 1, S # ' l %% "! LT #L gk g g
# 1'% * = 1 '#'" & ) 11 # 1'% o % #

% "+ # 1 " % 4 Sl o# L 7! %



L& ) # COTH & /"4 '& 6! #, # 3", %!

"R 4 , "l " # ! 1'% *'& 're" % *
+ ! ' "6 ! "% # *» "' 6" % * # !
'$ % [Vt #Y <" # % '#& '#HE #, # , "0 '
"# 1 #1 #%* "# ) , ) #1112 "M

" % ' OO# ' %%"!11 , ! # # " % '# # 3", 11 #| #,

1) %t #  # 3", ,# " # % ! '& $'/

# 6 ., ! % "HO'# ' %% "! I 6 " ox & 1 #
"% # * ) "% ' %% "! + $'7 ) 3", F' #+ '
&+ 2 ) #+ " H# # I # 3", "L #G I 3", + #!

"$$ # , ! ' %%"! [ ! #0100 # #' 3",

3., " 3", ) " + I+ "# # | ' %%"!1 "% # '

! F%%"!: 1I)"% # * )y o I &'"# # & $'/ # " F

! & I "% Pt #  # /"1 4 + # # 6, #+ &'

3", 1 1)/ & % #, 1 F%%"! %%"'/! s ' % & #

F %%"!1 '# *
# #' # ) * "+ ', % / ol % !
1% + 1 !', *'& # [/ "# + '& % /' #' F"!" %%* #'

! " # +" 1 " B+ & %! S "% % /"4 '& 7 + 4
* & " + ?2G # ' I H T ?G # 1 1(" , # !

", ' # 0 # % ) "% #, & % ! F/ " # # # #'1!

" ‘ 4 7 K1& ' % " $&' 6 $% G L

#* & #! | # 4 # #' # 7' K 4 # J % # %!

'#l '& 1 /'Y & % ! & # # (" "% # % "+ ) "% #, "
%! 4 D' ' R Y - A 1 .1 % ) "% #,

& % 11 ! BB RS o # s *



#

%

+ + "

%

#o# s | 6, !l 1 '&
1,"% # ) ""UF ) *H# % #+ # "8 7 +
N T # P 2 0$ # J'#I>+'% [ , ‘'#%'+" G
L+ # #01 $% $% * '# & , '& 1,"% # * -
$ %'+, % /1 # "#'& | $%' &% ) %! s "% #
#0010 g g 1 '& 1,0 # * 1 <"l 1 1111 & %! #
gLty 1 & # # o, ("1 # O #D B, 1 1'% # x|
#+ "$ ol F $'L Y #1 G & HES$T x4
#Oo#' L+ # A#I% + #+ R A 73 S B
LI #L 6 # % 61 # %HE+  #, $1"% #
A # o1 s / &' #! #,
(" # 0$'$ "% " '#) ! # '& !+ #+1 I 8 .
", 6 L # % L # %'#+ 61 1 (x L # o
"% # | # Co# 1l 6 1) #O# 0 % 1l x # %%
% % [ #  $'U 0 # S, & #'1 %+ | &" "
' - 1 %'l & # O, % ! oL %
#oo# 10 #+ $1 ' "% 1% '"+. , H%* ) %! #
CHL T #E Tk 1 # " & &, o+ # Ll %%
$ & % +  &* H#+ IS, L[ %'#H+ #'1 %+, %%* &' '#
S R | # %1 el % 1/
L #  # & #'1 %+ I $ 1 1 %& I $ # %'l & $% 1" 1 '&
% ' "# *= 0 xR L [ #L # o+ #Al 4k
$ ' % | ' Lo#, %! '&1 % *1 0$ ! # *
I R o # oL ST #1266 o# % #,
N * ST & # ) L g % ' ‘& !
#OH O 1L,"% # L+ # %1 % # o 1,"% # # * F/
T %G L, L "# )l %%* $$% , % ,#) * * $'/ &
$ 1 #, '& LMot 0% ) L H  # 1$'4 18 1'# % ) |



) T + 1 '& "#) 1% " /. # 0
"% # # #+ &' 1) *# 1 - % # & P "#%* # 'S +

% * "H%r '# S # N T % " '& "% o+ s, " &SI %

3" I '& s, " ')y %''4 # $ 1 & %) #H r,
+ # "0 # o Vo 1gt4 1 g & 1 11 # - !
CHD T, / # ) * I, &, & /"4 1 # " %> # 8 !
# *
- % # o#'10 /"4 1 # $ #%' # 4 # $ #
V%Y % & #1'# & o# T8 T # $ ! # H e
"H%* # # ' #  6,%"! "# * & "4 '& 1,"% # * #
) %' & - # I & "% ) /!
6% #, | $ I'# % "1 # ' % ) ' "#) ' % ",
CH#)Y O+ o#, &t T # HH, & 1)"W# # oo #
I 4 # &' & # #+ " 1 '& # #1 #, '& # #' $'
% P +
! % # A : ! * # #'1!
/" 4 & Fo#! Ho, /"4 # $'7 $% *! I #
BB # 1 %%"! # | # F %%"! # 3", # 1% '&
"% # 1"$ ¥ P& # ! # 1" | #+4 / #
$ ) $'/ &"% # % ,4 # # & , '& % ,4

$ro# ¢ v#+ /11" %% T

Lot LS #H ) % #, BO#'10 S L # #'&
) $ )4 # ) I Lo L& 1S #H# &, #
C# o, 1 H'w% ! #- . 7 @ .) ' !
) % %!/ & 1 %'+ # ., % $ !

I S L X S R
,# ' x o 8# wo# L, #] J 0 r#1l, #

" /! % 1/ +"* )y 1/ $$ # %* 6 # #

'&



v ) L 8%  # # # - # I+ # 3'##
"#l # o# | : , H * + )% ‘& #1
Ll % #+t o+ # &% 1 ) %/ I FH # & | #4G )
% * # #' l + ) # I %& % # + 1 v A
o# ++ O '"# # 7 7Z o) #+ %* 1
x $ I'# % $%$'$ H &' , $ ! # ! #4
| ## $'1 " #+ & $ / +"* 17 Ll %% $o# A
1/ ## 1A # H *11 | , # # o#'10$ U'# & & !
') 14 1/ +"*1 , , H * 1 & #1/ H"% !
# ST # & ! &1 ' % ,4 ' # I 4
' && "% ' A4#'1 1 #D (" #, 8 I % #+" + "I +
L& #! S # + 4 1% ,41 * 6 #!'# # """l '&
/v 1# ++ 1 11" 4 *M 8 / # 6 # ", | *
I, %"! % '#! $! / & , # , #! 4 1% + 1 F !
#'# , 1 G I $ "l & I" M (" %%* $"KK% #+ 1/ * H"% !
& &"% '& H ¥ "H%* : # & % [ # ! H"% !
# o)L $1 ' $% ,
I &' # # L/ 4 0 & %% && , ! # %! '& %
"% " H ! # v '&& Il $%* $ <" %%* I 1) '&
1 1 I %% 1M+ 1] - & #, ' 1 %& $'' 11 L1 *#
A1 % $ T % ! % 4 , ! 1B 3" * %" ' 4 #
'l #+ # #'10  $ 1 # #'& , 11 | ## $'1 " #+ & $
/ +"* 1
Y'# H 4U'# [ #+ #1 1 . l ! l %& ! ) *
I % ' # #' F # + 4+ '""# G 6, $ | '&& # *
& % 4 1! $, '#!''&« , | , "l # %* ' 1/ ## 1
# % * 1# /"% % ,4! $ ' & " %2 ! % #+" +
| 0% 2  #, O# ++ 0O | "% /' " %% '& Yy # : : /



/ # / $ I'# "% V"% 1 C H L4'#E % %! # o#'10 ) ! '#
‘& , 1 # #H+  #" % '# '/ ' $$ 'S # ++ "% " ! + #'H

I *% # &' 1@

#O#'10 L1 #1114 /R R
% $tal & 11 $ l#  C#l'& | % #L
6, 11) "I '& [* 1# ++@L)# ' 7 - # "
Lox H+ 1 [ # T # # A %% & , # C#U #4
N # o 1% 41 ! B # 1/ ## 1 ,,"1 '# 1- o
I # # 'H' * % 4 H#ML1E $$ # %* ', #+
#O#'10 & #!  # 1$'#! 1 #4 1 ) v, *
R N L7 # B * x 0 # ) % # &' | #+
% .4, , L " * # A#'/ "o 1
| 4 # L # H%* $'$  * &, #00 t+
# O#'11 % ! % # &' | H#H+ % 4, ., 1 " !
- I R ! ‘& $0 ! #' #%*
" R L I 2 A N LY 1S, %%* #
#lo#, '& |/ # 180" #+1 1 % L4 L # % 4 # o+ x #
%1 # $$'$ H1 & /" # # o+l & 1(" 1 -+ 1
" #1 # 6L # | | L +# &, #, IM e %
I # ' #! #+ && # '# 61 '& "L+ # ) ' #o# & % |
% "+ "L #  1$$') & #" 7 [T 1# ++ 1 #'
'$ 4 L) Ix I # @ .) "0 #
" . # LI$'4 # *  "#, & 1 16l gt
/ UL e B %A #+ 1L #, -1 TH'I) !

'$'4 # , 'l , VD *H"% ! #,# # *H O * "H"% ! [ |, %!
[t 88 # N &' $$ ! + ) #+ $$ ') v '#

$ ‘& % 4V F $ | # *H"% !G &' [/ "+



$$ 'S #OHEIT S H & ' # rol

$' T # S, !
% + # & ", %%* ' 1 CH#H1l .
H# I, #+ ) | %'H+ #H+ [ ) 1 *
It # H# Il #1011 # %'+ & 1, 3
& S Y #+ H# H'H o+ "% $% % * ! '& " | 9% *
+o# ! # $'1 0 # # 1 #)#1 "% $% , *'&
BOHED# % # % 4#'[% +
#1 + | " # # K ', # B! # C !
N, L " & 6 # & %, 1, '
#O'& [T #1101, %" '# 1 1- & # ! ! L #' $'%r+ * "
#11 | ", %" Iy 1 # IV # # # 6 #
o # 4 #'#". % "# 11 & '# + & '
e 4 x4 08 L H & #* 1%, 1,
& '# | g A e T R
Io# + + S, %% % 1 # 11 & '# +
& '# 1 # # & $'/ &"% 1 3" 1% L, 1 #
‘& 1S 1 #+ %% I" % x# +
AT | o, & '# 4 * g+ [
S S N R T S AN S 2 A L ##) S
% & #1111 % ) #+ # & #1$ 1 # $% , |
# R N CH,$ ‘& 1 C I #411 &
R Y '$# ' 1 61! &' % 11 $'/ &"% ¥
It &%" UL #+ & L& #* & # & % ', #I
/ & '# 1 , S, % (" %%* '$H# ' L 1 - %
% Il $'/ &"% ! "l %% "H# 1 #

") # # % 'E L1
B D R ! I$ 1 #+ "% " %%* # '/ $'r

& (" # %* &' + TR <M# KL # #  * &' #l & ! *



#' I %,' ! & # 'S # #1) ' % * ' ' !
#' ! o, & ' I

#1010 S 1S, ) $$ 4 Cx Sy &
I %& ! ) I ! # "1t $ "# $$ '$ #'& , "% " %
S HL Y # L # 0SS! 1S, %%* [ # | %& ,#l, "1%* $$  # !
3% # T R o ( ' , &
"+ # " %" % !, * g & ? ' 8"
& '& %'l '& ! * 1) + # # ) oy ! "% # x| #' * &

H%* $'1 % JH#,$ # & S # 1'% o $' 0 #

* 4 #'1 %+ &' '$

, &, $12 & ! 1) Prx D " H%* #'
#+ # N Y +o# LS # # !

Y ## ) ¥ # "% 6 #! & % I # ' % #
V"% " %> L % L' rr #)'4 # ., # '# I %% ,'# #" ' $% *
L+# & , # "% # 4 "$ '& # S H # &N - % & '$ # ' (" ! '

1) &' oy $'Y T # # S H O# O # + 4 - %%

# % + %* # 6% !l '# '& %'l & # %'#H+ #+ &' "# ) | % !
F"on ol # 1,"% # GM ! *$ ) 1" & -L #2,1
$' T # # ) <, " * ! # $$ '$ #OT& "% "1 8

I %% + 'Y ## ) * 6% ! $%" %%* # & I *

"% '& "' # 11 # && #, M " # % # )

: $ # 1 '# % *
& # S H # &% ' $ , $ # JHUOT, & Ly oo

# % "% $% # bl "% # "M% # #,%"! ) %* ' 6! r#
# S # # |, # [, $"r #% , &% % +o#

JH,S " %! & S L # % # "% " % $ ', '#



# ) | '# " . 7 ? : Cc 3307

? # 1 % 5 % | + D #+
= I'# - 19 * B $ @
A # % +1 1" /" 1-. 59V . $2
| Q' 4= *$ '# B #' $ + #" + ) #
B ' #l #, 7)) # - # + " I %%
1$') $) % # L ox g L H O# S H OH &% & %+ K #+
% CHI $ ' %%*/ + # 1 7)) # 11" # # # #'1
2)% A # B FH"%* BG $ A?
C H# I 6 .71 Q' 4= 3 ' [ * 341 E $ A
@ H && /W 5 % 7 /| Q' 4= $$% "I
cC $ 22
E $ A
H # ! $ AC
7)) # 18% ) #o= - % ) )4 M1 7
, B $
H && '& % * 1 '# 1! - T L7 Lo 1+ 1 # H## &
1Q'"#+ . [ 1 x ) &19 3 7 ? $
B $ A2 J ## "4 1 '# D ') 766') 1 TH& 9O
7 7@ "+ B $ 3
2 H # 1 " D' #,11 1 .74 "+l B $ B
A % 6 # - %4 13 ## #+ 3%'" | #o1m o
7 A ) B $ BC
B & %!/ F# 1, ##+' G= , F'# % #
@CS . . HFH' # 0 $ # E@S @ .) F %'#
3 #' @ G % , F3 # % &G 3 FH #
%) %%  HD? B . ( F'"+% ! 4 CBG - $
F '/ /4] B G @ & .7 @ B Gl "
F #o0 E@G F3 # % G " F 'l
/41 cGeG -. 7 " 7 9(( #
- ) FO %! 3 '# B G OHF # '#* ## C G
7 $C I +"' '# @Q@G *@ 0 $ #
2G9 %% FH # ", 7° @ G FH 3
AG 1" o B o# L%, $ '+ & L&)
% " &  #+ % %, ) '& LAl 4
C 11" # # # #'11 0", 1 H % % >3 L % #l "$
@ 7 + - %% 4 73 | H) B $ A?
E H"% 3", %% 13%'" '" '& '$4& 7 2@ "o
C , # $ E
H # 1 1.7 B
# # 81 "% 13%'' * # &l 7 A "k C $%
@ E
? #* 7 '"6 1-. # 0"% " '& . '%l#" 1

7 )% @C #' ? F " CG $ A @



? $ A

22 HO1) L H# & #LO", # +) &' | #+ & Lo$ 1
&'%%'/l= 1 [ # ' 6$ # Lo$ & & ', % $'% %, # %
L 4 Y # %% * U) 1ML - R T K%V f
) Y0 #, # ++ 1 H # $% , #! ‘&) ‘% #, # |, #"*1
H&& /I'# $ A?
28 ) % I'# 1 & I"# # D! 1&"%$1 A
H#" * C $ A
2B A S A R R B R A IS -
9 .5 $ % '\ F G ' /#! # - =
3% 1l A $$ 2?2 A
2C # %9 . $ . 3
#og= )L -1 & A $ A
2@ % 7 # . $5 9 . .7 1 Q4=
0'%" #) |ox 1 $ °E
2E # "$ $ A
? ,H I'# $ B
? # "$ $ BB
A % 7 # $ B
A 0 D .,4* 1 # #' ! | * #L # "%s$l
4 7 B 8," B $ -A
A? # $ #1 -. 7 7)% B # F )
BG $ C %! 'l %% # 40 # L o#, H | #
H"% 11 ,'#) | '# # ° ) # 1 # &-% 1) "ML $ ' o+'# 1l
K & % '# % ) %* # ' 11 L % % ,H#]
e 0 gl 4 && #, # Lo# LFL#, % & | %4
'6 '& , ','% G $' % $ a | #+  #
#l % & F #O#, &' . #, .+ G ' 4 1) /
#o+ng % &' H"% ! 1 %% 1 "%S$ o, '#= /' 1
1" # # #o#'11 - . 7 V% ? # A FH"%* CG $ C
AA  # ) [] " # " Y 3307 ? C
AB
AC 0''4 1 - # N D Y AT
- 59 7 0''4 # % $ ' F IG # '#=
. % ¥ B $ A?
A@ D , 0' % Il # +" 1 & % 4 | % 4 #O# ) % #
* 0, # % ¥ % % * 1&'%%'/ % & H' % # #
0' #1! F BG [/ , + I R , #
# O%% + # 1 ' % #+" $, '& "'$ #&! )% & % ! #
6 "l & "% ! ‘& '%%*/" L)+ L # % % 4 ,4 |
Lo, " I "o /11 D, 0" % Il 1  #+
J .4 0,1 7 @ ") ?2 $ C
AE # $ # 7 $ C
A 3) %* '/* 10 # %! D # # A LA, Yo%
$ B L # 2 0$ 2
A H&& II'# $ 8 # I % L # # $

- ! %! "I %% 7 $$ B C



B H&& [/I'# $

B % '+ 1 # #0 $ /" $%'$ HOl %I # g
R & #I #, # /"4 '& % ' ' 0" 1 $ # #+!
B? 0 D ,4 * 4 7% -A
BA )  #! # D $ '# '& "%'$)) 8, B $ E
BB O #H&& /1'# $
BC 0 # #4 J'&IAF " # . /
Q' 4= & # ¥ E $ 2
B@ H && /!'# $ 2?2B2 H # ! $ 2@
BE H && /I'# $ E
B $ BB
B $ BC
C
C $ B@
C? 3) %* '/ * A ) 7 $ 2E
CA H&& /I'# $ 22
CB
cc
C@ 3) %* '/*A) $ 2?2 H&& /I'# $$ @ Y B
CE ‘%% 7 $ B - # ) & + H#H # % %I
+ Ok y /v 1, 1 # CHLH L % # # # 4
# ) 14 '& 4 %% #+ '&& '#  # ., ., L. * $) 1 " H,
$ 11 # I % ) # | %% & % 1! # 1 % ) #
H"% |
cC o D ,4 * 4 7% -A
C /I o )'4 #+ C ! & % #,
#O#)'4 H+ %L1 B$ 11 , CHIM # O #
3"#4 + o #+ & % *'& ! #
N / Do+ 4 $"%% 1+ x *1 1 #+
'&& 1'$ %% !l % 4 1 H&& /U'# $ E
@ $ E
@ #' % + 1 1"%$ #! #,11 7 )% B # CF * BG
$
@? ' #! #1  $>]>>1 % #+ #O#' " %* 4m'/t 1
YL # g $ '# '# $% # 1 r## 1, # o+ 1 # #
3 )11 $- H'%* B $ @
@A $ 2
@B
@C H && /'# $ AC
@@ $ B@
@E ' %% 7 $ C
@ # $ # 7 $ C
@ # 1 14 - 11 4 #+& $ # B 7 2@
"+ C $ E
E H"% 3", %% 1 ' #+ ' & $1 $ 7 ?A 8,

cC $ @



E *H# I, # # $- B ??2 314 # 1# " " I 3" #1

70 B $ E
E? 314 # 7% E
EA ' #! #, # $ # 7 $ C o #'
'l #) $ 1 # /2 L)y * $'11 % % 4
Y LV IT% % # ) %* '/ L H"% I> " 0% H ,4l'# | %
CHE D #+ e & L * & , 6
#) L #, %, A TR )'% &' 31
I ) L% Lt H L AUVE 131 "$S #+
F ‘I %% 7 $ CG , L) # B HDL L+ 2 #
"% %*x /'# o+ # ., %1 " *$ 1 F[ " % # 11
I > % 4 $ # #+1G * |/ %% ) & ,° # ] * TS
/ '$ %
EB 7 ) # 7 $ A?2 #4 % 1 "%$ , '#1
# 7 8," B $
EC ¥ 1 & $ # B 7 $ 2
E@ ) # D 14 - "1 %4 #+1 4 7 2 8," B $
EE $ B
E 3", %%& $ 7 $E
E  # '#* # 1 + 1'& 0"%1 A ) 7 8, B $ E
0 # 1 ", '# 0'# '% # . &
"o, *= HH# 1 7 # # . 5
L7 (. 7 $70 *
L/, # +F G 3% 08= -1) [ Il A $$ 2?2 22
$ ? B
? CH ot 1 # L # 0t#LT ', *1 $ E
A $$ E
B % 7 # $ E
C H'# 1"%s$ , '#= ' 1 1" # # #- #'111
7)% ? # A FH"%* CG $ @
@
E * H+ $/# 1S, # 1 41 & 'S 1 )'# H L AU# ]
CHHE ., # | # 16" % 1,"% # Ot # & '& 'l 6" %
1 1 & ++' ! ) #1'& [PV A= (" L $ I %) |
'&& ! # 1 )H# H ,4UVH# 11" # # # #1014+ % #
"% %*/' 111 1 .72 , C $ B
L N % 0 # # #11 # - 509
7 0''4 # % $ ' F IG #'#= , %
¥ B $ E I % I H ) # # &'
#1 #, H #1001, 0$ # & UL AL ##) )y # L[]
1$ , & , %%* ,'$ ' # #'11= 1 1*# 1K , #
65%" H &% 4 # " '$ # o , B+ < 4+ A
kg % %* o+ Lt % K x #) L # %+ !
| H+%* #1$ 0% 0 %% # & #K & #' ' #
% # 111 H 3,4 '# - % 7 "+ 2 $ A

# 1
H' # 7 $ E

4,41

'&

*



H ' # 1 1 .53 @

? "I %% $ C #' ! # 6 $% + , - #
3 *11 ! F | # o#" * '6G
A # & 1 # ' 1 ! o T H "0 #+ '" '& ! '
P * ! 4 # &' "% " % 1 1 ! #+ ' '# , '# * & 1% #+
I $%% $ , "% %* 1 / [ ! "% #+ % ,4! " % ,4
[ "% #+ / 1 "0 VUM H#D o8 . . $ %
$9 . & 7 [ Q' 4= "',4 3'"'4!1 $ ??E
B "I %% 7% C
C )'# H ,41"#]1 1 . $ A
@
E O # 7 +' # 1 $ 4 - #! # Oo# -, ! #+" + 1
ALY 7 , E $ @
0 # * TR # #' %% " '& I % &
' 7 $ # ) & 7 ?7@ , E $ 3
# 11 $$ AB Y AC
$ A



$" $' & Py ! # "% # ‘& %" %%

P +# &, # [ X1 # $# # &% ! . % ! ") $!
, ! I # + # CHH#HD % T ‘& % I # '# # ! I #,

L")y & % "#+ '$ ! 4 #+ # S # # & % ! I #,

V%" % & "# =

# #!" '# %> # " % #& ! ", " A , #11'&
! "H 4 #+ | + | 6 #) #" | # ' '#

&' "%  '# | * I # "%%*/"" # % # )
ol Y H+ & \ $% , #+ # "R %%+ #, b

& % ' # )y# ‘'#! # | JVCH,S! & "% Y % ST, H#
# ! $ o Teel #L L & # 'H # ! #
"%+ * # $% !

) #,' 8 '# & + #+ $' " # $ 1 # B % # "% " %

$ , !
) &&"' I ' $ ! # o # L $%T % !, # "% "% " %
Y, ) #+ & ' % & $ I # ' % # , JH, # # 0*
$% !
# $#H # & % , %! "$'# | /# | & ! O# ) It <,
$'% , % ,'#, #! '] % + # | + O, 4 | '] %% !
I, ! & H#H! " '# % ", L # O # M % $ , , ! 8" #' && ,

'& $ , #H+



! # S # # ,# I #' F #+"% ' "# & "% " %
! ! " $% 6 # +o# N H ) , I '& B

! , # ', '$'% % ,'# H#o/

, # % # $# # & %

' % ! $% , &' I %& # % # !, $ '& I # bo#
JHOHY T HEW" #, ) %'$ # ) ! "# O# #+ &
$ I # F % # "% " % o ! # ' '# # & % '&

# $# # &% & 'S #I o o# L L H#Hy H# R HE '&

', % , + L/, &' &'"# # &' O # $% L T& # 0 &
# ! IO #, %)) & % ' ) o #+ 0 #Y #+ # ) 1L % " H#
" "#, # * " # ) % '"+ # $# # &% ! I #, L)
&' "# A 2 N/ 1*1 L)' %" '# Pyt #
, %! % '# ' , # , &' "#1 A %t e, /
"% %" # ) # 4+ 3" #! '& > $'% I #
& # 'H#D " I # ! I ', % $'/ &"% , # , L, HE& T "#1
# S # # ,# & & ! JH, ST D # #! '&
& , " % & "W #
# ' L8 # $# # &% ! . # ' # & 4#'I[% +
# # '& "% " % $ ', #H 1 % %/ *l 4 $ #H+ # & !
"% & , #11 # " $% 6 * * RV

% I! 1>l & # %*! I
! l# ||% $% ! ll% # ln!

% * # # , #+ o ' I #
) # %*! # $H#H # & N # I '& &' e/ "+
R, = $ I # '# % F&' % # # ) % #+" + | ! , "#
# ' "#G #" '# % F % A A A € # 03 ) F . $ '#
"% $% #+1G # "% " %> ' % F %'+, % # $% , % ,% !
#' ) "% " % #D ot # ' "#G &% %'/ ! #
, &, & I L1 g # #+
$ ", #H2 U %', 6 $% ! '& H# # /

) ) !!I"! !+#& !
# S # # N*2 # # ' #) ! 4+ M '& [ *! ! && #H+



L R ", &" # #+ && , ! #,%" #+ # | #

#UO#,1 S #+ ) L s, BoHED # B H L HE&Y ,
' H R ! oetEx L )L+ # L # S HO# &% ! &
% " % S, L L o# #1 " ! ' 0#  # & % 1," 1)
&' L %% HEL " # 1S, &, % #+" +  # $') % C#! ¢
I, # $ ', 10 Hr L L +# & H# % % # % )
Lo# %* , % $$', $') I K# . # $'%*) % # 11l # '&
V"% " % $ ', '#
" #t o + L # # % % $, " ) %'$
&' # S # # &% "% $$% && , ) %* ' . # & H
L1 x| 001 # ' ("1 # H & %% #,0 $ 11 #+ $$
L %% # & % 1" L &' #I #, # L H& " #LI, 1 9 #
"% % */ LT % L%+ %% H #H L # #1 " B % # %
"HOH+ &, " # & , ! L +H# &Y &&  # %* | # )
Y LUry & N4 T+ 9% [ "%%*/ 61 '$
H % %* # $ ' # H% "% " %> ' %' # $ ) IM #
, #% * Lo x 1t | &" CH,S T %l H & # ) * 1%
# &, % & &% " 1 $') #+ ' #" #, #,%"1 ) # $'%*) % #
C% & [" 4 #+ '& # ) #$ "% 1 & HOHL X o
$ L # H % # "% " %> L' % 1t
Lo$'Il % s, & # S H#H # &% /%% ,C# H#" ' 61 #
K #+ $%'6 el H# H& AT HL & ] %#+ t# Y%
6 1 #+ ! I %% X R A N I S SR S N
H, %% IS 1 %* # $# # & % 111" 111 & % !/,
[, $'1 1'$ '# ' $%$'$ Hol # #H# H#+ % # ) %*
B OSH#H H# &%  * %% )'%) # ' L * HA#'/# & 1 '& $ ! # # #

"#E&' ! # ) #" 1 '& S, '#H O# - # '# ' # %*1 1 $ ,



Lo+ %) # LT ) ## $1 1

6S #1) ', 1 %, #11& # $# # & %
1 &" " '$ # '$ ) H) H#, H+%*t # S #H # & %
| +# &, # +# "% " % | # e Y ) . %
L L) % x L, TEL ¥ # % 'S & #O"# 4 #+
Ltk g # S H# H#, # ) $ s L s #, &

& % 4 #+ # & "% " % $% I & $ , , # &' tx



#

$ 'S
& %

#  H+ H
F " .
& % &'



#+ % # 1 #'+ $* # D , % O'# 6 "% ! # " #, " |
9 . & . 7T H Vx| #, TN+ # %% #
- %% F IG 3'"% 08= - 1) / Il @
#+ % # 1-# = " #,1 8# % 1 '& $ % " #,
5 " 709 .7 YT %% #
#13°, 17 % J " K# #) - F IG '#
D'" % +
3 # 0 1 &, 1 % 5 #) % 9%
9 . -7 /] Q' 4= [ 1} ?
3 # 0 1D #+ +# S #+ * = 9
# 3% ,4 # $# # O YO #.29
7 # /' F G [/ Q 4= D'" % + A
3 OH ("% # ), 7 / Q' 4= 0'%"
#) 1% 1 C
3" 1 %% ) - ST 1= # ) L xR #
I C
3" 1/ %% ) # "$I'# J t #9 59 B o R
Q' 4= 7 | %% E
3L % 1 % 79 . 1 )% @
3 #+# " -7 / Q' 4= D'" % +
?
3"# D'!'% # 1 % L1 '& " # I1 - %
<<> 7" %% # #H ("' F 1G '# '#=
3" + 1 + H# & g g * y# 7 1
59 7 1Y, *F G/ Q' 4= 0'%"
#) 1 ox 1 A
3" +'*# D' 1 % # '0p l* 1 ( - .5
. 7 S $ 7 D D'
3" +KE # O # % # /' |/ Q 4= D' % + ?
o / + % #&&  # 1 ) "10 ' - 1 /M1
# 1 . - - .7 # 0 1'#  # #
H#, - %!, F IG ## $'%!= #) | *'& ## ' ¥
0 "# ., %% 1-' #1! 9% " #= T #+ - #] 1
58& ) - "7 F G

#o'#H= I



0%') 0 '% 1 + # ‘'I= #18& # & D$ ) #+
, - 509 7 0''4 # % $
F IG '# '#= , % ¥ B
0''4 - A A | - 59
7 #H= % ¥ B
0''4 1 "H ‘& 6% ! 'H # ) # T % 15 -
7 % K 0'/ F | G '# '#= 3 E
0" # ! '$ . % . . 5 "
) % . 3 7 1 Q4= #1!
¥ ?
0'! " . 7 #H O$'% 1 #) 1 &  H## I
1
0 # # % % 9" 5 A Y9 T
<Q>:;<=87, +'= #) ! *'&0 ,+' Il E
# " 09% %9 5 $9 %! $7
#, # = #, H O #) L ox 1 E
+ 1 # % 1' /"1 -. 59V : $7 |/
Q' 4= *$ '# B
+ 1 # % 1 "%$ #1 o#, 11 7 )% B #' C F * BG
I H"% % 5 # ) % 9% . :9 .
- 7 1 Q4= /AT ?
y! P # " # 1# # ) /- H"% 9117 )% A # A
B FH"%* 8, ' G
IV'# H && 5 % 7 / Q' 4= $$% "!
" 19 . 5 - 7 7 7 3%'" #+ '#=
# 0# #) 1 ox 1 B
0 %%' ' | %# / - "( 59 - ) $7
#O#= Y E
JAl# " % 5 o8 . $ % $9
& 7 1 Q' 4= ',4 34!
I % % 1"%$ , '#= /' ' 1" # # # #1107
7)% 2 # A FH"%* CG
+% # * $ % 9 B6&' = 31 % 3% ,4/ %%
, 5 & & .$7 - %% - ) F #IG
Q' 4= 0'% #) 1o*x 1
#,1 D, - 59 . - % <=> 7
- 1$ 0= 7 #/ I @
H' # 1 "%$ , '#= [ ' 1" # # #4117
)% ? #' A FH"%* CG
"OH'# 1 7 86&' = 0% # '# I
7 # % . $5 9 . . 7 1 Q' 4= 0'%"
#) 1o*x 1
7 * | .5 1. - 71 17 )
7 1 Q' 4= - - ' # C
7 ## g o+ % - ()59 %! $ %-A7 E
#+% /"' 0% &&! H= # , %% @
7% ' "% )9 .5 # $ ( . 7

0 + = ) #) Lox A



7 '"6 #* 1 - # 0"% " '& . '% #) 1

"7 )% @C #' ? F " CG
7 % %% 0 ! # 17 # 1 )7 0"'4 F G '#'#= 3
E
A A r$ $ 7 | Q' 4= #1! M
@
I H" +# 1 ' # =x # #, $% '< 91 :9 .5
$ 7 % ! F G ' #! # - = 3 %
I A
% % " 1- ! l O3% ,40 # 3% ,4 '$"% 0"% " M1
59 N. $#. , T # # F G % = 3 *
I ?
% % " # - ## % * 9 7 '# '#= ", #I'#
"H % @B
! H# 6 .71 Q' 4= 3 ' [ * 34! E
[ *  ## 7 $( 7 , 5 " % 7
#OH#= e, ‘# 3''4
) ¥ %) W7 &&' = -1 % # | ! E
) *%) # $ ?= - 7'# '#= 3
4 # "l # H# 1 . 7 # "5 - #
$72 # ) | 4 = H#H#!*%) # #) |ox I C
' # H # D''# " H'# # #" 7 | Q' 4= $
# D'/ A
"% % # , " Lo )7 '# '#= D'" % + E
"4 %% 1 6! # '+*g*= - ' 4 | 8H $M1 7)'% E #'
? F "o BG
H,"!'# D' # 18# D % ! # 1 .0 -
. 1 '7 1% ) <4 # Jxlx# ' 14 F 1G
0 + = I E
H I'# R 2 - I O R ', *1 9 9 .0
$ 7 % ! F G IH#H! # - = 3 %
I A
H' #! '# % 1 % )  # "M % 1 0'# ') I*1
) 04 F G '# '#= 3 E
H'#! H ,(" 1 % 7 7)' % #' 2 A F ?2G
J K  $ - 3. 7 2# ‘# | Q' 4= $ 0'%% #!
B
J#' 1% | 3" | 4" H 1 + ' 0% !, % & ,# 8 " 1
) @ 7)% ? # B FH"# G
J &4+ #4 ) " # .7 /| Q' 4=
& # I E
J K%' && 1 ) R % ) ! "#1% . 7
( 5 " $ .7 D' 0 %% #
F G ?# '# 0 $ % %N%= #) ! *'& 0 '% # I
J" #  ## 1 1 x g y 0" 11 Y7 2 0""4 F G
"# '#= 3 E

$ # # 7 - 7 7% B # F ) BG



L % $ 5, $ % - :

" 7 [ Q' 4= 7 | %% @
! # # . # 7 '# '#= D'" % + B
*# H" 1 '6 ! '& %, 11 %1 5,% %
- [ 3 "#!] ,4 H= D" + | #) | * I C
,0 * ! # %*## O % ! 6 'G% 5, ) ,
g $ 7 [/ Q' 4= "H EC
, J' # @ 5 ) 7
'# '#= D'" % + B
# 11 % 5 % ! 7 D #+ =
I'# - 10 * B
"% 14 # # ! # - #1 - % 10 $
.77 % ! ' %% 0' # # "3 "*F IG 86&' =
86&' #) 1 = I ?
o + # - . 5 - 7 7
'# '#= . I
8/ #! 0 + 1 't '& 8 = #11 # T g 19
9 .5 $ 7 % ' F G '
TH# # - = 3 * N A
I'# H' # )7 #)7 .) /I $) 59 9. . %
9 . 7 [/ Q' 4= *$ '# C
14 J *l *#  # <4 1% ) F 1G . 5
- . 1 '70 + = I E
1 #! " '# % '/ # # $ # # % "# O O#+1
9% 7" A
1 ", '# 0'# "% # , &' " # , *=
"HH 1! 7 # . 5
.7 (. 7 $d * ,/, # o+
F G 3'""% 08= - 1) [/ I A
D'! # ) / % '# %%:! $' 5 #) # ) %
9 . . $ - 7 g , HO# S #O# " % !
0' [ * "# #, #1 " # # S # # "
<, E
/ - 7 / Q" 4= D # ' t A
"$ # 9 .09 : . 3 7
'# '#= ) ! - ! & A
, K 1 [ "%%*/"" -1 $ #" 7 H
0'%% #! %% * D # # ) , 0'%% #! F IG [/ Q' 4=
D'" % + A
, && ) & 5 ) % - 7/ Q' 4= $3% !
, "% Il H', # 1 ' /' = R - D B Px ' &
) # 7 1 $ % 9" 7 3" + ## $'% =
#) ! * & ## ' I B
+ # o#) . 7 ?# "# "%/ = " %
#, B
' % % # D' ) . 5 ¢#



7)) # 8% ) o= - % ) ' N)'4 M 7

, B
7)) # 11" # # #-#'1 7 )% A # B FH"%* BG
D' 1 ' D %! ' # 6 " %1 *1( -
. 5 . 7 : . $ 7 D
D' 3" +'*H# # # % # ! /| Q' 4= D'" % +
D' 1 8 + #! '& o ( - . 5
. 7 ; : $ 7 D' D'
3" +'*# # #* % # /| /| Q' 4= D'" % + ?
# 0 '%*# 10"% " 0"% " % " | # L o#ll
7 1 #, 7'M+ 0 * Qpl'# # "% , % F IG
Q' 4= D'" % + ?
# 0 '"%*#H& : - , 59 $ % ' &" 7
HOH= .+ M @
1 4 Q)'## 1 $$ ', ! I "%%*/" 1
: 7 H 0" # ) "% # . % - %4 #
F IG '# '#= #'% @
"# o1 % 0 # # # 1,1 - 59
7 0''4 # % $ ' F IG '#'#= , % I
B
- %% , %% ($ 5 - e '# '#= . I B
- %% ! D*'#6 3% 59 1.( $ % . $7# #
86&' = 86&' #) 1o+ I A
%% # , 5 7 "#O'H#=
.o ?
-'%&& H % : . $ %9 P# #OH#H# =
#) ! o '& o+ # I A
-'%&& H # # H'# F 1G % 59 7
; $# 7 #, '\ = #, | #) o=



- 7 <=>:.:<<<7

9 ( 9 NnY)y# $,* @ 6
9 1 "A ) H'# H' ? #
9 % % * B '#* 0% !! !
9 . 7 3 J'$$% ? 6
9 .7 % $ ! @ 7'% /*#
9 & 7 % # 7' | C 14
9 8 7 #OH#') # 4
( - 77 % 6 % E 8 '# 0% !! !
& 7 % ? !
% & @F+ 7 #I % B # #
: 7 - %% # B # o #
4 TH"'% # ,# % @ 6
% 7 L # % E  '"#* 0% !! !
B N 7% ## @ 4'" |
N LT T # 0 B I "4
77 # 41'# | D"#
7 . % 6
. N.2 " ' #, K # # % * 4 I #
7 0" # 3" ! A 0 %
- 7 KK 3" # A | D"#
| % # 7" 0 %%' E 4
$% % 7 , D' E 8 '# 0% !! !
) , "7 L)'# @ 8,
9 % ! $ % 7% ' | ? ‘#
-9 7 H' # *% | B 0 #,
6 7 H' 3 % #+ ?2 1 %& | "
#.# 7 / 3" #! C '6 , % +
%% P2, # T %%’ #H17
7 3 "# x4 8 '# 0% !! ,!
7 4 + E 8,
7 D , 6
( 7L # + 8, '
7D $!' # # H&& * # @ '#* 0% !!
7- % % % ! H* 0% Il !
7 - # %% 3 I H ' # !
# 7 - *H# - #+ ? /I Q' 4
9. $7 J) # E 6



#7 % # D" '%$ B % #
7 7" 1 $$  # 6
$ %! H' ' # *% ! 7'% [*#
% # 7 "% 0'## ? #
Y7 J) # B 6
"7 0% " " A 8,
$5 73 K*¥IK '& J 1%'/!4 A 6
$5 7 J K*IK '& J '%'/!'4 B 6
$5 , T7JI K*IK'& J !%'/!4 B 6
( 7 #* 0 # A '
.) S / @ $ 7@ $ 7 D' % #
0 #
)7 %7 ! , % &t 7 7 # ¥
) - 7 D' % # 8, '
7 % !'# % # A #
$ 7 % H' # ? 6
% 7 H"% ! ?2 J#
7 '+ # H # 7'% I*# % !
! 7 ## : @ 7'% /*#
59 & % ! -T*H - #+ C 8 '"# 0% !l !
"TH #H ,("! 3 # 6 # 11 0% !! !
$&'7 H H "I, @ % #
' $ (7 7 # | E 6
(S 27" . # # ) #"
Y# ., 7 #+ B 7'% /*#
7 4 H # ? # #
B( 7 4 J $" 7 ¥
7 # '#*  #+ %% @ 6
& # 7 3#4 # %% # ')
| D"#
7 #0J" *I A # 1 0% ! !
7 D"* 7" 6
7 7 +# K4 %% # 8 '# 0% !! !
O #$ (7 0 # J + A 6
% D) Dt 0'#E && B 7'% /[*#
- ) 7 ", 3 1'# 7'% [*#
7 % % * C 0
TH' # " + # 7'% [*#
- % HS . 7T ' % ') @ '#* 0% !! !
( & "5 % & ( &" 7 %*# -
*## # ?2 - # 4 ') |
7 %% !'"# # | % 6 # D'.,4/ %% D' D'
# # @ 6
) "7 D' D' +" K @ 6
- #$7 0 # @ '6 , %+

# #

+" K

# #



- 7 H"K' B D $" % ,

) 7 %% U'# # | 2 0 #) %%
"7 H yJo* @ 8,
- 7 D" Y B 7'% /*#
# 7 3 %% 0'# '# "#17
" 7 # 7' % , "#* 0% Il I
7 "#* J' # E # #
BS$ 2 ) | A | g
! 7 '% 4 , '# & o# '
! 7 ' "%'# K 7" , H
L $7 I 7 4 %% %!% * 6
! % ) 7 63 # 7'+ . 4#HK'S
. 7 H ,41'# B 6
I "$7 H ! #+'% @ O
I $ 170 #+# 3 # + 7' % [*#
I $5 % 6 H'®% , "+ '# 7 *,
! 9 7 ! 0 '%' #4' 8, '
L1 37 %t 6
! ! 7 4 + 4'"
g %% D' TH# # E 7'% /[*#
! 7 ) H B # #
! 7 0 1'$ "#, #
| 7 #r ) A ##
M 7 H o) * ? "#* 0% I 1
> 9 % , 7 * "# @ 7'% /*#
%7 " K , !
7 % 6 # D', 4/ %% ? "H#
7 % $ 6
($ 9" % & "7 ++ #
# #
"ol # 7 , D'K E 6
@ .) "TIT # # # #' E 6
@ - 0% " 3 @ 8 '# 0% !! !
@ 9 & 0 07% ! A 6
6 7 *0% 4 C # #+ 6, % "
6 8 7D'+ ) * B 8,
6 6 3 %% 3 ## @ 8,
& $( 7 8& $( T# B 7'% /*#
& $7H ' "% % 8, '
& # 7 #+' 1 "&& " # 'l 0% !!
& 7 H' # % B 8,

& $ I+ % ro#! E #



&' % " $7.,4 7" K ? DJ8
& B "70 ! 3 # B 0 ,%
& ) 9¢( 7 '* 3 * # #
& TH' # *% | A # ' 0% ! !
& % %D'7 ' 3 # +# 6
& % " 74 + 8,
&) , - . 7 %&'#!' " A 6
& 7H b7 * C # #
& " & 7, % , "% K ? 7% [*#
& " 77 ++ 4 ? 8,
& " (" 7 0 %% C "#* 0% ! !
& " )$ 7 ) # 841 4 E 4' |
& )7 J) ' ) 7 7"* D 7 , ¥
& 7TH'" # *9% | @ "#* 0% I !
& 7 " # D # 7'% [*#
& " 7 KK 3" # 6
# 1 7 % # 3 % # "#* 0% I !
# " $7 0% " 0 "% 7'% [*#
# % 6 7 , "% # B 7'% /*#
# 7 7" . # # @ % #
# 7 D * 3 %) "6 # 3'#K % # 3 #' %)
D'6
# - . 7 % ! " % E % % % !
# 3 &7 ! J "+ @ "#* 0% I !
# % 70% " 3 @ 8 '# 0% !! !
# ' 7 H' # *9% | E 0 # .,
# , 7 H' # *0p | "#* 0% 11 |1
# 7 - %% # [ #
# 1 & . 7T%% !'# # | B "#* 0% !! !
# ') 3 # 0% "#
# # 7 ?2 T7T'% [*#
# 7 % # D" '%$ % )
# & 7 % H' # @ 1% #
# 0 "7 H' # # E 6
# 0 "$7 % # 7' | ! "4
# 0 ) 1. 7% # D" '"%$ B # #
# 9 9 7 J ## 3 # + A T7T'% [*#
# , 7 H '+ # C 6
#3 % & 7 % # ! @ 8 '# 0% !! !
#3 & % - H # 6
#$ & % 7TH# - # . & & B '/
#9$ @ 73 # ', | #
#$ ' 7 ¥ 0", # ? D
#$ " 7 7" . # # # #
#3 $ H H "I, 8 '# 0% !! !



$ 7 ., % ) # 6
7 0% # ! E #
[ 7 + 3 # 1'"# 6
7 H H "1 # H
K 77 +' ) A 0 #
- #"7 0 % #4% # ? D
7 %% * A "#* 0% I | !
7 H ## ) #+! # 6
.7 3 %% /! @ 0 # .,
- 7 H' # *0p | ? 6
D)7 ) 3" '# ! % % % !
) 7 H' # - I # #
1 7 ) %' K | #
7 # '#14* | #
7 H# 0 $ '# A 6
$ 7D % # ? # #
7 *H# P + 1
> > 7 , % D &' C 6
) A 7 $ # ! E 7'% /[*#
7T # '# 3 6
) 7 7 # 1 * 6
- 71" # # # #' B 6
7 J# ', B ' H# I
& 7 P #+ Q ' 8 '# 0% !!
), 7 H' # % B D'6
" 7 1" # # # #' ? 6
% .. "7 H' # *0p |
$ 9 7 4 J" 8 '# 0% !
[ # 7 , % - # 3 'l
9 ., 9 1 '7T H 1 )= @ o#,
($ 7., "#K A 8,
% 7' Y4 C "#* 0% 11,1
( $K7 0 # '
$ / & 7 $ # ! E O #,'
) % 7 %% 7 B *$ "
. % $ 7 # # "H#+ A I
17 /" 7)) # + 6
. % TH # *% | B 1 g
. & 7 4 + @ 8,
) &" 7 H'# # 6
, . W7 I *"4 E 6
' "7 ##* 3'*% c 7 ,*
# .7 D'!'l |, %/ @ ' D"#
P 7 $ 4 @ 10 #



7 ' 41 @ # #

.$7 % 6 0'6 @ 7'% /*#
') 70 % # 1% #
3" ) & % 5 1 '- ' 7 H''% # # #
P +
# 7 % % * ? # #
.) 7 D, #4% 8 '"# 0% !! !
' )7 ) E | D"#
7 3 %%* 3 "H#H @ 6
% " $!13 7 H #4 #! '6 , % +
7 "1# % # ? / #
) 7 0 1 = @ 6
)7 H'*, 0'$ @ $ % !
7 # ! B 6
9 2 " 7H 1oy 8,
) # )$7 ) 8 D"l %% B # #
YT + % #, @ #
$ %V @P7 #+ Q '" ? "#* 0% ! !
% )$7 *D, 7% [*#
7 H H ", C 7'% /*#
$7 O*# . ? I D"#
(% 7 T K % # H" # 0 %'!
6
(% - 7 D <
"7 %% !'# # 'o#J" S 8, "
. 6 7 81 %%'# I #
" 7 H# 0 $'# ) #"
YT ) % # ? # #
% 7 , D' E &, % *
7 H"K' E D $" % ,
7 0 %'! " "#* 0% I !
& 7 "% ' ! 6
" , A 7 7 * % C
7 "#* 3" 8, '
# 7  # '7 L9 ) 6
%! "$# )ID $1 # B 0#,
&" 7P #+ Q ' B 7'% /*#
, 9 7 0 % ! 3" # 7'% [*#
9 7 H 0! %% # ? % #
1"7 3 # 7% B 6
$- RR 7 ++ 4 B #
! 7 H ," . # ' % ? i
& # # 7 % # 0" # " ? 8,
7 ##* 3'*% @ 6
( # 7 % # D" '%$ @ %)

7T % % * # #



7"'%

[ *#

( " 7 % % * 6
7 3% #  #+ c 7 *
1 77"+ %" K
® 3 70 # C ' K'#
- &" TH' # 813 # A P+ |
2 "% 0'6 E D'6
- # 7 H%% 7' %'/ E 4" |
"7 3 4 H'# '6 L% +
) 7T % %'&, # @ 6
, 7 ## 4 # 0 1+ " A 8,
, 7 L% # o+ # % H # K
, 4 7 #+ A T'% [*#
7 '%'# K @ ‘#* 0% !,
, 0007 ' # # B 7'% /*#
2 9'$7 0 ,J% $ !, E  '#* 0% !I !
. 6 7 %7 E 7  *
% 7- - # 8 '# 0% !l !
, % "7 % # & % * E 6
. B % & TH ##* 3'/ # 4"
1 % " ) ' 7 7
8 '# 0% ! !
37 KK 3 # E 6
B$7 ' ! , % B 7'% /*#
K (7 ! , H'% # 6
7 1) # 6
PQ ! , 7  #,5 ), | #
- 9( 7 #+ 17 A 7%

[ *#






