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PHILIP URSPRUNG

An E-mail during Lockdown

In the midst of the lockdown in Switzerland, Ronny Hardliz sent me
an e-mail. He invited me to contribute a text to his book. Not about
his work, but about something I was doing. It would be nice, he add-
ed, if the text could also reflect on concepts such as ‘shock’, ‘suspen-
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sion, ‘strike’, ‘deterritorialisation’, ‘destruction’, ‘alternative’, ‘excess’,

‘appropriation’, ‘exit’, ‘derogation’, ‘advancement’, ‘emptying’, ‘rejuve-
nation’, and others.

This outline of notions is typical of Hardliz’s proposals. It reminded

me of his texts, lectures, and performances. They are always unex-
pected and unpredictable. And yet they do not seem arbitrary. He uses

concepts not as definitions but as tools. In his hands, concepts do

not fix meaning, but set meaning in motion and make it work, going

from hand to hand.

When I got the e-mail, I was in the middle of a sabbatical, writing a
book on Joseph Beuys. The lockdown was a good condition in which
to write. No travel, no excuses. On the other hand, the crisis was a
shock, and it functioned like a mirror. Was it appropriate to write
an art historical book at a time of urgency and emergency? Did the
rapid change happening affect the way history is conceived? Could
I keep the suspension and maintain the attention by the readers in
a situation where everybody was looking elsewhere than at muse-
ums? A voice like that of Beuys was missing. There was no artist who
could make themself heard and, for instance, support the museum
personnel that went on ‘strike’ to fight against the layoff. There was
no voice that could warn loud enough about the ‘deterritorialisation’
of cultural practices in the wake of the lockdown and warn about the
‘destruction’ of a fragile network of cultural institutions in the eco-
nomic crisis. Was there an ‘alternative’ at all? Weren't many people
secretly applauding that the end of mobility put an end to what they
had considered a social ‘excess’ anyway?

But this also demonstrated the importance of the works of Beuys
for the contemporary situation. In fact, there is much appropriation
of his practices, such as the social sculpture, in the contemporary
discussion. He demonstrated that there is no such thing as an ‘exit’,
but that art needs to be in the center of society. In the current con-
text of ‘derogation’ of rights and norms, the inherent conservatism
of Beuys’s art remains relevant. His art is a plea for revolution and
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‘advancement’. It is never about ‘emptying’ traditions, or hollowing
out values. It is about construction and change and ‘rejuvenation’.

Ronny Hardliz’s book and mine are being published at the same time.
I am glad that he wrote me the e-mail. It came just in time.
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Instructions for Use

No one can say without being comical that he is
getting ready to overturn things: He must overturn,
and that is all.

Georges Bataille

No poem is intended for the reader, no picture for
the beholder, no symphony for the listener.
Walter Benjamin
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Introduction

‘Tam going to draw a tattoo on your arm, my then five-year-old daugh-

ter said, pointing a thick black marker towards me (fig. pp. 104, 197).
This was when I was spending more time at home after the car ac-
cident I had with my Volkswagen Tz Multivan (see cover). I decided
to have her drawing tattooed on my arm as a way of documenting
this moment. It marked an exit from the academic aesthetics of the
Ph.D. I was in the middle of then. At once there was another prac-
tice involved. It was free and related to many aspects of my work, my
research, and my history. Nevertheless, the new practice was poten-
tially discursive and allowed a practical discursivity to speak in its
own right as a full-fledged part of the work.

The tattoo made it possible to use art practice as research prac-
tice without the need of mediators. It marked a rupture that led to
more intuitive and inventive practices. The tattoo raised questions
about the inheritance of my daughter’s talent, but also about the in-
heritance of traumata that may be associated with it. Such questions
of inheritance could have led to an artistic exploration of the history
of my ancestors. Instead, I decided to undertake a research journey
through Israel and Palestine in February 2016, imagining this as a
fictional going back to my roots.

Given that a tattoo drawing consists of many small shallow
holes in the skin into which ink is injected, my sculptural and per-
formative art practice of digging holes can be interpreted as a prac-
tice of drawing. Consequently, digging one single hole is the most
reduced possibility of drawing. The privacy and intimacy of the tat-
too-moment with my daughter also reconnected my practice of filmic
documentation to my father’s passion for amateur Super 8 filmmak-
ing, a passion I have witnessed, shared, and inherited.

My daughter’s marking may be interpreted as a form of reversed
inheritance of talents and traumata. I never met my grandfather. Sup-
posedly he was a talented draftsman. He owned and ran several book-
binding factories in Prague before the Czechoslovak Communist
Party confiscated them after World War II. My grandfather’s talent
marks my daughter’s drawing. It has passed from my grandfather to
my father, to me and to my daughter, through my own body back onto
my body as the tattoo: it is an indirect signature of inheritance. I am
marked by an inheritance, one that isindirect through the younger
generation: a reversed inheritance. Such drawing and digging now
clear the research territory for an archaeological research practice
linked not to scientific methods and objects but rather to a drilling
art practice of graving, graves, and gravity. These issues concern life
and death rather than knowledge.
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I could ask what were the entanglements of my family with the
machinations of the German National Socialist forces occupying
Czechoslovakia during World War II, or if there are, conversely, sub-
surface Jewish roots in my family. Instead I decided that this research
should not lead back to roots, to my ancestors and how they interlock
with those historical issues that touch everyone in the West today.
No, the research should lead forward to roots. This is a specifi-
cally artistic use of inheritance. The staking of my personal life and
history in research allows for invigorated steps to yet unknown ter-
rains, which meet current urgencies that seem to have nothing to do
with my past. Yet, related to the potential past of the tattoo, a past
that is yet to come, current urgencies attain a potential for alternate
readings. Therefore my research travel to Palestine and Israel may
as well be seen as a journey to my imagined Jewish or Muslim roots.

While my father’s passionate Super 8 filmmaking might be in-
terpreted as a step forward, that is, a step away from my grandfa-
ther’s passion for drawing forward towards filmmaking as an alter-
nate form of drawing, my own step towards architecture can be in-
terpreted as a step forward that retraces a genealogy from making
graphs towards making cavities and unhinging gravities. This step
points to a further set of practices of making. The tattoo gives per-
mission to become active, creating new critical architectural ges-
tures and new forms of culture.

The present book, which I have also called the Cinema Book,
and the Cinema Car, depicted on the book’s cover, jointly con-
stitute the containers and vehicles of the present body of work. They
may be viewed, read, and experienced together or separately. While
it is easy to get hold of the book, this is more complicated for the
Cinema Car. The book is multiplied and disseminated widely while
the Cinema Car, though mobile, is fixed to its inescapably unique
body. In this sense, the book may be seen as an echo of the Cinema
Car. In a way, their relation is comparable with that of Narcissus
and Echo—in Gayatri Chakravorty Spivak’s words: ‘Narcissus is
fixed, but Echo can disseminate’ (2013, 239). It is important, how-
ever, to point out that an echo only seems to repeat sounds. Rather,
the constellation of Echo and Narcissus is one of simultaneity. While
Narcissus speaks, Echo echoes. Instead of repeating, Echo propa-
gates, or indeed disseminates Narcissus’s expressions, although nev-
er in a pure way. Echo is always disturbed, distorted, contaminated,
manipulated. With regard to this non-identical inseparability, both
the book and the Cinema Car are uniquely fixed sites or bodies of
self-expression as well as impurely propagating echoes of each oth-
er. They both speak as gestures in their own right, but at times they
take words, images, or gestures from each other to make them speak
in their own right too. In this sense, the point of the text is entirely
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1 The modern study emerged
from the shift of medieval
conservation of scripture in
monasteries to the mercantile
economy of knowledge in the

to write as work and not to write about work. The book echoes
the cinematographic gestures of the Cinema Car by rotating its text
through 360°. It uses discourse as a critical spatial practice. Equally,
the Cinema Car never illustrates but works with space as a critical
discursive practice.

Recapitulation of Proceedings

When I started my Ph.D. studies on the architectural in my art prac-
tices and my artistic research, I asked myself'if the practices at stake
were really those I was practicing at the time. Should I not, rather,
consider the practices of studying as related to the Ph.D. on which I
was about to embark? Is not the practice of studying as one’s main oc-
cupation the practice at stake in a practice-led Ph.D.? Shouldn’t the
first question be, then, what it is to study? Taking such study-prac-
tice as one’s art practice and as the starting point of reference and
principal mode of enquiry defines the study as a reflexive practice
from the start and allows taking the study itself as both the method
and object of reflection.

From an architectural point of view, the study is not merely
an activity but it is also a building type.* This understanding allows
the introduction of one’s practices—architectural art practices in
my case—as a practice that is not exterior to the study as if it were
a distant object to be studied, but rather as the architectural art
practice of studying.

Studying, from then on, is not just the academic practice of
studying: itis, in addition, a spatial, architectural practice of study-
ing. The lack of distinction between studying and the study as ar-
chitectural art practice creates a problem with regard to academic
conventions as opposed to properly artistic methods. Although it
seems clear that the very creation of this indistinguishability is a
proper artistic method, it has to be asked to what extent discursive
art practice distinguishes itself from discursive practice as such.
Discursive practice—as the supposed contender of contemporary
art—offers a major terrain for the exploration of the indistinguish-
ableness between studying and the study as architectural art practice
along language, speech, and writing.

Nevertheless, this liberation from the need to distinguish of-
fers another base, of which the main characteristic is openness. This

openness is not arbitrariness. Decisions
Renaissance, evolving the are taken on criteria but they are not
monk’s cell to a separate piece taken to achieve something. Rather, they
of furniture or smallroom, the 5 16 tg)en to work out where these deci-

studiolo, in a private palace or i
house. See Liebenwein 1977. sions lead.
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Obviously, documentation must be an essential part of any re-
search that questions itself (a research of questioning, of questions
rather than answers). However, even documentation is a contingent
part of the complex practice of studying, and therefore an active and
integral part of the exploration of studying. Documentation opens a
gate to visual and haptic forms of perception that distinguish them-
selves, at least as a first declaration, from the conceptual and lin-
guistic determinations of discursive practice. Following the logic of
the study, documenting can be used to determine discursive practice
anew as a visual and haptic practice, rather than maintaining its dis-
tinction from it. What such documentation does to research and how
it can be employed become essential questions.

My aim—once discursive practice is established and explored
as an architectural art practice of studying—is to integrate any
mode of architectural art practice as discursive practice, in terms of
spatio-discursive practice. The moveis, first, reductively
inwards into an architectural art practice as indistinguishable from
discursive practice, and then dispersively outwards into a discursive
practice possibly indistinguishable from any architectural art prac-
tice. The first move—into discursive practice—merged my art prac-
tices with the question any artist embarking on a Ph.D. confronts:
the meaning of such a study for art practice. The second move—into
a form of architectural art practice as a critical, material, and spatial
discursive art practice—invented an original practice of studying.

Filmic documentation has played an essential role in this pro-
cess. The decision to work with film is rooted in the filmed practices
themselves. Digging a hole with a pickaxe in one hand and a camera
in the other documenting the digging is common practice for me.
Filmic documentation expands or blurs the site of the artwork.

The novelty in this practice may be explained by a shift of the
centre of gravity in the relation between the work and the document-
ing camera. The focus is on the moves of the medium and followed
by the action (i.e. actor’s moves). That such action does not become
obsolete or inferior, but on the contrary has the potential of filling
empty moves of a given medium with meaning, must be understood
as an elaboration of a useful determination of non-construction.

Through the attempt of such a determination of non-construc-
tion my practices have changed. I offer this and its telling by means
of this book and the Cinema Car to those who respond to it and make
use of it.
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2  See Mieke Bal’s investiga-
tion of ‘First Person, Second
Person, Same Person’ within
descriptions as a kind of narra-
tive epistemology, as the title
of the book indicates (1993,
293-320), or how Pierre
Bourdieu introduces ‘temporal
strategy’ into anthropology

Research in Chronological Order

On ‘Art: The Study’ What is the practice at stake in research
of which practice is a major component? What is the difference
between an artist’s art practice and research practice? What does
it mean specifically for an artist to engage in such a research?
To paraphrase Bruce Nauman: if I was an artist and I was in research,
then whatever I was doing in research must be art. For the section
‘Art: The Study’ I began with methodological questions of this kind.
They engage with art practice or artwork in terms of ethos; that is,
in terms of how things are being done and of the specific habits and
uses involved.

From a technical point of view my art practices are situated in
the transdisciplinary field of art and architecture, opening a hybrid
operational field. Drawing on my professional architectural back-
ground, I engage in architectural questions through the use of my
art practices, and I engage in questions related to art through the
usage of my architectural experience. The architectural base of my
art practices generates a field of research that operates in artistic
modes reflecting the field of art from an architectural perspective;
it allows inferences about architecture from an artistic perspective.

Which practice does the study relate at the moment one’s main
practice becomes studying itself, and how? Intuitively, there cannot
be a separation within one and the same person, between research
practice and art practice, between the practice of studying and the
practice of being studied. The only way to engage in studying one’s
own practice is to use the practice of studying as one’s own practice
by means of one’s own habits, uses, or ways of doing. The point is to
find a way of engaging as an architectural art practice.

Separations between modes of work remain exclusively modal.
There is no hierarchy. It’s neither writing about practice nor illustra-
tion of thought. There are two modes of the same ethos: one in the
mode of writing, one in the mode of other (visual, haptic, acoustic,
etc.) practices. The double meaning of the word ‘study’ as both re-
search practice and architectural type reflects this double modality
of the work. Both aspects of the study—as activity and as space—re-
appear in the book and the Cinema Car.

In order to engage in studying as visual art practice, the first

step is to visualise the activity of study-
oy atthfli aiifjgfthéz ;’:’jg;‘g?;;s ing asa spatial activity ina study (room);
itself a ‘theoretical distortion’ that is to say, by documenting it with
:(e)c;isceeEﬁiﬁ:i;‘;iﬁi;;gﬁ:& visual media such as film, for example.
resulting in a reduction of social ~ Each practice that is conscious of being
gzlcr‘gclﬁﬁg i)r;ii‘;?f;n(;f(s;g]gel) documented changes under the appara-
tus of documentation.?
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Writing is a spatial practice. Filmic documentation is a first
attempt to grasp writing by means other than words and concepts.
In addition to psychological reasons, documentation changes the doc-
umented practice due to the technical conditions of documentation.
A study space is often too small to place a camera in such a way that
it can record the space and its walls in their full height. Optionally,
the spatial conditions or the means of documentation can be adapted.
The camera can be turned by ninety degrees in order to capture a
wall’s height. Through this simple gesture—a rotary motion—a
vertical image emerges. Three vertical images placed next to each
other fit onto a horizontal frame forming a film triptych.3

Rotation introduces the force of gravity into the medium of
film. A sequence recorded in a vertical format when projected on
the horizontal screen of a conventional cinema appears rotated by
ninety degrees. Consequently, it makes the spectators’ heads turn.
Rotation, as a particular mode of documenting, changes the practices
of reception. The example of rotation only makes visible that any
documentation of research generates a change in both the research
practices and the ways in which we watch or read its documentation.

A selection of the art-practical works that originated in the
frame of the present research, but also some of the works of art that
preceded or succeeded them, are contained in this book as images
(i.e. stills) and in the Cinema Car as films.

The works of art rooted in the present research may be or-

ganised around the tattoo: those before the tattoo,* the tattoo
itself, and those after the tattoo.5 The tattoo marks an end to the
clear separation between work that is either related to the present
research, institutional research, or in-

dependent art practices. Through the 3  See for example the film
experience of the tattoo and the ques- ‘2 ;,’gg”zgg"f :’gé{ tléﬁr"tvlfggii .
tions it raises, a new art-research prac-  referred to in this text go to
tice emerges. This practice is liberated ~ the open-access publication
from the systematic study of the study,

available at Diaphanes:
www.diaphanes.net/projekt/oa,
while at the same time it incorporates
its methodologies.

or to the Research Catalogue:
www.researchcatalogue.net/
view/391954/391955

The Cinema Car is the container
and vehicle of the visual works tenta-
tively categorised above. Besides its use
as a cinema theatre for the presentation
of work, the Cinema Car is also a broad-
casting device. The view of the driver
can be projected directly onto the screen
behind the driver seat thus generating a
movie that moves while the car moves.
The driver, who simultaneously is the

4 The works before the
tattoo are guided by the study
of the study: on writing (4 Por-
trait of the Artist Writing a
Ph.D., fig. p. 99); on reading
(Ornament as the Science of
Passionate Disinterests, fig. p.
101); on thinking (Maybe Think-
ing, or, faire corps, fig. pp. 2, 16,
98). Additional work emerged
during this period that is less

explicitly linked to the research.

It consists in institutional
research projects (Building
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Building, Just Architecture?
World Ornamental Forum, fig.
pp.- 40, 41, 89-94, 100), or non-
institutional art practices

(Are you bere for the gravity?,
Annunciazione, Exit Strategy I,
Dendriform, Art Works vs. Art-
works, fig. pp. 38, 39, 42-55).

5 The works after the tattoo
are guided by a liberated

study of non-construction:

on rejuvenation (The Wanting
of the Young, fig. pp. 151, 152);
on movement image (film

in Jericho; film with Abshalom
Ben Shlomo; Cinema Car,

fig. pp. 157, 158, 178-185); on
staging (visit to Cinema Jenin;
Preparations for Venice, or:

On Horizonality, fig. p. 156); on
gravity (Chauvet I1I (or Cave
of the Forgotten Dreams);
Lascaux V (or The Birth of Art),
fig. pp. 150, 155).
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6 This work includes, first,
Exit Strategy II (fig. pp. 153,
160), which consists in carving
spherical bowls into an aban-
doned concrete pedestal in
front of the Museums of Bat
Yam MoBY, produced with an
angle grinder as a performance
during the opening of the
group exhibition The Kids Want
Communism, leaving behind a
public art work that today
mainly serves as a bowl for
birds to drink from and bathe
in after rain (The Kids Want
Communism is a continuing
collaborative engagement with
a contemporary determination
of communism curated by

the museum’s director curator
Joshua Simon); and second,

operator, can mirror the image vertically and horizontally. In a third

mode of mirroring the driver attempts matching the film of a pre-
liminarily recorded ride, a mode potentially evoking serious nausea.
With this unsettling experience the Cinema Car itself approaches

the architectural concept of voiding.

On ‘Architecture: A Voiding’ The research for the section on
‘Architecture: A Voiding’ affirmed the possibility of an annulling
gesture of architecture. Voiding is basically annihilation of present
forces through parallel moves, which can generate new forces op-
posed to the present ones. Thus not every architecture is bound to
be the expression of dominating ideology.

Architectural practice is the practice from which my art prac-
tice and consequently my research emerge. At the beginning of the
present work, however, there was no concept of voiding. It could
only be named afterwards, at the point where the research depart-
ed from itself, where it left its consequential path. This point was
reached at the moment when art practical work ceased to be obliged
to construct a relation to the research, when the work of art’s ges-
tures, voiding architectural gestures, achieved a discursive quality of
communicability that was inherently related to the research.®

The specific work produced in Israel and Palestine, which
at the time of production seemed most explicitly related to the re-
searched concept of voiding, later turned out to be more illustrative.
Although these works address issues like youthfulness and rejuvena-
tion (fig. pp. 151, 152), film and documentation (fig. pp. 157, 158), or
graving and gravity (fig. pp. 155, 160), now they also appear as overly
strategic and even evasive. They lack the momentum of an isolated
gesture that does not merely void the institution but necessarily
voids itself.

Gestures like this are located else-
where, as in the filming of the road be-
tween old Jericho and new Jericho while
riding a bicycle and holding the camera
in one hand (fig. p.157),” or at the cinema
of Jenin in the West Bank, Palestine, en-
countering a bunch of children joyfully
sack-racing on stage to earpiercing music.

the work The Wanting of the
Young (fig.pp.151,152), in which
teenagers from the desert town
Arad, who were interested in
learning how to become artists,
collaborate on an artwork

by digging a hole, which would
become the scene of a short
video, in the garden of the local
artist residency Art and Archi-
tecture Arad (the residency is

the outcome of an art and
community project curated by
artist and activist Hadas Kedar,
Art and Architecture Arad, now
extended to the Arad Contem-
porary Art Centre).

7 www.researchcatalogue.
net/view/1427266/1427267
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Such gestures were significant for the
decision to transform my Volkswagen
T3z Multivan into the Cinema Car, the
moving movies, and to drive to the South
of France in order to explore caves with
prehistoric paintings. This is the begin-
ning of the section ‘Building Cinema’


https://www.researchcatalogue.net/view/1427266/1427267
https://www.researchcatalogue.net/view/1427266/1427267

On ‘Film: Building Cinema’ Following the research travel through

Palestine and Israel, work for the section ‘Film: Building Cinema’
was initiated with field research in the South of France. With the van

converted into a cinema it set out to explore the relation between

cinema and prehistoric cave paintings. This investigation resulted

in two short film essays. Each addresses the inaccessibility of a vir-
tually present origin. Chauvet Il (or Cave of Forgotten Dreams)® is a

film that relates to the famous cave discovered in 1994 in the Ardéche,
containing prehistoric paintings aged approximately thirty-six thou-
sand years, closed to the public and with very restricted access even

for scientists (fig. p. 150). The public can visit a nearby replica called

Chauvet II, representing a deformed composition of parts of the cave

and its paintings. The aim of the work is to dig a tunnel from the

top of the rock under which the cave is located, attempting to enter

it—in vain. In the film I mark the position of the tunnel with red

manganese pigments and then I start digging the hard rock with

a pickaxe; however, once the red mark is chopped off I have to give

up the work: no mark, no work. I have merely scratched the surface,
seemingly leaving the rock untouched. The scene is shot with a ver-
tically rotating camera, which results in an image constantly mov-
ing from bottom to top. This movement, rather rapid, is unpleas-
ant to watch. It leads to experimenting with the screening device on

which the film is shown by moving the device in the opposite direc-
tion at same speed. In this way the activity that is visible in the film

can be captured to remain at the same location in the cinema space.
The movement of the projector in the cinema annuls the movement

in the film: a voiding.

Lascaux V (or The Birth of Art)? is a film that refers to the fa-
mous cave discovered on 12 September 1940 in the Vézére Valley in
France (fig. p. 155). The cave contains prehistoric paintings roughly
twelve thousand years old. The paintings in Lascaux were accessible
to the public at the time of their discovery, causing irreparable dam-
age to them due to massive changes of humidity, temperature, and
other physical or chemical factors. There is a replica of parts of the
cave called Lascaux IT accessible for the public a few hundred metres
away from the original. There is a travelling exhibition of some sec-
tions of the cave called Lascaux III. In December 2017 an easily ac-
cessible replica of the full cave called Lascaux IV opened down in the
valley. I attempt to intrude into the original cave in a less physically
direct way than in Chauvet. The camera rotates on the axes of the
lens, turning the world upside down. Intrusion becomes suggestive.
I approach the world as if it were an ob-
ject in an assumed gravitational field of 8  Refers to the title of the
a much larger mass, in the influence of film: Cave of Forgorzen Dreams,

. . ) dir. Werner Herzog: Ireland,
which one would necessarily fall like a  2011. See note 114.
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9  Refers to the title of a
book on Lascaux by Georges
Bataille (1980).
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10 Actually, it is Ravens-
bourne University London,
formerly known as Ravens-
bourne College of Design
and Communication. Spencer
uses the name Ravensbourne

meatball from a plate once the world has turned around. According
to this childish vision I do all I can not to fall by clinging to one of the
trees that grow above (or below) the Lascaux cave.

Writing in Conceptual Order

On ‘Architecture: A Voiding’ The section ‘Architecture: A
Voiding’ defines a concept of architecture by juxtaposing two seem-
ingly opposed concepts, the declaredly anti-architectural standpoint
of Georges Bataille with the materialist understanding of architec-
ture by Benjamin.

I compare two texts that employ strikingly similar expressions
and sentences to describe architecture, to opposed ends, however.
One text is by Douglas Spencer (2010) on the design for the new
campus of Ravensbourne College,* by Foreign Office Architecture
(FOA). The other is by Philip Ursprung (2009) on Anne Lacaton and
Jean-Philippe Vassal’s Nantes School of Architecture. Spencer’s text
is a straightforward critique of the architecture of neo-liberalism,
whereas Ursprung’s is a careful revelation of an architecture that
uses the same architectural language against or beyond what neo-
liberalism wants to say. Expressions like ‘exhibition of circulation),
‘learning landscape’, or ‘flexibility’ are applicable to both buildings
(and texts), and a differentiation is indeed difficult, at least concep-
tually. The difference is that in architectural terms these expres-
sions in the Nantes School of Architecture are not where neo-lib-
eral ideology would expect them to be: the building’s circulation is
entirely accessible to the public; the learning landscape is large in
dimension while the entrance space is reduced to the absolute essen-
tials; the large spaces are intimate, protected from the public by their
distance to the entrance; and spatial flexibility offers the users many
alternative or experimental uses of space.

With this in mind, the chapter reflects on architectural voiding
of neo-liberal ideology with regard to architectural discourse, asking
questions about infrastructure and friendship. Finally, Nadir Lahiji’s
question as to whether architecture can be an emancipatory project
(2016), is discussed in relation to Lahiji’s own approach to discursive
dialogues. The discussion concludes by stating that if discourse wants
to connect with practice and play an emancipatory political—qgua
politico-economical—role for architecture as such, it must ask what

an architectural space of encounter can
College in his text. As [am be today in discursive terms.
referring to Spencer’s text
rather than to the building Such metro-political encounter
Lt(s)fllrizeéeollt:‘geelizrl‘::ega;;nsslm raises questions about the self and how
in a discursive practice the self relates to
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politics and to economy. It may be that today the relation between
the public roles of the great spirit of the Enlightenment vis-a-vis the
ignorant people is reversed. While the people go public, exhibiting
even their bedroom practices, the great spirits must find ways of po-
liticising the exhibition of the private self.

With a concept of architecture that includes its social, political,
and economic conditions as part of its architecture, the discussion
returns to Bataille and Benjamin, focussing on their encounter in
Paris as an architectural event.

On ‘Art: The Study’ The section ‘Art: The Study’ situates spa-
tiality in discursive practice. It attempts to grasp the commensura-
bility of spatial practice with discursive practice, asking if in con-
sequence discourse is intrinsically linked to language, or if discur-
sive practice belongs to the realm of gesture. What is a gesture?
The concept of gesture used here is the one Giorgio Agamben de-
tects in Marcus Terentius Varro, who differentiates it from acting
(agere) and from making (facere) as a third possibility in the sphere
of action: carrying on (gerere), which also means to endure and sup-
port. Agamben puts gesture in the formula: production is ‘a means
in view of an end’; praxis is ‘an end without means’; and gesture is
a means without end (2000, 56-57). What is language? Language
here is not the language of linguistics. However, it is not the human
who speaks either. Rather, in Benjamin’s words, language is some-
thing more akin to ‘the world essence [...] from which speech arises’
(20072, 49). If such language arises from spatial materiality, how is
discourse differentiated from spatial art or architecture practice?
I approach these issues through some voices from the discursive field
of visual cultures, artists, and non-artists—Liam Gillick and Tom
Holert in particular—searching an artistic ethos that should reveal
critical moments of differentiation if it is indeed applicable to dis-
cursive practice—that is, language as spatial practice and language
as non-spatial, purely conceptual practice.

This exploration of discourse turns towards two different yet
related current art practices: discursive art practice and
artistic research.Drawing on Sarat Maharaj, Gillick, Holert,
and others it identifies what the two practices can learn from each
other. Artistic research learns from current discursive art practice
that political potential stems from ‘art functioning as a structural
parallel to contemporary working dilemmas in the dominant culture’
(Gillick 20094, 7). Discursive art practice, on the other hand, learns
from artistic research that such political potential is not limited to
the conceptuality of language. Rather, given the commensurability
of spatial and discursive practice, such political potential is related
to the discursive potential of any critical practice.
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11 Such designs are justified
by the availability of digital
technologies and by the ecolog-
ical necessity of focussing on
sustainability and insulation of
buildings. See Picon 2013.

Also compare with modernist

What then are the criteria for any practice whatsoever to be a
critical discursive practice? It is not enough to draw on research as a
defining criterion. The motivations of such practices must be locat-
ed in the necessity of the practice itself. Drawing on Agamben and
his discussion of monastic life, the section turns to an examination
of poverty understood not as less butas not possessing, or
poverty as an ecstatic experience of habitual conditions, offering a
possible definition of critical discursive practice.

On ‘Film: Building Cinema’ The section ‘Film: Building Cinema’
approaches Benjamin's essay The Work of Art in the Age of Mechani-
cal Reproduction as the central moment in the philosophy of art when
the concept of the politicisation of art is derived from ‘tactile appro-
priation’ typical of architecture. Benjamin describes this mode with
regard to the consumption of cinema by the masses as absentminded
examination. What today’s new digital media add beyond the rela-
tion between the masses and the screen is the direct relation between
those who emit and those who receive, often reciprocally. Such im-
mediacy vanishes in any attempt to record the encounter between the
self and the real or potential other. It might be saved when enacted in
the encounter between the self and the recording medium: film and
cinema as the insistently valid media for an exploration of encounter,
immediacy, and contact.

What remains as the most reduced relationship between the
self and the other, in terms of art, is theatre, where the other is the
recording medium of immediacy. It is not the theatre of the city, but
a new theatre of the metropolis that functions in terms of an in-
herent reciprocity. It does so on the Internet, between private spac-
es, and in the physical metropolitical space, a space of visibility in
which we must relearn how to hide in showing, thus politicising. The
discussion turns to Agamben’s suggestion of theory understood not
as knowledge but as touching in order to grasp the qualities of
theatrical immediacy as the base of a tactile theoretical discourse.

Collateral Concepts

Ornament, Model, Utopia, Theatre As it is made visible and
accessible through the images of works of art, ornament and the con-
cepts of model and utopia are central in

conceptions of ornament such this study. Ornament is studied in terms
as Kracauer 1995, Grabar 1992,

and Loos 1998, as well as more of gesturf:, as ornamental .gesture, and
recent studies on temporal reflected in terms of an anti-economy as

aspects of ornament such as

Ditrfeld 2008, or Glaser 2002. well as opposed to the superficiality of

current designs of facades.* This study
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led to the annual World Ornamental Forum (fig. pp. 40, 41, 94, 100).*2

It also examines an idea of model not as exemplary but as constitu-
ent in its own right. A model is always a model and simultaneously a

thing in itself.” The double-sided operability of the model was also

tested in the research project Just Architecture? (fig. pp. 91, 92), dur-
ing which a mock-up conference was held. All the intended partici-
pants built a 1:4 scale model of the space in which the actual confer-
ence was to be held, rehearsing its content simultaneously. Related

to the exercise of writing on something, the possibility of a

negative model—a mould or a filling—was extended to the idea of
an inverse model—an everted or upended glove provides a plausible

illustration—Dby actually building such inversions of spaces within

spaces.* The most economical technique developed used ultrathin

foil brushed onto the constructed surfaces of the represented space

holding either by electrostatic forces or by vacuum (fig. p. 159).%

Both ornament and model belong to the utopian realm, like masks,
fairy tales, carnivals, or more existentially, as Michel Foucault shows

in Utopian Body, to the mirror, the corpse, and the lover. A body must

be made in order to exist, according to Foucault, because a body as

such, when it is reduced to point zero, is the first utopia. The reason

why ‘we love so much to make love’ is because between the hands of
the lover, ‘in love, the body is here’ (2006, 233). Through a series of
papers given at the Utopian Studies Society, Foucault’s concept of
utopia, in which the dependence of utopia from other utopia is cen-
tral, was studied and practically explored, that is to say, the utopia

of the paper itself was tested (fig. pp. 16, 98).

These methodological explorations gave way to a configura-
tion of concepts more appropriate for addressing concerns at the
heart of thisstudy: theatre, theory,
touching. Theatre is tentatively ap-
proached through the collapse of the
cinematographic distance in the digital
space of real time broadcast (fig. p. 156).
It is associated with the architectural
typology of the bedroom as the met-
ropolitan equivalent to the theatre,

12 See call for the WOF 2013:
www.researchcatalogue.net/
view/1427033/1427034

13 For the architectural
qualities of models see Healy
2008. On models also see
Avermate et al. 2011 or Nielsen
2010.

conceived in terms that Jean-Jacques
Rousseau proposed—and as has been
noted by Jacques Derrida—as the place
of speech in the city (1997, 304). Through
this collapse of distance, touching be-
comes a central concern presented as
encounter. Virtual or real, lethal or
missed, encounter is the provider of the
scenes of knowledges.

14 For example, at the inter-
national conference The

Dark Precursor: Deleuze and
Artistic Research, November
9-11 2015, at the Orpheus
Instituut in Gent (www.orphe-
usinstituut.be/en/news-
and-events/dare-2015-the-
dark-precursor), or the (un)
conference of the Swiss Artis-
tic Research Network Paren-
thesis, November 6-7 2015 at
HEAD in Geneva
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(www.sarn.ch/events/paren-
thesis).

15 TIhave not yet answered
what forces make the foil stick
to the wall. This answer will
provide a possible continuation
of the exploration. Also, note
that an inversion is always
potentially composed of the
thing itself, while the negative
is always incommensurable
with the thing itself. In this,
inversion is familiar with
subversion. Nevertheless, the
reversal of inside and outside,
which is the similarity between
inversion and negation, opens
discursive options that seem
more promising than subver-
sion, for instance as related to
arethinking of the relation
between private and public.


https://www.researchcatalogue.net/view/1427033/1427034
https://www.researchcatalogue.net/view/1427033/1427034
https://orpheusinstituut.be/en/news-and-events/dare-2015-the-dark-precursor
https://orpheusinstituut.be/en/news-and-events/dare-2015-the-dark-precursor
https://orpheusinstituut.be/en/news-and-events/dare-2015-the-dark-precursor
https://orpheusinstituut.be/en/news-and-events/dare-2015-the-dark-precursor
https://www.sarn.ch/events/parenthesis
https://www.sarn.ch/events/parenthesis
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16 Here and below, Hannah
Arendt quotes from Walter
Benjamin, Briefe I (Frankfurt
am Main: Suhrkamp, 1966), 329.

Cinema Car and Cinema Book Hitting the road in order to work
at the crossroads of theoretical coincidences, the Cinema Car (fig.
pp. 178-185) allows for a work of art in which relations between spa-
tial and discursive practices are tested. The language of broadcast,
projecting what the driver sees, can be transformed with simple tech-
niques of mirroring, thus telling more than the driver wants the ob-
servers to see. Discussion inside the car can corrupt intentions recip-
rocally, losing one’s head, not knowing what to do or say. The moving
movies move us just as much as lost speech, both physically and psy-
chologically. Being in touch, in spoken language or bodily, allows to
diverting currently dominant affectless forces towards affective ends.

A flipbook is a handy booklet with a single image from a se-
quence of images on each page, which when flipped through with
the thumb at a certain speed gives the impression or illusion of a
moving image. Though not a flipbook in the usual sense, this book
may work as one, giving the impression of a moving image. It repeat-
edly flips from vertical to horizontal, and back, a flip that occurs
simultaneously with the images—stills from films and snapshots
from works. Demanding their space as images in their own right, the
photographs and film stills are not scaled to fit the format. Rather,
the format is flipped in order to accommodate the image in its full
extension. In consequence either the head of the reader or the text
is forced to move, and must turn.

This flip may seem forceful, yet its aim is not enforcement but
the exhibition of force. Something forces us to think, says Deleuze.
Anything makes us think, when it hits the right chord. The flips of
formats exhibited here are not only symbolic of the other forces in
the text, inciting thought, but also of the affectless forces in the world
in which we live, which are not without effect and certainly should
force us to think. What is demonstrated here is not power but the
examination of technology, which reflects the mechanisms used in
some of the films I produced.

The forcefulness staged in the total flip around also resonates
with what Hannah Arendt writes with regard to Benjamin’s method,
‘so as not to ruin everything with explanations that seek to provide
a causal or systematic connection’ (2007, 48). Arendt relates to
Benjamin’s method of ‘producing a work consisting entirely of quo-
tations, one that [...] could dispense with any accompanying text’(47).
In case some accompanying text by the author ‘proved unavoidable,
[it should] preserve “the intention of such investigations”, namely,

“to plumb the depths of language and thought [...] by drilling rather
than excavating™ (47—48).*° Such drilling, she continues, ‘resulted
in a certain “forcing of insights [...] whose inelegant pedantry, how-
ever, is preferable to today’s almost universal habit of falsifying them”
[even though it is] bound to be “the cause of certain obscurities™ (48).
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When I follow the moves of an automated moving camera in
some of the films my parallel movement annihilates the camera’s
movement. There is no escape from the moves of the animated
camera, a camera that moves according to a distinct logic regard-
less of the actions that occur around it, even if programmed in ad-
vance. The question is not if one relates to these moves, but how.
Paralleling them generates surplus movements, which become vis-
ible as a difference to the ideal move—the perfect mirror image of
the camera movement, and thus the ideal of the camera movement
itself. This generates comical effect and charming affect, a sense of
conspiracy, even friendship. In this possible friendship lies the po-
tential of establishing a contingent encounter between affective be-
ings across devices of control, such as a camera.

I am not content with leaving anonymous traces of iron sesqui-
oxide powder like the ‘unknown and suffering creatures’ (Agamben
2000, 510) on the white wallpaper of Gilles de la Tourette’s Etudes
cliniques et physiologiques sur la marche at the Hopitaux de Paris et
de la Salpétriére in 1886. This was, as Agamben notes, ‘the first time
that one of the most common human gestures was analysed with
strictly scientific methods’ (49). Artists’ doctorates risk being noth-
ing but automatic extensions of this first study, which could be seen
as their Urstudium. But this book attempts to be more like ‘the happy
and visible twins’ of the patients at the Salpétriére, whom Agamben
has detected in the ‘walking woman sending a kiss’ as one example
of the affective bodies from Eadweard Muybridge’s chronophotogra-
phies produced in the same years (51).

Discursive and Spatial Inspirations

My practices, and the body of work in this book, operate in the field
of discursive art practices, relating to the legacy of diverse fields
of art spanning the second half of the last century. Without doubt,
considering the methods of my art practices and what they produce,
close affinities with some of the fields of this legacy may be acknowl-
edged, i.e. institutional critique, appropriation art, conceptual and
post-conceptual art, curating, documentation, art in public space,
art and film, site specific art, participatory art, performance art, so-
cial sculpture, or video art and others. However, since this is not an
art-historical study—neither on the historic genealogy of discur-
sive art practices nor on a particular field that has been caught up
in it—no further explication is needed. It suffices to state generally
that discursive art practices are the legitimate con-
tender of contemporary art.
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17 Besides the Cuttings into
real buildings by Gordon Matta-
Clark, the analytical series of
photographs and charts Homes
Jfor America by Dan Graham,
which were published in the
Arts Magazine, constitute a
key work of this legacy.
Characteristically, as with
other art forms of the 1960s
and 1970s, they operate beyond
the traditional art spaces and

It nevertheless seems appropriate to identify some voices in
the field of discursive art practices (which is done throughout sec-
tion ‘Art: The Study’), as well as the one antecedent field that, if any,
may be drawn to as an influence and creative reference point for
my discursive art practices: architectural intervention. Clearly, in
my case, architectural intervention—or what Peter Osborne calls
‘Architecturalization’ (2013, 141)—as the artistic contention with ar-
chitecture is not just a reference chosen from many, but the one clos-
est to architecture as the educational and practical background of
my discursive art practices. Architecture has, therefore, a twofold
methodical influence: first, my architectural education significantly
shapes my artistic ways of doing; second, the art historical legacy of
architectural intervention draws on ‘architecture [as] an archive
of the social use of form’ (141), which continues to be par-
ticularly influential both for my work and that of others through the
figure of Gordon Matta-Clark (fig. p. 52).7

By cutting himself a ‘wall sandwich’ from a wall during the
construction of the restaurant FOOD in Soho, Manhattan, in 1971,
Matta-Clark, trained as an architect at Cornell University, makes
abusive use of what exists and produces a use that exists only as
such, without an end, as endless use. This ‘wall sandwich’ suggests
life by nutrition, which is indeed given by the restaurant itself. But
the actual ‘wall sandwich’ cannot be swallowed without causing con-
siderable digestion problems. Hence the ‘wall sandwich’ exists as a
pure means without an end. Matta-Clark apparently pursued all of
his activities for the sake of the means as such. He never stopped cut-
ting—while his gallery struggled with selling what he did.®®

Matta-Clark’s ‘wall sandwich’ and its implied ambiguities pro-
vide the most important starting point for the study, spanning an
art-practical field between building, consumption, digestion, lan-
guage, and society.” On such a material basis, this book does not intend
to add anything to knowledge—that is, if knowledge is perceived as a
fixed state of the art, identifiable and definite at a certain moment in
time. The novelty value of the study is defined in terms of ‘addressing’
and ‘making available’. From the start I called this mode ‘non-con-
struction, a term Denis Hollier applies in his book Against Architecture,
The Writings of Georges Bataille, 1 later
found out. In my writing the term func-
tions as a neologism. My usage of non-
construction is not necessarily congru-
ent with Hollier’s. Nevertheless, it is the
only example I have found close to my
own practice—so close it may almost
be referred to as an origin. Generally,
the term does not have a canonised state

critically engage with current
social and political questions.

18 See Corinne Diserens
2003, 194.

19 The Ph.D. thesis that
provides the base for this book
was entitled: ‘wall sandwich™-
The Architectural Gesture in Art
Practice from Destruction to
Non-Construction.

BACK



of conceptuality—and probably will never achieve one. It can cer-
tainly not be my aim to provide a definition of non-construction,
least of all a canonical one, but I do explore the term in relation to
the paradigms presented.*

Gravities

While it may seem like jumping to conclusions, the best example of
non-construction in my practice is the forceful link of the body to
the medium of film by means of gravity. In the cinematographic in-
stances produced during this study, as recorded on my pages of the
Research Catalogue:

— The body pretends that gravity comes from another side, and the
resulting footage is rotated accordingly.

— The recording camera is mounted on a device that makes it con-
stantly rotate, and the body follows the movement by pretending that
gravity also rotates according to the camera.

— In the case in which the body does not pretend gravity or follow
the camera’s moves, a forceful link of the body to the medium film
can be achieved by moving the projecting device so as to fix the body
in the frame. In this case the relation between the acting body and
the projecting device replaces the relation between the acting body
and the camera.

20 Although my practice is

These examples visualise and make pos-
sible the experience of an understanding
of knowledge as touching. In the
same way in which a body relates to the
camera, being in touch with it, writing
subjects relate to the written or read
objects of their texts. Texts produce
forces onto its readers. These resemble
gravitational forces. To submit oneself
tothe reading of a text is like submitting
to the gravitational forces of a mass.
When simulations of bodily comport-
ments in the cinematographic instanc-
es, as described above, are submitted
to gravitational forces that do not ex-
ist, then they produce seemingly comi-
cal gestures comparable to the serious

close to what is subsumed
under the terms ‘spatial agency’
and ‘urban art’, both of which I
study and follow with interest,
I am not looking for ‘other
ways of doing architecture’
(Awan et al. 2011; see also
Cupers et al. 2009, or Kossak
et al. 2010), but for other ways
of understanding architecture.
Michel Foucault’s ‘heterotopie’,
Henri Lefebvre’s concept of
space, Marc Augé’s ‘non-places’,
Edward W. Soja’s ‘thirdspace’,
Chantal Mouffe’s ‘agonistic’
public space, or even Homi K.
Bhabha’s concept of location,
Richard Sennett’s tropes of
‘craft’ or ‘togetherness’, Pierre
Bourdieu’s notion of ‘habitus’,
Bruno Latour’s actor-network
theory, or Peter Sloterdijk’s
concept of ‘spheres’, albeit
important for such under-
standing, are not therefore at
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the centre of this work. Neither
is a (historical) analysis of the
relation between art and archi-
tecture the concern of my work,
although I acknowledge the
value of such studies, a selec-
tion of which would include
Andersen et al. 2009, Bloomer
1995, Bruno 2007, Foster 2011,
Kreider 2014, Papapetros et al.
2014, or Rendell 2007.

There is no attempt to distance
myself from my practice of
understanding space in order
to understand that practice—
except perhaps in this footnote.
Such practice often relates to
phenomenological or psycho-
analytical thought. Gaston
Bachelard’s ‘poetics of space’,
Michel de Certeau’s invention
of the ‘everyday’, and Martin
Heidegger’s concept of ‘dwell-
ing’ do not appear in the text,
and there is no reference to
Sigmund Freud’s ideas of
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‘unconscious’ and ‘dreams’ or
Jacques Lacan’s concepts of
‘lack’ and ‘desire’. The writings
of architectural thinkers such
as Juhani Pallasmaa, Alberto
Pérez-Gdomez, or Anthony
Vidler appear only in my bibli-
ography. It may seem that
Heidegger should appear with
another of his concepts,
Destruktion, which means
de-structuring rather than
destruction. Heidegger certain-
ly reflects ‘all research [as] an
ontic possibility of Dasein’
(2010, 20), including his own
Dasein as researcher. However,
Destruktion is supposed to ‘stake
out [ontological tradition’s]
limits’ (22) which, by means of
the very Dasein of the re-
searcher and the ‘factiality’

of his questions, are already
given. Whether the ‘positive’
intentions towards the

past Heidegger claims for

comedies of Buster Keaton. This comic surplus affect emerges from
the impossibility of opposing, eliminating, or escaping the effects
of affectless forces. To adapt my initial quotation from Bataille to
our current condition, in times when it seems increasingly impossi-
ble to overturn things, the only option is to become comical by pre-
paring to do so. In the cinematographic instances this comic aspect
shows in the clumsiness of the body with regard to forces that are
actually inexistent.

What for the spectator of the cinematographic instances ap-
pears as the affects resulting from the visual simulation of non-
existent forces, finds an analogy for the reader of this book in a warn-
ing: caveat lector. This book may deceive you not because it wants to
deceive but because it wants not to deceive. It does not attempt to
construct an argument, desiring only to get in touch with material —
staying in touch with itself.

The rotated three main sections, together with this ‘Instruction
for Use’ and the ‘Prospective Notes’ in regular orientation, constitute
the main body of the book. It is framed by singular texts by guest
writers; however, these texts are not intended to be about my work—
rather, they give an idea of the intellectual and emotional environ-
ment in which the work presented in this book was produced. Julie
Harboe’s fictive notes for a speech at my Ph.D. graduation reflect
the intimacy of the research institute at the Lucerne School of Art &
Design, where this work was initiated, showing the extent to which
such advisory activity depends on the engagement of individual
persons. There is a substantial essay by Stewart Martin, my direc-

tor of studies at Middlesex University in

Destruktion as a means for a
negating critique of ‘today’ are
tenable in philosophical terms
is not the question here. What
is striking is the creation of’
formulations such as ‘Ausszel-
lung ibres “Geburtsbriefs” (2006,
22), which can only be translat-
ed as both ‘display’ and ‘issue’
of ‘their “birth certificate™
(2010, 22). Self-reference here
seems to lead to a linguistic
aesthetics that appears to be
listening to itself—excluding
the reader. This resonates with
Benjamin’s claim that ‘no poem
is intended for the reader’
(20072, 69). However, in con-
trast to Heidegger, Benjamin
declares it. In Benjamin,
obscurity is elsewhere, not in
an aesthetics that stands in

for intentions; rather it is in
the appreciation of that

which cannot have intentions.
Therefore it seems to me
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London. It is a chapter from his forth-
coming book on art strikes, resonating
with important aspects of my own work.

This book opens with Ursprung’s
short, eloquent, and spirited gesture
reflecting the doctoral degree program
SNSF-ProDoc Art & Science, with
which I was associated in Ursprung’s
module at the ETH Zurich. Goldsmiths
University is represented by the cura-
tor Joshua Simon, a good colleague
from the doctoral degree program
Curatorial/Knowledge, with which I
was also associated. His essay on some
political aspects of optical technologies
of control not only reflects the spirit of
Goldsmiths but also the questions we so
often struggle with in our practices—



independent praxis as the cornerstone of work that willingly entan-
gles with institutional challenges.

Finally, there’s the epitaph, so epilogical in style, and yet noth-
ing but a dead letter, the dead’s letter: full stop. Still, the full stop
is the beginning, the drilling, the rotation, the common (material)
ground of drawing and sculpture (and dance ...!) Yes, the mouth!
This originality that utters, that evacuates, but that tastes and swal-
lows as well, a hyper-gravitational density, a reflection of Sharon
Kivland, the artist-lector.

that Heidegger’s formulation
of a ‘positive Destruktion’,
which at times recalls capital-
ism’s principle of ‘creative
destruction’, is well preserved
in this footnote. Destruction,
which in German would be
translated as Zerstorung and
has a much more violent mean-
ing than Destruktion, was
translated by Jacques Derrida
as déconstruction, as is well
known. Although Derrida is to
be credited for exposing the
hermeneutics of phenomenology
as a self-referential system,

my distrust of Derrida is based
mainly on his complicity with
what Mark Wigley has called
The Architecture of Deconstruc-
tion (1995). Although Derrida
tries to dispel any architectural
stylistic interpretation of
deconstruction as a technique
of reversed construction,
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he nevertheless interprets
Bernhard Tschumi’s folies at
the Parc de la Villette in Paris
as a representation of his philos-
ophy. It is impossible to have

a critical stance towards archi-
tecture—and to society in
general, if understanding
architecture as the one art that
concerns each and every one
by means of its function of
dwelling—by courting those
architects who, on Philip
Johnson’s coat-tails, created
Star Architecture under the
spell of global capitalism.

To use the most explicit corpus
delicti: praising the perverse
split in the bedroom of Peter
Eisenman’s luxurious Hose VI
(dividing the bed in two, thus
forcing the owners to sleep

in separate beds) amounts to
betraying Gordon Matta-Clark’s
Splitting of a suburban house
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at about the same time—which
was a masterpiece of a critique
of socio-political conditions.
What is delicate about this
example is that Eisenman was
Matta-Clark’s teacher at Cornell
University and that their
enmity culminated in a show
curated by Eisenman in which
Matta-Clark changed his mind
overnight and instead of
exhibiting objects shot through
the glass of all the windows

of the exhibition space with a
revolver. Eisenman had all the
windows repaired for the next
day’s opening. Jacques Derrida’s
betrayal of Gordon Matta-Clark
might be a fine title for a study
or chapter of a future work.
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GO TO ADDITIONAL VIDEO


https://www.researchcatalogue.net/view/1426768/1426769



https://www.researchcatalogue.net/view/1426818/1426819

5
S ——— —...r eSS
















53

uiag J00S ‘eTT asselisiayor|abaly

eQq }aloid

(Bunpejuiz auiey 3si saiq)

‘ule syoeudsar

saula bunyoaidsagiop Anz
Ja|ynag ullie pun yaiezod
Ae|dep 1pe| zi|pJeH Auuoy

1Yyn 8T "'TTOC 18qWaAON "1

Bunbipunyuy

BACK









56

Jo uotssaadxa ‘g[[rered J10J ‘SI SIIID0S JO [NOS AI9A Y2 JO UOISSAIAXD
92U [S®B] 21N10911Yd18, 181 STUSWWIOD IS[[OH "9IN10IYDIB 01 PIIBD
-Tpap sI ‘6z6T url paysiqnd ‘szuomnoo@ A1eUOTIOIP Y1 UI I[O11I8 I1SIY
S,.9[[1B18{ .."318 10 [9pOW B S8 A08NDapBUL S pUB 21N109IIYDIB JO UOIIBY
-01d191ul S 2[[IB1Bg UO SUIMBIP 9 OS[B ABW UqWBIY ‘19AIMOH
=",9snoy Juruang B
Sur99[J usw B S8 dn pua [[IM A9 919YM UO 193[J21 01 UOISBIDO0 I[III[ SB
aaey [smaf ueadoany 158y Y]], 18Y1 SUnILIM ‘9181S USIMI[ B Isuresde
uonrsod s1y 23813SN[[I 03 J9PJO UT J0ydBIaW [BINIONITYDIIE Y] SISh
urwe(uag smaf Jo Aunsap ay1 Suruwroouos syuswngre suruefusg uo
Summeip 2q Lew uaquiedy ‘9snoy uruing ay3 Jo roydelaw SIy YIrm

(S17 °q666T) 105(01d [BUISLIO SIT 9[(ISIA SIBW ‘AUTISIP SIT
Joaurod 1S9Y1INJ 943 18 ‘118 ‘OW) 1SIY 93 10F S[ISIA SOUW0D
-9¢ wa[qo.d [8IN1991IYDI8 [BIUSWRBPUNS 92 1811 9snoy Sur
-uanq ay3 ur ATuo st 31 yo1ym £q ardourad ay3 031 Surp1oooy

:309(0ad eurSLio, s,2.18 103 Jua[BAIMba 92 SB 2snoy Suruing, aya
Jo Joydelawl [BIN1091IYDIB Y SONOAD UIqUIBSY 1U27U0)) IN0GII@® UDY]

2¢.1, 30 ydeaSered 1se] 9y U] so[oH Suruadoay ‘sasnoy Suruing

UOTIONIISUOD)-UON

OuwIOpY ‘M J0p0OaY T,

*3J08 UI S9XI[Jol

J191 Y2Im SUuO[B UONBIISIUIWPE JO SILI0F18D
[1e Jo uonifoqe aya 01 aurod 1YS1w UONIBZIUBSIO
[BUOIIBI 3SOUM ‘ULIOJ O119YISIB UMOUNUN 3194

B UI 91BUTWLIO) ABW 1 IN( {P[IOM PAIISIUTWPE
93 03 JUSIPAO AT[BO1I9YISIB SUIBWAI U0}
-ona1suod jJo ardrourid ay3 18Y3 103dsns 01 U0SBAI
9AIS A9BI50UY99] YIIM SUOTIB[DLINIUI AUBW Y T,

SUIPIOA V :21N30331YdIY °]

BACK



57

*(£1) 211 UO [BIPAYILBD 31 19S SUBULIOL) Y3 USY T, "9AI[B pauLIng
‘a1qqnu aya £q paysnio ‘parp a[doad pasde[[0o Sasnoy {19311 01 192118
woJJ pagel pus pafxoeId 1y 9[doad p[o pue ‘uswom ‘UdIp[Iyd Surfry
‘y3noaya 2101 S[[ays 61 1oquiardag uo, sairim aqrereq vi6t Uy *(91) Sul
-MO13 1YSI[ SIYI U3S 9ABY 01 SBY SUO PIAI] 9ABY 01 U0 10J 183, SUIp[IN|
BINOYE ‘9IN10TYDIL UO ISIY SAILIM J[[Tered “ISI[[OH 01 SUIPI090Y

-9on081d AW S20Y99 ‘(£2) sajoy 3sayy dn pad3nid,
UOIYM JO SIOM 331 SB 9IN1991IYDJ8 01 SULLIIJII ‘OI0W 9OUO IABD B
‘morroy & Sursjrewal ooy & Jutusadoal Jo uorisanb ® S 11, 183 UOIS
-N[OU09 SISI[[OH ‘[[oM SB PAA0JISIP 9 1snwi 23pa[mouy| [eursLio sur
-WTB[ JO U011 Ua32.1d 91 JO UONIBOYIPA 91 1BY3I POPPB 9q P[NOYS ‘Apnis
STWAPBIL UB JO 1X9IU0D Y1 UI ‘YJIYM 01 ‘pOoyIaw AW 3] SPUNOS STYJ,

(stseydws Aw
{2¢) ‘suoniualaid Surkyipas uo spuadop 99UIISIX ISOYM
Sury1£19A9 SA0JI1S9P pUB SAUTULIIPUN ‘AIBIIUOD I] UO
1811 9UO ‘2In1S38 9AT10NIISUOOUOU B DIN1SAF [8IN
-0911ydIB1IUB A[punojo1d 8 9q pInom asuas STyl ut SUNLIp

o[[reyeq 103y
181 SILIM JOI[OH *(£2) .Sunrim Jo Av[d oY1 9onpoJIUl [[IM I[[IBIBYg
‘AYoIeIa1Y $918IID W] dUWIBS 9YI 18 PUB [BOIYDIBIIY ST B3I 2INIONIIS

92 U9S00] 03 J9PJO UL, PUB 2INI0NTYDIB A PIUTBIUTBW PUB PIZI[O]
-wAS [s1] wa1s£s [8o130[09PI 1SBA, SIYI 182 SWIB[D I2I[[0H *(TT) .sonTea
9ATIONIISUOD JO 21N20911Y 218 dAISsaIddo o1 1sure3e 1X31 STy Isuresde
pue piemidi1je o[qissod AJuo Sunrim saxewt yorym [ ] [1xa1 s1ya]
SuI[[011U00 £11S5909U [8O130]09PI PIIOA U2 ISUTETB ] ‘[BIPIYIBD SIYL
JO UONONIISIP I 18 PAWIE 9 PNOM SUNILIM S2[[IB1ed JO [V, 182
sasodouad Ja1[[0H *,paonpoid sem FunLim s d[[rereq yorym ysnoayi aani
-dnx a1 90US[IS STY1 UT [SUTPBIT MO[[8] S2U2120(] U SI[OTLIE paysiiqnd
1SIJ 9Y) PURB ‘an.40qS1p anbrigusly 1X91 U1 ‘241010 SNUY,T 110,] Ip 2410152,
‘90UQ[IS SIY3 1918 SSUNLIM 1SIT S,9[[IBIed °29US[IS UI PaLIng aq [[Im
1X91 SIY2 YOIYM JO PUD 91 1B “90UI[IS JO SIBIA U, £ paMO[[0F SI ‘|I6T
BOIIO UDNILIM “1X9] S 2[[Iereq “(P1) [eIpayied ay3 uo [**] uonelrpaw &
ST 1], :9JMN10911YD1% YIIM SUISIq d[[rered 181 WIB[D 01 Suilaqy ap oun(q
2470/ 1X91 paysiqnd 31s1y S,9[TB1Bg JO 9[I1I 9Y2 SIB1 ISI[[OH
*(¥S-2S) poururwiopard
uswny Jo Aoenbapeur oyl Surounousp || uBwW SUINOBIIB ‘OI9M 11 SB
‘ST U0 [***] 21N10911Y2JI%B S}{OB1IB JUO J], :AI[IqBISUI [819100S 01 Suruado
UB SUBIW ‘UO0II[OYS [BIN1DTYDTE S1T JO UOTII[Oq. oY1 ‘Sunured ur uon
-ONIISU0D OTWAPLBIL JO dourIBaddesip aya ‘o[[rereq 104 ‘A1110Ine pus
UONBUIWIOP UBWNY JO 99USOTA 33 I YIIM SOLLIBO SABM®B 11 SP[SY 19
-0 Ul passa1dxs pue pasn ST (1oydeiswr [8In19311YdJ8 10) uonisod
-W09 [8INIONIYDIB UIYM ¢’ (9F “266T) A50109p1 pue L1110yIne Jurna

*(S$ 910U ‘0p) 2UO Sy 1dedX3 ‘ssnens 01
urwe(usg Wo.y $19319] Inoj Y3 paysiqnd

“(eL-1LT
‘TL61) $2291dui0D sa4am20 S 2[1rereq
woJlj Suip £s19g £q uone[suel], €g

*1X93 SIY Ul 9[[releg 031 10U

OLIBUDS SIYJ 03 SI9J21 JOYIIDU UdquIedy
‘WY B UI PISI[BAI UI( JOAU SBY UYdTym
“(6YT-STT “bL6T) 2911249 u0SIvUL DT PI[[ED O
-IBU90S WY 8 910IM d[[Tered +H6[ Ul TT

oym ‘rosngyuaddomydg uuBULIOH pue
UUBWIPALT, JIOY A SUOISIOA [UBULIDD)]
paystiqnd ay3 Woij 10U pue s[eursLIo 33
Jo sardosoroyd woay a1 sroqunu 95ed
pue suonelo Juanbasqns oy J,, :910U A[UO
yoequIqey *(v6 ‘S86I) YoBqUIqEY UoSuy
£q pare[sueny A[qeqoad pue pajonb se
‘161 1oquaidag 1T ‘ssneng Simpn 01
19119 surwe(usg wolj uonewiond) g

BACK



58

£30[09P1 YoIyM JI9A0 2INID31IYDIB UB A PIWNSUO0D 318 om uoneridoad
-de Jo apowi STY3 U] ‘UOTIBUTUIBX PIPUTWI-IUISYE JO SWLI9) UI BWAUIO
Jo11e 912 103 [enual0d [eontjod si1 pue A8ssd 2470 .40/ SIY UI SIQLIOS
-op urwrefuag 18yl 21n199IYDIE JO IN[BA SN 93 $199[J21 1] *A[BUISLIO
s11 Surreaaar Aem SIY3 UI ‘paWINSUOD SUIdQ ST PUB SOWNSUOD A[IUBIS
-U09 183 9IN1091[DJ8 UB JO UOIIIPUOD SWAIIXI dY3 S8 1IN [BIN10I
-IYoJB-[IUB SB 10U 9snoy Suruing a3 puayarduwod uay) Asuw I
“J19S11 2IN19911YDJB 10 PAABS 9q p[nom (L1[Iqeani
-0911yo18 SB) 10YdB1ouw [8IN10IYDIE 9Y) PUB ‘U] SUIUBIW [B.IN1DI]
-TUOJB UB 2AJIYOB P[NOM SUNILIAN *9SN [BINIOIYDIE UB YIIm 2T 908[do1
pUB SUTBWOP 19730 U 21N1933[YIB JO Isn [eoLI0ydB1awW 9y £011S3p 01
<10yde1oW [8IN1D3ITYDIE U2 K0IISIP 01 ST PIPIAU ST IBYAA *9IN103ITYOIE
pakoaisap Jo Joydelow © yirm Joydelsaw [8In109114yoIe a3 9orv[das
01 SnOus 10U ST 1T ‘21n19911YD18 01 PIB3aI YIIM "YINI) UBLIBILIOYIN®
JO A11SOIISUOW SIT WIOJIJ 1 9ABS 01 SUBIW ISINOISIP B 9ABS O],
‘yana 1o
Surueaw 8usIs 10U Op A3y {AI[IQISSTWSURI] IO SPIOM JO UISLIO U8 [8U
-315 A9y ], *S90%B11 [BOTUYD9] IOW 918 ‘SUOTIUIAUOD OTWIPBOB JO SUOSBII
107 j00q s1y3 ut 1s1s1od op A9y31 ySnoya[e ‘syrew uonelions) ‘syrewr
uonelonb noyim readde ‘pardwalie urwelusg se ‘pmos pus SI0YL
-N® I19Y1 01 UOTIB[AJ JI92 950 suoneionb ‘Ajnuanbasuo)) "J[asi1 uots
-STWISUBI} INQ ‘SYINII JTWSUBI] J0U SS0P 1BY) SUO ‘UONIPBIL B 2101SdI

‘0861 2[1iereg

998 "218 JO UISLI0 343 18 A[30211pul
910J919Y2 ST ‘Y2Bap S L1TUBWINY UIAD
Kjqissod pue ‘yaea( ‘suardvs outoq usy
IoYYeI-Suapny ouloq se JIOSWIY Uew Jo
0s[® In( 218 JO 1sn[ 10U Y2.11q Y2 ST sowred
ur suoniqryoxd asaya SurddaisianQ
‘suonIqryoxd 01 SpBI Y1Bap JO 20UdLIadx9
SIYT, "Y2BIP UMO SIY JO 90UsLIadxa

sUuBW 01 pare[a SUIa( St 118 JO SISouad
93 SOqLIOSIP J[[I8Ieq LIV [0 G242 G140
XnvIsvT (Surauvd 91.401851qa4d Ul g

uay1 pus 1udsaid oY1 9pI[d pinoys suoneionb ‘1uasard pa1onisuod B
ur 3onis 193 01 A[uo 1sed oY1 woay odeoss yorym ‘sired yiniiy paiaq
-WWSIP S& sh SUnBUII[E UBYI I9YIBY "SI0YINE SI1 WOy 31 Suissassod
-STp Aq uo1ssassod wo.ay paAes 9q 1Snw 35IN0dSI( *(£2) 978s A[9IN[0SqB
ST119JNS 9XBW 01 ‘PO 11 SUISO[O 1SIY 191J8 PILIOIUIAUI SBY 11 JUO ‘UOTS
-sassod uaxy®el SBY 11 YoIyMm JISA0 W[BAI B UI 20UBINSSE 919]dW0D YIIm
pakordap, 9¢ 01 20U ST 1T JT 9SINOISIP OTWIOPEBOB I0J OTLII ST SWBS Y],
‘pagonbiy a1y Aq 117 F19SIT SWNSUOD 01 SBY “PIAT] 9q 03 I9PIO UI ‘9JI']
ve"(3.18 UI) adoy SI 2193 J[[IBIBg U] 95an0osI(] Jo uoissassodsiq

‘ULIOJ [8O1S0[03PI JO UOISSAITSUBIL Y1 90UIY
pue ‘(1) ssourddey ano pue 9J1] INO 3{8W 01 pasn 181 18, 21edB 1821
01 59sTwoId plI0M S[0YM 93 SULLIBOS pUNOM B JO [**] UOISIA 92, 9A8BY
01 pue uIng [BIPaY1ed 9Y3, 93S 03 1B PUBISISPUN ISNIW dM HIOM I31B]
s.d[[rereq Jo aanoadsiad a1 woag *(8T) . [BMIUDI SITBMB [[BIPIYIBD
93] 9YS WOoyM WOIJ SOUO Y1 218, A3 1812 (5T) 2USI9ANY-9INBH 92
JO SYINOA owos, [[91 01 (8T) 20UBI] :1BIP UBY1L JOSUOIIS 13| SUO ST
21913, 1813 SuIdes ur ‘oourisul 10J ‘odoy [guonieu Jo syreds Suneiousd
£119n19 Jo saFewil sasn a[[TeIeg Y161 Ul 18y S9ILIM JIDI[[OH ‘[8I2uas Ul
uonBUIWOp Jsurede ‘1ay3eJ 93 JO UOIIBUTWOP 313 ISurede ‘uorsifal
1surede wini sty Aq USALIP ST 2IN3I0IIYDIB UI PISIJOqUIAS S9150[0aP!
o131 1surede wIn) s2[[Ie1eg "A[9SI9AUI 1X31 SIYI SpBal ISI[[OH

BACK



59

Jreswry Ajdde [[im [98oH puy "SuruuiSaq oy3 18 Suroe[ [[13S SI urdLio,
SIY3 AII[BAI UT ‘S910U ISI[[OH SV 'SIONIISU0D UYL Y YoIym ‘A10913 J1
-19U1s9% U Jo Suruurdaq a3 18 UISLIO 9Y2 SB UONIONIISUOD Yons sa08[d
PUB ‘UOTIONIISUOD SB 9IN1031IYDIB SPUBISISPUN [959H 19AMOH
*SULIO) [BOLI0ISTY UI ‘Aes 01 ST 181 (029) pl10Mm o3 UT
108 JO 90U9ISIXd Y2 UI ISIY SUIOD 118 91 SB UIIS 9 A[189[0 A[[enba
1SN 31 ‘AI811U09 32 UO, ‘118 JO SUOIISanb SuIssaIppe 10 paiIns ALIe|
-nonaed Suraq 2an30911Yd18 YIIM [9A9] [BN1d20U0D B UO ISBI 93 A[UO
10U ST ST “T989H 104 *(Pe9 ‘o1oT) 218 JOo SuruuIdag oY1 S& Sn SIUOIJUO0D
21Nn39911YydJ8, [939H 01 SUIPI099Y "2INn1091IYdI. YIIm SuIdaq ‘o[[rereg
91 ‘J9S9H YOLIPSLI] WY 51095 UO[ISNIISUOD) PIIONIISUOD)

‘suonrsod [8o17U9pI 10 SwL1d] pasoddo asn pnom £oya
as®8o s1y1 U] ‘pasoddo aq 10uued suonisod om1 1811 oY1 Udy3 ‘suonisod
pasoddo A[pasoddns om1 ay3 Jo auo 03 J[9s11 sasoddo 11 £1811U09 92
Uo JI ‘papnyoxa 3¢ 10uusd UoNISod S[ppIW SIYI J] "LRIVP UOU UN11A2] ©
sonpo.iul | ‘uonnisoddo ur are urwe(uag pue o[[rered J11s91 01 19pJo U]
02£91IN10011Yo18 Jo so1110doard (oAa1sso13susil A[[eI1l

-ud10d pu®) [BII21BW 9yl 9sIeId 01 puU0d3sS a1 pue (11l
§s218su®BJIl 01 I9pPJO UI) 9IN12911YdI®8 JO suorausailaid
[80130[09PI 971 90UNOUIP 03 ISITF 921 :9IN2D211YD
-1® Jo suor1daouod [Bo13uUaprl Suisn £q 19710 o8BI 01

918191 A941 JI 18UyMm 19X I9130 [oB2 9soddo 01 wa3s ‘911091
-1yo1e ysnoaya pasionifod 11e U Inoqe SunLm surweusg pus ‘saop
a[rereq se ‘aanioaryoae Suisoddo Jo susawr £q 108 In0qe SUNLIMN
*(2¥e “elooz) wsrunwwoy) Jo asuodsar e
s® 118 Sursronod :son1od Jo 5119Y1s98 SULIIpUAI, 913 SIUNOD 1B
AreurSLio ue sayonol ururefuag ‘uondesiodde Jo sopowr paloensIp
PpUB S3SSBW PILISAIP YSNOIYL PAINITISUOD dIB ‘SIDI0F [BUOTIBIIABIS
I19Y2 ‘WY pue 9In19311YdJ8 JO Y10q s[eniualod reonrod ayy,
‘Sp[oy [euonBIIABIS Ul sjutod punoe sSurwini ‘A[[ei9l 10
—S1J1US PUB S9010J [BUONIBIIARIS [BIIUSN[JUL A[[enInW 30npo.1d sassew
pasIIqow ay3 pus £101s1y Jo syurod Suruani Jo syse1 9y, (obe “elooz)
A10181 Jo siurod Suruini a3, Jo S¥se1 1urliodwl 1SOW pue I[NOLPIP
1SOW 9Y3 9081, 01 I19P.J0 UT PISI[IOW 3¢ UBD SISSBW 31 18Y) WY
(ut pug) ySnoays st 11 urwe(uag 10, ¢."118 pasroniod 103 sousriodur
[831A JO 2J% SONIABIS JO SUOIIONIISIP JO ‘SIJIYS ‘SUOIIBIAUAS 3 182
ongie | ‘sassew £q pa1BIauds a8 SP[OY [BUONIBIIARIS 90UIS "W Aq
pasifiqou o1[qnd Y3 JO S3SSBW Y3 Ul pUB UOTIONPOId SSBUW JO SUBIW
[BO1UYD3] Y2 Ul Y10g ‘S9SSBW Y1 Ul 118 pasionIod, & Jo uondaouod
SIY $918NIIS—WSIOSB] 01 9su0dsal B SB—A[[BOLI0ISIY UTWE[Uuog
‘pawnsuod 3uraq Jo spou 8ol
-11I9 ® ST 31 INQ—00) ‘[0IIU0D 182
1S0[ 9A®BY 9M—]0JIUOD 3SO[ SBY

*191ded SIY2 UT 191B] JI0M I19Y2

JO UOISSNOSIP 99§ “WSI[BISQI[-09U-SUBIY
1189 PINOD 2UO 18YM JO 2IN10ANIYDTE

u®s 9s181d 01 pUODIS Y2 pUB WST
-[8J2qI[-09U JO 2IN1991IYDJIB Y3 90UNOU
-9p 01 2SI 9Y3—23IN10211YDIB JO SUONL
-drrosap reonauapt Sursn yioq ‘Sunadsin
diryg pue 1eouadg se[8noq usamiaq
183 03 JB[IWISSIP 10U ST UONIB[AI SIY], 9T

‘uonednsaaul

2InIny ® 10J 103[qns oY1 ap1aoxd Aewr 31
y3noys ‘yoreasai sriys Jo adoos ay3 ur 10u
IN( 1S911UI JO ST 2UuvULQ SSPIV 3¢, J, Ul
SSBW JO UOT10UNJ PUB SUTUBIW S 19NBIBIY
pa11y3a1S Yaim uosLredwod y - G

BACK



60

‘(6 “2roT) ,193[qo Arewrad a3 [s1] ‘uonionpoad uByl J9YIBI ‘YI[BOM JO
(Juonndwnsuos, 9y3) 2amirpuadxa, 9Y3 Yorym Ul  AWOU0II [BISUIS,
B JO UOTIOU, SIY SOYLIB[O 3 2IYUM ‘941GS pPasinody ¢ ‘Kuou0od
reontjod uo jooq s 3[[Ieleg Ul J83[0 SOUI093q SIY ], ‘WSI[BI1ded-11us Jo
sordrourid SUuTALIp 9Y21 JO SUO PI[[Bd 9q P[NOYS ‘UONIBIID SATIONIISIP,
‘a11soddo sat ‘Ajauanbasuo)) *(98-18 ‘S10z) 1919dwnyos *y ydasof 1stw
-0u093 9y Aq wsIrelrdess Jo sadourid SUIALIp Y3 JO SUO S8 AINIUdd
[2911U9M1 A[183 911 UT PIWTB[O ‘UONIONIISIP 2A1BID, Jo d[drourid oy
1M SpUodsariod U0 MIU B JO 9¥BS 3 I0J JUdSWOW ®© JO uorsuadsns
S.[089H SULI9) STWOUO0I3 U] "UISLIO UB SB 18P 03 WINIAI B IN( ‘pUd UB
10U ST UOISS2I3SUBL], "Y183p JO 90Ua112dXa 93 JO UISLIO 93 A £19100S
uo pasoduwr suonrqryod 2yl ssa18suBIl 01 USALID S, [959H 01 1SeI)
-U09d Ul ‘ST 218 JO BOPI S 2[[I81ed Ul 9ouspuadopur Surwass ayJ,
“310Mm 118 Juapuadapur us :UoNIpeL]
woJJ 11 SUNIO9UUO0ISIP SNYI ‘UOISN[OUOD ITUYIP B 9ABY 01 11 SMO[[B
‘UonIpeIl B 01 11 JUI] P[NOM UOTYM ‘UISLIO UB JO O8] Y1 A[UO 20UIS
‘9010F A19A SI1 ST 31 ‘ATBIIUOD ) UO [ 1B O8] B 10U SI {I0M S,[950H
ur UISLI0 UB JO YOB[ YT, "318 JO UIS 110 9Y3 18 SI YI8Ip WOYM IOJ
‘a[[rereg 01 pasoddo se 218 JO p U2 2Y3 SB YIB3p S111[989H 10 ‘peap
ST J[9S1T 118 ‘SpIoM 19110 U] *(68 ‘otoz [939H ) ,2501d SoW1009q puB J19511
SPUQOSUBI] 108, ‘S0220¢ISIY U0 Sa411957T “YI0M UMO S [989H ul (Ansod
pue ‘o1snw ‘Suniured ‘a1n1dmos ‘91n10911ysae) sie 1eonaed, oyl Jo

*$10N11SU0D [989H SO11911S3B JO L1092
10 WISAS 9Y1 01 0S[B ING ‘SO19YISIB
UO S21N199] S,[989H 01 SI9J2I IN[[OH LT

uorsuadsns 9A1SS200NS Y2 SUTIBUTULID) £ “I0M ST JO SSOUIAISN[OUO0D
£19A 941 Inq ‘SuruurSaq [8N198J B YIIM [BOIIUIPI UO “99YIP3 S,[959H
ur uIS1I0 AnJi, B JO JOB[ Y2 10U ST 3I9Y UT PIISIINUT WE [ IBYAM

‘uoIsn[ouoo res1sof e se sreadde “11e

S®B 9SINOISIP Y3 I9YIBI IO 118 UO 9SINOISIP Y2 YOIYM WOIJ ‘AI09Y) OT

-19([1S9% UB $21BIISUOWIP 11 AOUIISISUOD pu d130] SII UI ‘SS[YLIAIN
‘L111891 Wwo.ay souapuadapur sit inq Suryiou Suraoad ‘eondipa st yJooad
B [ONS ‘9SIn09 JO "1 2a01d 01 A3uanbasuos spuslaid UONIONIISUOD
1uopuadapur UB SB $3220¢1S9Y U0 $.4121997T SUNONIISUOD £q pUB ‘UOTY
-ONIISU0d JUdpuadapur ue SB 118 SOUYSP 1] "UOTIONIISU0D JO L11IqIssod
941 uo A1oand pa31onI1SUOd UOIIONIISUOD B JO 2INn1S93 Are[dWaxXa UL 2q

Kol 90YIpa UBI[OS9H Y[, "an[BA-yana sI Jo A[puapuadapur ‘ouo Jut
-pa221d oyl S9A®BS puB S91B[IYIUUL YI0Q JUIWOW AIIAD YOIYM
ul ‘Sungaqfiny Jo 1urod SIy saulfIapun 11 ‘oq AewW 118 Jo ssuruuidaq

92 UO 9SIN0SSIp S,J989H (S) .premime, Moy SUIPULBISYIIMION

*(8) .onayasae st asodand ATuo asoym

Juo ‘0oeds urLIelIIIN Woly 1dwaxs SuIp[ing 8 Jo 9AI9U0D 03 pIey

ST 11 103, “I9I[[OH 107 onewd[qoad st souspuadapur yong *(£59 ‘oroe

[989H) 2mmoa1ysae 1uspuadapur, uo spuadop 11 9sNBO3Q UIBLIOUN

SUTBWAI UOIIDLIOD SIY T, () 2T U0 Spuadap ‘s9220¢/152 STY JO 904YIPa

9I1IU2 91 ‘UONIONIISUOD INUD SIY, 181 Surmouy ‘(S ‘266T) 2111091

-1yoJe Jo uondrIosap oyl 01 ULyl 3oB[ SIYI JO UOIIDILIOD 3] 01 2I0W

BACK



61

Surma aya Jo yannun oY1 £q po1eUIWBIUOD ST I 182 118 A1810dWIU0D
[1® 3O A211818J 92 SI 31, 2IYym 03 SUIPI0II®B ‘UTUOSBII S0UIOPY
*90uaL19dx9 ssBW o1IS1AIR AQ JUdsaxd oY) YIIm
SULI?] 01 SUTWOD © 10J A1I[BUOIIBI SSBW J[191S9B 1SIOSBJ JO ISNSIW B
‘fes 01 S1718Y1 :u0NnBI2IdINUI S,0uIopy 01 pasoddo A[resrnawelp L11e
-UOMIBI 911911598 JO asn pasionijod 8 1s983ns 01 sreadde 9 sUonIpuod
[eor30109p1 woJy 21edouBWd 03 9[qe ST 181 118 Ut pue uondwnsuod
pus uononpo.ad SSBW JO SUOTITPUOD [BLIAIBW [BUONIBI-150d 10 -91d 912
21/ PAUIAOUOD ST Y “19718Y "AS0[03pT 01 pIrB[oIUN ST IBY) 218 JO UOTD
-doouo9 B ap1a0ad 01 WIB[O 9Y SA0P JON °‘[001 B SB AII[BUONIBI 911911
-S9%, 01 19J91 10U S90D urwe(usag 18yl OUIOPY Isurede angre pnom |

(4L <Sto7) *uodn sayonol ATpaey oy A1iqissod
® ‘UONBUTWOP SSBW PUB UOT1BII0[dXD SSBW 10J A1[[BUOTIBI
0119131598 JO 9SNSIW 93 PUB 9109 S31 01 A30[03PT JO 991F SI
1811 218 JO uordoouod ® udamiaq ysmsunsip o1 a[qrssod
- 31 9)BW S9L1039189 J8[0d1q SII 183 SUTBWAI uononpotd
-1 J0 £109Y1 PAAI2OUOD A[puelS surwefusag Jo aInjIey ay,

:Sunuim ‘Kessa 2.4y /0 ¥4041 241 Jo anbrILIo STy Ut urw
-8[uag 18 suIy 0S[8 OWIOPY Ing *(94) SSOUIAISSIAXD SIT UT OIIUBWOT
A1snorordsns wiy 103 Sem yorym ‘anbruiyol 9U031-9A]oM] pUB A11[BUO0IB

9A0(E 91415- 3U 0 S aN[BA 108] UI PIP, OUM ‘1Yd3.1g 28 SIUTY SNYI OUIOPY
*(94 Stog) Sa11IUN0d 1s118100S A[pasoddns Ul U9Ad areq A9Y2 298I}
9soym pus udppIy st 1goad yorym Ul 2In3[no ssew Jo s1onpoad a3, uo
PUR 192(0.4J Sapvo.y U1 Ul pash 98eiuow Jo anbruyoa surwelusg uo
uonoONIISu0d uel[P8oy Jo anbnLod sy spmng ouwlopy ‘A3ojowasida
M3U ® UT £109Y2 UBIXIB] pue UBI[9SoH Y10q SUrosIsA0 Jo wie ayl
M (UOTIB[SUBI) AW (19 ‘600T JIW[R]) 199/04d SapPILY U3 JO UOTY
-8I0qB[d oY1 Surmp [ ] 1ydsa1g [proyriog| pue owIopy ['p 10poay)]
JO 9ouanpur ay3 Iapun, [989H speal ‘ured s1y J10J ‘urwefusg
‘1989 2sure3e Ao dwi sny3 pue 2.1n19931ydJ8 Ul 10U
A71011dX9 118 JO UISLIO 93 S918NAIS 9[[releqd ‘ Juniured or103s1yaad, ut
1% JO Y211q 93, JO WIB[D STY PUB S2¢21290(] UT 9IN1911Y .18 1surese o[
-8 SIY U] ", UOI1ONJIISUOD-UOU, PA[[8D 9q UBD diniipuad
-X9 SIYl JO susBodW 2yl pus ‘(J[aswiy inq Suryiou)
Jroswiy puadxs 01 19pIo Ul 118 JO 1d20oU0D B PI1BIID
SBY 9[[IB1BYg ,UOIIONIISUOD, PI[[BO 9q UBD uorionpourd
SIY1 JO suBdW 2yl pu® ‘(Jroswiy ing uryiou) Jroswiy
sonpouid 01 19pio ur 318 Jo 1daouod 2yl pakorisap
SBY [989H SBOJIOUM :B[NWIOJ B Ul INJ "9A1109[qO ST S®B
‘uoradwnsuoo/9In1Ipuadx2 10 ‘UOIIONIISIP SBY 1BY]
UOT18B9ID B SI UONBAID 2ANONIISIP, “109[qo Arewrid SiT S8 ‘Uononp
-01d 10 ‘U0TIB3IO SBY 1BY2 UONIONIISIP B ST UOTIONIISIP SAIIBAID, I[TYM

BACK



62

21M19211yo18 [en1daouod & Jo uonesijdde us Ul 10U ‘9AONIISUOI-UOU
s1 Aydosorryd surwefusag asuas s1y1 uj *(s1doouoo yo a3endue] ay3)
98en3uey s11 ‘Aydosorryd Jo wnipaw 9y3 pue ‘(309[qo pue A11A1108 SB
Surprinq Jo o8endue] ay1) a8en3ue] S11 9IN1091IY2IB JO WNIPIW Y2
U99M19( UONIB[SUBIL B ST 219U ], "9[qBIB[SUBI] ST 11 “oFendue] 10 ‘wn
-Tpaw s ‘19A9moH ‘Aydosoqryd o1 ajqearjddeur ST 21n10931YdIY 21N
-09115J8 JO WNIPIW Y2 UT SUTBWAT UOTIONIISUOD [BINIDNIYDILR 182
sordwr 21n19931YyoJ%8 JO 3d90U0D 9A[IONIISUOI-UOU B 9ABY O,
‘Aydosoqiyd yo 1daouos v saridde ururefusg
Aydosormyd sty o, "Aydosorryd sty 01 31 A[dde 10U S90p pu® 21n1091
-1yoae 3o 1d9ou0o 2A1IONIISUOD-UOoU ® seY urwefuag ‘Aydosoryd siy
JO uononIsuod ay3 10j 11 pardde pue a1n10911ysIe Jo 1dooU0d 9ATY
-ONIISUO0D B pBY [959H 9[TYM e-"Aydosoiyd ur 21n30931ydae Jo 3doouod
B Suraey se awes a3 10U ST Aydosorryd ur 2an315911yd1e Jo asn [en1dad
-u09 911 ‘218 Jo 1d20ou0o B SUIABY SB 9WBS Y1 10U ST 118 [Bn1doouod se
sn[  2an3993MYdIY JO 3d9ou0)) B 01 21n39931Yoay [enadaouo) woaq

‘ap1ao.ad 01 9[qBUN
SBM OUIOPY YoIym ‘(£8) ,3d90u09 AI9A SIT WLIOJSUBI) 01, 9ATIBUISI[B
a1 S1970 A[9s199.1d Ing ‘118 01 pud uB Ind 10U S0P ‘UONIBOYNI03[qO
U® S8 P0O01S.I9pUN 9¢ P[Nod YOIYM ‘9INn30931YdIe »1d 116 Jo uonndaouod
surwelusag 18y WIB[O pnom [ “1ySLI A[ure11ad a1e ¢(£8) 118 S8 pa[[nuue

SI pu® 108 219U B S9W009(q ']
‘pagnoa[qo A[e101, Usym ‘118 Jo
3[I0M 9Y32 1BY[1 SUIIOU0D S OUIOPY
109[qo pa1e[dW2IU0d B SB JIOM

*(11IX) 20UBIIQIP

J01doou05 © J0u Inq ‘9oUdIIPIP [en1dad
-u09 B Suryoral Aqa1oya J1os11 21deouoo
92 ur 20ua19gIp Ind pey £3y1 1doouoo
212 JO A113UIPI 9Y3 03UT 9DUIIYIP paonp
-013Ul pey Ao, 38Y1 U012110daY puv 23ud
-43fJ% 30 uonipa ysiduy ayi 01 d08yo1d
SIY UT $231IM 92N2[3(T *(AIX ‘qZI0T) JI9ST
Ul 90URIQYIP PaYdBal ‘38U [[B 10J ‘10U
sy 11 :uoneiuasaidal onaseidio us [989H
YOLIPILL] WAY[IM 81095 pue ZIuqra|
WIRYTIM PILFII0D UM DOUDIOHIP

Jo uonyeluasardal oTuBSIo UB YIIm J[OSIT
ap1aoad 01 9[qe sem Aydosorryd ‘o[1031s11y
UYIIM, 9zna[a(J 10 90UdISPIP JO 1doou0d
8 10J 01838 S9zNna[o aIm aredwo) 6T

*SO119Y3SIB
JO W9ISAS [8O112109Y) PUB j00( S,[950H

118 911 JO uonyBuUIWIR Aq sreadde HROG 03 SIRJITOTIOPY =AHIIOH AT 8T

103[qns ay [, ‘Suruui3aq ay3 woy

PoIBUTWIS UBYY I9YIBI USPPIY ST AITA1ID3[(NS YOTIYM UI—UOTIONIISUOD
uBI[o89H ® ul se £11a1199[qns Jo snjdans e Jo sueaw £q Jeadde j0u saop

192[qns a3 ‘19A9MOY ‘118 JO 310M 312 Jo uonndaouod sururefuag uy
*(64) SATAINS [1IS MOYDWIOS 118 UBD, ‘OUIOPY 03 SUIPI0IIB
‘(64) 319521 91839U 01 STUBM 11 OIUM U 18I PUOAIQ UOIIBISIJTUBW UMO
s.303[qns a3 Jo snjdins B £q U0SBAI 9A1303[(ns Ut 103[qns a3 Jo uon
-U9AIUI T8oTWa[0d, £1010TPBIIUO0D B $9oNPOId 118 95NBOI(Q A[UO “T9AD
-MOH g' (84) M10Mm1Ie 1)1 UI 193[qns a3 Jo 2ourIeaddesIp a3 Ul JI0m
-11% 91[1 JO SSDONS JATI03[(NS 9Y1 P2IBIO] PUB UOIIB[AI [BO110[BIP ATNIY
SIY2 p9ZTuS093.1 31 WSTATIONIISUOD 910F3¢ SUO[ 1B $9225¢/252Y S, JOSOH JO

s1ySisur punojoad 1sow ay3 Suoure SIUNOI 31, 1BY) SWILB[O OWIOPY
-uonyerrdoadde oo, Jo 1deouos surweluag jo djay
92U 3IM UONONIISU0D-UOU W) 93 dn Sunias £q uonsanb | 18ym A]
-9s1091d ST (££) 2381 U8d YI0M1LIB 31 UT JUSW[S [BUOTIBI Y1 182 WLIOJ
a1qrssod ATuo a3 A[IUS.LIND ST UOIIONIISUOD, 18YI TOAIMOY “WIB[D STH
21e Arerodwaluod o1 a[qeordde A[Sururrepe st ‘(44 ‘StoT) ,A1118101

BACK



63

2'1BIP JO SSQUAIBME I JO
1Sa11% 92 sny3 pue Surde1sar (nyAe[d 9y1 ST LIy "YIBIP SPIBMO] SUOT)
-1qryoad JO UOISS2IISUBI B SB 118 JO YLIIQ 911 ST ‘O[[I81eq J0J S8 ‘U0
-ONIISUOD) "UOMONIISUOD YIIM OP 01 SUIYIOU SBY SWOY SIY,, "9 W0 [
118 s3urIq 1] 193]S 10J P2aU Y2 Ul Inq Ae[d Ur 20U P2100.J ‘SULIOT 118

J9U10 WOIJ SISPIP 1BY2 118 S8 2IN1091IYI8 JO A1178nb 0119Y1s98 U Souy
-9p urwe(uag ‘[8OLI0ISIY 10U "[31A3 9ATIBI[BND ST 1YSLIYIIq S,21N103)
-Tyoxy *(obe) Surnsey s1 191[9ys J0J paau uBWINY 9Y3, 182 108] 93 01
pa31e]a1 2q WSTw Yo1ym ‘(6T “8looz) uondsoiad si1 Jo sme[, 9yl pus

SULIOY 20% 1920 3Im paredwod 21n10311ysae Jo Lrfiqeystroduwr ays

$95S911S 9Y ‘pBIISU] "1SIY 2IN19911YoJ8 Ind 10U SO0p urwelfusg

"1817 21n10911yoJe sind a[[rereyg

‘I9A9MOY ‘UOTIONIISU0D 01 UOTIISOddO UJ "YIeap JO SSAUIIBME I SBM
UOTIONIISUOD 1SI 9SOYM ‘UBW JO 2INIBU SA[IONIISUOD 93 Isurese

osye sI ‘uononasuod Jursoddo ‘Aeid STY T, ¢ Suapng omory se ng suaidos

OWLOF SB 10U UBWNY Y1 SOUYIP 18YM ST 1] “118 JO AB[d oY1 ST ‘9[[Ie1eg

01 SUIPI0998 ‘UOTIONIISUO0D SIYI AQ PIIBI2UIT suonIqryo.ld a3 JO UOIS

-sa18suenl 9y T, ' (6z ‘0861 a[rereq) suoniqryoad ur i1 sdeim yIrmarayl
pUB ‘Y1BIP JO SSOUAIBMEB SIAIIYOB UBW, ‘IOYIBI IO ‘YIBIP SBM UOT1

-9NJI1SUO0D ISIY INQ "Suardys outog ‘sn Yaim surdaq eyl Suruurdaq e
ST1] "2In10911y2.Je 3surede, pue Sunured o1101s1ya.1d UT 118 JO YIIIQ, 93

918N1IS 01 IYSLI U3 9ABY ABW J[[IBIBg IV JO SUISLIQ [emIqey

*9ATIONIISUOD-UOU ST 39110%8.1d
SIY3 JO 9SN 10 SOYI2 93 ‘UOIIONIISIP UI pud (uado) us YIIm UONONIIS
-u0d 10U ST 9o11081d 118 SIY1 JO SUBIW Y2 SB Yonwiseu] ‘T8sodsIp si1
18 [BLI9)BUW 91 SOWNSUOD PUB S3SN 182 901108.1d ISI[BLISIBW B JO 1039
ug s8 ATuo sreadde yoTym ‘UOTIONIISUOD 10U ST SUBIW ST ‘9S8O AUB U]
‘U2 Y2 IN( SUBIW Y3 10U ST UONIONIISIP SB FUO[ S8 UOIIONIISIP IIM
2omo®.1d 108 ST 91BIO0SSE 01 U BISTW 10U ST 1] *99119%.1d 108 UT 2111992
-TyoTe 30 1doou0d 911 (S9Y0IBSII 10) SISSAIPPB 90o11081d AW ‘pBIISU]
-9o11081d 118 Ul 91N19911YDJ8 JO 9sn [8n1dooU0d B S8 UINBISTW 9q 10U
pnoys 2omno81d Aw ur punoiSyNoeq [8IN1091IYdIe 9yl ‘A[[enby
*(6Zz “elooz utwrefuag)
21N19911YdJ% JO 9seq [8n1doouod 9y3 S8 UONORIISIP JO 9181S B UI A1
-AT193[[09 B £, UOTIBWWINSUOD JUIIYUI S1I puB anyea asn s31 asodoad
01 SUBOW 11 PBIISUT "2IN1093TYOIE UT UONIONIISUOD YIIM 9SUddSIp 031
UBIW 10U S90P SATIONIISUOI-UOU
S®B 91N10911Y018 JO 1do0U09 B 9ABY
0], ¢ ‘s9sodand 1eorydosoqryd 103
9ANIONIISUOD-UOU SB 2INIDNIYD
-I18 30 1d2oU0o ® JO 9sn 9yl ul
1ng (Pa1oMNIISUOD-UOU 2I9M 1T JI
S® J0U P21ONIISU0d d19M AYdoso|
-1yd j1 se 1oyarou) Aydosoriyd o1

21M 10U SUIS9q 1Te, 118118N) PUB 9ZNna[oJ
104 *(169 ‘8661) SWIISKS JO 118 39U
puBISIOPUN ] OTU0IDANIYDTE UB AQ, :SAILIM
1uey] [Pnueww] ($91 ‘b661) SoAIsaId
118, :91LIM [T811BNN) XI[9,] PUB 9Zno[od T

*(S) 2ouaragIp oyroads

® 58 9ATIRIadWI Ue I9YI8I Ing ‘USAIS B
J0U SUSISs®, SPIEMUO UOTITPI YIUual Y3
wouy susrdes UorIppe 9y3 UaAd 38Y3
515983ns uaquedy 0131019 *(ST ‘00T
uaquedy) (J[osImoAk mous]) unsd a1
2osou :98epe reorydosorryd pro ay3 A[uo
‘OuLOF] SWBU LIAUAS 2Y1 01 1XaU O1ISLIN
-owIByo SUIAJrIuapI oy1oads Aue, Suiald
WOJIJ SUTBIJ2I 0S[8 97 Inq ‘sarewiLid ay3
9A0QB UBY) JOYIBI ‘YIIM MOI UT OULOE]
saoe[d ATUo 10U avinivu PSS STY

JO SUOTAIPA SUTU 1SI1J 92 UT SNIBUUI]
sn[oJeD) 18Y1 219y Pa10u oq P[NoYs 1] 1€

*9[[rered 01 L&1rwirxoad oy smoys
‘uonduwmnsuos, yim asn, Suoeidoy g

BACK



64

9Y32 JO SOAOW 32 PUB S9£3 TNO JO SIAOW I3 JO 9OUIPIOUIOD I ‘1A
-MOH e’ PAUTWEBXS 9 03 SUTBWAI ¢ A[[BO11210913, 1583 18 ‘AYdeiSorewd
-um pue Sunured o1103s1ya1d U0 9pIoUTod, urwelusag pus a[rereg MOH
“I9ALI B SUISSOI0 UM SUTWWIMS JO S91B1S JUIQYIP Ul pa1o1dap S1.123p
® JO 09U 91 JO ‘90%d JO $9181S JUAIQPIP Ul sS9[ 1YS19 9ABY S[[N( ‘SUO0L
-I82 10 S)00( STWOD Ul SY g¢'SIUWIAAOW [BWIUL JO SUOIIBIUISAIADI
Jo suonisodeixn( pue suoIssasons Aq pawLiguod ‘Ayruswiny Jo Ayder
-o18WoUIS 151 92 90USLIAAXI 9Mm ‘9IN1091TYDIB IATIONIISU0D-91d
SIY2 9PISUJ "SN YIIM SAOW S[[eM 91 U0 Suonordap rewrue 9y ‘pusy
Jno ut dure] SULIOYOI[J B YIIM 9ABD Y2 YSNOIYI 9A0W M I[TYM
*(See) ,[eruapIoul se paziu
-30021 59 A8 1978] ‘UOTIOUNJ DIISTAIB Y2 ‘JO SNOIDSUOD JIB dM U0 Y2
[YOoTyM SUOW® ‘SUOTIOUNJ MU A[QITIUD YIIM UONIBAID B SOW099( 118 JO
3[10M Y2 9N[BA UONIIYXS SI1 UO SIseydwa 21n[osqe 3yl 4g, :U0nouny
OTISTAIB SII SB UIYBISTW ST ‘AIIPOWWOD SB ‘JI0MLIB 91 JO IN[BA UON}
-1qIYXa oY1 Aepo], *(See) Uapply Urewal 11e Jo JI0M 33 1831 PUBWIP
01 WI3S P[NoM aN[BA I[ND 33 ABPO],, :SUIPN[OUOD ‘UTWBlUdg SIILIM
¢ s1111dS 92 10J JUBIW SBM 3T UTBW 91 UT ING ‘USW MO[[SF STY 01 31 9sod
-X3 PIp 9 °913BW JO JUSWNIISUI UB SBM dABD SIY JO S[[BM 31 UO 8y
9u01§ 92 JO uBW 93 £q pake1110d q[2 9Y.T,, "UIPPIY SI T SWI JWES 3}
18 Inq pasodxa SI JI0M2IB I 9ABD 93 U] "USPPIY :213B3Y] UI ‘A1091[3
Ul ‘gonol ul ‘Uuor1dBIiuod ul ‘98pa[mous] INoYIIm suons[dualuod ur

“191%] 1utod s1y3 03

wIm1ai | *(010g) Sunured or10astyaad ut
P21001 ApBaJ[E SBM UONIBINSY 9ATIB.LIBU
pue onaury 18Y1 Sunss88ns ‘safewr
9A18$200nS Jo uonisodeixn( o uon
-1sod1adns 197219 £q JUSWIDAOW JO UOTIIS
-odwooap ay1 998d 21 Jo uonBIuSsAIdal
313 10 pasn suonuaAuod orydess aya
‘Sunured 2A8d 5110151Y2.1d UT JUSWAOW
ul S[BWIUE JO UoneIuasaidal oyl pue
SIUSUISAOUW [BUITUB JO SISA[BUB SBUIIZY
oTeIN YaIm paredwod aq Lew SIY], €€

"3IqeY © SuLIoy 11 *(S1T

‘b661) 28parmous Inoym uonedwsiuod

2and ® se sreadde pus JuswdAOW 03

USAS 10 UOI10® 03 UOIIB[SI Ul JUSWIYDBIIP

JO 91818 B UT sAem[® ST $9A19s31d 181 UOTD

-OBIIUOD Y2 2SNBOI(Q, ‘(ZIUQITT) 108 10U

S90p Inq ST 18Y31 9910 B, Jo A111011d 912

JO ImoA®J Ul (1UBY) 20U ST ING ‘5108 1812

8op] UB, JO L111011d 9Y2 WOIJ SOA[ISWIYL

95UBISIP L1B1IBNY PUB 9znd[2( (ST
‘b661 T8 39 9ZN3[3(]) 1qeY & S10811U0D,

auo ey uone[dwaluod ysnoiy
SI2I ‘2818 ST 9UO USYM UIAY, : SSUIY2 JO
9J1] oTUBSIOUT UB, Y2IM ‘SUIBIGOIOTUL, YIIM
urelq uswny oy 9ov[dar Loy T, “2L02.4d
v [euonel 8 9onpod ssa[ay1I0AdU Aoy3
Sunum Y2 ul (269 ‘8661 2ues) Lrun
91U019911Yd18 spunoid (A[jeorrrdwa
WAY) 1[BMB 10U S0P PUB 24024 ¥ SPUD Y2
sap1a0.1d UOSBAI 319UM) BIPI UB JO 90UIND
-9SU09 UT ATUO SOSLIB 2IYM 182 Inq
‘£31Un [BOTUYD 93 SPPAIA ‘(90UBAPB UT
MOUY| J0UUEBD U0 I2qUWNU 9s0yMm) A[1us3
-U[U09 SULLINOJO SWIE YIIM J0UBPI0IOE
ut ‘A[reoridwo Ing ‘U0sBI JO PUD JIIYD
913 WOIJ 9°T “BIPI UB IIM 90UBPIOIOE UT
PAUI[INO 10U ST 181 BWIYDS B, 181 ‘IUBY]
91 ‘WIB[O P[NOM L181IBNL) PUB 9ZNJ[(
182 9A1[2q 02 pIey ST 11 YSnoyI[y *(26T)
wreo Lo ‘anbruyoal Jo axes a1 J0J
10 Aq paonpoad 19A3U ST 118 JO I10Mm V],
1118 1817 92 21N1091[Y0.J8 S BW 1B UOTL
-ONIISUOD [BOTUYISI Y3 ATUO 30U ST 3] *(98T
‘b661) S118 U2 JO I1SI 971 ST 2IN101TYDIB
Aym ST 18y, *9SN0Y 9y Y3IM INg YSIF

‘urwuny 93 INOYIIM UDAD ‘21913 U3( SABM[®B SBY 11V "AlIUBWNY SPIDd
-X9 puB 9IN[osqe SI 12A9U SIYJ, ‘(obz ‘elooz urwre(usag) S[pr usaq
JOAQU SBY, YOTYM ‘2IN1DIIYDIB ISI 33 SI 191[9YS JO P2 [ul] uswny
911, JO 98NJ21 1S 93 ‘9ABD 9], “199W Urwrefuag pue o[[rered Jo saIni
-0911Y2J8 0M) U1 PUB S1IB 0M1 Y2 2I3YM ST (3]0Y 9Y2) 9ABD YT,
"P9109dxa 1589
SI 11 UayM S9pOJdxa 31 :191SNNO0[( SB SUONIOUNJ JOYIBI 218 AIBIUdWN
-00p J0 ‘108 JAISINOSIP ‘A SUIYDIBaSal ‘118 [eniIqe ] "yons se Jeadde
01 9ABY 10U S0P ‘SUONIBSUIS JO }O0[q B 9q ABW 11 SNOYI UIAD ALY
*JUSWUOIIAUD [BNIIQBY B UI 1S[Xd UBD 108 18] SI SISSBW JO 118 UB JO
UuISLIO [BOIUYD9] 31 01 pIe3al IIM JUSWIAIIYD®. SUTWe[uag 118 ou
SI 91972 31 INOYIIM IN( ‘418 9 194 10U LB LI[BUISLIO SIY],"11q8{ JO
£1178UI8110 [BIN10921IYOI®B SIT 01 UOIIISOdWOD JO SOTUOL
-29911yoJ® [BUISII0 S31 woJaJ 118 sasodop urwelusg

BACK



65

$S0J0% P3I0ITUOW PUB PIOBIL ST S[BNPIAID, JO TUIWIAOW 2, 182
9zZna[a 03 SUIPI099®. ‘sa1LIm 190uadg ‘ £19100s Areuridiosip-i1sod, ®
[ons uJ . INOTABYI(] [BNPIATPUI SANBULIOU JO 90UBUIUTEW A1eur[dIosIp
92 UBY3 IS8 ‘SUOIIBNPOW PUB S[OIIUOD [BIUSWUOIIAUD YSNOIYL
[se]reaodo, aoeds s1ya 181 sure[dxo 19ouads ‘A11TBIUIWUIIA0SF [BIO]I]
-09U $,3[NBONO0,] 01 SULLIJAY *2ZNA[A( SIIID) £ 0T SW] SUWIOS 1SBIAIOT
£19100s [011U09,, 91 So[qWAsal ‘sasodoad oy ‘UOTIBSI[IqOW & [ONS

(6) *s199[01d 3o 3tnsand
9Y1 puB UOIIBULIOJUT JO 9SUBYOX 9Y3 ‘S10BIUOD JO UOTIIS
-mboe 911 U1 9510199 Sur08-uo pue snorreoald 8 se [+*] Sur
-slromiau onstunizoddo Jo 931 ® 103 109[qns ay [Sur|uren
QuB108 [8190S SUISLIAIIUS PUB SANIBOTUNUWIWIOD B SB 109[
-gqns ay1 9zI[Iqow 03 [***] suorouny 181 29eds ® [ST SIYJ ]

1SONUNU0d 9H
¢'(6°1102) [900ds] o[qewitueIS01dalr pue SSa[19pI0q ‘padeospur] ‘pasfiom
-19u [ o] wSipered euoneziuedio o[3Uls & [SI 219y1| wsIBIIdeD AI6]
-odwa1uo9 Jo L11eneds oY) JO SIOUIY) AUBW 10y, :S9ILIM I190UddS
WSIZNA]I(J [PANLI271GIAY 3X STY U] WSI[BIdqITT-09N JO IO

AresontiD

‘98paimouy [8INIDI]
-IYoJ® pUB 9IN1D91IYdJI® JO 1001 91 1B SI I21UNOOUD
£q p21ei12uad Ar178138ds £19A 9], [8INIDAIYDIB SB J[ISII
J91UNOJUI IN( I2IUNOOUI JO 298dS S8 A[UO 10U 21N10911YdI8 FUIpUIY
-01dwod 103 9s8q a2 ST A3[en1ual0d se £10911 Jo SurpuelSIOpUN SIY T,
*BI2WEBD 91 PUB 10108 Y2 UIIMID( 90UBISUI J0J—T[e11Ua10d S11 pus
J9IUNOOUD JO JUIWIOW AISA 93 INg I0M PISI[BNIOL UL I9AJU SI ‘OSUIS
s1y3 ur ‘K109 ], *(62 ‘e666T1) 2Fpaymous] INOYIIM UONIB[dWIU0D, JO
UOTI0U S,9ZNJ[9(] SuIsSsnosIp uoym s1s933ns uoquredy st ‘3uryonol
S® Inq 98pa[mouy S8 10U, £10973, JO BIPI }I315) 1USIOUB JOYIOUB YIIM
9o1198.1d 12183591 JO UOIIBIUIWNIOP STW]Y 9 U99M19Q UONIOUN[U0D B
J0J SMO[[® UOIIIUS093I ST ‘pagels sem AI1091[1 219Um 998[d 911 SB 213
B8OV} {9915 JUSIOUB UO FUIMBI(
-o1yde13038Waud UBY) [BOLIIBIY]
210w 918 18Y3 S109Y9 saonpoad
SIY2 BISWIED B JO SIUIWOAOW Y2
i 2883Ud $10108 USYM

/WSIZNI[IP-[8IN10IIYDIB-01-008]o1d
/92/80/510T/woossaxdpiom
“101s130a1e118dS MMM 14275152

1v1pds 24 1, 301q S 190uadg 995 ‘ J0yINe
reurSrio st £q paurdewrun sasodind

103 3ySnoty Jo £poq & jo uoneridordde
QA1182.10 311 ULIL® 01 FUI93S, pOyIdW

® ‘SI18Y1 ‘SOIYIH PUB 211s9(, ABSSI SIY Ul
uBUBYONY UB] IB[OYDS 9ZNJ[o(J Aq paurod
A[reurSLIo, W19} B SWISIZNI[(], ULId) 92
JO asn s 190uadg JO IUNOJOB UB 10] S§S

*21189Y32 ‘1I8 O119UTY
JOYI0UB 194 S[[BDAI ‘SIUIUWDAOW
91 Jo suonordap a1 usByl dI0W
‘S[rem 93 uo parordap s[pwIuL

(0¥T “pL6T) SenIpowod Jo s1deouod
11941 01 p1e3a1 YIm Yoo[g ISuIg

pue urweluag usam1aq 29UapIourod
8911210342, B YOns JO syy8ads oym ‘oulopy
WoJJ uLIdl ay3 smo.roq ddny *(86¢ L00T)
90UDIJ31 [891191091]2 [8201d1021 JO 3OB]
32 J0 931dsap ‘TBUONIBI-UOU Y2 JO [eld
-u030d UBLIBILIOING-TIUE PUB IAISIOAQNS
92 UT 1S2191UL 11972 9T * A1781ud8U09, 180
-132103Y2 3[qBISPISUOD, 11331 10] J[[Tereg
pue urwelusag usamiag ousprourod (8o
-11210912, ® Jo syy8ads ddny preyion g

BACK


https://spatialregister.wordpress.com/2015/08/26/preface-to-architectural-deleuzism/
https://spatialregister.wordpress.com/2015/08/26/preface-to-architectural-deleuzism/
https://spatialregister.wordpress.com/2015/08/26/preface-to-architectural-deleuzism/

66

ULI0F 193 1BW 33, 99npo1dal A[[eInisu pnom s19931Yd.18 33 YOIym Ul
PasIawIWI ¢ 19318 91 YIIM 90UBISI[[B 013918138, ST Ul onBwa[qoad A|
-9JOWI 10U ST I0M [BINIONIYDIB II9Y1 181 SaNTI8 190Uadg ¢¢*s1d20oU00
SuneiaqI[ s 2zn3[3 Suoe SurjIom 3¢ 01 pualaid S10911YdI8 33 S[IYMm
s199(01d [8IN39911YdJ8 SWIOS U] pasi[eal A[[erreds pue dn uayel A[Jen1os
SI ‘19ouadg 031 SUIPJI0D9B “UTBYD SY3 UI JUI[ [BLIOSBUBW [BUL STY T,
*(46 “Looz ofjaderyD pue I{sueljog) Us1sey 01
POPUIUT 219M A9 UOTIONIISIP 9SOYM SIDI0F JO 99IAIIS 92 UI paoe[d,
‘1811009 91 UO INg UONIBII0[dX3 Isurede 10u 9AnBI2dO SpBW pUE 21N
-8I911[ JUsWaSeueW Ul uodn PazIds UAY) SBM YOTUMm ‘R96T ABIA] JO 91101
-1adax £10redrouswa 9yl Aq pawnsqns a1om sidoouoo [eorydosoriyd
pu® SISA[BUR S,L1B11BNO) PUB 9ZNI[(] :SUOnB3Nn[ns Jo ureys e S1 219y,

(o2) "J[2511 WLI0F 193 T8W 92 JO UONBZI[BIOUIS
9Y2 JO 9snBd 93 $35521301d 10 S90UBAD® 11 182 JUIXI 92
01 UBY2 19Y10— 2AISsa1301d, 10 paouBApE, 3¢ UBD ‘Onb1ILId
J0 201m108.1d 91 SMOABSIP A[JUSWIAYIA OS W] dUIBS A1 1B
pu® 19xI8W 31 YIIM 20UBISI[[B O1391811S SOYBUW [OIYM
21N19911YDJ8 AUB MO JO SAI2OUOD 03 IMOLYIP SNy ST 3]

183 Surpnpo
-U09 ‘(0T ‘I10T) ,pauruwLIopun A[SNOLIaS a1 199fo1d A101edIoUBWD UB

(6 ‘T10T 19ouadg) sidwrexa 10J ‘UuAr] Sa15
puB ‘oj0wa) + ISI9Y (V) 2111091

-IY21Y 991 US1RI0] (VHZ) S1091YdIY
PIpeH ®yeyZ st yons sa011081d JO 9SIN09SIp
pue s109(oa1d oY1 Ul 9[qBYTIUSPL, SII] 9O

onsand uBd 21N319211YdJ8 YOIYM Ag SUBIW ‘ATUO 313 108] UI pUB ‘1s3q
93 SWII) SUIBS 911 18 218 [LI8118BNL) PUB 9ZNI[9( JO| SUONB[NULIOJ SWBS
95912 383 uonIsodo.ad 9y1 USY] “WSI[BLIOSBUBW [BIICI[OSU B 03 PIWNS
-qns u2a(q Apwaire, sty ‘s3doouod ur1zna[a(J S Surpnpour ‘g961 A8\ JO
21102.19da1 STY3 J1 183 sonSae 190uads *(46 ‘Looz o[[odeIyD) pus I3susl
-10g) 118118 XI[9] PUB 92ZNI[3(] JO suonB[nuLIOy [en1daouod 9yl uo
smeap Appuaredde yorym €896t A8\ JO 21102.19dal, 3Y1 UI P910OI SBM
wsIre1rdes Jo onbnio sy, *(e1) wsieides £ q parerdordde uaya
ST yorym wsirelrdes yo anbnud & ul A[as1021d 1ng ‘ss9o0ad uononp
-01d ay3 U1 10U 398] UT ‘S91BUISLIO UONIBZIUBSIO JO SULIOJ PIXIOMIU
pUB PAZIYDIBISIY-3P SPIBMO] SILIOIY) [BLIOSBUBW A1810dWAIU0D JO
UOIBIUSLIO 311, 38U} “190uadg 01 SuIpi0oe ‘angre o[[adery) sAyg pue
n{suglog on'T s1S130[0100S Youdl 22 (T ‘T10T 190uadg)— uonerado
JO sapour  pazIue3I0-J[3S, PUB PIXI0MIdU 10J 90Ud19J2.1d UMO SI1, puB
JUSWSSBUBW JO SISA[BUR UB—uSLv1dvD) JO 10424 ®IN 2¢. [, U]

*(6) 1181180 pUB 9ZNIPJ
Jo Aydosorryd aya Jo Surpeail renonaed sit y3noayr aarssargord
A[rerauassa se A117eneds Jo 9pow STy JO 20udZIows oY) SuIZIunIgo]
pu® SurwIed 2In19911YdJe Are1odwaluod Ul 9pIe3-1uBA® pI[A1S-J[9S
B, Aq paureisns A[9A110% OS[B SI IN( 20UTI9WS puB UONBZIUBSIO-J[IS
£31x0[dWw0d JO S[OPOW, [89139.103(3 JO SWOIINO 33 AJUO 10U ST 908ds
Jo uonndoouod ® Yons 19ouadg 104 *,.298ds YI00WS, [BSI2ASUBII [SII]

13

BACK



67

S9SINOJSIP OTWIPBOB $S31501d pUB 90UBADE, 01 95BUBW A9Y) O(J "PION1
-o81d pue paonpo.ad 918 S9SIN0ISIP SIWIPBOB YONS YOIYM UI STOUTUN
-U09 [BINI[NO PUB ‘(8121005 ‘[8o11[0d ‘OTWOU0I3 911 JO SISA[BU® UL o.1Mb
-01 pnom pue ‘sarydosoiyd 1snjoy ur sadaouos 1eorydosoriyd Jo uon
-daoa1 a1 U0 1Y3I[ [BONILIO B S1SBO UONBAIISQO SIY ‘A[[BIOUID)

*SUOS®BAI JUSISPIP

107 pu® sAem 1uaIdhIp Ut ySnoya ‘Aydosorryd s2znafa( Jo srennualod

[BOTILID 93 JO PIBIAISIP UMO SIY JI0J SIUNODIB SIANIBUIIB I3JO 10U

S90p 190uadg 18], g¢’A[[BOTALIOUN paI[dde usaym Aouspunpal [BLIo5E
-uBW JO 3Ieds JUIOYUI UB PAUTBIUOD IABY APBAI[E 1YSIW UOIIN[OAIL
JOUSWOW 943 18 Fun1BIaqI] pawaap s1doouod oy, '§96T A\ JO 1101
-19d2J1 93 Ul ‘A[[eoIUOII ‘I9YIBI 10 J[9SIT JUSWISBUBW U PIIBOO] 9

01 ST S91591811S [BLI9SBUBW 01UT SISATBUB [BOIILID S,9ZNJ[9(J JO UONBS
-nfgns 9y J1 I83[OUN SUTBWAI 1T “WSIZNI[I(J [BINIOIIYDIL, JO SUOIIBIL
-UBISUT 1[INQ PUB JAISINOSIP 91 S1ONIISU0IIP AIYSLI 190uadS J[TYM
*(185 ‘2102) ;SN 2ABS [[IM 208dS YI00WS B 1BY 9AJ[I] J12AJU, 01 ‘LIBIIBNL)

1M ‘SUOIINED 9Y PU® ‘(9LI ‘qeToT) SYUIYD 1T 18YM JO A1ISS909U dANIB[D

91 2InSUd 03 3y3noy3 uodn JUN0Od, 01 10U SUIBM 3ZNJ[A(J ‘PIPU]

*(e1) uonyeyuswardwir st 103 uonndrIos
-91d ® 0OJUT WISTUBYOAW [0JIUO0D JUIDISBU B JO SISA[BUB S9ZNI[A(] SUIN

A[reorxopered JUSUIDAOW STYI, 1BY2 SOPN[OU0D 210J219Y1 19ouadg ‘uon

-BULILF® S 197oBWNYOS 01 SurLIBMm S,9zZn3[9( WOIJ { UOIIBZLIO[BA 01

)

onbnLId WO SU0o, SB SIOYING 0M] I UIIMI(] SIIBIS oY UYITUYM IJIYS
reonod aya saygIrenb a10Ja193 190uadS ‘998dS Y100WS B 01 PIIBLIS
B WOJJ UOTIISUBIL B JO JUNOIIB, UB JALS “ISUOBWNYDOS pUB 9znd[o(d
‘SI0YINB Y10q STYAM £ “TOYIO0 31 UO 1X3] S, I9YOBWNYOS UI UOTIBULIOJ
-SUBI} JO SI01D9A 1USIPBIS, 01 SW[BAI PIPUNO( A[1BI[D, WIOIJ UOTIIS
-UeIl 931 YIIM ‘pUBY QUO 93 UO ‘JOIIUO0D JO SIMIDIO0S 33 JO [8o1d A2
Aurod 01 2ur0d WOIJ INWSUBIL [[IM YSOW 9SOUYM dAIIS B, 01 £19100S 18U
-11drostp a3 Jo [891d£1 2InSOTOUd JO $998dS, WOIJ SOLIOSIP 9ZNJ[o
uonIsues) 3yl saredwod 19ouads 70.42u00) Jo $51191008 U0 141495150
s,9znd[a( ur 938ssed 1X91 B pUB ‘$10011Yd1Y PIPBH BYeZ JO 2o11081d
ur Jourred a3 “IoydBWNYOS NL11Bd woay a8essed 1x9)1 B uo Surmeiqg

(6) *saxanaou
-BW [BULIOT JO a110212dax aAndriosaid & oqul [*] s3daouoo
(uerrelzen80znafa(J 10) uBazZNIR(J SulqrosueI ] 109ge
pu® UOIBZIUBSIO JO 19118W B SB T POWBIJII I9YIBI Inq
‘ssa001d s1ya Ul [eanIod syl paouNoual ‘YSnoys 10U sey

‘(6) LrBonILId
Jo 20en Lue sndaos siaydosoriyd syl woay Suraiy, ysnoyire ‘Sul
-p®aa STyl ‘19ouadg 01 SUTPI0OOY “L1811BNL) PUB 9zNnI[A( Jo Aydosoryd
93 Jo Surpeal [eonLIouUN A[NJIM II9Y3 UL Ing ‘(6 “TToT 190uads) 19531

* Apnis Yy T, 111y, UONI09s Ul.uufyy dosuioff
912 JO UOISSNOSIP Aul ‘9[dWexd 10] 995 8¢

‘See6l ut
$21191008 1047107 U0 141425150 S3TI OYL
Jopun paysriqnd 1x21 5,9zn3[3( JO UOT

-B[SUBI} PUODIS A1 01 S19Ja1 190UadS LS

BACK



68

*(60072) 91N10211YOIY JO [00YDS SAIUBN S,[BSSBA 1§ U01BIBT JO SISATBUB
s.Sunidsin yirm—(oroz) uopuor] ur uIsap pus BIpoW [BIISIP J0J 9391
-[0D aUINOgSuaABY Jo sndureds mau ay3 103 uS1sop ay3 “(VO]) S,21n1991
-TYoIy 29O uSra104 Jo oaidwexa ue YSnoay) wsiznad( [8IN10IYdIe
Jo uonerordxs ue st 2red urew sy Yorym Jo—1ixa31 s 100uadg sredwoo
1y 81w suo asodand S1Y3 104 susides Bn3ury sun,p sydIoyd91 B[

‘wsIrelrdes yo
suoneuryoew eqo[3ayr Surproa (£[reneds)jo ajqedeo st uorsiadsip
[enInW 10 1UWI[3uBIUD I[9Y1 MOY PUB 3ININD d1ISIMSUI] 01 S9IB[I
21N31Nd [BLISIBW MOY AJ2UuBLIOdWI 2JOW IN( “IUIWUOIIAUD [BIIGI[-09U
B 01 91B[2J A[[BOTILID UBD 9INI[ND MOY INOQB A[UO 10U SIYIISUI 9pIA
-0xd 01 sastwoad—ieI9uds Ul S3UBPUIISIP TBoIydoso[Iyd JULIND ST
pue Aydosorryd [ein1oni1s-1s0d Jo s9ANBIUSAIdaT SB—LIB1IBNL) pUB
9zn9[9(J JO 51d9oU09 91 UT 2IN1991TYOT8 JO 908dS 107, 91 JO YOI8ISAI
9Y,T, "1181S 92 WOJJ 9[qISBIFUN 3 P[NOM IXIIUOD [BIIQI[-03U A[[8101 B UI
9IN19911Y518 JO SUOTIIPUOD [BOTISAW 10 JAIIBAIISUOD 01 WINIAI Y

‘11 18 90%ds [81N10211YdJ8

Suronpouad jo ajqedeour swaas J[9s11 £q yorym “2oeds ypoows, 9U3 Jo

InoAej ur dn uaAIS A[[BO1ILIOUN PUB A[QI1IU 9 03 SWA3S ‘A11Tenb aAnrewr

-10U YIIMm 21nsooud [8o1sAyd Jo 9ovds B <90vds paBLIs, S,118118BNC) PUB
9Zna[o(J YIIM PIIBIDOSSE 9IN10911YDIR JO 998dS [BONLID A[[BULSLIO 33

90UIS 2aN39311Yd1% 107 2usuSiod arow a3 [[8 ST uoIsanb puosas oy,
¢PareurwId ST 908ds (8011119 Au® Yorym Ul (61 ‘T10T 190UadS) , Uon
-8ZIUB3I0 [BLIIBUL, 9I9WI B 01 PAONPAI, ST ‘s109[qns SI1 8 I YIIm pUB
‘00rds 182 J1 p003ISIOPUN 3q 01 29'ds Yroouws, Jo 1d90U09 S LIBIIBND
pu® 9zZn3[d(J pueB AI[BIUSWUIIACS [BI2QI[-09U, JO 1d90U0D S,1[NBONO]
o918 MOY ‘pu099g £(2911981d 118 10 91N19911YdJR 20UBISUI 10J) 9911081d
01 918[21 53d90U09 S 1181181L) PUB 9ZNI[A(J OP MOY “IS1L] :suonsanb oml

aIe 919, npaad 298dsa ] 3p 9219231 B 7 J0 ‘] 9zZn3[a( 398104

*(61) ,pareurwurlo SI
‘98en3ue[ paseys B Y3noaya ‘A[eonLo 1o A[enidaouos ‘uodn pa1oafy
-1 9¢ YS1W SIY1 Yorym ur 9o9eds Aue 9ouay pue ‘uoissardxa reonod
pue 103[qns usamiaq 9ouBISIp AUB, PIOUIAUO0D ST oY ‘9FenJue] puokaq
pue <109y a1nd Jo sonrfod, ® yons uj -1ysnoyl £q padseisd oq 0uusd
uor1ssa1dxa 11 JO S1U91U09 911 1812 9s0doad 01 s11098 aund Jo SO1IT
-1od ® 1150d 01, 1813 SuITBM 190Uadg *(8T) wIni onsmsur-1sod pasod
-dns [s A11891 181005 A1810dWAIU0D]| $91BPOWWOIIE, 18] A1[BIOB]
[BIAURISHIP, B YSnoaya 2095e aind Jo sonrjod, 8 Jo wre[d si1 01 predax
y21m Je[notnired Ul SWSIzZna[o( [8INn199114dJ8, JO SI93UBp [83I 9Y) UO
Y317 183[0 B SUIISBO UI SILISW S, 190Uddg 90UNOUIP 03 10U ST STY T,

*(81 ‘TT0T 190Uads)
.£J[9S11 ULIOF 12318 W 31 JO UONBZI[BIdUIS 91 JO 9sNBD 31, puohaq

BACK



69

192118 93 woay 3eydse ay T, (T ‘Sroz Sunidsip) 911S UOTIONIISUOD
pue uni £10398J yi0d JO BIN® I19Y3 [IIM ‘SBIIE JUOIJIIBM PIYLIIUS
JO 1801dA1 S10] 1UBDBA PUB ‘SONUIA [BINI[NO ‘SUISNOY ‘SIOLJO JO 21N
-XIW 93 S2In183J [18y31] pooyrnoqysiou [& Yiim| Baqe Inogrey JOULIOJ
91 [ur] pa18o0] S, 91N1091TYOIY JO [00YDS SAIUBN Y1 ‘A[IB[IWIS
‘(91 ‘1107 195UadS) UONBdNOD0 JO 181 JIAO JUIWIAOW
JO UOTITPUOD 29I 91BNIUIIIEB 01 SB 0S STUIM 0M] ST SSOI0B PaI253LIS SI
[*] sx00[F s, Burprng 2y1 ySnoIyl 1UdOSY "U0NoBIoNbI] 9A1109UU0D JO
ordrourid & 01 SUIp10998 JUSWIAOW 1B IZIUBSIO 01 IN( ‘IUIWIAOW
Jo o8ew UB S8 9AIIS 01 A[UO 10U PAUSTISIP ST UOIIB[NOIID S, SUIP[ING Y T,
-s1uednooo s .urp(ng Y3 JO SIUSWIAOW Y] £( PIIBWIUE ISYLINJ oJ8
SOTWBUAD 2S0UM S[IAJ] SUIUBZZOW SSOIJB SUOIIDISINUI pUB SFUISSOIO
Jo sa119s xo1dwoo B [Sur|wiog [***] WNLIIB 9Y) 01U PIIIAJ[IIUBD I8 SO
-3essed pue s£emIrels papIs-ysow-ailA| "UONBONPS PUB JUSWIUTBLI
-U9 ‘9J1] UBQIN JO 9SOYI WO S[qnjossIpul Jeadde 19318 93 JO SANIATL
-0® 91 YOIYM UL ‘Uay? ‘008[d B, SISIY T, . SUONIQIYXd pus sAe[dsip o1jqnd
Sunsoy 2ovds 1U2AJ, UB PUB UISSIIBII[IP B “BAIB 19215 pUB 199U,
B SOPN[OUI YOIyM 998dS [BULIOJUT U8 SI9IUNOOUD JOIISTA U2 [210Um]
19521 989[[05 91 pUB [***| JTUSWUOIIAUD UBCIN Y1 UIIM19q 33pLIq B
s® papuaul [+] 9ords o11qnd-1senb [B] ‘eL118 2318[ SII JO U0 0IUO INO
suado [Surpmng ay3 Jo| 90UBIIUS UTBW YT, *S}I8d pUB ‘SOOYDS ‘S90y
-JO ‘sowoy MU Y21m pado[aaapal A[eraueisqns SUIaq mou (SIPIS 9912

J

U0 sowey [, 9yl woay A[ddns 1918m S11 01 9Np) BAIB [BLIISNPUI JOULIOJ B
“BINSUIUDJ YOIMUIIIL) Y1 UO PIIBIO] ST 2F[[0D) dUINOSUIABY
‘29U MIS[3 PUNOF 3¢ 03 IO IS[IQNS IIYIIS ST 1BYI dOUSISYIP
B 9 3snw 219y T, ‘suonisod [eonijod (pasoddo) aanoadsax aya Surinsse
suondr1osaid [BwI0] S8 SULIOJ PAQLIOSAP 913 SuI 8] ‘S9580 Y10q UT “YSL1
1YSIW U0 ‘1X91 9UO ATUO PBAI 01 2IdM SUO J $90UIIPIP 931 SYIBW
1BUM :S3SLIB UOTISaND a3 A[118SS99aU ‘sFuIp[Ing [8OIIUIPI ISOW]L 10
suondrIosap [eoTIUapI ISOWTe SUISN 918 91 SY “WSI[BIA]I[-09U JO [81
-1110 A[SNOTAQO 218 SIOYIN®G Y10g "UOTIII[J2.1 PUB UONIOB [BONILID JO SOTIT
-1iqrssod suado 181 90%8ds [81N10911Y518 UB [SNOIY) WSI[BIQI[-09U JO
SULI91UNO0Y SNOTISU0D $,10911Yd18 aY1 3sread 01 1opIo ul suondrLIosap
pUB SUOTIB[NULIOJ SUIBS 91 SIS “T9AMOY ‘unadsa() *SISATUUOD SNOIOS
-U0D SWSI[BIIGI[-09U SB S1991IYDJ8 () PUB ‘WSI[BI]I[-09U JO 110ddns
reneds 8 se SuIpIng 9y 99UNOUP 03 19PIO UT SUONALIOSIP pUB SUONIB]
-NULIOJ Yons sasn 190uadg *sojduwrexa omi oY1 U23M19q AILIB[IWIS [8INY
-0911yo.J% J0 99139p Y31y ® Sunisagsns ‘sFurpmg 9A1109dsar 9y1 9qLIOS
-9p 01 SUONIB[NULIOJ [BONIUIPI A[[Bn1IIA Ao[dWwd S1X91 0M1 I T,
“WIAY} I193UN0d 03 MOy Sunsagsns se [[am S8 [011U0D JO
S9M19100S, 91 JO SUONIBUIYOBW 93 J0J JIop[oy298[d © sowo0o3q Surp[mg
9y, "Ss99014 BuSo[0g Y1 SB UMOU UOTI8ONPA JoYSIY JO UONIBOYIUN
pue uorsuedxs s adoinyg apIsIno SI pue woly pagdiows yroq sey Sur
-prmnq s1ya 18y Sunsags8ns ‘eudojog Jo I, Aessa s1y sopan Sunadsin

BACK



70

“I9ASMOY ¢ 859001 J BUS0[0g Y3 01 PaYUI] A[[BOISULIIUL ST SUIp[Ing aY3
Jo farqiqeadepe papus-uado pur 1UBISUOD Y3, 1BY1 SOZPI[MOUOB
Sunidsan *(z-1) sjyona3 pus s18d £q, ‘SaUIIIpUnN 9y SB ‘(T ‘S102) 0SB
Inq ‘sa[o4o1q pue sueL1sapad Aq pasn oq uBd [**] pue s}o9p 1oddn
91 01 SPBI[ A[IUSSF, ‘199115 91 WOIJ 1[8YdsE Y1 SINUNIIUO0D YOIym
‘dwrer I101191X9 91 MOY S9(LI0SAp Sunadsif ‘9ourISUL 10 I PI[[BD
seY 190uadg s® (9T ‘T10z 190uadg) SISOWIW UBQIN, PIIIXD 18YI SONI
-Tenb ueqan $10919p Sunidsip) S9IUBN UI [0OYDS Y3 UI “1AIMOH
o+"SS90014 BUSO[0g 93 Sul
-ugaw ‘(S) . eudojog, s1o1dop 18Y1 91N10911YdI8 UB, 10 (S ‘Stoz Junads
-1()) uoneonpa 19YyS1y JO UOIIBULIOISUBIL 91 JO A11[e11edSs ©, ST 2191[2
JI9Y19ym uonsanb s unidsin 01 Jomsue [BLI9ZBUBW [BSISATUN B IPIA
-01d ‘M OHHJ AoUBINSUOD [BINIONITYOIR. oY1 AQ paULap se ‘aodedspus|
SutuIBa, 9yl puB AID-I9ATU(), 9YI 3I[ S1d9ou09 [eLIadeuB
*(€) .s1uswoSusLIBal
21ning 01 uado ST 2IN31oN11S 9Y3—SPBO[ UBLIOdWI I0F MO[[B YoIyMm ‘s3ul
-pIing 98e101S YA [ WOJJ ‘90UBISUL I0J ‘UMOU—wISAS 110ddns pae
-pueis & 3uIs(), e’ (£ ‘S10T Sunidsin) .mour I pue pakoIIsap usByl
Jayae1 pasodandar aq 01 Surp[ing 9y MO[[® [[IM 182 S30'dS [BUOnIOUNJ
-nmuw pue d[qeidepe Yim [00yds oY1 [Surpraoad] sowmnjoa pawrwreld
-oadun 1yS819y-9[qnop, pausdIsap s91UBN UI [00YDS 31 JO [BSSBA 1
01808 T $19911YdJ% 9y, *(91) . UOIIBSI[BLIOILLINAP, Jo o1dourid e, st

*(91) uUONILBISAIUOD

[8100s Jo ‘Aes ‘oovds ® [ uBYyl JoYIBI
WLIOF 1938 3} JO JUSWUOIIAUD JAISUI)
-X9 pUe PaYI0MI3U 3] SB ‘UBGIN Y1 JO
[opow pazI[eapl a3, ‘st 90rds yons 18y3
sapnyou0d 19ouads (82 ‘600Z 1oUSId 91)
JuswoSeuBW JO SYIBUI[BY AI9A 91 918
fisueyuods, pue wisIpewou, Aiqr
-X3[,,, ‘panSIe s8] IaySL] JIBN SB DIoym
‘wsITerIoSeUBW JO WSTUBYOIW dY2
91BpOWWI0908 01 PAUTISIp s998dS 19410 JO
[wreaSerp reuoneziuedio aya], ‘sanSie
I90ouadg ‘s109[ja1 A1os10a1d [SIY L], "1S—0S
‘600T 19qui2d3(J 8-9 “6STy “BIAIET] JO
Ksaoatup ‘98usyoxy 98pa[mouy] pue
uoneonpy ‘Sururear 10y saoe[d ;g sooeds
uoneoNpH I9YSIH ‘UOISIAI(J 2IN1ONIIS
-eayu] wuswaSeury UonBONPH ADHO

I

18 pajuasaad 1aded e ‘uoneiroqe[on
pue IDIFUOD) 1SN II9YI UL SOINID
-I0ATU(), ‘MOH/uo1duryriop uyof
woJJ sa10nb 19ouadg *(ST) Surureay 01
soyoro1dde 9SI9ATP 218POWWOIOE

01 pus 1uswAo[dwa IAI[AP 01 LIIqR
11942 £q SUOTINITISUT [BUOTIBONPS UBI 01
K[9YI] 918 SIUSPNIS SININJ, YIIYM UT
‘adeospue] Surured, oy Jo 1doouod
S.MOHA 01 pue ‘(91 ‘T10T 19ouads)

JAnjq sarrepunoq [pus| ‘pazieroads ssoj
saw022q 9oeds se [nySurueaw ssof Jur
-w053q 318 20eds JO $911089180 [BUONIIPEI],
yorym 01 SuIpaosde ¢ £11D-I12A1U), Y3 JO
51d2ou09o 21 01 sweIFeIp [euonBSIUBSIO
9[qIxaf¥ pue uado sa18[a1 190uUadS  Ob

'9T ‘110C
uosug( a1[ByIBN sa1onb Sunidsin 6

J9ouadg 01 Surp1oooe yorym ‘sswwrer3o.1d urelrod Yirm saoeds urel
-199 JO UOIIBOYIUIPT JUIISISUOD 10 U0onednooo Jo uialred paxy Aue Jo
JUSWYSI[BISD 92 apn[oa1d 01 pauFIsap s, ‘sgurp[ng yroq ut juaed
-de ‘uoneziuedio jo srdrourid SuryoseraA0 ayJ, (9T ‘T10T 190Uads)
SToyMm I[QIXS[J pUB J[IOW A[SNONUIIUOD B UIYIIM sowweIFold Jo
uonBI391Ul 91 puB $$200% [BuLIOfuUl [Sun1sa88ns] suonnaed sa[iqow
£q ATuo parennua1ayi[p] sueds J00[J POPIAIPUN, 01 PIPUIIXD ST ‘s3ul
-pIIng Yy10( JO do1SLI9IOBIBYD ‘UONB[NIIID JO UONOBIANDI, SIY T,

*(2) .Jooyss a3 Jo
s90rds 1010 9U1 YIIM [109SI91UI| SOWN[OA JISY1 9SNBI3q SuIpmg oy
Jo s1red snorrea wody paAreotad aq [ued] ‘[Tey 21n199[ Urew ay3 se
yons ‘saoeds owos pue ‘o[dwis [018] SUONOdUUOY), UONIBIISIUTWPE
pue ‘Surures] ‘Suryoe ‘Suryred [Suruimiidaiur] SI0O[J SNOLIBA U2
ySnoayl Suruuni 9q 01 [S]waas A[[BINI] UONIB[NIIL), *199W Ags.1assed
pUB ‘SI01BISIUIWPE ‘SISYOBIY PUB SIUIPNIS 2I9YM dUOZ UOWWOD B
‘a1eALId pue o1[qnd ‘OpISUI puB 9PISINO U2IMII( BIIB [BUOTIISUBI [BIU
-OWAId-UOU B [*] [[BY A11Ud Y2 01U A[SSO[WBIS dNUNIUOD 01 [S|UI3S

BACK



7

1[NS3I 9Y1 U21J0 ‘21eALId pus orjqnd ‘OpISUl pus 9pISINO USIMII( BITB
[BUOTIISUBI), 3], ‘SS90014 BUSO[0g 91 JO JIomaweJ [eonijod aya
£q uaA18 saanesaduwr [eraSeurw 93 Jo ‘Suruonsanb snyy pue ‘uon
-1031SIp JO SuIryo1a13s enreds & a1uIod osye sa1321811S $109114d1% 212
‘wayl sreo Sunadsin se ¢(Z) SUOnBIOOSSB [BULIOJ ONS, puokog
*(€) .s8unured az.com
24n1vu JO S9L1as ® Suissed 919m U0 JI S8 ‘sdOySI{I0M Y UI PIXOLIS [BLI
-o18W [10] ‘Suneas wnriolrpne a1 Sunioddns 2In1oN13S 91210U00 Y2
S®B Yons ‘opIsul 9y U0 saAnvadsiad 1ua19gIp uado sauBIquaW 9592
‘[8urpring aya] Suryoroadde asoyn 103, ‘OPISINOG Y1 WOL] * A[AUSIOPIP T
995 01 SN SUTMO[[® “QUSWUOJIIAUD Y3 1I0ISIP PUB IN[q ‘Owey, ‘O[dwexd
107 ‘99%JIns SunBMpun 119yl Ym ‘s199ys a1euoqiedfjod onbedo oy,
* s9ouaLIadxa onBWOLYD puk [erreds Jo £19118A 93nY B, 218I0UIS SN}
$10911Y0J8 Y T, *(T) .SMITA 18[NOB1I0AdS [10] sarels pus ‘sdurel ‘SSUI[Ioo
U381y pue mo[ ‘sa0.ds 9pIm puB MO.LIBU ‘SOU0Z PI[[Y-IYSI[ pues JI1ep Jo
S1SBIIU0D YIIM [SUrI0M], S8 [oNS—AIIGIXS[J 10IPBIIUOD 10U OP YoIym
pue—A[[8o1821811S puB A[SNOIOSU0d A[dd® [BSSBA 13 U01BOB T $1091IYDIB
93 1813 2o1308.1d USISOP [BINIDNTYDIB JO 1102.19da1 [BULIOJ [BUOIIIPBI)
B UO smeJp A[pareadar Sunidsin "sasn papusjurun 01 saoeds a3 Sur
-uado £q os op £33 ‘a1qIsIa Sursew £q UBY 210\ (L) §.210W 935 sh Fun
-19[, J0J 9ST $1991IYDI8 91 181 SUBIW [BINIONTYDTE 31 318 USYI 1B M
WSI[BIqIT-09N-SUBLT, JO 9SenSue ] [81119911YdIY UB SPIBMO],

*(£) ,p91591 ST 21N19911YDJIB JO
Awouoing a1 219ym 998]d ®© 0ST8 SI, SuIp[Ing ® yons 9ouanbasuod uy

(L) “Aes s1oxBW-UOISIOAP
reonod a1 18YM UBY2 2I0W 995 SN FUNII] ‘11 JO SNOTOSUOD
9q 01 sey 11 YSnoyaye J011u0d pus ‘A11018dS ‘UOIIONPAI JO
£307109pT 9Y2 01 9qLIOSNS 01 9ABY 10U S0P dINIONIYOIL
1811 $91BIISUOUWIAP 2IN1DIYOIY JO [00YDS SAIUBN 3T,

9IN1ONIISBIFUI ST JO SUBIW Aq 1811 swrige Sunidsin) *(£) 2Imionas
-BIJUI PUB 2IN1091IYDIB UIIMIA(] UOIIOBIIIUT UB INOQE. ST FUIp[Ing 93,
{WIST[BLIOSBUBW JO SISOWIIW 2I9W PUOAI( 9IN101IYDIB JO [eaualod [80
-n1od Aournuas e 031 Suniurod ‘Surjjoduwos s1 uorsnouod s gunidsin
-uorup) ueadoiny oyl Yaim 08 181 3IN1ONIISBIFUI OLJBII I9YI0 PUB ‘SO
-8p11q ‘speod Ul SJUSWISIAUT I[qBISWNUUT Y YIIM SB [[oM S8 ° SLIBJ,
pue s[assnig,, ur Aoeoneaing ueadoing Jo sooeds oyl YiIm $918U0SIT
91N19911YOIY JO [00YOS Sa1uBN 92, Sunidsip J04 *19m01 AIOAT 9U2
JO BI2 91 PUOAS(Q 18] ST 182 UOIIBNIIS B 10J SUI[BaAal, S8 Sunidsin Aq
pa12adaaur st ,1007F punoas oy uo doyss{Iom Y3 UI 9Nl B puB 180q
B JO UDAD PUB ‘[[B] UOTIIQIYXd Y3 UI SUBABIBO JO JOOYDS Y3 JO S0P
SNOLIBA UO SISUTBIU0D 110dsuet) Jo 9ouasaxd ay3, ‘A[snosusinuiis

BACK



72

" P3ssaIppe Suraq st oym uo spuadop a3enSur[ [8IN19911YdI% JO 30105
9AISS2ISUBII 9Y1 18] S91BIISUOWIP OS[B SIYT, SIYSY 2INn10921Y D18 dY2
UOIUM I0J 3SnBd 33 JO ‘SI 1BY2 ‘9SN [BINIOAIYDIB [BOTILID SII JO QU0
nq ‘suodeom a1 S9p1A0.Id JUSWI[A [BULIOJ YOTUYM JO UOIISIND & 10U ST
11 “Ajauanbasuoy) -asn Jo sanqrssod pasoddo 10J morre 01 pakoidwd
9q uBd a8en3ur| [8IN1DIIYDIL JWES Y T, ‘Apn1s [8oNLId Jo 110ddns pue
£115019U9S [BINIONIISBIFUL UB SAPIAOI 11 I9YI0 93 U I[IYM ‘[0JIU0D
orpqnd 03 31 Ul A31A1108 A19A9 S9S0dX9 ‘[[BY A11Ud [BUONBIUISAIAII B SB
‘9ords [8IN10211Y D18 95.18] B 9SBD UO UT MO MOYS SO[dWBxd oY ],
*JI0Mm JO $908ds pouSIsap A[SNOISUSF 01 SS9008 JUITUIAUOD 03 PIe3al
31/ PAUOISUSWIIP ST BIB 0UBIIUD 93 19Y ‘PISIAI 219M [9pOW 32
J1 sy Aorwnur pai1oaroad 194 o1pqnd © ur uoneonpa reonoeld 9yl
Jo freoniio oy Sunsal Jo L1runiioddo aya yam syuapnis apraoad so
-oeds 9592 ‘sapedey 9[qBPI[S Y1 Suoe PaIBNIIS "IDI0YD 1BISQI[OP

/WISIZNI[P-[8IN1DAIYDT8-01-308F21d
/92/80/S10¢/wod'ssadpiom
*191s130a1e1RdS MMM 102751523 (v1IVdS
a¢J, 801q s, 190uadg "WISIBIIGI[OAU UTYIIM
pU® JI0J PISI[BIUSWNIISUT MOU J[9SIT
2IN10911YoI8 UB 1suls e sonroeded
[BOTILIO S11 JO 9SIDIXD 91 YSnoayn
P21521U09 9q 01 1YSNo, ‘syIBWI 19ouadg
S© SNJBIS JUSLIND S, L1093, pue £50103p]
‘A3o109p1 Aue 01 Surureriad Jou ‘uBIznafeg
3¢ 10UURd ‘UONIUYIP £q ‘AousFunuo)
*(941 *qZ10T) AUIY3 03 SN $30103 [31 pue
Ppasuas aq A[UO ued 1], :19IUNOJUD UE JO
Koua8unuod aya uo ‘s1s938ns azna[a(J se
JUNOd 01 PBIISUI PUB SOW I8 9z
10810J 01 UBIZNI[O 2q Aew ] [

Jo uonsanb e L11]q1ss900% o11qnd
I19Y) Suryew ‘9so[d y3noyl ‘uap
-p1y ‘s1007 1o9ddn a3 uo saoeds
[BrusWnuUOW SUnBo0] Aq AJ[BIN1991IYDIE PIISBIIUOD UII( SBY 1T MOY
SBM ‘UOTIBNIIS 9OUBIIUD 9IBWINIUI 9Y2 03 PIB3aI YIIM ‘QTOT UWNING Ul
2IN39331YdIY JO [00YDS SIUBN 9l PIIISIA [ USYM SW JONJIIS IBYM

() "98v1e3 a1 BIA 90oUBIIUL S1T Yovoadde 01 921]
sem pue 208]d o1 YIIM JBI[IWB] SBM OUM ‘SINDLIOYS 92
MUY OYM SUOIWOS N[ ‘TOPISUI UB 31 1[J | ‘UOIIBONPD
19431y JO SUOIININISUT AUBW I SB ‘2IN1ONIIS 9OULBIIUD [B)
-UawWNUOW B £q paIBPIWNIUL pUB pajIemp Suraq Jo peaisuy

:(2) Burp[ing ay3 01 oan1oyredwfs sawesaq
A[21B1pauwWl, 9y ‘A311enb [8In30931Yd18 SIYI JO I[NSIIL B SB ‘181 SAILIM
Sunadsa) - 100p 3}oBq a1 YSNOIY1 [00OYSS Y2 FULIAIUD JO uoissarduwr
oy pey, Sunidsin 18yl os ‘wyeat orqnd ay3 urgim Aosvwnur areard
A[8uTra9s B $15933NS 90UBIIUD 911 JO 211011218 93 ‘o1[qnd s190%ds
SAT109[[00 10 [BUOTINITISUT STY3 I8y Surpualaxd ueyl 19y3iey J00YDS
S91UBN 9Y32 JO 9589 93 UT umop aprsdn 9130[ 913 SUIN] “A11IMI3S JO paau
pauaiyS1oy Apasoddns Jo axes a3 103 [011U0d Jo snyeredde paiord
-op-ua1yo ue Suneiauss ‘arearid pue o1iqnd Jo SULLIN[( 918I]I[IP B JO

BACK


https://spatialregister.wordpress.com/2015/08/26/preface-to-architectural-deleuzism/
https://spatialregister.wordpress.com/2015/08/26/preface-to-architectural-deleuzism/
https://spatialregister.wordpress.com/2015/08/26/preface-to-architectural-deleuzism/

73

JuswaFeurw Jo 1dooU0d oY ], "‘A1o88WI pue AI[I(BIS [BIUSWNUOW [BU
-J uo uByl Jayrel Surdeurw pue Jursorgey [euorsiaoad aya ‘103(oad
pauodisod A[ssa[pua ay3 “10Mm JO Aem 3y uo Ind st siseydwd ‘Surpymq
9UINOQSUIABY 9Y3 UI SB “2IN103IYDIY JO [00UDS SAIUBN Y3 U]
*}I0M PISI[BUL I9AIU 124 ‘[BUY B
Jo 11ed sowo0o9q 9om108.1d ‘A[[BONILIO ‘MOY ST SIY,], "UONIQIYXd JO AIqL
-UISOSIPUT U8 03 SIUNOWB—Aa[(B1 3Y3 U0 SuIyiA19a3 Sunind Jo surial ur
—Pa11qIyxa ST SUrYIAI9A9 1BY T, *(S908ds 988101s 93 10 10] Sursfred aya
SuIp1y 10U 90UBISUI J10J) SUWLIA] [BINIOIIYDIB [BUOTIOUNJ PUB [BULIOT
Ul ‘30U ST 18UM pUB PAIIqIYXa SuIaq SI 18Yym Uaami1aq uoneiedas ayi
918UTWI[D A9Y “9[qB1 91 U0 SUIyIAI19A9 Ind S10911YDIB 31 1BYI SAILIM
Sunadsin uaym "SYI0M 108 A[UO 2192 ‘SHIOMLIB OU I8 1] I9YM
puy ‘oon0e1d 118 A[UO ST 9I9Y3 {PIIIqIYXd 9 03 118 JO 9991d [eUly ou
ST 21912 ‘UOTAIQIYX JO 908[d OU ST 21973 I9YM :118 JO SULID) U]
‘PAIIQIYXS 2q ABW SI9SN SIT
pu® 11 219ym 208dS OU FUIABI[ ‘UONIB[NOIIO SSWNSNS A[[8101 SUIp[ng
93 ‘UOTIBATIOW [BIQI[-09U JO 938w 311 WY} uodn UI0I0F ‘UONIB[NO
-I15 U SI19sn a3 SunIqryxs usyl 19yey "A1[eO1ILID-UOU SB POOISIIP
-UNSTW 3¢ 10U P[NOYS [890U0D 01 [BsnyaJ Judtedde oy, “Surprng aya
punoe pue ur 908[d Sa381 YoTUM ‘I0M PUB JI] S,JOOYDS 93 Furpnjout
Surprmgq oy st s193a1 Sunadsin yorym 01 9[qel, 9y T, *(2) 10m 93 JO
11ed ST 3UIy10M JO ABM 91[3, ‘SUOISIOP SNOIOSUOI A[TBI[O IS JO I[NSAT

B SY ‘(2 ‘S10T) ,21qB1 9Y2 U0 9JI] S,JOOYDS B JO S2IN183J 941 [[& Ind s109
-TyoIe 91 “10[ Suryred UBOUBIIICNS B PUB ‘01118 UB ‘IB[[9D B P[INg 01
Sururoap 4q, ‘unadsin 01 Surpi0d0y 3JN15NJISBIJU JO 998 YT,

“I9sn Tennualod v se Surpmgq ay1 Suryoeoidde
QUOAU®B S3SSAIPP®. SNYI puB Sasn 9[qIssod s11 pue J[s11 siuasardar Sur
-pIImq 2y3 ‘A1813u09 a3 uQ "SuIp[ing ay3 Jo U01OUNJ [BUONIBIUSAIdI
B £q PISSaIPPB 2 P[NOd WOYM JO 2131 UOIISanb © 10U ST 11 A[183[D
*S9ssaIppe SuIpIing 2yl 18ym UM 1UanISu0d peaisul st 303[(oad ay3
UL POAJOAUL 9SO1 SS2IPP®B S1091IYD18 Y2 YOIYm U Aem JY ], "315933ns
1YS1W S3[NS3I 9Y2 SB YJOOUWIS SB I9AIU T8 901198.1d 118 pUB 21N10311YOI8
J0 598590014 *90%[d 151 92 uT $s900.1d Surpying pue uSIsap siI ur 1ud
-sa1d aq 031 pey A[11ess999u Surp[ng Surnsai ay3 Jo saoeds aya £q 9[q
-1ssod apBw pue Ul 1u9sa1d A11[8OTILI0 9, "SUIBW-UOISIOap [8o11081d
JO s91oua3urIu09d 93 JO 1un0voe Uk 9A13 ‘ssavoxd Jurprmgq pue usis
-9P 9Y31 Ul PIAJOAUT STBUOISS?J0Id 19U10 YIIM ‘9IN1DIIYDIIY JO [00UDS
S9IUBN 91 JO [BSSBA I3 UOIBOB T S10911YDJB 93 (210T 'T8 19 N8 ) 9472209}
-1604p dun,p $a5S1n02 sa7 uonyedrqnd oY1 Uy -auofe 98ensur| [en1doouod
£q pa19a1sew 9¢ 10UUBI—109J® JO 9FenSur] e—oFensur| [2IN10NIYdIB
Jo s121s1321 9y T, 3IN3993IY2IY JO SOUIDS Y3 PUIYd( SIUIDS Y,

aJnionJaisejuy

BACK



74

181 san8ie Sul[191sey ¢ (21T ‘b1oT) uondwnsuods Surziuedio 103
S9[NPAYDS PUB SOUNNOI 91BI0GB[D 2IM AF0[0UYD] [BINIONIISBIJUT UB
9INI1ISU0D A31[3 ‘UI] W03110q Y2 PUB SO1ISIFO] PUNOIB PAIIUISUD BUD
-wouayd a[qe1eadal sy 'SIUdWASUL.LIE UBQIN JB[IWIS UIYIIM 13S S10N
-poad s[qronpoadai ing 19911yoae ue £q paurdewr A[onbrun ‘saInsofous
pa1jeI0 A[1e[n3uls 198U0[ ou a8 SUIp[INg, 1B8Y3 SaSTUZ09a1 SUI[191S8H
bENE) | SJNIONIISBIFUT 9IN[OSAY SIDIN 2IN19NIYDIY INJOSqY

"UIYIIM WOIJ [013U0d A1BuUuI[dIosip Jo
pury & se our[diosip a1 Jo sureu ay3 ur wayl sidepe, 19yier 10 ‘Suol
-un 1daur, mou Aq a3 sooe[da1 1] *(£) ,[0IIUOD JO SANIID0S Y2 Isure3e
90UBISISAI JO ULIOJ MU, 33 ST uonIdn.iiod Jo ramod mau a3 ‘aurdmo
-SIp 93 Sundniiod usyl Joy1ey "dul[dIOSIp Y2 JO 1183 92 18 S|
uondniriod jo 1amod mau oy, *(9 ‘2661) Jamod mau, B Yaim ysnoyl
‘uor1dn.r109, JO ULIOJ B ST $99.10F JO UOTIOAIIPAI ‘S910U 9ZNnI[P(J SY
(8 ‘SToT Sunidsin) UOTIAIOSIP S,30911YOIB
91 18 pauSIsap, 2q UTBSL 99UO0 UBD 2IN19NTYDIR YoIYMm UI SUIIom JO
Kem B pue 908ds B 0JUO [0J1IUOD JO £19100S Y1 JO SUBIW I 10IIPAI
01 J9pJo Ul 0s op A9y, *(9) uononpoud Jo uonesijerdads Aq [10] Sur
-urenl Areurdrosip £q [**] usyl 210w yonw 1onpoid 9Y3 JO UOIBULIOF
-sueIl Aq pue [013u00 Sulqqels £q [ ] 1938w oY [1]anbuod, 01 98vuBW
$10911Y0.J8 93 (9 “266T) 1509 3y SuLI19MO] £q UBY2 210w yonur, ‘31 saind

(€1 °S10¢T) 2IMI0211Yd1Y pue Aydosoryd
Ul WISI[BLISIBIN PUB WISI[BY MIN V
£9IN1ONIISBIJUT [BOIPBY, UT WIS[OIN [90[ Aq
PAWIB[O U23( SBY SB *[21M10911Y2.18 JO|
aurdrosip ay1 Jo 9onoe1d pue £109Y1 93
UTYIIM SUISDUOD [BINIONIISBIJUL, 9SB( 01
UOTYM UO 20UIPIAD Y3 S8 A30[093 [eInIBU
pue uoneIodsuel ‘A310Ud JO SWIISAS
reuonyeusuen) usijo pus Surdderiano xord
-Wwod JOo uoneziuesIo ays, 01 s3urp[mg
arnyeudIs renplalput yo udisap ay3, asod
-do 03 uayeasTw 1nq Sundwal st 1 AYym
SISIY, (seno o11qnd, Jo suriy 918ALId 10J
Ia1paym) A1rauspr 93810d100 3o S3UNI9S
91819 TBW UTYIIM SUOTIBI0IAXD 199W 1By
s1onpoad a1 sonpoadal yorym ‘s3urpmng
2In1BUSIS 10J PITeA OS[e ST WIB[O STY], Sb

9Zna[a(J S® ‘2181 98UBYOX3 31 FUl
-xXg Aq, ‘s3j10m SuIp[ing ayl1 moy
Joy3el IN( ‘90UBISUI 1SIY d3 Ul
‘sj00] SuIp[Ing 9yl MOY 10U ST INS
-ST 91 yorym ur 2oeds ® dn uado
‘(8 ‘Stot 3unidsin)) 2o11d dwes a1 107, paimbai Joriq uonnadwos
oy3 uBYl 298ds 9y3 9[qnOP Isow[e, SULIQPO A ‘TBSSBA 1 U0IBOB]

"11 01 P9IB[aI ‘SUINIOM JO SABM 93 IO “I0M 311 J0J [eraualod I3
SIIWISUBI) PUB SONISLIFIOBIBYD SUIAJIUSIP SB 2IN10NIISBIFUL JO SONISI
-19108180 91 $2an1d 80 21N1091IYDIB :BSIOA 90TA INQ ‘DINIONIISBIJUL AQ
panided Surag 21n19911Y9J8 IN0GE 10U ST 1] "2IN19ITYDIB JO ‘UoIsuedxa
UB 10U ‘UOIIIULAPAI [BOIILID B ST STYT, "9IN1091IYD.I8 SUI092q I YOIYM 18
jurod oy3 03 2IM19NIISBIFUL ST SAYSNd 2IN309ITYOIY JO [00YOS SIUBN
93 :SULI9) [BINIDNIYDIE UI [BINIONIISBIFUL 3¢ 01 SISBID 31 9SNBIAQ OS
SI 1] ‘sanpea mau 2onpo.ad 01 suraw a3 Jurpraoad £[9A1IO8 ‘QIn1onas
-BIyul SUTAJIUSTIP B JO o[dWBXS UL SB UI3S 9¢ UBD FUIP[ING 9], ‘POWBIJ
-1 pue pasn aq 03 [BLI2IBW SUI{IOM SB J[B[IBAB SPBUI 318 A9 T, ‘T8I
-ded Jo suonBUIYoBW [8(O[S 9Y2 9PIY 01 [BSNJAI Y1 SOXI A[[e1eds pue
sastjoqui s punoid ay31 1opun Junyred oyl opIy 03 [8SNJAI Y], "WSI[B
-JI9qI[-03U JO A1I[8a1 S[qILISATP PUe [[NF 9Y3 SB Ing aFew Ue S8 A[919W
91911 10U ST 1] "A[[BOTILIO YI0M 03 YOTUM [IIM [BLId1BW J[qedseid sB
UDAILS ST “19A2MOY] ‘SIUBN UI 2INIONIISBIFUI pUB O1JBI1 JO ULIOJ 93 UI

97 ‘1107 uosue( woay sayonb Sunidsin gp

BACK



75

uBQJIn 9Y3 JO UONIOIPBIIU0D pue £11xa[dwos a[qrssod £1949 Jo sSurddew
juBpunpal 10 ‘ugrsap srnaweied ‘surp(ing s1uodl, Sunoafay
*(T) 2IM19911yoIE JO WeIFo1d A18SS909U 9ANIO9PS PUB [8I 9Y2 SNY)
SI WLIOF JO SUIyew oy, :I[oIny YIIm 3213esIp A[pIey ued auQ " [elonio
S9W0990—3U19( $,21N19911Y2.18 JO SUIZISIIBIIS 93 ‘SIIBYI— W I 0 J JO
warqoad ay T, ‘I[2InY J0J ‘910J2191 T, * A11]8a1 3[Ing JO SuLIof Arejdwaxa
Uy8noaya prom a3 Jo suoneiuasaidar 2onpoad 03 s3ssassod 21n10911y0
-Te 19M0d [BINI[NO PUE [BID0S [BO0AMbaUN 9Y3, S9SSAIPPE [[2INY
‘uoriesiueqan jo1doouod
B pue £119 91 J0 1d20U0D B UMD UOTIOUNISIP Y2 UO PIsB( ULIOT
®1nq ‘Tesodoud s Sur[Io1sey Ul SB ‘UOTIBULIOUL, 10U ATUTB1ISD ST ULIOY
[8IM19911YydI8 JO A110y102ds yons ‘I[aany 104 *(2) uoneziueqan Jo A1
-Te102 Y3 3surede pue UIYIIM WIOJIIUNOD B ST 18Y) ULIOF [BINIONTYD
-1e og10ads B 01 SuLL1gja1 £Ag—oJeradiyore ay1—A1d0 3y 103 103(oad
-I91UN0D B 91BIISN[[I, 01 SIUBM [[2INY ULIOJ SB 99UISSI S,2IN10911YdI8
suyop ued 181 s1dooU0d S8 [BWI0J put [Bo111]0d SUYOpal, 01
sidwanye raany  (wsireardes “101831SUL ST pUB) UOIIBZIUBIN JO O150]
92 JO [eoNLID Juawm3re ue uj, s, Surf1aiseq 01 pasoddo A[199.11p Swaas
‘oSeadiyory se L3110 941 J0 199[014, SYINO pue s1a8up) SeIyIBIN p[emsQ
uo Surmelrp ‘QusawnsiIe s [[2Iny *(I110T) [[aIny OLIONIA J91d JO ,21n109)
-Iyoae 21n[0sqe, 9y Yarm dwed 1s1IN[osqe awes ay3 ur dn Surpua sysLI
9IMONISBIIUL JO 2ouBUrwOopald oyl uay ‘(and s1 SUIYIAISIAS YoIyM UO

9[q®1 9Y31 SB "9°'T) 9sB( 9[qesUadsIpul UB SB 90USLIdAX9 S11 U 11 SuneIsa
-u1 Aq 2Jn1on11seIyul £J1USIp 01 98BUBW 10U S0P 2IN19NTYIIL J]
“WIB[OOB [BOTILID B JO SUBIW A 2IN1031IYDIB A pawWInS
-qns 9q 031 9ABY p[nom ‘aurodpuels [8IN109IIYOIE UB WOLJ 19XI8W Y
1dn1109 01 11 10J ISPJIO UT ‘9INIONIISBIJUI ‘PBIISU] *S30I0J 19318 INg
Suryiou Suronpoadai £30709p1 SurreurWOp JO JUWNIISUT UB 0IUT IN)
-9911yoJe Sundniiod s)suI ‘urodpuels [BIN109IYDIB UB WOLJ 9IN103)
-TyoJ8 1SUTBSe PI10aIIP USYM 2INIONIISBIFUT ‘9INIONIISONS SB PIWNS
-qns ¢ Pnod 11 Yorym Aq 1391 Suryrou sey ‘qualodruwio Anai JI 18yl
2IM3oNIISBIFUI JO 9oudlodruwio ay3 £q paddery swoas Surfraiseyq
"[BINIONIISBIIUT
9q 10U p[Nod s3uIp[ing J1 se sandre ays 1083 ur uayl ‘(Y1) Surpring so
-ZIUBS3I0 181 218M1JOS Y1 UI 90D JO SIIq 1] SWLIOJ 9A1I0B pus s3ul
-pIIng a31[ SWLIOJ 1039[q0 a1®8 21911, ‘WLIOJ B ST SUIp[INg B 9)1[ 10U Inq
‘WLIOJ B ST 208dS 2IN1ONIISBIJUL 181 SABS S USYA\ 'POUOPUBYE 9ABY
01 pareadde ays arnionasetyur 3surege urpmg jo uonisoddo pro aya
uo xoeq S[[ey ays ‘(b1-21) ,8uryirowos Surop s19oeds arnionns
-eIyul [pue| AousSe [oa®y] 9oeds urqIn UL SOWN[OA PUB S109(qO do1181S,
181 WIL[d Jay 211dsop pus ‘UOIIBULIOJUI [[BINIONIISBIJUI] SB—[NJID
-mod a1ow SUIYISWOS SB, 3IN1D33IYDOIB JO UONIBUIBOULAL, B 10F adoy
s.Surproseq 911dsap ‘s11eyl ‘uonIusooar siyl 911dso( *(2T) . J[9s1raImna
-ONJ1S UBQIN 973 IN( ‘2IN19NIISANS UBCIN Y2 10U U2 ST 2INIONIISBIJUIL,

BACK



76

911S B SB A110 9([1 JO 1USWYSI[BISIAI Y2 payI[dWaXa $93s Y A110 B JO
w103 & S8 088[2dIydIe 943 JO BOPI 9Y2, U] "90UBWI2A0S uBqIn peq Suisod
-do jo a1qedes aourUI0A0S [BIN1D91IYDIe POOST S1s953nS [[oIny
*(1x) s1xed pareredas A[1Ba[0 ‘911UY S8 Inq
snoimbiqn s& 10u WaY1 pa1ussaid 1N ‘UONIBZIUBGIN JO SI0I10F SUIAJIN
93 p2qI0sqe, I[2InYy 03 SUIPI0d9® YoTym ‘s103f01d 218] 5,940y 19p UBA
SOIN SIMPNT UO SMBIP 9H * 31 SPIIOXI 18 WLIOJ B SB IN( JUIWDTBUBW
ueqJan Jo ardrourad ay3 Jo 1.1ed se £[uo 10U ‘uonreredas Furwre[oar £q on
-09TBIp SIY2 JO UOIIBI[B 92 UI [***] 2IN1991TYDIL 2IN[OSQE UB JO AI[IQIS
-sod 211, 5995 T[oINY °2pB.I1 STWOU0 [8qO[3 JO SSOUYIOOWS,, Y UL
-Uurew 01 I9pJO Ul PAYSI[qBISI 218 2INSO[D PUB [0J11U0D JO sasnyeredde
pU® ‘S[[BM ‘SOAB[OUD JO UOTIBIFI[0Id 93 YOIy UI ‘2INSO[D pUB UONIBIZ
-91Ul JO STI09[BIP 1UBISUOD Y3 AQ A[9S1091d PIs[IBW ST 20UBUIIAOS JO
smeredde ue S& UONIBZIUBQIN JO ISLI Y2, 1BY] SISIUS0921 [[2INY
o' (X1) ,p91818d3s 9 01 puB 91818d9S 01 ST WLIOJ [BIN1OIIYDIE JO UONIIP
-u09 A19A YT, :wL10J [eonIod se £110 oY1 pue 91n19311YJI8 JO 90UISSI
92 ST uoneIBdas [BNIDIFUOD [[2INY 10, *,SII] 2IN31031IY D18 Ul [eonIjod
93 182 WLIOJ [8IN101IYDIE JO SUyBW Y1 Ul JUIdYul uoneredss jo
$s900ad 213 ur A19s102ad ST 11 ‘UONIBIUOIFUOD puR UoneIedas y3noays
wsstuoge st sonifod J1, sondre ainy “QuawngiIe siy punoy 01 soniod
pue £19190S JO 958( 91 S8—s770d 9Uy1—A110 941 JO 1d2ou02 o3 Surye],
+ UOT1BSTUBAIN JO S[PPIW 9Y3 UI PAUOPUBL 2.IN19IIYDT8 SIABI] ‘FUIABS

ueyl Iayael ‘1e(l a[1req Joouw e
Jo 1red ST aA0W S I[2JNnY “198] U]
‘(2) uoneziuegqin Jo A1178101, 9Y21
aim Surreap jo o[qeded are A[pa
-soddns yorym ‘aan1d0911ydJae jo
sanmoyoads paisadsns ayi 9183
-11S9AUI 01 9[1INJ SAW093( IT “T9A
-MOY ‘9IgSS0.10 9Y32 JO INO 2INn1031

‘(01 ‘zI0T TR

19 UISSATN) 20rds o1[0qUIAS B 21BYS A2
TUOWWOD Ul SUTYISWOS dABY £33 18U
9SUSS Y1 UI ¢ SAIWAUL ATpusLiy, [218 oym]
SOLIBSIOADE, [8D [ 18YM JO UOIIB[AI B Y2 IM
g ‘UoNIB[aI AWIU-PUSLIJ B YIIM 10U
Ppa9By o18 am [*+*] wisiuoSe, Yaim 18yl 3y
-118]0 oym ‘Ie[non.red ut ‘QUNOIN S8 yons
wstuoSe, yo sioydosorryd 01 pasoddo
A[reornowelp st uonisod s 12y Gy

'€00T ‘1661 914q39]

‘ST0T A9ATRH 99§ "1X91 S I[Ny Ul

01 PAII3JAI 10U 218 AIACQIJT pue KoATeH
*2004g JO uop29mposd 2¢J, 03 WY3LI Y1 JO
uonsanb [erouad a1ow ay3 oaut SuruIyd
[s.21aq9739T] ur paydiow 1918 Yorym

“9J1] ueqan 03 3YSLI aY3 Jo uonsanb 1onSea
owos 01 Aem 2A18 03 pry [+*] £210 9U2
011431192 Jo uorisanb oY1 sSUONIPUOD
[reqor8] 1opun, 18y SWLIGUOD ATOAISSIT
-o01d pue £[oanonpoad ‘21aqageT 03 Surr
-19J91 ‘$a172D) 1292y Ul oym ‘KoATel] pIae(
21m uoneredas Jo SUDUTYI 9AIIBAIISUOD
S I[oIny OLIONIA I91J o1edwo) bt

-TyoJe 3uryel A9 ‘UonBSIUBQIN

pu® A110 91 U99M13( U0 :19I[Ju0d Arejuswa(ddns 8 sa8w1s 1oany ‘uon
-BSIUBQIN YIIM UOIBIUOIFUOD B WOIJ 21N1091Yd18 Sun09101d JO 90U
-aad a3 1opuq) ‘uonresiuegin Sursoddo Jo sjqedeo £110 o3 Jo 1dooU0d
91 JO UOTATUYIPAI B SUBIW Y STY1 A . A110 913 10T 199[01d191UuNn0o
B, $15983nS 1[oINY ‘WSIUISpOW-1S0d WOIJ S9OUBILIIYUI ST SSAIPP. 01
9ABY 21021911 P[NOM PUB SUOIIDIPBIIUOD PUB SINIXI[dWOD SII 9181
-0d.100UT A[L1BSS293U PINOM YOIYM ‘9INn19911Yd18 JO 1d9ou0d ueqin us
Surdo[aaap Jo peaIsuj *,£119 943 J9A0 [1eAd1d 01 W0 A[[BOLI0ISIY SBY
UOTIBZIUBIN MO, ‘[[2INY 01 SUIPI099% ‘PUBISIIPUN ISNW I U] U0}
-BZIUBQIN £Q PAIBUTWOP PBIISUIL ST INg ‘A110 Y2 JO SUOIIBAIOW Y3
pu® BapI 9Y3 £q paInIsuod J93uo[ Ou SI, YdIym ‘priom 3y yam drys
-UOT1B[a1 [BOTILIO PUB 1UBOYIUSIS, B 01 SAIIASE ULIOT [BIN1ONIYDIE 9159
-8I1S ® J] “Sul[1o1sey iIm A[[eonAeue pausdife SI [jaIny ‘(z—-1) ,priom

BACK



7

Surnjoo[ Jo peaisuy 'sz7od 9Y3 ST YoIyM ‘SI91SBUW UM 9SINOISIP JO
oords 931 puB ‘s0y20 Y3 SI YdIyMm “I191SBW 92 JO asnoy ay3 :sonrjod
pue Awou052 Jo uoneredas 18310 B Y1m ATuo (A[[eap1) Suruonouny L2110
39315 91 J0 uo11daou0d B 01 19J21 “1SBIIUOD A( DINSO[OUD PUB UOTIBIB
-das Jo 8opI S,[[2INY "IOPJI0 MU 93 UI ISIXd PUB 01 91B[31 01 9ABY A9
9sNBO9Q MU A[IBI[O I8 S99 9ZNI[A( Suodeam Y3 “I9AIMOH

‘(¥) .suodeam mau J10J
300[ 03 ATu0 Inq ‘9doy 10 1B 01 PIIU OU ST IIY T, :SPIOM 1DAIIP I0W
ur 1o ‘(£) suorun, ay1 Aq paruasaidar a1om saur[dIosip ay3 J0J yorym
€90UB1SISA JO SWLIOJ MAU, SUTPUL U SISISUO0D 9ZNJ[o( J10J weidoxd oy,
“UONBUTWIOP JO WISAS MAU B JO UONB[[BISUI PISIodSIp pus dAISsaI3
-01d a3 ‘ABs 01 ST OIYM ‘SUOTINIIISUTI 93 JO SISLIO [+*] Suruuidaq, ® Jo
SIN0IUO0D 93 SAYDIAYS PuB 019 ‘Juadias, 01 2[OW, WO.LJ ‘UOIB[NPOW,
01 ,pnow, woJay a3essed a1 Jo o130] 9y s19pual azna[e( ‘(£) .[012
-U0D JO S9I19100S, 9yl 01 puB ,S9119100S A1eurfdiosip, o1
K£1uU81919A0S8 JO S9119100S, 9Y) WOIJ—SISA[BUB SINBINO] UO
paseq—ASor1eauas [eor103s1y & Ut 1nd aue (¥ ‘2661) Jo11u0d JOo saoeds,
pu® 2Inso[oud JO $99%ds, U9am13q “S1589 SUTULIOJIP-J[3S, puB SSUIISBD
JOUNISIP, U99M19( SUONB[NPOW, PUB SP[NOW, UM SUOTIOUTISIP
o1 219y "weai3oxd ® yons sdo[oadp ARIo1dxa aznaja( 704240, fO
$91291908 2¢7 U0 1414951504 a3 ul ‘wrerfoad [eonrjod B ULyl I9YIBI 1S9
-19ut Teorydosoqiyd jo are (185 ‘21oT) SUONBUIqUIOD puk safessed,

[enInW 9Y3 YoIym ur ‘wisI[e11ded sururexa A[[eo111I0 01 S[001 [e0T1AT8UB
SB Pa1BaI] 918 $308dS PAIBLIIS PUB IOOWS LI8IIBNL) YIIM UOIIBIOBI[0D

SIY UI S[IY A\ “J[2SWIY 9ZNd[(J 01 9B P3dBI1 9q UBD SUOISNJUOD Ydong

*Pas0[9 ‘Aes 011181 ‘(SIseydWd AW ‘IX) 21IUY 918 SULIOJ 9soym s11ed
Jo 9[38n.11s o11sTU0SE 911 S8 A110 91 SUOISTIAUS 058[odIYd1% Y3 ‘UOTIBZI
-ueqan jo smyeredde 9A118I1591UT 9U1 01 ISBIIUOD UL, “I91B] A[TYM (SIS
-eydws Aw ‘Ix) Buswousyd snosuBINWIS 0M1 [***] 218 9INSO[D PUB

UO0I18I391UT ‘UONIBZIUBQIN UTYIIM, 1BY) S9IBIS [[2INY ASII]

-3UISNFuUO0O SSI[OYLIIAU ST 90UBUIIA0S UBgIn UT AB[d 18 (IX)

INSO[5 puB UONIBISIIUL JO O1193[BIP, 93 JO IUNOIOE S I[oINy—I9K8B] [8D
-T11I0 B SpP® A[qewnsaid mou oY YoIym 03—23SINOISIP [BINIOIYOIB
ur 191dByd s,118118BNO pUB 9ZNI[9(J JO ISNGB PUB ISN IAISSIOXI )
18 Sunury A[9AISI9AQNS 94 IYSTW Y YSNOYI[y "90UdIJ21 33 Sa8pa
-[MOU3 9B I2A3U [[oIny—aouereadde 1191 axyew sso3e[adIyore a3
JO sprwou 33, Yyorym ur 191deydo B—=89S 9Uyl.JO SSaUYl00WSs
SB [ONS ‘SBWWOD PIIIdAUL UI SULId] 110yl Surddeuply ‘snvavid

pupsnog ], 7 Ul parelns ay I, pus ypoows ay I, :obb, 101deyos saznapq
pue 11813805 U0 SUIMBIP A8 S[TYM youaa, 30u ST AIYSPUsLL]

*ono3 ur sdaay] 31 usyMm 931] 03 Uon
-B[a1 B sureIureW A[uo uoneredss 18yl st 21n1ded 01 9[qB 10U ST [[oINy
12YyM (1X) .s2red Jo uonnisodwodsal, pue UOILBIUOIFUOD [eonII[0od JO

BACK



78

91 JO P9ISISU09, 183 A11D 31 JO BIPI S JOWIISIAQIH, SAB[ASIp I]a1
-y “I9WISSIAqIH SmmpnrT 10911ysoJe pue Isuue[d uegqin Y3 pue
SOIN U99M19q UOI18I0QB[[00 pu® dIYSpuaLly swnaI, A1eur[diosip
92 S[[®2 9Y 18YMm 3381S 18 sInd I[2InY 18I SWIIS I “I9A0IION

*0S SUr0p ST 97 1BY2 I9PBAI oY) FuTuIem
oYM uonIsod s,LInJe], pus SUISYI3(Q Y10q SII9AUL 31 ‘10U 10 1031
-109 ST U0N®121dIaur S I[oIny 1910y ‘2ousreadde, pue sdofoaud
U® JO 2IN19N1ISNS Y2 INg—P315aF3ns sey LINJB ], U0TIBSIUBGIN JO SN
OTISI[BIPI-UOU 92 JO SUIUBIW 32 3¢ P[NOM YoTym—UOoBSIUBdIN JO
JUSWIPOQUIS [BOTILID B 10U SBM 3IN1091TYOIB SITN 181 $15983ns [joany

>

(stseydws Aw ‘bE) *0an10931yore S1y Jo soueIsadde
K197 913 9wreoaq A3o10uyo91 Surprmg jo uononpo.ad ssewt
9Y2 JO WLIOJ 33 Ul UONBZIUBQGIN JO S9910J a3 [18Y1 OS]
2Im1o91yoIe sty ado[aAud pue 101us 03—o[dwexa 103
‘opedey Surping weiseas oY1 Ul pasn SWBad-] SNOWB] 9Y3

—ASo[ouyo21 [BLIISNPUI JO SINCLIIIB 3YI PIMO][8 SO\

‘sonSIe [[2INY ‘SSO[aYII2AIN
*(VE) .omasireapr wody 18y a1 1803 syl pansand sO1py yorym ysnoaya
SULIOJ JUSTIS 913, 1811 Jur0d S,1INJB], OPAIJUBIN UO SMBID OS[B I[oINy
*S9LIBpPUNO( [BULIOJ JO 135 B SB ‘208dSs JO SUTWRI] 93, SB 20UBISIp, SIY1

SQUYAp I[aINY ‘ULIOJ 01 90UBISIP S, SO\ UO YIBWAI SUI[SYd2( Jul
-stu8ooax a11dsa(q (P2 ‘troT) AImiuad yasniuami a3 JO 10931YDI% 18T
-[BULIOJTIU®B 15918313 9Y3 SB SAIN POUYIP UI[SYO(Q JOUIN UBLIOISTY
1813 2utod 91 03, ‘SOSPI[MOU DB [[2INY SB 2INIDIIYDIL U WLIOJ UO
S9SINOJSIP [BON1I03] SPIBMO] 9PNIIIIB OIISNBD B PIMOYS SABM[®B 9
pue ‘sonrfod uo ‘suorurdo uaas 10 ‘suonisod passardxa A[oael, SO
01n10911ydIe Jo 03B[odIyoae us Jo 1doouod siy 103 Are[dwaxa
SB 9IN1991TYOIB S, ST UO SMBIP I[oINY ULIO 3SI[BULIO]-1IUY

*UOIIUR17%® OU J0 91111] pred pey SI0YINe 3I9UM S90UB1S
-UI 93 Ul POUTWBX? 153( SI S{I0M JO AIONUIYINE Y3 219ym ‘K19810J
JO UOI199319p 91 U SB—IUNBUIWN[I ST 3X31 SIY Ul dIYSPUSLLJ S18A1Y
I[2INY MOY] 18 J0O[ I9S0[0 B ‘191UNO0JUd SUIYONOI SB 9IN1991
-1yo1® Jo 1doouod wpue diyspuaray joaurod syl Suryoroad
-de JO wre Y3 YIIM PUB ‘9A0(B PI[BIAII SB ‘LIBIIBNL PUB 9ZNI[O(] 01
90U219J2J 92 JO UOISSIWO S,[[2INnY 01 pus 9091108.1d o11SIU0SE 9A11BIS)
-UI S,[BSSBA 13 U018B0BT 01 predal arp o1dol © se A31o11dxa dryspusriy
18211 10U S90P 97 1IN ‘SPUILIJ UMO ST 18 A[qewunsatd oym s10911yoIs
03 SI9J31 PUB SPUSLIJ 3I9M OUM SID31IYDIB INOQB SIILIM [[2INY
*3s1u08e101d [BINIBU SWSTU
-03e1ue sB 91NM10911y2J8 sasodord pue wsTuoSeiuB YIIM WSIUOTE
S9snJuo9d [[aIny ‘wdrpered YI00WS B UTYIIM SSOUYIOOWS [BIIILID B 10]

BACK



79

*(292) yoI1easal 10yrIng I0J
s1seq & ap1aoad 1y S 183 sajdurexa [81n19931Yd18 SUNSIXd PaYIUIPI
pu® 9[qe1 Y3 uo swafqoad ay31 Ind oY, :UOIIONIISUOD SIY JO onb1ILIO ©
9seayd 01 19PJ0 UT POYIAW S, I9WIISIIQTH 2LIOSIP 03 SISN I[[INY UOTL

-B[NULIOJ B 95N 1YSTW 9\ (S22 ‘groT IoWIsIdqIH ) (A110 1SI[811dBD 92
JO SISA[BU® 1SI[BAI PUB PION] SIY UT SISISUOD [YOIYM| A1I[BOTPBI [Pas{0o0]
-I9A0] S JOWIASIAC[IH, ‘SPI0M UMO STY UI ‘SUIBIIPUIA UI S[BIIUIPAIO
S,I[91ny U011SaNnb 10U SOOP JOWIASIIQ[IE] PUB ST U99m1aq dIySpuaLIy
oY1 ur £111809.1d B JO UOMONIISUOD S [[2INY JO 90UIPIAD SIYT,
“WISTUBQIN A0 2INIDIIYDIB JO A1LI0L1adns
[eI0oW 938NnbapBUl 3Y1 UOTIUIW 03 10U “ISWIISISC[IH PUB SATIA U39M13q
(52) uoneioqer[od pue dIysSpuaLI} SWNIAJI[, Y3 0IUO SISBO SUIpBaI B
yons 1y 31 o118wa[qo.ad oY1 SS2IPPB 10U S0P [[2INY “ISWIISIIIH SSI[
-J3INI 03 SIIN [NJ309dsar ‘wsIuBgIn SSAYINI 01 3IN10IYDIB [nJ10ads
-a1 sasoddo ‘A[qestugosarun 1sowe Ing ‘A[JUaNbasU0d pue ¢ SSIUSSI|
-yani, 01 wioy, Suisoddo £q (ny1oadsal WLIOY, SI9PUAL I[2INY
*(stseydws Aw ‘S€) uonyeziuvgan Jo 51307 oY
01 £119 Y1 JO UOTIONPAI SSI[YINJI SISWIASIO[IE UIYIM W IO0F
1errdoadde 1sow a1 9q 01 WIS YOTYM, ‘sandre rjainy “siosfoad
S,SOI\ 01 doap3{oBq Y2 SB UIS 3q UBD A0 OLISUS, S IOWIASIA[IH,
“IOWISIA[IH JO sue[d Ueqn 9yl Ul S W I0J [BINI0NIYDIE (SZ) PIAJOS
-SIp A[2191dwod [342 [[J] 01 SWI99S 2IN109IYDIE S,SAN JO I0USTIS, 92,

1811 SWIB[O A[USppNS pue wini 1dniqe ue soxBW [[aIny (siseyduwd
Aw ‘S2) ueld urqan [oy3 Jo] 018071 o119Yy1sasvun £218 [oy1 Jo| doip
-3o®(, oY1 YIIM “19AdMOH *(SE) owes ay2 [SI Yorym| ‘wsIswruru o1
-ydeis [ay3] ‘Surmeap Jo anbruyosal, 9yl 01 paonpal “ISWIISIAIH 01
ASoreue ur sary suonisod [[11S I[2Iny “IOWIdSIIQ[IH JO 9PIS 33 U0
£317891ALIO JO 30®B] B $15933ns sny3 [[oInY " AI81USWWOD [BUWLIOJ AUB
INOYIIM STY SSaIdXa A9U1 194, ‘SWIB[D [[aINny ‘Iudwodeus Jo 18yl
—UO0NBZIUBAIN JO SN[BA UTBW 31 JO 90uB1doooe 919[dwod B 15035ns
SSuIMBIP S I9WIASIAIH, “WsI811ded Jo wdpered [BLIOSBUBW 93 ‘ST
181 ‘UONBZIUBQIN JO SOYID AISA 31 JO SULIOPUAI SANIBOOAD A[YSIY B
01 sjunowre wsirewIuIw o1ydels yons, ‘rjoany 10, " Suimeip Jo anbru
-1[991 o1dwIs & usy3 a10wW yonuw st sue[d SIY paIuasaidalr 1oWIsIaqIH
UoIgm YySnoayl wsiswIuIw snewweldeIp ay1 [pus] sueid asoya
ur pain3y a1e £I10111191 9Y31 JO S2INIBYJ [BINIBU 9] PUB UONIB[NO
-I10 JO Wa1sAS 9y ATuQ, *(siseydwa Aw ‘S2) sueid ueqin sty maip
JOWISIATH ABM 91 UT 1USPIA ST, SuB[d S IOWIISIOTH JO A11Tenb (81
-&ds 91 1811 $9181S [[2INY "UrB3e [BULIOJ 9SINOISIP Y2 I3BW 01 JOP.IO
ur ue[d, p1om 93 Jo SurUBIW J[qNOP 31 SAYBI I[[2INY “TOWIISII[ITH
PpU® SOT[\] SPUSLIJ pUB $1091I1218 0M] 93 UdaM19q AS0[8UB ULIOJ-1IUB
9AISINOSIP Y1 13s Sulaey *,99eds, JO Inq WLIOJ, 10 J0U 9PBW 2I9M
suerd ueqan sty, ‘odo  119q[y 01 Sur11ayaa ‘veyl qutod oy 01 ] Jusw
-98ruBW UBQIN JO 91301 9Y1 03 ULIOJ AIID JO UOTIONPAI SWAIIXD ISOW

BACK



80

pue ‘a1aymAue s £10108F 3431 Aep0o3 ‘wsTuoFeIue [8o131[0d JO 911 Y3 SB
11 Sutuyap ‘10108 [BLIISNPUL 91 01 PAUI] SBM XIBJA [1B3] JO SoWN
9y SuLInp pa1eoLIqR] Suraq sem 18Ym JO AIIQISIA 93 SBAIIYM “(TT
‘p1oz) 201Ju0d pus ‘uoneradood ‘uononpoid [eroos Arerodwaluos
JO 911S [BIONIO 911 SB A10108] [BLIISNPUI 311 01 PIPI0d98 A[snoradid
9o081d padariarad ay3 2o8[das pue pualxa IYSIW YOIYM 183 SL,—IUdW
-n8I8 S [[2INY JO 9SB( 31 18 UONBSIUBIN [8O1I[[0de pUB 21N10TYOIB
reonrod usamiaq wsiuogeius Fuoim Y3 S[BIAI Yorym—, sijodoy
-9W PadsuBApe 21 JO uoneIn3yuos [eneds onsiuofeius L[[euraul,
91, 182 SAILIM ‘LISON 01 SULLI9JAI OS[® ‘weyduruuny) pragqg
*[eo1uyd31 pus pasiusq
-In £[]182101 SB PLI0M 92 9A19019d 9m ABpOl ‘SUNLIM 2J19M UTWBlusg
J0 1odwag Yorym Ul SOWIL Y1 9XI[UN 9SNBII( 1S2191UT JO ST SIY T, *(18)
~noge[ pue anbruyo21 s9W093¢ 95USI[[91UT, ‘LISIN OIU0IUY 03 SULLIDJ
-9 ¢ puB ‘9ANIUS0D SOWO099( SUBIW [BOTUYD] Y2, YOIYM UI ‘SMOYS 1T
MOY pu® 9pBW ST 11 MOY JO SUONSanb a3 ‘[BIUIW Y1 PUB [BITUYDI]
91 usam19q AB[d [8O1109TBIP B [S]|21BAI[10B], ©3I0M 31[2 JO ON[BA UONII(IY
-X9, surwe(uog yirm pue so[u01091 Jo £109y3 uado s 1odwag paLj110n
[21M S91BI00SSB 9 YoTym ‘A11[8011183Y) JO O1U0IDI] 93, UBIUOOLIBH
104 *.A31A1292[qO $11 JO A3118[NSUIS Y3 UT SII[ SOIU0199) Y2 SUTWLIOFUT
K1sapow, 93, 9sNBI3( ,SO1U0103] JO A10913 913 UT [8o131[0d 93 JO SNI[O
-NU 913 SI 31 pu® 9[08193dS 93 01 BWIYIBUE SI SIYI, S11S0d UBIUOOLIRH

*21Nn30911Y2.1%8 01 JB[no1Ied ST YOIYM 1812, SB D1U01D3], U1 01 19Ad UBY)
J9SO[0 SOW09 991108.1d SAISINISIP 01 118 JUALIND JO UOIONPAI 9Y) UOTL
-Tuyap ® yons uj (18 ‘v1oz) 208[d 1SIJ oY1 UT UOTI1BOII(BJ B SIII
1811 108] U2 9SMISIP 10UUBD 11 18YI 108 AIdA 9U1 AQ UONIBZI[BUIDL
-ur Jo ss9001d s1y1 spuadsns so1u01091 9y ‘A30[0UYD] JO WSI[IYIU
a3 Surzipeuaalur :A3rwduoue y3noays £11[1qISIA SUIBIIB SO[U0IDI]
182 S910U UBIUOOLIBH I I0AILD) A1eo11389Y T, JO 9TU0193T, YT,

]

‘ueirjodonsw—uswngie s 1[aIny
1surege pus—paapul “Ing SNOOSUOI-UBQIN A[YSN0I03 AJUO 10U 3In)
-0911yoIB ST\ soxew yaul[d oy, ;SI[[0d0JII9W Y2 PUB 2INIDAIYDIB
U29M19( 10 2IN1031IYDJ8 PUB INIONIISBIFUT U9aMI9q—dIYSpuaLiy
91 J0—UOT1B[1 32 91811039U 01 YOTYM JO SUBIW A JUSWI[D AI2A 92
SULI9] [BIN1091IYDI8 UL ‘ST yaul[d oY1 ang as[d 18YM *(9€ ‘T102) yaurd
92 JO asn oY1 ySnoaya sSurp[mng Jo 1udwoseld [nyored oy [sem] s109(
-01d S, S9T]\ JO [[B PRULYSP 1By JUSWI]I, 92 YIIYM 01 SUIPIOI9E QUdW
-n31e S I[oIny SULIOPISUOD UAYM 91BUNLIOJUN SI0W Y2 [[B ST SOTA
pu® IoWIdSIOqIIH Usam1aq dIyspusLy 9yl Jo uonndnriod sIyJ,
‘way) Surfo11sap snya ‘Aes 01
siueMm 9Y 18UM ULI0FIdd A9YU) Aem B UONS UT W) SIONIISUOD Y PBIIS
-ur ‘uonelIudWNSIe SIy 918[dWIU0D 18] SISSIUIIM SB (IOWITISII[TH
*9°1) so[dwBXa SIY 9SN 10U S0P [[2INY “TOWIISIAG[IH I[UN

BACK



81

01 J[oswIy Surpud[ £q UOTIBSI[BLIOILLISISP, JO BIPI UBIZNA[O( Y2 Sur

-A199p 9[IyM ‘1940210 ‘sanruniroddo pajrenbaun Suriago andoreip
STWIOPBOB UB S10NIISU0d—suonidumsse [eo1pet A[pasoddns siy 01 pared
-1 am A[8urstadansun jou pue—AQauB(I314 I{1ye] ‘ojuswreounuold
9Y[I[-01S3JIUBW B 0IUT DUBI[[B 183 SUISIOJ UBYI 19YIBY 2INIDNIYDIR
pu® 2In1[Nd JO JUSWIUBYOUI-3I, [BIOYIodNS 93 pUB ‘UONIBOYIPIN,
pu®B UONBSI[BLIOILLI2IAP, 1SIT81IdRD JO owedpud a3 1surede sonijod
L101edrouswa us 10J 2oUBI[[B, pawnsald B sojquasse 11yer]

*(1X) .Aep01 JO A11[B21 [8IN10NTYOIE
pUB ‘[BID0S ‘UBgIN 91 UL PA1BOO[ [SI 21| 210Uym pue ‘uonedousws Jo
Ariqissod B s190 1uage [BOLIOISTY 18YM, SYSB I[TyeT ‘wsieiides 18
-19QI[03U PaIallgun, JO AI010TA 9Y3 01 PI] YIIYM ‘SBOPI UBLIBLISQI] AQ
SBOPI ISTUNWWOD “1J9] [BOIPBI JO [BABIIQ 92 89, AN [JO] [BAB119(q
19d29p, B J0 uONBIISISAI S nOIPey Ure[y uo Suimel( " (I1X) UWLIOF AI1
-POWWOd SB JUSWIUBYOUI-II ST PUB 2INI[ND JO 99BJINS Y1 INOJE [[8,
21M19911YoJ8 A1810dWaIU09 B 01 ¢ A11B[OPI JO SWLIOF MU SPIBMO] UIN
JUWUNYSIUF-I9IUN0D) B, 01 SpBI[ A[3uanbasuos ‘Ifiye] 103 ‘quaw
-19g® yong *(IX) ,,193I8W 91, JO $O130[ 9U1 01 SWLIOJ [BIOOS [[B JO UOTL
-0a[qns swisireI2qI[0aU JO 1099(01d ueidoin, pueid o1 s1oqe A1iddey
2In19911yd18 £1210dWIIU0D JO 9SINOISIP [BINIMND Y2, ABPOI pUB ‘(X)
A1paso pue wsireirded sousuy JO  L1[8N1IIA, 943 03Ul PA1dnILIod usaq
sey . [enaiia, oy Jo Aydosoriyd B, 18yl sandi1e 9y ‘01818228 ] OIZLINBIN

03 SuL1I19J9Y "2q pnom 193(o1d B yons JO SINOIU0D Y3 18YM O0S JI puB
©109f0ad A101dIoUBWS [BOIPBI B JO SULID) U J[SII YUIYIAI UBD 3SINOD
-SIp T8IN1991TYOIR JI SYSB I[TYeT *(910T) $202/(0.4d CL010Frouvums uv oq
24129272¢/0.4Y Uv7) PIITIUS ‘OATIBUIII[B SAISINOSIP B s2qo.1d A[[eonoead
11 s& yonwiseur 1durolre ue Jo asuas 9yl UI ‘J[9SII Ul A8SSa UB SI 1813
3ooq B paysiqnd os[e sey 9H "2In19911yd1e ul £318o1Lo [eonrod Sut
-SSNOSTP J0 SUIWIB[D21 UO SABSS? SUN109[[09 S300(q JO JOqUINU B PP

seyIiye]  SI93unosuy (Pa1onIIsuo)-uoN) Jo s298dg SAISINISI

SOII[0d

‘uoneredas yo yoe] suaredde yons ur eadde 01 moy Jo uon

-sonb Y1 Y21M JUOIFUOD ISNW 2INIOIIIYIIB PUB 118 20q YOIy ‘(L ‘2661

9Znaa(]) UONIBUIWOP JO WIISAS MU B JO UONIB[[BISUI pIsIadsIp pus

aA1ssaxdoad a3, JO oTISLISIORIBYD UTBW 913 ST AfIqIssodwr siy T, *(69)

2A1qrssodwr 1sowye ST 2Inyonansiadns, pueg 2seq, S8 [ons SUO10u p[o

91 U99M19q UOTIBIIBWIAP JBI[O B 919YM SATYSUONIB[DIIIIUI JO I0MIDU

B ySnoayl suni Aepoi wsireiides ur 1onpoud 1ernimo Aue jo uonisod
92 SUTUISOUO0D UOISSNISIP [BO1ILIO B, 181 SOAIIS(O UBTUOOLIBH

‘Tennuazod ([81131p pue) [8qO[3

s11 ur sijodoaiowr 93 ST wistuoZeiue 1eanirjod Jo 931s a3 A[3uanbasuod

BACK



82

-3s17811d8d pUB [BLIaSBUBW A[IUSISYUI ST
UONBZI[BLIOILLIdIIP, ‘PIOPUL I 10 ‘1J9T [BOIpBI, 9U1 £q 3sIe11dBo, S8
PALI09D A[9s[8J OS] 1IN WSI[BLIdFeuBW 1sI[811dBO Aq pasnge Suraq A[uo
10U SI UONIBZI[BLIOILLISIAP, I19Y1ayMm uosanb ayz suado 11 ‘19A9MOoH
ov"SWIB[O OSTB I[T1Ye] YoIym  UOI1eoyIpinyj, pus UOIIBZI[BLIOILLIIIAP,,
1s11811d80 JO owre3pud ay1, SIYI [[80 01 99158 [[8 PINOM AdU1 JT “I9AD
-MOY ‘18370 30U ST1] *(I11X) , . JOYI0UB 01 IBMPIBY UO WO.LJ J[9SII PBO[aI
UBD 182 918M1JOS [BNIIIA OIUT SIA[OSWAY] SUBWNY FUTULIOJSUBIL JO
wealp [8I3Ip-o1soud ayl,, ‘spiom s 3azl7 ul ‘Isurede sonrjod L101ed
-TOUBWD U 01 90UBI[[B UB SS9J01d, A[21nS ‘swre[d ITyeT st j00q [9y1]
01 S10INQLIIU0D Y3, [V *(HIX ‘9roz) L1033 Sul83nas, s,39z17 [0AB[S
IIM WISAS STy susiye 1ftye| K£109y 1, SunSSnang yam SuiSSnng
"19178W 1 ABI-X 01 L11uniroddo o1qIssaooe
A[Lreurpaoernxa ue Suraig ‘suonisod 1ussaad [[8 $193[Fa1 puB S918IZUT
AeSS9 YoBH "YI0M OIWIPBOB pIBY JO JuswysIdurosse a1 yo uorssaxd
-WI [[819A0 UB ST 3131} ‘SNOISIA WIS A8 SUONIISOd JO JUSWIUIMIINIUL
91 sawn 18 YSNOoyI[y "SABSS? [BUOIIUSAUOD UI UBY) 3s1031d a10ur A]
-quaredde pue dieys a1e sasuodsal 9y ], ‘UOIIBSIIAUOD [BULIOJUL UB JO
uSI1S oY1 SB WBU 1SIY I19Y3 £ PI[[BD 918 SI0INOO[ISIUI Y3 “IOYIN®G 31
JO SWBWINS 91 AQ S9O10A JI310 SUTWBU JO UONIUIAUOD 31 01 pasod
-do sy *9suas 911SIUOS® UB Ul pO0ISIapPUN 9nNSO[BIP B SI 1] "9 8IS 18

*(S *800€ 310zIZ) [e13Ip-o1sous aya

ur s1s09y10d®8 11 S9YOBAI YIIYM PuaIl 92
uoneoyipimyy, pue UONBZI[BLIOILLIdIAP,,

1s11e3Ided [ed1pea Ul :ozI7 [0AR]S WOy

0S[® SUONOU $,9ZNJ[(J JO SUONBIOUNUIP

asoy) sdeupry IfTye] JIpeN 18Ul 910N 9p

S[BIIUIPAIO OTWAPBIL Y3 JO 218MB o[IYM ‘dIYSPUILIJ B JO SISB( 33 UO
UOTINQLIIUO0D SAISINISIP UMO JI3Y] UT WIY2 SSNISIP 01 pus WIdYI [IIMm
10®.191U1 01 ‘sUONIS0d SI9Y30 92 93 pa[Mmouo. 01 pa[[odwod SI.10In00]
-I91Ul YB3 YOoIyMm Ul SUNILIM JO SpOW B UI SINSAT WNISKS, SIY T,
*9910A 119dx9 paAjoAuTUN A[SNOTA
-21d B sB pJomIalye Surpnouod susBwWoO ueof £q paisjdwos A[reuy
are pue ‘uonisod umo sty Surreoap Irye Aq Aesss ue £q paruswa[d
-W0d PUB PIIOI[[0D 218 SABSSI PUB SUONSIND [8ITUL 9Y ], "SIUdWNSIB
211 Jo s38pa a3 Suruoy ‘101e19pow sAe[d ‘MITAISA0 93 Sulaey ‘(Tye]
*A8SS9 PU00S B UT S9SU0ASAT SI9YI0 Y3 SIOPISUOD T0INDOLINUT YO8
PUB ‘paIB[NDIID 918 SABSSI 9SAY, T, "SABSSI OTWIPBOB JO ULIOF Y2 Ul puods
-91 SI0INJOLIAIUL J9Y10 Y2 YOIyMm 01 Suor1sanb asod 01—mnopadusms
11 “Towred(q 43894 ‘weySuruuny) prae( ‘13103IpUy 0I9qI T—SUOTIIS
-0d JUSIPIP YIIM SI0INJOLIdIUL JO JOqUINU B SSB I "9[3IQNS SII 00q
91 SurAIS ¢1J9] 9Y1 pUB 2IN1091IYDIB UO SONFO[BIP, 91819Ud3 01 L110%d
-80 91 SBY , JI11s0dsSIp [8IN10911ydJe, S I1ye] KBS 01 SBY 1T 18YM
Sururouos uonsodwos 513918118 S,00q 93 JO UOISSNOSIP [BONILID B
asodoud T “xyooq s I[1yeT JO 1uU0 911 FUISSNOSIP UBY2 19YIBY
‘SI9pBAI Y2
pu® S10INQLIIUO0D Y2 Y10q JOJ POYIdW dYNUIIOS SUIZI[BLIOILLIdIAP,
® 2onpouad 01 £1108ded oY YIIm (IX) . FI21S0dSIp [8INIOAIIYDIE, UB
sjuaaul I{Tye] ‘wsielrdes [819qI[-09U AQ WLI9] 92 JO uondnriod oyl

BACK



83

92 01 SUOTIB[AI [BOIYOIBISNY SUIYSI[BISI-91d SI[NI JO 19S B SB [BIO
-0S 313 JO uonBULIOJSUBI) B ST sS[[odo13aw 3yl Aq PaININSUOD YoBaIq
[BOLI01STY Y, ,JOIIUOD JO SAIIIO0S, 01 SANII00S Areur[dIosIp, Woay
1J1US 92 01 S21B[aI [BIO0S 31 JO UOIIBULIOJSUBI] OLIOISIY SIYT,
w'(Z01 ‘groz ‘I[TyeT) oSuas 1S9[[NJ AI9A Y1 UL [BIDOS
A[punojoad os[® S111INg ‘ULIOJ UI  OTWOU099, ATUTB1IdD ST [90Uud[8AMbI)]
SIY T, "o8uByoXa pue UOIIB[NOIIO [BSI9ATUN B UI 1Ua[eA-Inba paisp
-uau st 9o%[d, remonaed yoes yorym ut [*] Josir srjodorisw aya
JO wLI0F 93 Aq ‘A[[B100S S© [[oMm SB A[[eon1[od ‘paInisuod yoeaiq [edl
-I03STY 93 U0, SMBIP WBYIUTUUNY) ‘1IBI09B) OWISSB]\ 01 SULLIIFY
‘(1T “broz “1fiye) sonrodonaw, (Sor) uoneurLiojsuell pue uoned
-Touswd Jo sonrod ugirjodoriaw Arerodwaluos, B yons s[[eo
weySuruuny) *,S9119100S UIIPOU [[8 JO UOISUSWIP [BIIUID B SB J[OSI
UON10BIISqB JO AI[IQBUIWI[OUT 93 YIIM SULId] 01 SUIWOD, 10J Paau ©
$99s 9H '£19100s 1511811dBD B UI parBIBdas 9q J0UUBD AWOU093 [BOTAI[Od
pus sonriod, 18yl sanSie ‘suonsod 9A1IOUNSIP S, MNOPIJUAMS puB
s.111021puy 01 uonisoddo ur ‘wreyduruuny) ‘sijodoiaw Y3 IO UOIIBS
-TueqIn JOo A1[BaI OTWIOU0II-0I00S 93 03 SB[ ‘9ININIYDIB JO [8dl
-7od a3 A1remonaed pue ¢ [eonarjod oY1, Yorym ul Aem 931 UIIOUOD
SI0INDO0[IIUT I U2IMI2( SIDUIIIYIP 93 9o11081d SAISINOSIP [BINY
-0931YdJ8 J10J ,S9ouanbas 1eonijod AL101edousurd, uo JuswdaIFe I191)
audsag souspeanby paloensqy Jo Aperoos ssonodonap

]

*9IN19911Yd18 YySnoay3 11e Jo 199foad £1018d10
-UBWD UB 01 Pa1e[al 9 1YSIW SIYI MOY PUB 2IN109IYDIB SOUYIPAI 10
01 S918[21 uoneBsTUBgIN A1810dwolIuod MOy IN0qe SIYIISUr 19y183 01
‘SwIre[d 9y 9133Nn11S JO 9SUIS Y1 YIIM 21n10911YdJ8 JO 103(01d L1018d10
-uewd ue 01 yowvoidde [eordorerp s 1{1yeT 193us 03 st jurod ayJ,
*(4) Auswow SIY1 91B[OST 01 [BIONID ST 1] pUB—UON3[a1
5T1BIDOWIP-[BIACI] 9Y3 UT 3SO] $1393 YOI JUSWOW IATIdWIPI B WY
JO 4o®BO U SBM 219U [*019 ‘uIels ydoso[ ‘3uopaz ory ‘01191dsaqoy
USI[TWIXBIN “19839p1oy unJey Aq payruostad]| £11so1asuowt pue ain
-[I'eJ [BO1I03STY, JO 9[38n13s Yoed Ul 383 ST Julod S 39Z1Z "YINI} JO UOT}
-1s0d & WoJy usxods 3UsWIILBIS JYI WOLF SIFISWS 183 9[S3NI3S o3 ST
SIUNOD 1BYA\ "YIndd [BUIJ B Sun1oafol uo 90UISISUL Y2 ST [BIUSWBD
-unJ swads 18y M (9) JU91U0D 91BUTWLIAISP Je[nonIed Aue Ul papunois
99 10UUBd ‘Yons se ‘pue Jurweu 103 /Jo 9[33nns [eonrod A19a ay3
(3noay3 pamirisuod st pue 9519w, YInig, azIZ 03 SUIpI10d90y
*(£) .sxyeads suo yorym woay uonisod ay3 In0ge YInI ay3
o1uo0 3ulp[oy 4q anqg ‘yanal 2An93(qo, 19138 Suruuni £q 10U [**] yaniy,
Jo 198eMm 9Y3, SIY3 S[[BD Y9ZIZ "IN} JO Uonlou pae3us ue [] 2013
-ovad pue A[dwr, £91]1 9sneoaq so1109Y1 Sur[38nas, axe £y T, *(£ ‘gooc)
2[83n11s & Ul padeSUd SOA[ISWAYL 318 YdIUM SILIOAY Ing ‘9133n11s
1N0Qe. SOLI09Y '] Y20q 18 £33 [osnBoa(]| ATUO 10U, ‘sISATeuBOyIASd
pUB WSIXIBA ‘SL10312 SUI[ZFNIIS Yons 0m31 948 2193 YZIZ 10

“(I12-661 ‘2661) MSIIYIN JO 2IMdAYDIY
o1 uQ :ondoqidyg, 1181008 998 Lp

BACK



84

Koewaadns oyl Aq san[eA SpIeMO] 20UIPIPUT SUNBIOUSS 01 SPUd)
W91SAS AUB ‘SIMIIIUD SNOWOUOINE UM dn[eA [enba Suneirousd
UuB(2 I19Y18Y "WISKS SUIMIISUOD B SUTBWAI SINFOBIP JO WIISAS P18
-nsiydos s 1{1yeT ‘mata Jo qurod s1yz woJy “Surpng dnois se swes a3
10u s1 sdnoaS ur Suriom a3 Surdels onoay aya pue ondey Yy T,

JI93unoduy pue 3uryonay,

-sdnoa$8 ur Supjiom ur Surde3us A[[en108 9ous[BAMbI pa1oBIIS
-g® JO 191008 B JO JUSWIOBUI UB SSWO093¢ 31 121UN0OUS [BOIII]
-odour1iaw ®3urdels £g -oousreAnba ojur 90U2IQPIPUI SUINBAII SN}
‘s170do470m 9Y1 pue s770d 941 U9aMI9q SOUIIQPIPUI 93 Suiei1s Jo 108
reonifod oy yarm pardnooo 9g 01 WIB[D 10U S0P AI103Y] UdYM PISSIW
ST I91UNOYUd UY °SUIBIu0d 11 suonisod oyl pue anJo[eIp ay3 Y1oq
01U0 UONOBIISqE ons 109(01d eI om ‘UOII10BIISQB SAJOAUT UBD SUOW
-wod B MOV JO uorIsanb paisag8ns sweysuruuny) Jo suLId] UJ
*90ud[eAmMba Pa1oLBIISqE JO AI[BIO0S
B 0JUI 90UAISYIPUI [BLIOZBUBW UIN 03 I9PJIO Ul JI0M 01 S908dS 95913
JueM 9M MOY pue UT 998[d 9381 03 SIOIUNOOUS JUBM dM S908dS 1BYM
3[SB 1SNW oM SIYDIBISAI S "SIAIISIP 11 anbriro 9yl Jo 3uspuadapur
‘yoeoadde aA1sanosIp [eon1oead s 1{1ye JO ILIOW 93 SI SIY ], *9q P[nod

I21UNO0O2Ud 9AISINOSIP JO 998dS BIBYM XSB ISNUW 1] “YONS SB
9IN1993IYDJ8 10J 9[0.1 [BOIWOU0I3-0o111[od—pnb—71eonijod L101ed
-1ouswd ue Ae[d pue 9o1198.1d YIIM 109UUOD 03 ST ISINOISIP JI
*SuLI9) JeonIodoaw, Ul 2In1d311Yyd1e
Jo uondoouod umo SIY S[[BIS.10J 0S8 Inq ¢(50T) 2 A[[831 P[NOD JUO[E,,
sonrod 18ym 1N0qe IIAIBU [[BISAI0F 03, A[UO 10U SWIS WeyIuruun)
€919[0SqO0 pUB PAUOIYSEBI-P[O SB I9IUNOIUD JO 90vdS B SB 2405y oY1 puB
s770d 93 Jo 1daou09 a3 Suriapual uo SuIssnooy Aq ‘AI8I3U09 Ayl UQ
‘urey3uruuny) Aq passaidxa ANI1o1dxa 19A3U ST 1842 1YSNOY1 B—SI[
-odomnow B U9aq sAeme peY sz70d 93 J1 sB ‘sur1a) [eonrodoqiaw, ur sz
-0d 241 30 1dooU02 911 IN0QB. JUIYL 01 SISPBII Y1 SIONPUI SIY T,
*g[qequIyIun A[[BIUdWBPUNJ U]
sAem[e SB[ 1T 01 PIPP® 042524 INOYIIM S270d B 1811 S1S933ns uonisanb
SIY2 “UONIBIPAW PUB UONOBIISOE JO SULIOJ [BIUSUIBPUNJ A[OAUT 10U
PInoMm 183 _SUOUWIWO9,, 10 AITA[I99UU0D UBQIN JO WLIOJ SWOS dUISeW] 01
a1qrssod, st 31 31 syse weysuruuny) A8ssa SIY JO Pu2 Y31 18 USYAM
*s9oe[d pus
Son[BA JO UONOBIISYR [BIUSWEBPUNJ B SB [011U0D JO SI[0d0IIoW 93
01 ‘soor[d U99M1a( SUOTIB[DI [BOIYDIBIIIY SUIYSI[qBIsa-a1d sa[nl Jo
195 B $B £110 A1eur[dIosIp 93 WO.JJ 1JIYS B S8 UIIS 9 ABW 1Ud[BAINDD
s90®1d [[B SI9pUaI 18] YoBIIQ 92 ‘UBQIN 31 SUIPIBIIY "IUS[BAINDS
WoY) SULISPUAI ‘SaNBA JO UOT110%8.11S (B [BIUIWBPUN] B SB [BIOOS

BACK



85

£191UN0oUD JO
[9A9] [B190S 91 U0 N0 AB[d 31 S20p MOY ‘Urwrefusag pue J[[Ie1eg usaml
-9Q 21n19911YoJ8 JO 20UdaNISU0d [8n1dodouod B ST 2191 J] "PaIB1I0ToU
Suraq ST 21109114218 YOIYM UT 908dS 93 S8 21N39911YdI8 JO sTwaxd
9Y31 UO JOY3BJI ING ‘ULIOJ I[ING B SB 9IN109ITYDIB 9 01 SWNSSB aM I1BYM
Jo sosTwaxd 93 U0 10U 21n30911YD.18 JO uorIdaouod I19y1 SUTWBX PUB
o[[reIeg pue urwelusag 01 WINIaJI 03 1S3I1UI JO SI 31 Jutod STyl 3y
"SITWI SIT S[BIAI
osye 11 199foad & yons Jo 1dwaire ue sasodoid 109(oad s 1{TyeT a[rym
*S121Unooua [eonIjodonow payrusip 103 9seq a3 ap1aoad pjnom—aani
-ONIISBIJUI SOWNS(NS 9IN1091IYOTB YOIYM UT 90Ud[BAINDS pI1oBIISqB
Jo 109[0ad B—AT1B13U00 92 18Y1 pUB ‘UonIBIRADS JO 109[0ad ® ST 109(
-01d SIY [oIym 01 1UIX 31 $3IBIISUOWAP SUNLIM ST PUNOIE S10910
[[oInY 183 95e1S 93 JO SISA[BUB 331 “I9A02I0TA "Aem AU Ul 9ATIBAIIS
-U0d 3q 01 9ABY 10U S0P YOIYM ‘AITUSIP [8INIONIISBIJUL SIT UDAIS ST
11 USYM Pan[eA 9q 198J UI UBD 9INIONIISBIFUI MOV 0IUT 1YSISUT SIAIS
1[2Iny pue Sul[191sey JO SUIPBAI [BONILIO B I9H 9581S B APBAI[L SI P
-1813089U ST 98®1S B YoTym Ul 998[d Au® 1811 ‘J[9S11 $S920.1d 93 UT S1I81S
£30109p1 JO SUIPIOA 92 181 SMOYS 0S[B 9[dWBX3 91 ‘91BIOQB[[0O PUB
J[10M S10911YDT8 31 MOY 38 SUIN00'T "sasn [eaualod 01 1J9] pus papIoa
9q UBD WISI[BLIOSBUBW [BIIQI[-09U JO PIALIIP WLIOJ B WOJJ UOIIBUTW
-1919P JO $59904d ® Yons moy SMOYs 21Nn1091IYOIY JO [00YOS S9IUBN

91 Jo orduwrexs 9y, ‘Terauaiod siI ST WI0J 921 JO 90uBOYIUSIS Y],
gv"S7UoUOdW O [8OIS0[03PI SIT JO PAASI[AT USYM ULIOF JUBOYIUSISUL
SOW099( (IUSWUOIIAUD AUB ‘pIIPUT 10) 2INIDAIIYDIB MOY MOYS S[d
-pouw 1aded s1y jo sydei3oloyd s,purwo SBWOY ], ISILIB Y],
*9381S B SB JO PIAIIOUOD
9q uBd 2139911y d18 AU Aauerrodwr aJow Ing ‘Surpymg pue Suruued
$10931U5J8 JO 9UO 2q UBD 2IN39931Y518 JO U011daoU0d B Yong ‘949 931 10
“UInow a3 ‘snue a3 Jo sa9eds [8210d109 3 UI 21N319931YDI8 JO UONY
-daouoo sanreSau sa[IBIBg 01 PUB 2IN10311Y218 Jo uoneridoidde on
-dey a3 Jo uondoouos surwe(uag 01 spuodsarrod 931y Jo 9381S [BUTWII]
-qns ®B SB UaXB1 2IN19911YdIY "9seq SulfJrusip © yons sapraoad ‘paisal
9q UBD UOT10BIISCB UBLIID B 219YM 398[d B SB U ®B] JI ‘a581s ¥
‘L£1TuBWINY JO [BATAINS 93 01 [BIONID ST “X.I0M I0J 958( SUILJTUSIP B 9pIA
-oa1d ued ‘uIny ur ‘11 38Y3 0s “AITUSIP YIIM PISNJUI 3¢ UBD SINIONIISBIJ
-Ul Moy Jo uornsanb ay3 ‘0818[ 18 L1TuBWINY YIIm Aeme Op 03 SUSIBAIY)L
JUSWTBUBW JO SOTIBUIAISAS 911 USYM SOWI U “SB81 SIT [J[NJ 01 I9PIO
ur 9[qeadepe Sururewal ‘UoI10BIISHER UIBLISO B I0J MO[[B ISNW IoYIBI
Inq ‘9[qe1s 9q I9A3U UBD WIISAS [BINIONIISBIFUI UL YONG “S10M PIYIU
-31p 1037 SMOT8 181 2INIONIISBIJ
-UI UB S® UO[1oUNJ S1I SUIBlUrBW
A[118S5000U WA1SAS Y2 “TOAIMOY
‘GuiSels £q "J1os1I WaISAS 93 JO

*(L10T ‘T8 22 puBw(]) Suryiom

doas 01 sasnyaa asn[ 1s1aIB 92 182 £BS
0S8 P[nod am Inq ‘dwni, Aq 3urpunpal
opeW U99( Se PUBWA(] 1BYI W3S L6 1]
*Apeal[e [9poW B J[9S21 ST 182 A11[B31 8 JO
[opow & Sp[Ing Sny3 puswa( Jue[q Us3q
aney A[[en1oe 01 pareadde sioded asay,
*SUOS SIY 0 SISSAUISN( SIY JO [0IIUOD I9AO0
9A13 01 opew peYy ay suoneredaid oy Jo
90UDPIA? 2I9M YOTYM ‘ax0ds Y S& WY 01
1X9U paoe[d ‘SIUdWNO0P 32 3 0 PAWTE[D
9oua19§u09 ssaid e ur dwniy, preuo(y 39919
-1uapIsald 183 s1op[o] ay3 1oded yuriq
pue pIBoqpIed JUB[q YaIm I[INGaI 3y
YoTyM UT (LIOT) $42p[0.] HI0M S pUBWIS(
SBUWIOY], ST ‘a8n[3] 1opUBXA[Y Yiim
UOI1BSIIAUOD B Ul 03 s3utod 1oUIa] uag

s ‘ordwexd SunqLns Aremontedy 8t

BACK



86

UDAIS S ° 21P J0 Op 03, 20UIYPIP B A[L18111], ‘uonisoddo [giuswepuny,
B ‘L&119uB10dwWaluod JO onbNILId 9A11839U-10B11S(B UL, SPIBMO] SPU]
9[ITBIBg S[IYM TOAIMOY "UIWe(usg pus 9[[Ie1eg S109UU0D (§OL) ,S9011
-oead 1eini[nod 2A1109dsoad, pus SUONBIUILIO [BUOTIIPBIL JOF [OIBIS,
Iy ‘ddny 031 Surp1090y *(90g) J[[Te1r8g Y3noayl uoneIrdsur 109J1pur
U® U0 Paseq A[[BIIUISSI ST ABSS $¢072,7, 93 181 dwunsse 01 ddny spea|
‘(Lo€ “Looz ddny) uononpoid Jo suo ay3 Jo peaisul ‘uonndwnsuod jo
Jomod 911 JO UONIBNIUSDO®B 93, SNYT, "9[[Iereq st Aem oneydwd swes
91 Ul UOTIONIISIP 91B.ICI[ID 10U S20p urwrefuag ysnoyaye ‘s102(qo Jo
asn Teor1039[e surwre(uag ur o[o1 yueriodwr ue sAe[d osye 1] *(Yo1e]
-10d a13) arnarpuadxa Jo £10911 UMO SI[[IB1Bg UI 9[OI [BIIUID © SAe[d
‘$S90X9 puB A1IANIBAIO 21TUGUL ST “(15) $91810 JO 90UJIP IUBI[[LI], STY
“jI0m s syon, ur sastead urweluag 18y “(Le ‘SL6T) (prrquarns) 2am
-o01d 21u2S 22 JO puB 118 911013 JO ‘2INIBOLIBD JO A1031SIY 93 10J SAIYD
-Te SUnsIxa ATuo a1 papunoj 9H “199uold e Arrewrid ST syon, 10109]
-[09 ® B, :S911IM 9 "TOIUNOJUD PISSIW B YONS SSOUIIM ABW ‘Q[BUOIIBN
anbay101[qIg Y3 Ul U9ILIM ‘SUYON,] pIenpH UO ABSSI surweluag
-o8enJue[ Jo san1Anoa[qns aA1109dsal 11943
01 anp 191unosud a[qissodwr ue L[qrssod ‘WY $9IIUN IBYI I9IUNOD
-U9 [BN199[[9IUI PISSIW 192 ST 3T I9IUNOOUD [BN1OB II9YL UBY) 2I0W
sdeyiag -ddny sa11iam ‘o[euonIBN Snbayrorqrg ay3 18 o[[rereq yiim I1a3
-UNOodoU? SIY YIIM SIPIOUI0D ‘(TOZ) 2TBWI [BO1109[BIP 21, 01 2INIBIUTW

reoryder3o1q-oine, oYl WOoJ ‘SLIBd U, 292/0.4d SappoLy 93 ‘AITUIOpOW
Jo Aydei301101S1Y, 01 UI[Ig UI POOYPIIYD UMoO SIY Jo Aydeidoriolsiy,
woJy 28usyd [Bo130[0WISIAI, 91 ‘SSI[OYLIOAIN TBI[OUN SUTBUIIT
Sunuim Jo 9[41s ArejuowSey ‘[eoL1089[[8 UL YIIm urwelusg paidsur
a[reIRg JOYIYA) S901108.1d SAISINOSIP SATIBUIII[E I19Y) JO MIIA JO
qurod oy woJy o[rereg pue urwelusag saredwos ddny *(uone[susry A
‘zog ‘Loore) 2391100 92 JO JIOMIWIBIJ U UTYIIM SS213U00 [8o1ydoso
-Tryd & saredaad, urwefuag ‘odeosa s1y a103oq poriad ay3 ur ‘ddny paey
-1905) 01 SUIPI0dIY *I[[Iered puB UIWB[Uag Us9M1( 9FUBYIXI [BI112.10
-3 10d99p B U99Q 9ABY 1YSTW 2971 SOOUBISWNOIIO TUIIPIP U]
*areuonIBN anbayl01[qIg 2yl ur wayl SuIpiy Aq $1X21 SIY paABS
J[re1ed ang “1J9[ pey urwelusg 191y Aep 9y1 SLIBJ PAIOIUD SIZBN YL,
"$1X91 1910 PUB 293/04J Sopvo.Lyy ST JO 1dLIOSNUBW Y1 YIIMm J[[Iereg
P2ISnNU? ‘oulopy urof 01 19p.Jo Ul $9181S PIITU[) Y3 03 UOCSI] WOIJ
Surqoaeas yo 10adsoad aya yaim s1zeN 9y 9deoss 01 sLIeJ Suraes] uaym
‘urwrefuag :onewiSeld pus [BNSBO UBL] 9I0W SBM 108IUO0D I T, "UBI
-JeIq[ ® SB OWI] SIY2 3B 9191 PaxI0m J[[T8IBg 181 PUB ‘(UOIIB[SUBII AU
{0811 ‘166T) sreUONIBN anbayiorqrg ay1 9o8[da1 pnoos [urwelusag| sw
J10J p[1oM 93 Ul SUIYIOU, 181 UMOUY ST 3T “IOA0IIOTN "SI9QUISU PIAOA
-UI 1SOW S1I JO SUO PUB SIIPUNOJ-09 Y2 JO U0 SBM I[[IBIBY YOIYM JO
‘9130101008 9P 989[[0D Y3 YIIM TBI[TUIB] SBM UTWB[USY SLIBJ UT 98nJa1
sty Sunng Joyunosuy SupeN-yoody uy :anbnrjod ajrereg

BACK



87

‘uaddey 1snw Suryiou :dIyspusLiy Ul JOIUNOOUD
punojouad 1sowr 9y wof1ad £9Y2 ‘asn SNOWOU0IN® JO [I[BIM d[qBIn
-sBowIwiI 93 103 a3e1s B Surpraoad £q L1[iqeinseau 31 sas1onod 183
2IN19931Y2JB UB ‘21n10931Y 2% [eonIjodonow Jo uondaouod nysoead

1sow 9y1 Surde1s JI sy "1sna1 pue 109dsar 15s9dosp JO 9UO UBY3I S[BUI
-3BWI ST 191UNOJUS I9YI0 ON "2IBMB [[aM ATUTBIIID 219M 130q YOTYM JO
‘00r[d 9381 A[[BN10% 191UN0OUD [8n1do0U0D B A BW 01 PIPUBWIP JABY
PINOM 11 2240/ 9p 41207 9Y3 UT JUIPIAD SOW093( 11 :SU0TIdoou0d 11941 JO
20usTBAINDS 911 JO UOTIOBIISE OYI0ads Y2 Ul POUTIBIUOD ST SIAUTYL
0M1 92 U99M139q A1Twrx0ad 942 “I971BY *31 S9OBIQUID I9YI0 Y pUB 21N
-0911yoa8 s3s0ddo auo 18yl 10U SI ‘SUOIINIUT UOWIWOD 01 pI83al YIIm
90UAIQPIP Y2 10 ‘uturefuag pus d[[rereq usamiaq Arwrxoad oy,
-uonisoddo sa[[re1eg aim puodsariod 30U s90p
Areoniio sururefuog ‘o[A1s uy * (425 ‘v661) syong uo £esss ay1 01 paed
-01 1101[dX0 YIIM JOWISYNIOH 01 19119] B UT S9ILIM 3y SB “13noyl pus
K£117831 JO [9A3] I21[1B2 U 18 papusyaidde sem 11 yorym Ul Sa11059189
a1 Jo anbnrIo & sapnpout ] parpnis Suraq 193[qns renornaed oY1 Jo
SISATBUR 91199]BIP 91210U09, 93 SB YOIyM ‘SUILIM JO 9o11081d UMO STY
01 Spu0dsaL109 SISATeUR SIY T, ‘(L2 ‘SL6T)  J[9SIT WSI[BLIdIBW [BOLI0ISTY
JO UOIIBNIIS 91 SBM STY,T, “J[OSWIY MBS 9Y YOIYM UT UOIIBNIIS [BOLI0ISIY
931 107 SUI[99J J83[D SSI[ 10 SIOW Y SBM “TOAIMOY “101DI[[0D B ISI[BLI
-918W SIY2 9pBUW IBYA\ ‘118 JO UONIBIOPISUOD ISI[BLIdIBW B JO J199uold
93 S1SYoN, :SUMUNIUOD ‘UTLBUag SILIM ‘I0199][0 B JWBOI( SYON,]
‘19suold B sem 9y asnBo9g, *SUIO9[[09 JO 9011081d S,SYON,J S9ONPO.IIUL
oY UayM ‘J[9SIT ABSSI $GI1,7 9YI UI PI19IAP 3¢ UBD SUNLIM JO 9o1108.1d
surwe(uag Jo 1001 9y, *(80%) .Suntim jo sonowid [sururefusag] ur

BACK








https://www.researchcatalogue.net/view/1426934/1426935

BACK

90

GO TO VIDEO


https://www.researchcatalogue.net/view/1426956/1426957

‘"mm |

—



https://www.researchcatalogue.net/view/1426994/1426995



https://www.researchcatalogue.net/view/1427014/1427015




ul .m__an_
.. ¢
9.4n}sab sk

»



https://www.researchcatalogue.net/view/1427033/1427034

Nty S 7

ANt




| o

CIUTREISNTII YR

y A
S



https://www.youtube.com/watch?v=s5OAwAWywVE

O3dINOLOD

97



https://www.researchcatalogue.net/view/1427047/1427048



https://www.researchcatalogue.net/view/1427067/1427068

[}
o
3
(@)
<
o
m
o



https://www.researchcatalogue.net/view/1427087/1427088

O3dINOL OO



https://www.researchcatalogue.net/view/1427108/1427109

1
o
=

GO TO VIDEO


https://www.researchcatalogue.net/view/1427150/1427151

it
BRIy

5




GO T@ VIDEO


https://www.researchcatalogue.net/view/1427160/1427161

104




105

”"(S‘U‘“““ K sarsys B o \_y\\‘ﬁ = \,Qﬁ
\ &W W&&\WK w\w\ e anictn %W =
\ e PR Tehees €9 © oo c%ﬁr %\f“ WSS ‘%’
“&QW WN*‘\\V**‘Q s W W ENe 6" \ ‘( _
o> ¥ e W \xms(t‘ (
YG\\‘\‘\,W@ (\SJ TV eeeeTo  Deeq ?)f‘

QVQW %KQO&N) Cﬁ‘\ &g\v@ yﬁ\\}(\‘ NG\:\,@ & \&( o

“;il

e
Q‘® @tﬁ&ﬁow (Y(

; \ o g
%’0 Qm\\c\wr §\W?§ o %‘*@6\ w*@\{?k&‘w . vv.‘ ci
et SIS ka SYR Y
i % . TR
- 1 - < S 1 X

Og;f .\\ &

}:’ W‘U&«V WMr ™2 6
2 J wa tors-  TE \#rf TR \N(‘%N \‘ Mpmﬁ\%
%/”c-)‘ - ek *&\(?&M\ \& W\Y7 Vtz*”ﬂ N vguw'i\cn \6 :
% %) l’ﬁ \%N‘ *&Mm Q\\%\mﬁ ; Xﬁ RoaeNs  Yp \““\)ﬁ g S

,l vcoww &NW(\\Y«E'«\ c\;' v_\\m\mg

kS i ¢

% Ww\ concs :«‘ ‘S"“'. Rw()@sw V7 \’\ WS’ s pt
' QQ AR 3 COp7 vkw s
;yv%\x &S«/L \ \&/ W}{\)Wv\w(\ggg" =

/ Mm \\wxwwm; N
'/( S TEyD - \D Q«\“}ﬁc e m)w e
? id% '@@ g i “\Q 5\‘@2@
g;s . %\W\Ww \w Ww \x«ﬁg\\:\k«wvxvvg\w
g rpsg g e Bl L e

BACK *

//’\ T S R s Y X\m“{\ \\{ \(\ W W(QL@@ Q\Q&




106




————

e st e




urure(uog 19178

*359193Ul punodwod Yirm wiy

Kedax [[Im ABp 9UO OYM ‘SaSSBW 33 01 ATuBWINy
9[331] B 9AIS [[IM [BNPIAIPUL 92 SWII 03 W) WOLJ
182 29doy Sn 1977 *poo3 pueL [[9M "OLIB(QIB(q PUNOS
A[1eu01S8990 131w 193y 3ne[ STY T, ‘y3Sne| & Yaim os
S0P 11 38Y31 ST SUIY) UTBW 91 pUY ‘9 PIdU JI ‘9any
-[nd 2A1[3INO 01 Surredaad ST puryjuBw ‘SILIOIS pUL
‘saan3o1d ‘sSurpmg siI U] ‘uonBIOUNUAI pus YIS
-UI UO J[ POPUNOJ 9ABY PUB MU A[9IN[OSq® Y3 JO
asn®od 9y3 pa1dops 9ABY OYM USW 33 UO AJo1 A3y ],
*S99IN0SAI M3J YIIm pue maue Juruurdoq—idepe
03 SBY 3S[2 QUOAIIAH *Aem pooS3 ay3 ur0u INg ‘Ol
-JIeqJaeq aJow a1e £9Y3 “3aed 3sow 9y 10J {AusBw
93 UBY1 UBWINY 3J0W OU 218 ‘SMOU3 POL) ‘oym
‘o1doad nyromod majg e Jo Ajodouowr Y3 SW093q
sey s3uryi 01 uo 3urp[oy “rem Surydseoadde a3 Jo
MOpPRBYS Y2 ST 11 pUIYaq pue “100p 33 18 SI SISLIO I
-Wou093 9y T, . Are1odwaiuod ay3, Jo a3usyd [[ews
91 JO 98uByoxa Ul ‘OnyeA anJ3 S1I JO yipaipuny B
1073 S Jaxoxrqumed Y3 18 11 1J9[ UI1JO dABY PUB ‘19
-(Ja0ue J191J%8 9581119y uswny dY3 Jo uor.rod auo
dn usAI3 9ABY 9\ ‘pPaYSLIdA0dWI SW099q IABY I

Apmg oY, 221V 11

BACK

108



109

"TI0T d1FOPIA

10 ‘GTOT pue 10T Josoy
‘6002 PUe $00T fereqey

‘600€ M9[0H ‘TIOT SA0ID ‘TT0T
pue q,/8600C IO 210T

‘Te 19 stoquioq ‘9[02 Qurejuoq
aIre[n ‘QIdILI’BXQ 10J ‘QQS ¢c

*( ‘9107 190uadg) a1 1nd sey
I19ouadg se ¢ [ermauardanu i1
J9pUaI 01 I9PIO Ul INg J3S Y3

103 30U y3noys J[9s 9Y3 Jo 2180
Suryel,, JO SUBIW UMO SII, YIIMm
£30[09p1 Ue S8 pO03ISISPUN ST WST
-Te1aqI-oau ‘wsirelrdes jo sad
-1ourxd 91 JO UOISUIIXI UB SB
uByl JoyIBY ‘ApNIs oY1 Ul WSI[e
-I9qI[-09U JO 3sn AW 03 [BIIUD
ST £11[81USWUISA0S UO 1[NBONO]
JO 1811 UO Pase( J0J1U0D JO
S9119100S UO I0M S9ZNJ[dJ ¢S

DIGOvUL010.40UdAF] SNOWAUOUR 913 UO (2183531 Op 03 SUIPUIIUI SBM |
*9oU910S 10 118 ‘FurA[dde sem [ UOTI09S YOTYM JI0J J0IBIISIUTUIP. UB
£q paxse sem T ‘91n11ISU] SSImS 21 18 dIysmoj[aJ a3 10J pardde |
USY A\ “SP[PY Mmau ur 991198.1d yons Jo suoneraueisur 9[drnu Jo w.ioy
B J9UIBI 1N 951108.1d [8INIDNIYDIIE YIIM YBII] B 10U S91BOIPUL 9013
-ovad JOo UOnBOO[SIp pasiadsip yong -Surdewr [81131p pus ‘SUIMBID
9ouBWLIOSI9d ‘UOTIUSAIIUT UBQIN ‘UONB[[BISUT QINIBINI[ ‘WY ‘Sul
-jured ‘Ayderdoloyd—eIpaw JUAISPIP YIIM PIUdWLIAAXD | *aam)
-091IY2J8 JO UOIIB[IUBISUI ISYIOUB SBM ‘INIDNIIYIIB 01 I1XJU P[OY B
Suraq ueya 1oy3el ‘Ten1daouod ay3 1811 JBI[O SWBD(Q I1—9OOT [I3UN
Ppakels [ a19ym— 00T Ul WOy UI 9ININISUT SSIMS 33 1Y "24N319931YD
-Ie JO 190] 3uelioduwr sAemre a1om Suryeads pue FunLIm ‘socoe-pru
oY1 [raun Suronoeid pue SO661 9Y3 UT 2IN19IYDI8 SUIAPNIS SBM |

uayM USAH "9181S SIY3 UI PISIdWWI A[I1BSS903U ST JI0M AN
*A8p01 SOAJISWIAYI pUY SI9UONII0BId PaIB[aI-118 219UM 91B1S
9AISINOSIp-0118dsS 91 SUYIP UOIIBOO[SIP pue A11[enidaouon)
*San[eBA JO UONBOO[SIP 9Y) JO J01BIIPUT UB ST WSI[811ded [8(0[3 9sned
-9 ‘pu0d3s PUB ‘SIUSIUOD JO UOIIBIO[SIP 31 JO J0IBIIPUI UB ST [BNI
-doouoo a3 181 asnBoa(q [enIeds ST 11 pUB ‘YI0M ATIIUS0D JO 90IN0S
91 s® [en1doou0d Y1 03 S9IB[AI 1T 9SNBII(Q SAISINOSIP ST 1] ‘Tenreds
pUB 9AISINISIP A[IUIYUL ST IOM YONS JO J19108IBYD 93 ‘418 Areiod
-w21u09 ur 118 1en1daouod Jo £oeFa1 oy 01 pue ‘saonoeid Sunedof Jo
ANOLPIP [819US 9Y2 01 9N(J ge"9FPI[MOU] JO SIOUI[BA OIWIOUOII PUB
‘sureag01d oTwapeoe $11 ‘90110%1d 108 01 P3IB[AL YOIBISII JO SOUBAI[II
91 01 ,g[0JIUOD JO SWSIUBYOIW SII PUB P[IOM [BIS]I[-09U PISI[eqO[3

B Ul 9o110%d 1% Jo 99e[d U1 Suruonsanb wo.ay a8uel sa1eqa(g
15" SUOTIBIIUBISUL 9[qBISUN puB S[dII[NW SII pUB J910BIBYD
«s[8N1d2ou09-150d s,318 A1810dUW9IUO0D 01 UOTIB[AI 103IIP Ul SPUBIS
yorym ‘uonnonpoad a8pajmous] Jo sapowr 8

‘910Z ‘UOpUOTT JO AIISISATUN)
‘SUIWSPIOL) ‘SI9IUNOOUY PISSTIN
pu® SAIYOIBINIH, SISAYL ‘(" Ud
seIoB]\ [98uy [onuBpy Jo 1dLIos
-nuBW 9Y2 01 ‘s19y10 Suowre
‘uo0n03s sty Jo aurod Anus oy
JO UOTIBSI[BO0] Y1 9MO ] IS

*(S107) 19108180 Tenadoouoo-1sod
s are £1810dWaIU0d JO JUNOJOB
S2UI0QSQ 19194 UO MBIP] QS

10T T8 39 I BUIY A

‘10T Sur[assam ‘g10T S311L,
‘0T0T UBAIMS ‘TIOT 195e[S
‘0T0T I19PUSY ‘TO0T PBaY ‘S10T
asuny ‘g00T T8 32 1dUIBD) ‘6007
suy[d ‘6002 T8 32 s1plaeQq
‘T10T S0D ‘S00T 90D Spnfour
pInom aonoead orpnis Lrerod
-WI9IUO0D 10 [BOLI0ISTY JO AOAINS
8 9SIN0DSIpP JO uoneIo[dxa
[eonoeld © STUONIVIS STYT, 6b

BACK

S® 118 A1810dW91U0D JO UONBWNISI puB
K£1100dBo 911 U0 109[J21 suonsanb ay,
‘po3s® a1e suonsanb asoy1 yorym (9pIs
-1NO puUB) UI NAI[IW [BUOTINIIISUI UB FUl
-USI[q®BIsa ‘suonsanb [sruswrepuny sasoa
-oad sty T, "wistyelrdes yo uoisuedxa [8qo[S
91 01 [o[TeIRd pUB JO 9ATININISUODI-09 ST
priom 118 Arerodwaiuod oY1 Jo uoistad
-SIp 18o11981d 9], 6v"9]qBUOIISIND SWO0D
-9( 9ABY S1UNUO0D 119y pus Jurfyonbiy
aI® SOATOSWAY) s9omoeId Ing seonoerd
Jo suonruygap ATuo 10N ‘Surstidwos [[e
pue Surpuedxa sB paAreoiad priom e Ul
JI0M PUB 9AT] 9 p1o1g Surpusdxyg

9SIN03SI(T



JO UOTIBULIOJSUBI) [BOIPBI IOW B INg I9[IQNS B 10 ‘OPIS 9UO U0 9Fpd
-[mouy] Jo uonippe Surpuedxa ue se I19Y319 ‘Uuononpoid orwaisida Jo
sSurpurisiopun 1udIYIp A[reonewdipered sasodoid gosoy

‘(eb) gsSurueow
renuaod 3o 195 19y30uB 1940 SurddIff SIYI UIYIIM PUY PUB SIA[ISWA]
uo dn a[qnop £a3 us) zpurdxa £3y1 op 10 asde[[0d £33 O(, :SIap
-uom gosoy sl 119y 01 paysnd are uononpouid 10 1y3noyl se
yons sao11081d uaym suaddey 18ym Jo uorIsanb ay3 Joy3el INg ‘OUO
JuBA9[9I JO 3de 2J0W JI9YI0OU®. J0J UOTITULJIP SUO JO 9Fpa[mous] suo
Jo Surpel 943 10U 2B, ‘Sapnjouod Jo3oy ‘SISLIo [eorSojowalsida sy
Jo syrewr[[ey, ayJ, ‘. SISLIO [Bo18o[owalsids Jolew © YSnoayl SUlAl] Jo
11ed 8 A[[BN198 ST [**] 910W, 9q 01 SWIIS SISBO 9SIY2 JO OB UI 1BYM

(tt) "seonoeid pue oseq 93pd

-[mouy A1e10dwaluod J9peo.Iq Jo auo SI ] uononpoid
[BIN[NO pue 118 JO p[ay papuedxa ay3 Jo Areuridrosip

-SUBI] JUBUIWODP 92 ‘pusy Joy10 9y uQ "drysinsudidon
-U9 181p10-150d JO WLIOJ B SB paAId1ad st uorsuedxa a3
[**] 3oy aueow aaey uonionpoxd-12d Ly oz1I0TEA 18T S{I0M

JO S[9pOW [BICI[OAU JO 9OUBUIWOP Y3 ‘pUBY SUO Y1 UQ
*suoneoIdWI [BISA3S SBY ‘saseq a8pajmouy] sjdnnu areys
pue soonoerd sfdnnuw ur 21ed 9381 [[8 oM 1BY] ‘pUIYIq

SUOTITUYP SUIUTBIISUOD INO 1J3] [[B 9ABY IM 1BYI 10BF 9 T,

1S9NUNUO0D 9YS
‘(b ‘S1oT) palin[q pue paIJIYS SABY SHYIOMIWERIJ [BUOIINIIISUL IO
pue siroddns 11oy3 ‘s9o11081d JO SUOIITULGAP [[B YOIYMm Ul ‘p[oy Surl
-puedx?, 91 s[[8d FoS0y] L] 18ym JO S[dWBXd UB SI STYI IoYIBY
“UOISIOapUL 10 A1838A
[BUSIS 10U S90P (90USIOS J0) 118 IO 2IN10NTYdIe YIm drysussinred Jo
Aqiqedeour L] *10% JO p[oY 93 01Ul P
-puedxa pue paiyIys 2om110981d 21n19911yd
-1e Aw w10y uonyeordde a1 uo 118, X0(
oy3 Sunyon Aq 1eya pauaddey os 1 *(Looe
ZI[pIBH) ,90UdI0S, 10 118, sem 109(oxd

*A[180119109172 21

Suiqriosop A[o1ow ULyl I9YIeI
9oeds a1 Jo 9ousLIadx UB
918I19U93 183 9Fen3ur] 0AD
-gurdewr ue pue sofewr y1oq

SIY2 J1 UTB1I90UN SBM 1] "WUBAIP B UL 9A0]
JO2ALIS, B Y3noauy sz7od pasoaq aya 3ut
-MOT[0J AQ J0OQ MU B JO JUIAD Y2 OIUI
$1x91 pue sadswr ursodwos pue Juns
-919 SBM U5J8SaI 93 JO SUBIW pUB WL
YT, vs (£00T BUUOIOD)) WBAIP B UI JA0]
Jo 931118, soydijod JO aAIIeLIBU pIleld
-ST[[T A[YOLI B SB Pasodwod 90UBSSIBUIY
uBI[B1] Yl WOIJ AI03] [BINIONIYDIB
onsw3dud us— (6661 vuu0[0D) 72431104

ur payensn[[I A[YoLI aJ1e 21n3
-0911yo18 Jo sardrourid [eapr aya
SB Jonur se ur £109Y2 [8.IN1092
-TyoIe [eonoeld B se peaIaq ued
300 93 ‘SSI[OYLIIAIN ‘SUOTY
-UdAUI [BUISLIO SB [[oM SB S[0q
-wi4s o1preray pue sydA[Soiary
Surppe ‘99195 pue ‘une|
‘uBI[BI] JO XIW 183[NA B ST J00(
91 Jo a8enSur[ 9y, ‘SuUABIY
93 UL J9 Y3IM PITUNAI ST

pU®B SULI® SBI[OJ UT S109.1INS3I
“aA0] Jo sa1p oydijod 910y
10U 10 WBdIp [en1ul sorydijod
Jo 1xed [[1as ST 1UN0OD9% 19y

BACK

10

J9U19ym I83[0 10U ST 11 y3noya[s
QUOWUOIIAUD [83I, B UI 19S

MOU ‘9U01 19gOS 2J0W ® Ul
aanoadsiad 1oy wody £101s oY1
$9S183Y2. B[O 00 PU0DIS
93 UJ "WBdIp SWBIIP B UT
I9A9MOY ‘pIITUNAI A[SNOLIOS
A[[euy a18 SI9A0] 0M1 3 T, *00q
1817 9y Jo 1sowr dn Sursel
“paqLIosap A[SNO[NOTIAUW [[B 918
*010 ‘p0O0J 93 pue ‘OIsnu Y3
‘sremata oy ‘sastuogeroad oy Jo
sjusuLIBS 92 ‘9IN19911YdIB Y2
‘suapaed pus sodeospus] oy,
*2IN30931YdJ8 DIBWS[qUIS JO [[NJ
sadeospur] sas1aABI1 9 ‘BI[0J
PaA0]2(q SIY JO YoI83s UT ‘YaIym
Ul WBaIp JOYI0U®B 194 SBY puB
doa3[s® s[[eJ 9y WreaIp SIy ur

pue ‘swealp pus doo[se s[eJ
orrydrjod 1stuo8elord oy, $S



m

*UOTIBUTWI[D UBY) JOYIBI
UONBULIOJSUBI] Ul P91BPOW
-W099% ST 11 20UIS ‘1Y A111enb
JUDIPIP B SBY UONONISI(,
-asde[[09, A[[eNIUSAS o3

[12Un Way2 UO S}I0M I9YIBI

IN( 11818 9Y3 WO.LJ WY1 PIBISIP
10U S20p ‘suonIUYap 10 29pa
-[mouy 93usyd 01 SUI[IM [TYM
‘puBy 19410 Y2 UO ¢ AWOU0ID,

s, goS0y "98pajmous mau 10y
9oeds sasew pue L3runiroddo

*$9011081d 208 JUS.LIND JO SOLIBUISBWI 918UIA1[B YINOIY) puB
Ul [BIN109ITYOIB 93 10F SOLIBUISBWI 918UINI[B SUNIBOO] AQ INQ ‘SIFIYS
ons JO SISA[BU® [8OLI0ISIY B AQ SUOP 10U ST STYT, ‘saur[dIosip yioq ut
S1JIYS [9[[eTed JO SUWLIS] UI PIIBN[BAI-I 9 P[NOYS 118 10J 2IN10IIYD
-Ie JO 90uBOYTUSIS 9Y ], *SABM PIIB[OSI UI 10 A[3udpuadapur 9A]0A3 10U
op 181 s9on08Id U2IM19q SATOUSdPUAdIp [BNINW (I9PISUOIAI PUB)
J9PISUOD 1snW 9UO ‘s2o11081d pue sour[drosIp Jo sanyea I8[n3uls oy
WINILISAO0 183 SUOIIBULISI[B [BN1OB 91 WO.IJ SUOIIOBIISIP PAIYSIS-1I0YS
are 98uBox9 pus uoneddnIMu 219YyM ‘p[oy Surpuedxa oy UJ
$2191] ay81S 18 102[qns
92 JO UONIBULIOJSUBI) 9[qBIdIpaIdun A[[edIpBI B 1 US] ;SUIpUBISIIPUN
-STW-J19s Jo jurod 911 01 Sa13108dBO UMO S,9U0 JO OS[8 INg SILIBUISBWI
JO ‘SUOTIB[NOIID ‘SAATYDIE ‘aInyredap Jo siurod Jo U0 10U UOIIBUID]L
-Te ue SurysLI Jo ‘9omoead s 2uo dn Sura1s Jo ssaurpeaa a3 uo Juapuad
-op sAem[e suonIuyap Sunsixs Sunixs £q 9o110e1d s suo SurwIosuBI)
Jo L110edBd 941 1,UST “IOA0IOIN ‘poolsIopunsiw Suraq sysL1 auo ‘(vt)
UonIuygap usAlS B uryim suonisod Sunyel, usyl 19yl UONIUGIP U
-A18 ® Sunixy *(Yr-2b) Surpurisiopunsiw 103 L110eded B, Surys
‘swire[o Jo30y “SISLIO [8o130[0wra1sIda UB JO S{IBWI[BY 31 918 ST,
:SUOIIBUIII[E 10J SUINOO] ‘UOTITUYSP 10 98pajmous] SUnsIxa us Jo
[esnyai oyl 01 anp 29110e.1d s auo Furdurey)) *98paymous] 10 UOTITUGIP
USAIS B JO SUIIIXd U1 SB IO ‘SWISAS USAIS UIYIIM SUOIIULAP IS0
103 papesl Sursq AJoIoW dae SUOIIIUYSP usym suaddey yarym ‘owes
92 JOo uonesn([I 10 ‘uoneoIdnmu ‘uononpordal 8 S8 19Ul uUon
-81u9sa1dal Jo Surpurisiopun JUSISHPIP Y3 ST UIOUO0D JuBlIodW Uy

(8P) ‘sorreurdewr

21BUI2][B PUB ‘SUONB[NOIID IBULIN[R ‘SIAIYDIB 21BUII]

-Te ‘aanaredap Jo syurod 91B8UI9IE 918BO0] 01 AII[IqB 9Y3 INq
“QUaWoSB U JUBISISAI JO S9OUBULIOTII 10U 918 118 JO P[OY
Surpuedxs Jno uryim A11aueiodwaluod pus 2In31oNI

-SBIJUT ‘AITATION[0D UIIMII( SHUI[ A18BSS209U 92 sdeyiag

:5918[N03ds 9US "UONBULIAI[B JO ULIO) A1 JOPUN 1X] 91 UI
J97B[ SOSLIBWIWINS 9YS UONBULIOJSUBII JO SOAOW 918—1INO IPISUT J[OSIT
1SIM1 “UD3913S 31 9xBW “19A0 dIfJ “‘dn 9[qnop
—S3uI[Ino Jo30y 1BY1 SOAOW Y,
ss"(8Y) urede
1UBOYIUSIS 9W003( 01 INO dPISUI J[9SII
1S1M1 PUB (019118 11 9X{BW 01 SBY U0 IN(
‘uonuyap uaAId B urgaim suonisod Sur
-3B1 Y3IM 1U9IUO0D 9q J19SU0] OU UBd U0
18 SUBIW, 19118] 9T, 1910 Y2 UO ‘Ss3ul
-UBOW PIMIUI 01U 29Fpa[mous] SUNISIXd

s91819u98 uononNsa( “9[dro
-urid o1wou09? s 1a1adwnyos 'y
ydasof 01 Surp10998 ‘93pajmousy
Jo uononnsap Areurwaad 8 Jo
suBaW Aq pa18aId ST a8pajmousy
*(98-18 ‘€10T 1939dwnyog)
AN[BA JO UOTIONIISIP SATIBIIO,
oy st ardrourid 3sIy 9y yorym
J0 ‘Awiou0o3 1s1eI1ded 103
OTISLI910BIBYD 218 YIMOIS 10
Juoisuedxa, JO SULId) UT PIAIID
-u09 98uBYDXd 10 SpBI], SS

BACK



JATSINOSTP MOY “TOAIMOY “TBI[O 10U ST 1] o9"S[[BJ21d SITSB [[9Mm SB 90110%1d
Treneds jo sourriodwi pue s[er1ua10d 9y S93pa[MOUNoB LIS[OH

65 9AISINOSIP-0118dS ‘andie [ ‘ST 9911981d 9AISINOSI( "paonpoad
ST 9SINOJSIP Yons YoIym ur 908ds 9y3 pus 9sIn0dsIp Jo uononpoid oy
[20q 01 Pas[UI] ST ‘SMOT[OF I ‘SO0 g¢'PIoNpoId ST 2Fpapmous] yons
219yMm 998ds 93 UI * s770d paseq-28pajmous], a3 uo Juimelip Aq ‘os[e
anq uononpo.ad 93pa[mous] ur ATUO 10U 1S2I9IUT ST SWIJUO0III LII[OH

(8) "10ABOPUD
01835 PI[BA A[[BOYTIUIIOS B SB 901108.1d OIPNIS ONISILIB
Jo wreal[eo130101u0 puk [Bo150[0wa1sIdd uB FULISpUAI JO
91qeded p[oy SAISINISIP B YSI[BISI 01 MOY JO UOTIsanb &
oaul [***] paoe[dsIp usa(q SBY AWOI0YDIpP 1IB-UOU /118 U2
Jo wayqoad Y3 1BY1 SWIIS 11 ‘UONIBONPI PISB(-dWOIIN0
pue ssao0ad euSojog a3 Jo 958 ay2 ul aurdIosIp OIwWIp.
-0® Jo sansst 01 (ded s1y3 Jo 2ouBUIUIBW AIOA 3] UO ISIS
-UI YOTUYM SWIB[O ISTUIOPOW ISOY] J10) 9JI] pUB 118 UIIM]
-2q de3 ay3 Surdpriq Jo swire[o apIeg-1ueas(-09u) WoOIJ

:3umSre ‘soonioead orpnis
OT1STAIB 01 SOTWIOU09d [BUOTININSUI U SISTXd 181 §7704 91 JO 100dse
reonod oy SI9JSUBI] LIS[OH s6°(TT) [PIWIB[O(21) SB [[9M SB PIISIIUOD
9q pnoys 93971ALId OTUI9ISAS pUB OTWIOU0D UB SB (PIIISIP PUB) PIZIO
11110 2% 1811 suonisod [osneoaq] soueirodwr 18313 Jo 18 [BABIYdN
pue £ouadin eonifod Jo asuas B AQq PaIBATIOW _[9IBISAI,, JO SUOT)
-0U 18y, $15233nS 9y UAYM JBI[O SOW03( ‘sz70d o3 ‘A1tueqan Jo 1dao
-U09 J1SSB[O U2 JO S109ds® [eonIjod ay3 U0 SmeIp 1LI9[0H 18y,
‘(8 ‘600%) ,poudIsap pus pazIUBIIO a18 P[AY OTISIIIE 33 JO SISTUOTB)
-01d 911 U22M19q PUB S1IB [BNSIA 91 UTYIIM _S0eds a8pajmouy], oy
MOY SunB31ISOAUT JO 19118W B OS[® SI 11, ‘SOPN[OU0D Y ‘20uanbasuod
B SY ° . Jei1ded uswiny,, pue 28pajmouy, Jo uonelrojdxa pus L1iqe
-[TeA® ‘UOTIBOO[[® 931 SUIUISOUOD UOTL
-81521u09 [Bo1nI0d Jo 9oeds [BnIdIFUOD
B SI $770d paseq-a3pamouy] ay3, ‘sppe
1I9[0H ,‘TOA0IOTN "AITUBGIN JO SUOISUIW
-1p (929 ‘1839 ‘TBINITND ‘0119Y1SIB ‘[BIOOS
‘Ted1y10 “o1yoAsd ‘9ANIUS09) [BLIOIBWWI]
pue (919 ‘[BINIONIISBIFUT ‘TBINIONTYOIR
‘Tenneds-1sTueqan) [BLIIBW 313 10( JO
suorreorIquir dosp 91 I9PUAI 01 ge [, ST[O]
paseg-o8paimouy ay3 ur 11y, 199[oxd
[0JI89SaI 93 10J]| A[918I2(I[Op UISOYD
U293 S8y $270d WLId1 33, 181 SAUI[IOPUN
‘ooderyp) pue 1ysusijog 01 SULLISJAI
119104 9911981 SAISINOS[(J-oneds

209, 18y SurnSre ooeds 2A1S
-IMosIp Jo uondaouod suomy|
UOMIN Suissnosip 195e[S
SUSH Yaim a1edwio) S

'L661 T8 39 10819qUIaYy 998
-90eds a8pajmousy, seords
[ons S[[85 LI9[0H 1981aquIayy
819(-suey uo Suimeirq 8S

“191%] I18JB A9s

-UIOH 9Y3 01 UIN1AI | "10SS09NS
10211Ip 93 ST ‘paonpoad AJurewr
sem Apnas s1ya a1aym ‘udisaq
13 11y JO [00Y2S Y1 ydo1ym JO
pue A1ISISATU[) XISI[PPIN 0IUT
parerodioour 193] Sem YoTym
11y JO 939[]0D) A3suI0H JO
uorednado ay3 UONN[OATY

BACK

12

K9SUIOH, 29U 01 SI9J21 1LI[OH
qurod sty 11oddns o], LS

*(8 “600€) So119100s Sur
-z11eqo[3 A1810dWa1U0D UTYIIM
S1IB [eNSIA 9U3 JO UOIIB[NOIIIE
pue ‘uonounj ‘sniels oyl ut
9o%[d U9x®1 9ABY 182 SOFUBYD
Jueoyrudis jo £3018ouad £19a
93 puelsIapun 01 9[qissod aq
[aySrw a1 moy pue] a8paymous]
Suneurwassip pue Suneiousd
Jo opour oy102ds & S8 PaqLIOSap
pue papusya1dwod aq 1yIrux
118 MOV, ‘SaUTWBXd 1I9[0H
wo], 03 SUIPIOIIL “BUUIIA
S1IY 2Ul JO AWapeoy Y3 18
109[01d yo183sa1 B ‘SI[0J paseq
-o8pa[mouy] QY1 U1 Y 9§



13

"b6I-261 ‘010T
1[neono, sajonb 11910 79

$SULIS) [B1100S AQaI9Y) pue
[eryeds UI UOIIBULIOFUI PUBISIOP
-un 03 Jutod Anus ue apraoxd

01 19pJ0 UI A8P0OI POUTULISIAP 9q
2IM19931YDJE UBD MOH *91N399)
-IyoJB JO O1IBLUIISAS DAIONIIS
-U09 Y3 Y3IM PIIBII0SSB 3

UBD WIISAS AUB JO SOTIBUIISAS
9T, "TeIouss ul SwolsAs 01

10 ‘s)[10M3dU 03 ‘TeISIp 9Y3 01
A1s82 001 18] paridde aq ued
183 21N30931YOIB UT UOIONIIS
-U09 JO UON10U B puokaq oS 01
ajqissod aq [[1m 31 USY3 ATUO 19

SAISINDSIP 9OUIS PUB ‘MI0MIIB 91 9 03 SUIIIS 3SINOISIP YT, F[9SII

JI0M1TB 31 PUB JI0M1IE 943 JO uonionpo.ad a1 usamiaq des oy sareu

-TWI[9 PUB S[BIAI Y10( SAISINISIP Y1 A8po1 Inq ‘(Y61 ‘otoz) Sunured

o3, woJay J1oured a9y Jo 2an31sa3 93, SaYSIMSUNISIP I[NBONO]

-uissiui st

uononpoad 93pa[mous] o1Is1Ie A1e10duwaIu0d JO SSOUIAISN[D 9YI pUB

2o11081d SAISINISIP, S[[BO INBONO 18YM U22M19¢ dIYSUOTIB[oI 91 JO
UONBOYLIB[O B ‘(OT) WNIPUNUOD 31 01 I9MSUB [8OIF0[0OPOYIaW B FUT

-p1aoad A[snosurinuls [Iym ‘a8pamous(-uou uo siseydws [oy3] 101p
-811U09 01 s1eadde, JuownSIe S,1[NBONO, 181 SI0U LIS[OH YSNoyI [y

2o (OT) "93paymour (10109s A1qeqoad pue) oyroads & Jo
21n1BuS3Is aY1—,23papmous] Jo L221a1n1sod, B mOYS Op S9911
-081d pue SYI0M 33 ‘SSI[AYISUON ‘AIIAISINDSIP Yons Aue
9sNJal usAd YSIw 2911981d SAISINISIP, STYT, "93pa[mouy]
Jo Aouaredsural 1SI[BUOTIRI B Y1 IM PISNJUOD 3 10U P[NOYS
(Aerdstp pue ‘uonIBdIUNWWOD ‘UONIBOI[qnd JO Spou & 10
‘0omoead 21181208 OYI0ads B “YI0M1IB [BNPIAIPUI 33 JO)
28pamouy Jo £11a13150d, £19A SIY ], *291308.1d SAISINDSIP, B
ur pazien1daouod pue ‘palalin ‘pawey, 3¢ p[nod yorym
[pue] suorsIoap [8n1doou0d puB ‘[BLISIBW ‘[BOIUYDII Y2

S9sI9ABII YOTYM ‘93 poafmouy saarrrsod
Ure1I99 B SOYNIUIpI oY ‘A30[10wa1s1da s,3Neonoy [9YdIN U0 Suimei(g
‘uononpoad o3pamouy| (Jo saoeds) pus $951198.1d SAISINISIP J10F [B1
-ua10d 11971 In0oqe Sunemoads ‘saonoeld 118 A1e10dwaIuod Jo A3078
-ou98 92 U0 5199[321 9y uaym syutod £11ud a[qissod saAIS 1I9[0H
19" 98po[mouy pue
9o®ds JO 101810U3S B SB A[[BII1]] 2IN10IYDIR pUBISIOpUN 01 Jutod
£11us 91enbope ue AJ1IUIPT 03 d[qBsuadsSIpuUr OSTe SI 11 ¢(TT) JopusFud
Ko 90uBUI2A0S JO sapowl pue 1amod Jo sa1S0[ouyoa) mau 9yl pue
‘asB(B1Bp pUB A30[0UYD2) UONBULIOJUT AQ PaSBUBW PUB PAINIONIIS
[s®] £110 paseq-o8parmouy] Arerodwal
-u09 93, yoroadde A[[BO1ILIO 03 [BIIUISS
ST 21 9[IYM *(TT) SIUSWUOIIAUD 1[INg, 01
1X9U SISTX? 181 ,98pa[mouy] JO $3In1091
-TyoJ8 [BIISIP ‘pas10MI0U JO 2INIONIISBIS
-ur se, Surpuelsiopun [eorLioydelsw & 01
PoITWI] U92JO 003 ST ‘o[durexa 10j ‘AITuB(
-In [enyedg 9oUSIUIAUOD (-UI) S[qBITAIUIL
pu® 1ua3unuod 8 puokaq 1a1aurered san
-NI1ISU0D ® S& 208ds 01 218[21 Je[non.Ied
ur (or) 2o10%1d OTPNIS J1ISILIB JO W[BAI
[eo13o102u0 pue [eor3ojowalsids, a2
pue 1e1oudd ur uononpoad a8paimouy

“(¢¥ ‘or0T Jo3oy) St
1912598 [eo13038pad,, Jo opowr
®, 0JUT SUTUIN S21N3S98 [BNSIA
9S0Y1 90UBISUI 10J 39S Q9

‘1661 91AQJ9T *9°T “SuLId)al

ST UOMY] UOTUM 01 “S901108IJ
eneds, s 2149397 Yaim a1edwod
OS[V *(2h-T ‘TIOT 193¢[S)
JONIISUOD DAISINISIP B SB POOIS
-1opun s190eds, sny: (g6 L661
uoMY]) 231S PAUTULINIIP AJOAISIND
-SIp © 01 21BUIPIOYNS 318 (91IS
SB) OWIBIJ [BUOIINITISUL 92 JO
SUONIPUOD [BIDOS Y1 PUB (IS
$B) UOIIBOO[ B JO A11]8N108 91
01 dIYSUONIB[A S 3[10M 118 Y2

BACK



11 “IX91U09 118 [BOTILID B UT 3YSLI UMO S1I Ul uononpoad Jo [apowl & s&
SATSINOSIP 9Y3 SUTUTUIBX JO A1ISSI09U 9Y[1 SAUI[IIPUN JII[[ID) SV £,3[NS
-91 PaJISAP, B SB UONIOUNJ J[9SII P[NOD ISINOISIP MOy S15983ns A[uo
1811 9SINOJSIP-B1OW & SB 9SINOISIP PUB INSII PAIISIP, 91 SB 9SINOD
-SIp U22M19q 9o119%.1d 118 SAISINISIP Yons ur YsmSunsip am op moH

() *3INSa1 PaIISap Y3 OS[B ST A1 ‘safueyoxs nidwordwr
pU®B [BOMILIO JO WLIOJ 31 UI ‘pu® JI0M 32 saonpoad 1eym
SI 9AISINOSIP Y], *98UBOX2 10 UOIIBIIPISUOD 10 $192[qO
Jo uononpoud ay3 ap1sSuore “aySL1 umo si1 ur uononpoad
JO [opouW & SB SAISINISIP Y1 JO SUOTIOU 91 SUTWEBXS 01

£11SS993U 913 $2109S19pUN JOI[[ID USYM Je[D SSWOD
-9( 1] "9SJINOJSIP UO ISINOISIP B ST 11 “I9YIBI £19A20S1BYM 109([qO Aue
UO 9SINOJSIP B 10U ST 31 :[BdIpel A[Terruslod 1x91 SIy3 Jo sydwrexa oy
sayew SIxe1d JO [9pOW SAISINISIP Y1 JO UOTITULIP B SIALS OI[[1) 1BY [,

(T “86007T) "9A[0AS 01 JOP.IO UT S

-01SIY PASIAQI PUB PAIIUIIP Saambaa a1 pus ‘sdrysuorie|
-91 JO Surwreayal s,2.1e [8n1doouod 01 pa1qapur sI 3] ‘saoeds
KI9[183 [BUONIPBII PUOASQ PUB UIYIIM [I0( SIONIISUOD

2ANB[Moads s1u9sa1d pus SJOpow [BI00S Ya1m sAB[d 1] "uon

-BULIOJUI JO UOTIBUTWASSIP Y3 SIAJOAUTL 1812 118 JO SISB(
91 S13] "S2IN19NIIS PazZIuBdI0-J[3s ‘pasiaorduwil pus A10913

[eonLd yo Suridsgo oy s1 sTxead JO [9pOW SAISINISIP YT,

O[O 01 SUIPI02DY
-908ds pue 9SIN0ISIP :9513081d SAISINISIP-01IBdS B JO SIUSWI[D OM]
211 1 183 s11ed omi sapraoad OI[ID) ¢ £1010%,] [eruswLIadxy Y],
pu® SAISINISIJ YT, UT UOTID[JAI 92 SUIPIAIP AQ ‘PU0DSS “J[9SII
951n09sIp 1d2oxa ‘(Y61 ‘otoz 31NBONO,]) 28pa[mou & Jo A11anisod ©
M [*] ySnoaya 10ys, 9¢ prnod 18yl 9911981d SAISINOSIP WoIJ ur
-S1ows (Sunured v ‘ordwexs 10J ‘s8) A1[BpOW [BUY AUB SOPN[OXI 11
18114 "SuomnBISaJIUBW [enreds si1 pue a8pajmouy Jo A11anrsod oy
Jo £f11anisod aya surwexs 01 9[qIssod ST 1T (T “B) ,1X9IU0D 118 [BOTILID
Y1 uryIm [ ] stxead JO [opOW SAISINOSIP 93, UO (q,/8600T) $25.441 f0
$SANn0.43 up pagiom om fi 421109 2q pinom 13 2y uond3Fal Mnrediq
SAONMIO WeITYIA,  93pa[mous] Jo £IIANISOJ Y3 JO AIARISOJ YT,

*a8parmous jo L11anrsod
1812 JOo A11A131S0d B SB :UOISSNOSIP 1Uu9sad 9y ur £221a131s0d MU B SB
sreaddear ura1ay) pasifenidaouod agpajmous Jo £11anisod aya uayl
“201198.1d 9AISINOSIP JO UOISSNOSIP B 0IUT P2I0F JT 95 pajmouy] Jo £11A1d
-1sod 211 Jo £11A131S0d 92 SB PISSNOSIP 9 P[NOYS JI0MLIB-SB-ISINOD
-SIp ‘pasiren1dasuod st a8pajmouy] Jo L11A131sod, a1 moy St 9o11081d

BACK

14



115

*1918] AouBN

Ppue [12£218 “eA1dS 01 wInial |
*(91-ST “800€ HeAldS ‘£00T
[194£218) .SuTU2)SI] UOWWOD

® JO MITA INO SI9PUIY 1BYL
300[q SurquM3s & ATUO OSTE ST

98en3ur| uowwos & Jo 1808 a3,

J1100[qns pasaadsip Appuatayur
SIY1 SOUYAP, YoIym 181 S8
S1om, Jo Sutuonisanb s LoueN
onT-uedf 01 SULLIJAI ¥SB 01
[12401§ OMIH SPBA] Yo1yM *(STOT)

23 eads wraireqns oyl ueD),

uonsanb s yealds L110A81BYD
L17e£ex) [[8091 OS[E S9011
-o81d 9AISINOSIP-UOU YoNS 9

*1181S 91 WOJJ 2Jn1S33 JO W[BAI 9y 01 SUO[9Q Pnom
‘U9l “9sIn0osI( 998[d 1511 93 U 9011081d SB 9FPI[MOU] 01 ISLI SIALT
JUSWIPOqUID ‘I9YI8Y ‘S991308.1d 9AISINOSTP-UOU WO1J pareredas aq 10U
-ued 90119%Id SAISINOSIP 181 pUB ‘(28T) 109F9 pue anbruyoan [e Jjosit
s1] 9o130%.1d JO S9p0d pus SUIYoB] JO SULIO] UI ‘suonB[Noads pus SaLIo
-1, JO uL10J 9y1 ut a8engue] 1811 pangie aq 1YSIW 11 ‘A[9SI9AUOYD)
19 £1SIX3 A[TBN10B ‘5901108.1d SAISINOSIP-UOU
911 SUIY19WOSs 3¢ 01 9ABY P[NOM YITYM ‘S3013081d YoNS O(J *2AISINISIP
a1, puoAaq saomnoead £q paIninsuods A[qewnsaid ¢ $109g9 pus sanbru
-1[931, JO SUOISUSWIP J3YI0 Ul PUNOJ 9q 1YW JI0M1IB UB YI0M1IB
UB SOXBW 18YM ‘A[SUIPI0ODY go°A[IqBPUI JO WI0F SUMSILIUL A[[8o1
-ST118 U8 $3559550d 910391911 1T PUB ‘SUONIBSI[BN1do0U09 [8O1F0[09BYD
-I® J10J [[9Bal JO 1no surewal (Y6r1) 21n1sa8 £19A oy3 ul [**] parpoquua,
a8pa[mouy] ayJ, ‘9o1108.1d 2AISINOSIP UT pasi[en1daouod a8pajmouy
92 UBY] 2I0W ST JIOMIIB UB SB 1X31 SOI[IO) 10 Sunured & saugap
18U\ *,SUOISUSWIP SII JO JUO U, ‘S2I03SIdpUN Y $1SBI[ 18 [ '] S1092
pue sanbruyo91 Ul parpoquud St [*+*] 9o1398.1d 9AISINOSIP, (a8enSue] Jo Sur
-U0SBaI Y1 UT JUSWIPOQUID 01 PAITWI] 10U ST “A[NBONO0, J0J DT pa[mousy]

(¥61-26T ‘o10%) "191UTRd 1)1 JO 21N159T AI19A
91 Ul U9A9 ‘sanbruyoa1 ‘sassasoad ur osye Ing ‘ao1oead Jo
S9p0oo pue FuryosB] JO SULIOY UT ‘SUONIB[NOIdS pUB SILIO
-ou2 u1 sdeyaad parpoquia 10U Sem 01 3SLI SAALS 2o110%1d
SATSINOSIP SIY1 183 93pa[mous] oY1 Jayaym pus :ao11081d
SAISINOSIP B UI pazI[en1daouod pus ‘parBIouNUd ‘pouIeu
‘uonisonb ur poriad oY1 18 ‘10U 219M SINOIUOD PUB ‘SoWn
-ToA ‘suonnrodoad “ayS1f ‘oo ‘yadap ‘9ourisip ‘9ords 19
-19UM JIOA0DSIp 01 A1 [***] p[nom SISATeU® [ROIS0]09BYDIY

Te[Iurs Surylowos s1s983ns ‘s19Ja1 1I9[0H YOIyMm

01 23pajmou] Jo A5070ov¢o.4Y 24 ], wiody a8essed 9yl Ul “A[NBONO]
"}I0M1IB SB
11 UY9p A[[Bal p[nom 1B8Y3 ‘UONIBULIOJ
-Ul JO UOTIBUTWAISSIP, 2I9W 31 PUOLaq
SS90X9 QWOS ‘9S[o SUIYIdWOS ST 21972
182 Sunsa33ns ‘UONBUWLIOIUL JO UOIIBU
-TWASSIP, Yl SOA[OAUT A[UO 1IB SIY)
‘STITR[D 91 SB ‘19A9MOH 118 yons Jo ojdwe
-X2 UB SB U993S 2 Aew 1X9] SIH *(T) uon
-BULIOJUI JO UOTIBUTWIASSIP Y2 SIA[OAUT
181 118 JO SISB( 9Y3 SI, 9913081d 9AISIND
-SIp 782 SWIB[D PIIPUI JOI[[ID) *IXIIU0D
B [[ONS UI 108 JO YI0M B ST UOTIBUTWIBXD
S OI[IO) J1 pauo11sanb 2 210321913 3snw

*(ST§ *ST0T) Umousun ay1 orut
UMOP S9Y9Bal 31 219Ym 30ds
911 ‘[OABU S WIBAIP O3 ST STY],
*WIBAIP 33 JO IUIUO0D 33 JO
98pamouy| Ino 01 Juryiou sppe
JI9A09I0W YOTYM PUE PI[[OALT
-Un 9 J0UUEd YOTYMm SIySnoyl
-wrBaIp Jo 9[Suel B ST 9192
aurod 1842 1% 181 uonBIdIdINUT
3O 3{I0M 91 SULINp SIBME WO
-9q 9M 9SNeD( ST STY) $2INOS
-00 1J9] 9q 01 SBY Y2IYM WEBIIP
pasaadimur ATySnoioya 1sow oy
uaA? ur 9Fessed B U91JO ST 1Y,
TWBAIP 91 INOCE SIILIM PNAL]
punwsSIS 18YM S20U9 SIY], €9

BACK



$9083 130q 1] *S1U2A3 [9[1e18d [BIOLJO 9593 UO JUBI[AI J0U ST
1YSL1 UMO SIT UT 90110%8.1d 118 JO UWLIOJ B SB OAISINOSIP 9YI 10X

:so11m Yo1[O *(¥) 309(
-01d 118 SNOLIaS A19A9 apIsSuore—surer301d UOISSNISIP pus ‘Bisod
-WAS ‘SIBUIWS—SUOISSNOSIP AABIY-1U1U09, JO Funsisuod (V) uon
-onpoud [8al1 JO sauoz 2313, A117er1eds-a[qnop yons s[ed YOI
*s9oeds Ten1IIA
ojur palosfoxd A[aanre[noads pue 2oeds [Bal UI pappaquid ‘AiTerieds
-9Iqnop & 01 PIBIAI 3¢ IYSIW AWOUOINB-TWS SIY T, *2ININJ 9Y1 01Ul
pa1oafoad A[aa13B[Noads pus Jussald oy Ul pappaqud :AWOUOING
-TUI9S PAAT] ST 31 SOAIS QAISINISIP Y32, JO I910BIBYD [OPOW SIYT, “IUD
-puadap ST 11 YoTyM UO SUOTIB[I 193IBW 9SOYI AQ UDALIP ST 18U WI[BI
91 JO peaye 1snf aq 01 3[q. SI AISINOSIP 9y ], *K1IqIssod ainingy & Jo
[opow pauriojal A[en1adiad B ST 18Y1 ULIOJ B UI SISIXd SAISINOSIP 93
o119 01 SUIPI0dOY [8IN3993IYDIY 9Y3 03 2INIDNIYDIY WO

3onpo.id se 9011081d 9AISINOSIP pue 2IN1S3ST SB
901108.1d SATSINOSIP U22M19q A1IUSPT UB ST AIIY,], *0Fpo[mous] JO SaNI
-An1sod omi Jo uorsny 8 ‘uonisodradns B ST ‘s1X91 y10q UI ‘98pajmous|
Jo fa1ana1sod a3 Jo £11a131s0d 9y T, *sSaappe £33 18Uym wLI0F.19d 03 Jead
-dwe £93 s®B yonwIseul ‘$1X91 S YOI[[I) PUB S1[NBONO UIIMII( 99UIJ
-31p 2uaaedde ou ST 219U 9A10adsIad Syl WoIq *9911981d SAISINISIP
Snoaya 99110%1d 9AISINOSIP SUIYDIBISAI POYIAW B ‘POYISW IB] JO
uonBoYIdwaxs us S8 A[SN09UBI[NUWIS PUB POYIoW B JO UOIdLIOSap
reorydosoriyd & se peal aq AW a5pajmouy] Jo A50]0ov¢o.4y SANEIN0]

(s1seydwo
Awr ‘bQT-2QT) *suoIs1o9p T8oNI[0d pUB ‘suonBMSaI [BUONY
-NINSUT ‘SIUN099B JANBLIBU ‘UOIXI[Jo ‘UOTIOY UI PUNOJ
9 0S8 UBD 1 ‘SUONIBIISUOWIP UI A[UO 10U PUNOJ 2q 02
SI 98pa[MOoUy] "S9UO SYIIUIIOS SB [[oM SB ‘S1Xd] [8o1ydoso
-Tryd, 10 A1eI911[, 01 PUIIXS ABW SOLIOILLIS) [BIIS0[09BYD
-1y [ ] £&11oy13Ua19s JO UrBWOp B 01 UO[dq UOI139NI1S
-U 09 JO SMB[ UIBLIdd £3qo 182 suonisodoid A[uQ -1ud
-I9J1p 21nb are sodourid I19Y1 puB SUONIB[NOILIG 1Y ],

1S9110111191 [BOIS0[098BYOI®B
put SUIBWOP SIJI1UIIOS UIIMIIQ SAYSINSUTISIP I[NBONO] 182
J[qepurIsIOpUN ST II—AS0[09BDIB JO UIIOUOD Y1 SI (4202ps SB) 98p2
-[moux pue 93pa[mouy saonpoad 9o11081d SAISINOSIP—POYIdW AI9A
11 0S[® 1n( S210[dXd A30[09BYDIB 18YM AJUO 10U ST 901108.1d JAISIND
-SIp 182 purwt ur Surreaq *(£81) 2uspuadop pue pa1eNIIs A[LIBSSI09U
S1103[qns ay3 YOIyM UI UTBWOP © UI ‘ST 181 ‘4202VS Ul SISA[BUR S1I JO
soue[eq Jo jurod 9y spuy AS0[098D.18, 1B SULIJUOD INBONO]

BACK

116



17

(stseyduwa siy ‘11 ‘6007) *uoIdasax
[BONLIO pUB ‘UONIqIYXd ‘uoneolqnd 21039q uononp
-01d Jo sa8e1s a3 Ul $9559901d S1ISIAIR 93 UI JUSWIAJOA
-Ul 9A1108 988IN0OU A[[en1o®8 pue 11wiad 18y suonisod
—Surop pue Sunyew [BN198 JO $998dS-0WI) [BLI9IBW-0I0S
odnnw uo suonisod SI9YdI83S1 3y MO[[B 03 J9PJIO UI
padoraaap 2q 01 sBy AS0[0poy1ow YoIeasal a1enbape uy

1S911IM 2I9[0Y ©Sz70d paseq
-93paymous], aY3 Ul s118 91 Aq s1uowage3ud orwouodd pus ‘Teonijod
‘T8I00S JO pUB ‘SAMISIIATUN UT S91BI0I00P PUB YOIBISAI PI[-901108.1d
118 Jo sdoap3{oBq 9y 1SuIe3Y *910J9q B UO SMBID OS[B LIS[0H
*(9) .auowoor[dsip Jususuriad 181 YIIM JI0M
pu® yoeal Jo 1no isnf warqoad ® 193(01d 031 noA smo[[e 18y 2IN30N1IS
ATUO 92 ST 9AISINISIP Y3, £1UudsaId puB ‘91BAIIOB ‘9ABYDIQ 01 MOV Sul
-pu®1SIapUN I0J [9POW B SB 210J3( ABD 93, JO UOTIBUIIBXII B ST JAIS
-INOSIP 92 JO 118 9U1 18, {(¥) 1X01U00 118 91BIPIWWI dY2 PUOA( [B11
-uod [eo1sAyd & 9sodoad 01 yorym Wwoy UONBI0[, B dp1aoad [syudw
-91818], { SSauaIBM® [BOIILID JO UONALIDSap-1s0d a3, *5°1 : SAISINDSIP
a3, ur aamidnu rerodwal-oneds & se 91039 B 01 syutod Apareadal
Moo  uonenis syl SurSusyn *sa 991a19S dr LBV A9SWIOH Y T,

-9o110%1d [8IN1091TYOTB JO 1910BIBYD SAISINISIP
9Y3 SI[BIN1IDIIYDIE Y T, "OUOTE SINIDIYDIB WO 9IBNIUSAS ABW [BIN}
-991IYdIB 91 ‘S91BNIUAAD SAISINOSIP Y2 2I9YM WOIJ 9IS A[UO Y2 9q
Kew 1X91 8 5B 10 (V) 2UO0T8 1X91 92 UIYIIM SISIXI U91JO A8POI UOTIOND
-01d JO 9318 9Y3, SY *3Uapuadap ST 31 YOIYM UO SUOTIB[AI I3 IBW SO
Aq USALIP W8I 911 JO PBAYE ‘2ININJ & JO [9pOW PaULIOFdI A[[eniad
-19d B ST 182 WLIOJ ® UT 1SIXd 0SB ABW [BIN10211dI%B 3],
*21N39911Yd18 JO uondad
-uooBYONS Jo 12310818 YD [BUOIITsodoid oyl saimided Jerniodn
-IYoJ8, WLI9) Y2 “9SINOISIP, PUB SAISINISIP, SWLIS] 3YI U2IM19( UOT)
-1soddo ay3 01 A[[Bo1S01BUY "2IN1ONIIS PUB [BLISIBW 9AIIB[NIAdS 01Ul
woy) Suruing ‘(z) suonezijeuones 1ax1ew, (¥) qiosqe pus puokaq,
03 p[noM 2IN10911YDI8 “DAISINOSIP Y2, 9XI'T "2INIONIIS PUB [BLISIBW
reuonesado ue se [813ud10d 9A11B[NO3dS ST WO.LJ 21N310IIIYDI8 SOUYIP
UONONIISU0d Wiy uspuadapul pue 01 pasoddo s8 21n30n11S pue (8L
-9JBW SB 9IN3093TYDT8 JO SUIATOOUOY) *99edSs Pa1oNIISU0d-UoU B 0IUI PO
-109(01d pue 90eds p219NI1ISUOD B UI PIPPIQUID ST ISINOISI(J “9INIONIIS
pUB [BLIIBW OIUT WAYI SWLIOJSUBI) 9011081d 1018 dAISINISIP Yons £Aq
s9oeds pus syusWOW PIIONIISUOD Jo Furssedsany pue uondiosqe oy,

(¥) -SuruwresSoad erogo 01

uonisoddo ur Ajuado Surresado ‘0Inioniis pue [BLIdIBW
30q Wayl SUR{BW ‘S1USWOW Yons SqI0sqe pus puokaq

BACK



UISOYD [[2M SWIIS—YIIBISII O1ISIIB JO Suruursaq aA1BMoads © sB
—AKosuI0H Jo ajdurexa ay3 ‘A0B39[ [8O1101SIY SY "AIIA11O® [BNIDI[[9
-Ul pUB P[I0M [B3I 91 JO SI1OUSSUIIUOD Y3 03 PAIB[AI S8 901108Id 118
JO SSUSNOIOSUOD-J[9S PAIMIUAI B UO PISB( WIAISAS [BUOIIBONDS Y1 UT
1J1ys onewSipered B SYIBW UONIN[OAI ASSUIOH Y3 3YSI1[ SIY3 U]
0o'(9) Jons sB 951M0d
-SIp 2J%8 JO INQ ‘U0TIBONPA 118 JO ATUO 10U JI0MowWeIJ [en1daouod A19a
9U31 UI 3S9JTUBW SWI023( 01 PBY, JUSWUOIIAUD Y3 JO UONIBUWLIOJSUBI)
pUB UOT193[J2.1 [BNIDI[[IIUT 10F SWIE]O Y2 182 SAILIM 1I9[0H ‘(S ‘6ooT
1I9[0H) 2IN3ND pUB A19100S UIYIIM SIFUBYD [8I0UST 91, FUIIBUOSIY
*(£11—91T ‘6961 s1uapni1S) saouriswnoaro Surduryd A[pider 01 1depe
01 POPA3U ST 18Y) USISIP 2ANBAIO OISBQ ‘PIZITBIdUISZ UT JuTuTRI] O[]
-Xd[J, B 10J P22U Y1 UO puB ‘() . AITAIIBAID JO $92.INOS [BNIOI[[AIUI-UOU
pue 109[[31Ul 9y UdaM1( ‘K105Y1 pus 3o11081d U2am13q 217ds, ay1 JO
.S90uaNbasuos SNOIISBSIP, A1, UO PISBQ SBM WIISAS 92 UL 9FUBYO B
JO A1155999U SIY1 181 pIemioy sind oy ‘arouwrroyring *(£) . yoIeasal,
se pa[oqe [*] 2q Aew ] 1uswIomodwa-J[3s pue ‘a8uryoxd ‘Aousfe
JO wnipaw B8 s Sun[e1 Jo AI9A09SIp 93, 182 S18IS LIJ[0H “('919
‘oredronred, ¢ pauroou0d A[9A110B, 18I SBM [OIUM SUIYISWOS, ‘210J
-9q pa[81 pBY JaAd A9Y3 UBYI 9I0W PI[L, ‘IUSWIIOXS YIIM 1YSI[e
2J19M [1B13] S998], “UOISSNOSIP, ¢ A[SN0JJI00A puodsal, ¢ L1fiqisuodsal,
‘on3oreIp, ¢ paA[oAul A[[eu0s1ad,) Judurromodwd-J[as, JO OLI01YI SIsn
181 JUSWWOD SIUIPNIS B U0 Fuimei( ‘(£ ‘600T 119[0H) .SSUIUIAIOS
pU® ‘S21n399] ‘SUOISSNOSIP ‘SUI-1IS PUB U01IBdNO90 JO S29M, UI PIISIS
-u0d 8961 Ul 11y Jo 989[[0D) A9suI0H JO uonednodo s1udpnis ay ],

5o(Z) 'SUOTIB[OY 1UIPNIS UO 991ITWWOY) 109[0S ATBIUIWBI]
-I8d 93 01 SUONIBIUSAIAII SAISUSIXD PUB ‘AILIOYING [8D
-0[ 2U1 Y21M UONBIU0IJu0d paguojold 1y Arerodwaiuo))
JO 91M11ISUJ 941 18 UONI]IYXD UB ‘UMOJ, USPUILB)) UI 9SNOY
-punoy a3 18 90UIPFUOD ABP-221Y1 & (HAVIOW) uon
-8onpy uSIsa(  pus 11y SUINUIYIY J0F JUSWIAON PIAI]
-1J0US B ‘SIUWNO0P A1UIAIS UBY] I0W JO uonronpoad aya
‘918QOp 9SUIUL JO S39M XIS 01 [pBI[ 11 338wl pus] u3rsap jo
son1od oY1 Ul 108 JO 9]0 [BIO0S 911 ‘U0NIBONPA 118 JO $3109d
-S® [[& JO anbnLd & o1ul puedxa [uonednosdoo oY1 oxew]

pus ‘8961 Ul S1ULpPNIS Y3 PIP
S® ‘[00y2s Y1 £dn990-21 p[noYs 11y JO 989[[0D) A9SUIOH JO UOTININISUT
J0SS999NS Y3 ‘AIISISATU() XISS[PPIN JO USISO pue 11y JO [00YdS a2
JO sauapnis s, Aepo1 181 Sunsad3ns A[[en1oe S11I9[0F JI JB[D 10U ST 1
‘19A9m0Y ‘TeaBaYdn 1n0qe Sur[e], *1I9[0H 01 SUIPI0JIB ‘SIY) 10J 1UB)
-1odwir st (11) Jeasaydn, pue £ouddin [eo13170d JO 9SUIS Y "POWIR[D PUB
P21591U09 3¢ P[NOYS SUONIISOd PaIISIP PUB PASIONILIO 183 IPN[OUOD 03
J9p.I0 Ul 8961 U A3SUIOH 18 998[d 5001 182 SIUIA 93 UO SMBIP LIS[OH

BACK

18

'6C1-8¢ ‘6961 SIUIPMIS WOIy
sa10nb A)19180d21119[0H 99

+1-S1 ‘800T oW1,
woJlj Sunonb s1119[0H 9



19

*SUOISUWIIP UBqIn 01 SUSISS®E 1I9[0Y dourrIodwI a3 01 pIe3al
am Apremnonaed ‘o1qe11aadar st 1amod saneuLIOjsuLI] B 103 9doy 9y
pue wasAs 98pamous-19mod JTWOPEIB Y3 I9PUN UOISSTWINS JA[IB

-1odwr A1oanfosqe A[qewunsald & U99M19( UOTIDIPLBIIUOD S1IS[0H *(Z)
uonenis 9yl SurSueys Ul 9A1I09P9 9q puB 991AI19s dI] 210W puoLaq
03 p[NOJ SINOABIPUD Y2JBISAI YINS AQ 1YSN0OS UONIBIIISUOD /AoBWIIT
-1189] [BRUOTINIIISUL JO pUIy 23 2onpoad pus ULIOJUT B3 SUOIIB[]
Jomod o1 SuISSaIPPE 181 2INIUIA, 01 YSNnoud uado ST 1IS[0H ‘SS9
-I12A3N *(8) ua1sAs sy Jo siadwered oy [s]adaooe || ‘uoisiatadns
9AIIBN[BAD PUB SYO9YD AI[IBIUNOIDB JO WIISAS 98pajmou-1amod
STWOPBO® Y1 [S][191U9, JoAS0YM 181 SUTWIL[O ‘dATIBIodWI UB YIIM
paddinbas pue 119]0H £q pasi[eiauag st wa[qoad a3 ‘waIsSAS a3 p1emol
ssaussaf1amod syl Jo waqoxd ay1—aa[os 10u—puadsns 031 19pIO U]

(80 “6002) *s1y3 103 UOTIN]OS
Aue 9ABY 10U Op [ "WIISAS aWBs 182 JO 1183Y Y3 18 3ul
-1e19do A[snoausinuiIs J[Iym wSrpered YoI8asal O1ISILIB
uB ySnoJyl Uo[BoNpa 118 JO UOTIBULIOJSUB.I 93 01 predal
U1 30UB)S [BOIILIO B WITB[O 03 AI0IDIPBIIUOD IBYMIWIOS STI]

:A109a1pur 31 s;Twpe 9 “wiSrpered 18Y) UO onis SI 1I9[OH pues
‘Inoqe Supel ‘218 U0 A[2JI0W SBM [[9IBISIY °2911081d 9AISINDSIP,
S[1B2 OI[IO) Aep01 18YM 01 SUIpBa] 1UdWdO[oAD B 10J JO-OI 9y 1sn[
sem 1J1ys oneswidpered B 9¢ 01 paWaas 1BYA\ "UOIIN[OAI 31 pa[[ad
-01d 5ou0 18y1 UONISOd [BONILID AU JO JOPUIWUAI YBIM B ST J[3SIT SS3D
-01d TeUONIBONPA3 973 YIIM [BIP P[NOYS YOIBISAI YONS 1BYI UOLIIPPE Y,
*J[9S11 90110%.1d UT 10U PUB JOAJ] [BUOIIBONPA O11BIONBIING B UO A1031[2
pue 2011081d JO 90UJISIXI0D B SI “19AIMOY ‘paretodioour ST 18y M
‘(81T ‘6961 s1uapmi§) L1091 pue 2o110%1d, Suneiodioour £q 93priq 01
pasoddns A[peratut sem 11 ded ay3 Suruadoas snys ‘swajqoad [8o1101SIY
JO ‘O119U1S9% ‘TBOTUYD3] U0 JUIaq JO SULII) UL PACLIOSIP SI YOIBISAY

(6T1-gTT ‘6961 S1UapNIS) "F[9S1T
§s9201d [BUOI1IBONPI Y1 YIIM [BIP OS[B ISNW AIIATD
-0% [0IB3SAI [ons (*019 ‘A1031STY ‘S01191[1598 ‘sanbruyoal)
uS1sop pue 118 Jo swa[qold [e1ous3 uo 3ura( se [[om Sy

1U0NBONPA 118 Ul pazerodioour aq pnoys

[0J8S91 MOy SUIqLIOSIP SIUAPNIS 93 AQ U9ILIM 696T WO JusWn

-50p a3 Ul punoj aq Aew wa[qo.d syl 03 £33 9y I, "pIom [eonroeid a3
01 UOTIB[2. S1I pUB Yo183sal Suneiod.100ul Aq WIISAS 913 paULIOJSUBIY

Ap®BaJre sey UOIIN[OAI AU 99UIS PBI] 11 P[NOYS 219y ‘A[1e[non.aed pus

‘fep0o3 WOy awod Loussin 1eonrod poYs a1aym U3yl ‘S[[8d LI[0H
oty J0J AousSin [eonrfod Jo 9SUas Y1 POUIBIUOD APBAI[8 UOTINO

-A91 A3SUIOH 93 Ul pasodxd wSIuoIeius 9yl JI “I9AMOH “1I9[0H Aq

BACK



91 $918N1IS 1ID[OH go°20120%Id 118 UI 90UdsdId-uou pue 3oudsaid
JO 90UJISIX200 B UI ‘PUOIIS PUB ,,[8IIdBO PUB 118 U2IMI9( JUSW[T
-UBIU9 UB Ul 381y :suonduwnsse Jg[Iwis oml Ul (errualod gonrod 1o
KouaBun eonrfod 103 syuswngre J19y3 pring o119 pue 1IS[0H
‘() ssou-10u109
-o3-punote-isnf, :owreu [B118ds A[183[0 B JUdWOB[ASIp paroafoad
SIY2 $9AIS NOIID " Iudwaoe[dsIp reniadiad “aueisuod & ur uaddey
1M 20UBOYTUSTS ana) ‘AIIATI0B 9NJ) “I0M dni]T, * 2urod dWoOos 18, 3Sd
Suryiowos 01 pLBI[ [[Im Suryrowos 18y [ ] Sunosfoid A1urisuos are
oM, ‘11 UT 95NB3( J[9SII UIYIIM 210J9q, SII SBY AISINISIP YT,
*90110%1d 108 JO ULIOJ B SB SAISINOSIP 93, JO [BLISIBUL B 0IUT T
Suruny ‘ura1s4s 9y1 JO UONBSI[BLISIBUI B 01 9NP [qIssod ST wa1sAs oy
WOJIJ 11X S1] "9AISSIIXI ST 1] ‘SUOISSI9NS [BIodwdl-o11eds [en1oe 01
1UDIPYIPUI ‘0ATIB[NO3dS AToand ST 91039 SII ‘() ,3[NSAI PAIISIP o3
0S[® ST11 "] pue 310Mm 92 $9oNpo1d 18YM ST AISINISIP Y2, 90Ul *(9)
.T8J 001 30®B( J00] 10U 01, SISIAP® NOI[[IO) 19X *(siseydwa Lw ‘v) 118 10
sooeds oy ur pa1ussaad ST 1BYM [IIM JUAS UT ATLIBSSI09U 10U 318 1B
suonisod ogroads Jo $S99X 9 uB apraoad 01 pus SOAJISINO AJI[enb 01
SOATOSINO 9SNOXS 01 WITI JO 10] B SN UDAIS SBY [**] STBIL A1USMI SB[ 92
J9A0, YoTyM ‘(¥ “86007T JOI[15)) ,SSOUIBME [BOTILIO JO UONALIOSIP-150d,
BSBI101J%® UBSB.IIYIBI INO S19S “1SBIIUOD UI 210334, SHOI[ID
*(T) . goIeasal pue SUTUIBI[ JO SIBULIOY 92 O1UT
310M OTISTAIB JO SUIP[OW 92, PUB ‘AI[IqBINSBIW,,  ‘UOIIBSIPIBPURIS,,
U[ 9SBAIOUL, 92 JUSWEL] 03 PIWOOP SI 9Y WIISAS Y1 I9pUN UOISSIWNS
aanresadwr Jo dn1as umo s1y 01 an( *d[dwexa [8oL10ISTY PIBP-1N0 UL
Aq uBll JOYI0 YoIBISAI 10 AI8SS209U Loudadin [eonifod ay3 Surweu
Jo a[qedeout s1 119[0H ‘Ajauanbasuon) ‘spernuaiod si1 pus 901198.1d 9ATS
-INOSIP JO J910BIBYD J1ISTIIB 91 Sulpre3aisip A[o19[dwos ‘onpoad
91 a1039q uononpoad ay1 193[qo a1 210J9q $$9001d 21 ST 21039,
S,2J9]0H JO 2Inieu 9y, 2J10J9q, Jenreds *sa 21039q, [erodway,

118 910J9q Ind50 183 uononpoid Jo sa3e1s asoyl
21/ 9SINODSTP SUINUI] ‘J[9SII JIOMIIB 3] PUB JI0M1IB UB JO UONIOND
-01d 21 U29M13q UOISIAIP 92 Surureurewr £q A[U0 9A[0SaI 01 Sa3®
-uBW 1I9[0H 18yl uonenlrs sruaaydoziyoss ® oyur and st 9om3081d 11y
*(8) .10ABOPUS YOIBISIAI, OYIIUIIOS B SB POSpI[moud®. 9q p[nod 18yl
2onoeId o1pnis 911S1IB, IB[MonIed B JO JUSWYSI[qRISI Y2 J0F Sul
-1 A[snoauel[nwiIs oIy “(T) U0 OS PUB ‘SIUBISISSB AI9[8T ‘51919180
‘SI99U0MIONE ‘SIA[BIP ‘SUBLIOISIY ‘SUBIOTUYDI) ‘ST BWADI[0d ‘sIopuny
‘$1018oNPI ‘SIOIIPI ‘SI0IBIND ‘SOIILIO ‘SIUIPNIS ‘SISYOBI] ‘SISIIIB
JO SUOTIBUIqWOD SNOLIBJII[NW 32 [SB]
. £311rqe[reasun pue £3171q
W82 O1ISILIB 92, SAQLIOSIP LIS[OH '1X9] e[ 1eA® 3 usamIaq diysuon
S.119]0H InoySnoay3 1udsaid pue 108Ul -B[1 18[[N3d, & SB IOUMH 89
SUTBWAI WI1SAS 9y 01Ul 20110%1d 118 JO (4 8600z FoUID) [edes
UOISN[OUT SAISN[IXD UB I[NSAI B SY PazI18qo[3 JO SUONIBUIYIBW

BACK

120

33, puB SWRLIJ AISINOSIP B, JO
2[qNOp [BONLID B, UM AIT[I]
-Texed, B s8 10 ‘(IT ‘600T 219[0H)
S1I® [BNSIA 92, UI S770d Paseq
-98pa1mouy] 33, JO JUSWAA[OAUT
QU1 SB JoUI10 passaIdxyq L9



121

*(stseydue Aw

‘L “8600¢ HOI[[1D) SSO[ JUd
-1edde S11109.11pa1 03 I9PIO UL
‘SPUQ 1U2IJIP 10J ss9001d
1813 $3d0-02 31 puB ‘AI[IqIX3F
-eIA-Aougpunpai Jo ssavoid
o3 Surpueisiapun jo uonisod
33 WOIJ S1IBIS 3, ISNBOIQ
2INIMd JUBUTWOP Y2 03 ]

£103101pBIIU0D SWIIS Jutodpurls S JII[1H) ‘£ousSin Yons s199[j2.1 OS[e
(stseydws Aw °2) 98ud[reyo 01 Aem AU O 91 [SB] OAISINOSIP Y3, 10
98pard s oI “IUdWaTeUBW [BIIQI[-09U pUB sa[dIouLid oTwouodd
1s11811dB0 £q P1I0M 311 JO UOTIBOYIPOWWOD [8101 3udredde ay3 01 uon
-0B3I [BONILIO B SB S1USWOSB3UD J19Y2 10J SWLIOT JATIBUINI[B Y395 A]
-1u93.an s1s1Ie uaym aerrdoiddeur swass Awouoineg, WL YT,
‘(b ‘Looz unaepy) 2anamo fiipow
-wo9 B uryim rennualod 1uaiayur, 9yl 9sodxa pnom ‘(L) wsireirdes [+
JO SSOUSNOIOSUO0D $95591dXd PUB SIZI[BULIAIUI I SB ‘“AOUBPUNPII-J[OS
JO 590107 942 98ud[[eyd 01 Aem ATUO Y2 [SB] SAISINOSIP 9Y3, 10J Sul
-N3I8 “1S11IB UL SB ‘9SINOISIP S YOI[[1D *(£ “e600T) BWWI[IP Sursiom
1US1IND 01 9SO[O 001, PUB [YOBAI JO INO, A[SnoduLBINWIS Suroq 2o1081d
SATSINOSIP S YOI YIIM SIIBUOSII WLIOJ AIIPOWWOD, PUB 118 SNOW
-0U0INB, U92M19Q UONB[2I JUdpUadap 124 £10101PBIIUOD SIYT,
*(be—22) 2mamo
A1IpOWWIod & UM [e1u210d 1UIOYUT UB SUTBWAL 11 “ULIOJ A3 TpOwW
-WO0d 973 JO UOTIDIPBIIUOD JUSUBWWI UB ST 118 SNOWOUO0IN® JI, Sumnsg
-I8 ¢(Z2) ,AWOou0IN®g S,108 JO SUOIIBULIO] MIU JO dUDS 91 SB pazIugo
-091 9 10U pInoys [**] yooda ,118-150d,, SWIOS PaIAIUD 9ABY M 1B
90U9ISISUT 92, JAY13yM UONISIND a1 01 Jomsue sIy surdispun uLIsjy

(Y2)
‘UOT1BOYTPOWIUIOD JO SUOTIBULIOJ MIU JO SUOIIDIPBIIUOD
oY1 SB POUTWBXI 9 01 PIJU 118 JO SULIOJ MU 118 SNOW
-0UOINE JO SUONBWLIOJ MAU JO UIIS SNOWOUO0IIIAY Y3
S® POUTWEBXd 3¢ 01 PAIU UONIBOYTPOWUWIOD JO SWLIOT MAN

:I9uUBW JI[2AD A[Sur
-p1099% U ur SuIpnouod ‘A[[8o01doal 10 A[11019IPBIIU0D (8T LOOT)
AL1TpowItod 9In[osqe aY1 YIIm J[9S1I S199W JI0OMLIE 9IN[0Sqe Y3,
mo1] spunodxs unrepy 11emas 1oydoso[ryd ayi a%.i03¢ T, 2Go511GISy
soulopy uo Suimerq w0 £}Ipowwion) pus LIy SNOWouoIny

rearden

*J19S21 9SINODSIP U 2AT1oNPOo.Id A[1UBISUL 9pBUW PUB PISA[BUB 9q
uBd 181 AI[BLISIBW UMO SII SBY 3SIN0D
-SIp JO 9o130v1d oY T, "9SIN02SIp 1noqe
9SINOJSIP-BIOW OU ‘A1BSSI09U ST UOTD
-easedauad ou “FOI[1D) 104 *9913081d JAIS
-INOSIp UI 10( $18NIIS JOI[[ID) J[IYM 1IB
[ensIA JO P[oY [BOLIOISIY 92 Ul 9o11081d
1xe ur L3rperodwal-onreds £10101pBIIUOD
oY1 pue [811ded Y11M 118 JO JUIWS[SUBIUD

9802 001, pue ,yoBal
Jo 1no, Asnoaueinuurs Suraq
[*] J10MOWRIF SAISINOSIP Y3,
s 10 ‘(siseydwa Aw ‘0T ‘6002
1I9]0H) ,S2IB [BNSIA U2 UTYIIM,
BIpoW pu® 5199[qns s11 JO (UOIS
-uadsns 10) UOTIN[OSSIP dATIN
-11SU02 32, WOIJ Funnsal uon
-onpoad a8pajmous] 511S11IB JO

BACK



*AI9AB[S 19A[9A JO ULIOJ B UT SUTUBIW S95S21dI pUOIIS o) PUB ‘ADBID
-NBaINQ 19A[9A JO ULIOF B Ul Surturdw spuadsns 181y 3y, (S “86ooz)
S[opow JuBUIWOP 2Y3 [sB] uoissardal pue uoisuadsns, S8 01 SI9Ja1
NOTIIO 18YM 01 puodsar10d uononpo.id Jo S[POW 0M1 3SAY, . (31 JO
pooS a3 107 A[[eraualod J1 uaad) £11A130NpoId umop Mmo[s A[UO p[nom
K913 asneoaq ‘uonionpo.ud Jo ssa001d 9y1 SuruorIsanb ‘31 ‘s9010J [BIO
-0S AU® WOJJ payoB1ap Ing ‘(*919 ‘A1ISNPUI POOJ ‘S9OINOSAI [BINIBU
Jo uoneiro[dxs *3+9) paonpourd aq 01 2ABY [[11S 181 SPO03 9S0Y32 IO
paurejurew a18 uononpoad Jo SUONB[aI ‘[9POW PUOIS Y3 U]
‘“Aouspunpai ss9j
-UOT1011J JO UOT1BIUdW[dWI 9Y3 01 LA[IQIXI[J ANIBAIO JO UONIBIIO[dXD
921 WOJIJ PIJIYS PUB JI0M [BN1OB 9] WOLJ PIIBNOBAD JI8 SWI) pUB
SuruBay o, paonpoad jy10Mm Y1 JO IUIIUOD [BNIOL Y3 YIIM OP 03 Sul
-10U 2ABY] 181 (*019 ‘90UBPUIIIB ‘S91BOYILIOD ‘SO ‘A1I[IqeAo[dwo
‘sur10¥ *§°9) sroqunu donpod 01 pafordws a1e uononpoid Jo $99107
[B190S 181 93 U] "Aepo1 99%[d ur 218 uoronpo.d Jo Sopow omJ,
“I3A90S1BYM JIOM AU I0J SUOIIOUN] WISTUBYIIW PIUIO[SIp sures
93 9oUurs ‘Aepo1 onBwaqoId au093q SBY ISILIB 93 JO .£La229% Y OIUL

$92.107 18100S Jo uonoafoxd paurofsip ayJ, ‘(Zo1-20t LooT) S3j10mi1au,

Ul SUOTI09UU093 JO ‘suonoafoxd, 10 109foxd ay1 sem AwoOUu099 92
Ul SUOBAOUUI [BLIaSBUBW AQ PIlBIaUa3 suonoun(sip ay ‘eoe[dal 1o
109UU0931 01 I19pJ0 ul pakojdwa (003 [BLI9SeuBW 311 ‘O[[odBIyD pus
{suBljog 01 SUIpI099Y 99119%.Id 9AISINISIP SOI[ID) Ul 203[01d, JO
1d2ou09 23 JO 3sn aY3 ul sa18U0sal wsipered [eLaSeusw 9y, ‘U0
-onpouad Jo suUOnIB[R1 put uonONpoId JO S99I0J [BIO0S UIM19] UOTL
-oun(fsip ay1 £q pasraioereyos st widipered [eLodsuswW 9y, "1ySnoj aq
01 AS0709pT JUBUIWOP Y3 [[1IS ST WSI[BIIdBD I9YI19YM IS8 03 918WNIT
-91 st 11 ‘wSrpered [eroSeurw ® £q paSusreys st wiSipeied [eLInau
-o1da11ud 9Y1 181 IUSPIAD ST I SY SUOIIB[NONISIO) [BLIdSBUBIN

60" WSI[BLIOSBUBW JUSIQPIPUI JO UOTIOAIIPAI SNO
-oue)nwiis pus uoneidepe a3 ‘ABs 01 SI 1B {A[SNOLIdS SUIYIBW 2
Surdeosas Jo 9018] 911 981 p[noys suo sdeyIdd "UONIBOYIPOWWOD JO
uonsanb a3 Sunuoayuod woay wayl Sur
-1udaaad “mousadarnus yuspuadapur us
91T “10M II9Y) UT WIIISI-J[9S PUB ISNIY
[eruswepuny e do[2A3p SIS11IB AUBW UOS
-BaI SIY1 JOJ A[qISSOJ "99.18] 01UT A[91BIP
-owwI sunl 11 woJy 9deosss 01 1dwale
AI9A9 1821 1U9IX3 UB [ONS 01 UONIBOYI
-powwod JO SUIYdBW [8102 SIY1 JO 11ed
SI9uQ "98Ud[[BYD SSI[PUS UB SI UOIIN[OS
SIY2 YSNoy1 uaAd “waqoad 9y3 9A[0S31 01
SpUa} SAISINDSIP Y3, JO AIAISN]OXD 93
ur passardxa s118Y1 £ouaSIn 91 9sNBd(q

*019 ‘SOX®B1

Suraes ‘swarqoad resrprm(
SUIPIOA® ‘SIOWNSUO0D I9A0
Suruuim se yons ‘s19y10 Auswr
Suowre BLI9ILIO 9UO AUO ST
Kyrenb yorym Jo ‘sIsquunu o[qe
-gnuenb Jo 9sBaI0UT 912 SIAIAS
11 90UIS ‘WI1SAS STY3 Jo 21ed
[e1891ur UB ST UOTIBAOUU]  TL

‘L&a1001pawr ur uonedionaed Jo
s1oqumnu yS1y 10J 90ua1ja1d aya
95Uy ‘90UBPUIIE 01 1BIIYL B
S® pPaAI901ad 1% (SUONIQIYXS UL
*39) saouariadxa Surdusyd

-9J1] OS[® {AI1SNPUT 1UA.LIND

BACK

122

9y1 4q pakordws A[qerajoad oxe
$9010J310M PAIO[TE] [BONLIOUN
9ouay “3onpoad ay3 9ouUBY U
A[renua10d pmoo uonudAuL
[ons JT USAD ‘SI9QWNU PAIISIP
212 Jo AI9AT[OP Y100WS 31 03
1821Y31 B SB PIAIIOId ST UOTIUSA
-ur [eon Lo ‘odurexs 10y QL

(e5-6t

‘90072) q2va( puv 23vnsuv T ul
UoneonIe 9A1e3a, s a[[reieg
JO uo1ssnasIp Iy 10 (09-61
‘0007T) 24n1s25) uo sa70N\ ul

3u3, p1om oY1 Jo asn suaquedY
99s ‘2o1e], 01 pIBSAI YUM 69



123

118 OATISINOSIP

-o1128ds 10J 2U99s 91 195 01
I9yael Ing ‘ySnoyy ‘Awouosd
eonifod Jo £109y3 B YSI[qBISS 01
10U st 2191 1utod Ay, *SI9Y10
pUE ‘01818ZZ8 ] OIZLINBI\ 10
‘Sruney presan 19Ya4 [PYSTIN
‘U9oIN paig pue Aourel
ougJols YIm aredwo) ¢4

*(9ST ‘¥10T) PpniIAIes
uBwny,, [BSI9AIUN JO 90UdU

1B8UyMm 01Ul uononpoid Jo $9910J [B100S JO uonoafoid a3 Jo asneoag
“11 2IM P10UU0D AITAIIBAID JO UOTIBII0[AXD 91 pUB AI[IQIXS[J JO W[
-qoad ay1 SurysI|qeIs9-a1 snyl ‘uononpoad Jo $9910J [BIO0S 93 PUB 10N
-poud 1en1ow oy ur Surueaw Jo 9o8[d 93 YSI[qBISI-21 A[[NJO910F 01 10
‘9711 2and pus AoUBPUNPAI JI0M JO JUSW[YINJ 9Y) SB pUB UOT1BIT0[dXD
2An1oNpo.Id Woly UoIBISQI] SB Ssaussa[Surueaw Jo urueaw oy 1dod
-0% 01 JOYIIS PDJIOJ ST IIOM ST, "TOXI0M dY2 I0J SSAIIS JO UOIIBNIIS
9[qBAJOSaIUN A[[BOIYIS U donpoud ‘s1onpoid [en1oe ay3 Jo uononp
-01d 91 WOIJ Pa193UUOISIP A[[B101 pUB SIdqUNU JO uoronpoid aya
IIM P9103UUO0D A[[8101 A[SNOAUBINWIS JIOM JO SULIOJ S, ABPO],
¢,"9J1[ SIU2 JO 1USW[Y[NJ Y2 02 IUBAJ[D ST SI0M
JO SOY39 a3 I9YIayM SI ‘A[3Uanbasu0d ‘paxse aq 1snuw 18Y3 uonsanb
Surssaad oy, *(Surusow s, 310m 9yl woly pagrnd 9J1] & 01 Surusow
9A18 01 ST ‘SuTUBIW SII A[3192IIPUL PUB ‘JI0M 311 JO 1[NSAI Y2 2DUIS)
j10Mm sso[Sururaw 9onpo.ad 01 pasordwa aq SaAJOSWAY) 19] A9 1B}
I0oU (SIaquInu 938AOUUL 312 90UIS) s1onpoad Jo uoneaouul ay3 J0J pa
-110[dXd 9q SOA[ISWAYL 19] A9[2 181 IOYIIU ‘SIINI0OM 1SUTBTE SUOIIBS
-Noo® AQ p21dNISIP 9q J0UUBD 1T OUIS 91BIS PLIGAY B ST STY,T, *(Surusaw
1USI9YUI AU SBY JoSUO[ OU I0M dY) J0UIS) JI0M WO Juspuadopur
9311 ® Jo Surueaw [en3adiad B ur SaA[aswoY) ssaxdal 1o puadsns A3y,
*31qBYSTNSUNISIPUL W03 AIAB[S pUB AoBIoNBaING—(AoUBpUNpPaI
pus uoisuadsns [nySurueowW Jo) SUTUBIW Pa1IdAIdd B JO SISB( 9Y2 UO
119q[8—Pa101521 ST uononpo.ad Jo suonB[aI put uononpoad Jo s90105
[BI00S U29M19( 90UB[B( 92 SY uononNpoIJ Jo $3048, [6100S

22"JIUOW 92 JO JOXI0M 311 9W093q 01 apLid

pue sured ax81 ureys 193 I8uLIadnNS B UI SISYSBO USYM IO ‘YdIBISAI pUB

uonBONPa 11941 Jo A11renb ay3 109721 suoneorqnd Jo Joqunu 9y pus

siuapnas 193 Jo Afrqefordws saqeyriusnb ay3 18Y1 SUIASI[2( 1IBIS

SOTWAPBOL UAYM *9°'T ‘FUTUBIW dNII MIU O SIW099( 11 181 1utod a2

01 pa11oaIad Surusaw Jo 90udI9Y0OUT 312 1d909% 01 paredard a1e s19

-310Mm ‘uononpo.d Jo SuolIB[al pus UonoNpoad JO 99103 [BID0S JO K111
-391ur oY1 UTBIUTBW 01 JOPIO U ‘AI9AB[S SUINSBW SNYL PUB (JIUOW 32
Jo 9aKko1dwa a3 Suno9rd £q *39) ssaunFSuIUBOW JO UOISN[[I 9y SUNB
-19u93 Aq JUSIOLJS 9PBW PUB PIULIBYD 918 S30.10J JI0M [BIO0S ‘AIAB[S
uJ "A5eI1onBaIng SU{SBW SN JI0M MOU S32.10J 2A13ONPOoId [BIO0S 93

UoIym J0J uononpo.id Jo Suone[al mau

9Y3 S8 pauyap SI £ovIoneaing ‘2098 us

-NyY, B JO YSBW Y2 J8am A[auonbaiy Aoy,
*SuonIpuod suryiom Arerodwaluod 01
pIe331 YIm [8101 918 AIDAB[S J0OU AOBID

-neaIng I9YIIoU Ud1JO ‘SSO[OYLIAIN] “19A
-ToA woJay 183 A[enba s1 £oBIoN8BaINg [8101
® Jo 10adsoad oy pus ‘19a[94 Inq Sury

-Aue ST 181 P[IOM 91 UT ATDAB[S ST IO ],

-euL1ad a3 103 Inq ‘OpNIIAISS
A183UNJOA JO SOITPPO [800] Y2
103 30U ‘9[qIsuodsal 1095e

JO 59010 91, UO 9OUBISUI I0]
‘WISTUNWWO 01 WsI[elded
woJJ s3J1ys [enpeid a[qissod
uo Spays ay 1yS1y ay3 pue
‘sa1q257 sezouldg yonaeg jo Sut
-peal B Ul ‘usyvidvy) Jo saav]s
Suypm ut sqol 1121 103 0TS
-sed S19310M 93 JO SISATeuB
SUOPIOT OLIPPIL] 995 OS[Y  TL

BACK



USYA\ "Op 01 33{I] 10U S20P Y JUIY3 [ SUIYISWOS ST Yorym
‘1% SIY IN0Qe SuorIsanb 1omsus 10 yBads 10U 01 pue uon
-BSISAUOD 92 UI 9583 UD 10U 01 ILINITY PIMO[[B UIYIIIY

pIefxoeq pasiaordwr 9yl Ul dwrl SIy Jo 1sow Surpuadg

1SONUNIUO0D
IOPIA (£ T102) 218 A1810dWIU0D UO SUOIIBSIIAUOD, 10J 208dS UOTS
-SNOSTp /183U, B 10J SUIY00D Y2 JO 1SOW PIp, BITUBABILT, ILINITY 1S1AI8
972 MOy Y1 3UI[ 1B SAIBLIBU I[JOPIA 218 JO JIOM B ST 3I0M INOYIIM
11V, A8SS9 SJ[NOPIA UOIUY JI [[93 P[NOD OYA\ 231 [99F No£ uB)

b, PUD SSO[ASN B
01UI SUBW 781 UINI PUB ‘1IB-[IUL 90UIY ‘SSOUNJISN JO SuBaw Aq Inq
‘SSOUSSI[ASN JO SUBAW AQ 10U dN[BA-ISN UO ISISUI 03 3SBI 9Y2 SBY 118
‘U9SMBYUOUNTA UOTBY ST JUOKIIAD UIYM ‘ABPOT, "WIY] J0J YOBII JO INO,
A19In[0sq® A[SNOSUBI[NWIS PUB SUOIITPUOD SUIHIOM JUILIND 01 JSO[D
001, ST SIY2 1812 (118 JO JI0M B UT) 3S[[Ba1 01 ST wo[qoad ayJ, *(Ze Looz
UunJey) 29189p paruspaosaidun A[SUrto9s 8 03 UONBUIULIIIIP SNOWO
-U0.1219Y SI1 WOIJ J[9SIT 10BIIXD I1SNUW 118 £8P0, “I18Y UMO SIY uo Surfnd
£q Surumoap woay JIOSWIY PIABS USSNeyyounyy uoieq se snf

*(o1€) as1X9 30U
pInoMm 118 9SIMISYI0 182 SUNISISUT AQ UOISN[IP, SISIYS1I9F A[[eoryred
-w9 ‘SUnBO0APE UBY2 9181 ‘9SINOISIP UO 3SINOISIP S YOI[ID) ‘PuUNOI
-BuIN] B 99T *(T1€-01< ‘ST0T OUIOPY) ,AJ[[BUONB.LIT S1I JO AJ[[BUONIB]
9Y3, U0 1SISUT 3T SOY{BUW SISISUOD 9913081 SATSINOSTP YITYM JO O110J[BIP
[BOTILID-J[3S 92 ‘SPIOM JY30 U] *(&2 ‘LooT UnIBy) ,21e-150d, 10 1Ie-1)
-UB YIIM O1109TBIP [BOTILID-J[9S, U ods J0 U9ILIM SB UOTIBUIWLISIOP
SNOWOU0J213Y S,2.18, 9PN[OUL PUB (CIE ‘ST0T OWIOPY) .2 03 d[qBUn SI
11 1811 2IN[0SqB Y2 219M [21] JT SB ‘90UIAYOD [S21]| UO ISISUT A[[BO1IS]
-US119J, A[SnosuBINWIS 01 [ 118 SNOWOUOINE UB I0J WLIOJ [BII30] B
S1 901108.1d 9AISINOSI SSOUNJIS[) SSI[IS() : SSAUSSI[IS() [NJIsN)

"L(IqIxo[f puB
Kouepunpal y1oq Sursnjal snyl ‘ssaussa[SuIuBoOW S8 9A1BI2dO SSaU
-sso[Surueaw sdoay 1118 93 :3I0M 01Ul AIIQIXS[F SUI[[BISUISI JOU
Surueow Ya1m Louepunpal Surddmba Joy319U JO BWWIIP S J9310M 32
JO sapIs Y30q 031 Spuodsariod ‘¥se1 S[qIoNPalil S,3.08 JO JIom a3 ‘Sul
-3110m do1s 01 [BSNJaI S,1S1208 9Y J,
‘(4 “ebooz) Suryiom dois 01 asny
-219M 194 ‘AouBpUNPAL ABY 9OM MOU PUB
KIIQIX9[J peY 949\, :POYI9W-I9IUNOD
B SB S21B[NOILIB JOI[[I) YOTUM “BUIWUIIP
snoJo[eue U S998J ABPO1 JIOM SISI1IB
oY1 ‘AI9A®B[S pu® £5®JIONBIING
JO 20UdPIOUTOD 91 P8 99 YITW

*(S1 “T10T 'Te 39 stoquo()
MOUY] JUOD 9M ST JOMSUB

oy, ¢Burs{ury3 pue Surew Jo
SOpOW UMO S3T UIYBII] 10U
a[Iym swre[d orwsids doaasp
01 SB 0S 218353 O1ISI1IE JO
uonIuyap Y2 IWI] A[IUSIOLYNS
9UO S20p MOY 0§ 393 paymous|
Jo aureu ay3 ur di13 sa1 Sursof
SI 181 p[10M B UT A11]821 01

BACK

124

S[UT] 9Y2 SW053( P[NOM 118 182
1YSNoY1 9ABY P[NOM OYM PUE 118
3o L&a17ea1 oY) yarm pareduwiod

se  Awou0o9 a8pa[mousy, 9y3 ut
SSOUSNONIOL ST 9JY T, :1oMSUB
UB YI3IM PUS S0P YoIym
“GoADISIY SV 22129V4d IUSIIAY
—asnogpug [Pnioajiau] 19peal
312 01 SI02IP3 B3 JO UOTIONP
-01ul ay1 Yaim aredwio) 4L



125

uyap 01 sn Surmo[[e J0 padu sIyl Surweu Jo o[qeded
98en3ur] UOWWOD B 10U ‘SIA] INO UT (AI8BSS209U I9AD
-moy) 98ueyd [eonrod 10F 9doy ou Yarm SIYI 1] 2AI] 9N

:988n3ur[ JUISIAIQPA JBI[O UI JUIWIB] SUIBIUO AITB[D
(£) A1e Jo Awouoine 2yl Jo UOISI[AI SNOIJIPN] S YIIM ‘WSIUIIPOW
Jo drys1038101p 1sT[ewIIBd 91 01 WINIaI B, Sunoafor A11o1ng 911 se
10U pUB _‘9J1[,, ANTPOWWIOD 93 SB 9[qIonpo.1dal 9JI[ 9B S{I8W U0
-e30nb 93 SB Yyonur s Ul ‘AITPOWod Y Im JI0MII8 9UI JO JUSWUIM)
-U9 JU2IoYUT 3N AI0IDIPBIIUOD Y2 S[[BOI (£ ‘QTOT JUIBIUO,] IT8[D))
S3rew uoneionb Aq pauostiduwir ‘9311 9[qronpoadal ‘Snorosuod SIyJ,,

«(€ ‘g10%T) * 971, pU® 9JI] IN0QB SUIYIIWOS PIUIBI] |
g *aqyS1w Aoy1 pasoddns pey | S& 93I[9F1] S8 A[1BU 10U
a1am s3uruaddel ay1 0s—01 papus1Ie Uyl 9y soSuryd
uonuane Surfed—oSueis £1191d sow0oaq 1], ‘6461 Ul
mourde3] S9ILIM ‘I9A2MOY “A[SNOIOSUO0D JI[ OP NOK UIYM,

:1911IM YIoM
SIJ UO UOTI03[Jo1 S, moxdes] UB[[Y [[8991 A9U2 YOIy UI ‘UOTIIPUOY) [BOT
-1 UOWWOY) INQ), PI[HIUS AeSSI I19Y3 UT SUTBIUO,] dITB[D) ‘A[IB[IWIS

() -os1o Suryrowos Surop parey

K194 S3I0M 9 :ASNq AI2A J[OSWIY SIBW A[[R2.1 31 OS Op 01

194 “1sT2.0% U JO L1198ded 91 UI SUI{IOM JOU I[ITYM 118 30N

-01d 01 93vUBW S0P ILIINY “IU9sa1d 95011 10J 191U Jul
-A13-2deys pue [enuanyyur 194 191mb B swLIo} A[[ensn 90U
-saxd siy ‘duwreyon Sumnospgal sdeysad ‘(uayolry] oY1 01)
93%1s 101U90 18 908[d [BUOTIIPB.II SIT WOIJ IST1IE 9U1 JO 3N

-8 o1 pue 199(qo 118 9y S208B[dSIp 9Y A[IY M "90UBPUINIR
Ul 9SO U99M19( SUONB[AI [BIOOS JO 39S IBI[No3d IoyIel

B 1oNIISU09 A[Lreioduwal 01 sageuBW AIIANI0B S ILINITY

‘S918p PUB SONUIA 1LIB JUIIIPIP AuswW 1sprure pastadsip
124 ‘[[oyrep Apuy Jo| A1010%, 9U3 9¥I[UnN 10U ‘QIOUWLIOY)

-Ind *1ae Jo 9oeds a3 ur as[2 Suryiowos Surop Asnq A12a
JroswIy 98w 01 SI19791d ILIITY “ISTATe U sk A1108ded o)
ur J1om J0 Bads uByl Joyret 183 ST 219y suaddey 18y

3I0M SBTUBABIL],
U0 $109[J2J [OPIA ‘Sunirim isnf s3I ‘ON 148 11 ST *1Ie Ul JI0M JO
9ouBOYIUSIS 9Y3 UO J[o1118 UB SUNLIM JO 901308.1d JAISINISIP JULIND
UMO STY SB J[9S11 9[912I8 S [ OPIA 01 pardde 2q 1yST1w 1Unos9® SIy T,

61 ‘€00z Mmoides] (£) *Sursooo 1snf
woJj a10nb sureIUO] 2I1B[D SL sem 9y ‘ou Pres 1INy I st BUI O SeMm 5y TeYM JI podse

BACK



1.yM [] "31 Ind sey yeards se A[2411ud pIeay 2q 10U [[Im
J920 12 219y [***] I9Y10 91 01 UIISI[ 03 UIBI] dIM YIIym
Ul OLIBU99S 93 SUIBaID INOQE SI 31 183 SI—Uuouswouayd
A1sIoArun Joy10ue 1snf 10U ST AUm pus—ABPOI SI19138W
[0IB3SI OTISIAIB PUB SIIPNIS SSIUSNOIOSUOD S 108 AYM

:sAes [ereyB\ “BUIY[RY 9110UUY
1M UOTIBSISAUOD B U] "UMO S, [BIBYBIN SUIPN[OUT INO PUBIS S9910A
QwogS *11 Aq UBdW 1UOP IMm 1BYM 10— (62 ‘Yooz) uoneonps 118 pus
s9om19%.1d 118 [BnsIA A1810dWIU0D UT YoIBISAI AQ UBOW oM 1BYM FUT

-yordun Jo 10 9[STLIM 10UUBD 9M ‘SI(I INOQL [99] 9M I9ANBYM, :Sum
-unyuod 1 sind [ereyBly 18IS SB ‘181 11 SUI[[8d 91Mb INOYIIM—SIBIL
J0J UoI83Sa1 O1IS11IB, SUIOP U99( 9A9M [93] ISNW SN JO AUBA],
o.'890110%1d 118
9ATISINOSIP JUALIND JO S1dW1IB FUTUGP-J[9S oY1 Y31 11 [o[[818d 01 puB
UOTITULAP B JO 2109 ATIBIUI] 92 SB SOAIIS [2.18ISAI O1ISTIIB JO A1I[Iq8
-ULap-Uuou Y1 MOY] 10319p 01 1S2191UT JO SI I ‘0P A[[8N10% SI9YDIBISAI
18UMm U0 JYy31sur ap1aoad $1x91 9593 JO AuBW YSNOYI[Y "AIIAISINOSIP
uo 98] [enreds Lw 01 pre3al Yiim Aprenoned ‘nyjqnop A[[eoIsuril
-UT SWO9S 0183521 O1ISIIIB JO UOTIIUYSP 92 PUNOIE SINSST SUISSAIP
-pe 2ImeI91] d[qeaSeuswun A[3UISLaIOUl Yl JO UOTIIUS0931 oY T,
*3SIX9 03 J9PJO Ul pauyap A[[enidaouod aq 01 9ABY 10U S90P I8 Ul
018359} "A1BSS903uun A[919[dW0d 0S8 1N 919[dWOIUT A[LIBSSI0U
9 ATUO 10U P[NOM YOTYM JO SUIISI[ Y3 ‘SBNULIOJ SUTUYIP A[9A[1BIUN
pue 9A1Id1I9S9p JO UONBUIWND ATBUOTIB[JUI UB UIS SBY ‘S 'YJ 107
A[eoyroads 210w puB ‘418 Ul 218359y UONIONIISUOD)-UMOUY]

[oIeasay

(¥) ouo 18OTILIO A[pUNOFO0.1d B UOTITPUOD 1U2SId INO SAYBW
18UMm A[9s1021d sdeyaad st s1ya pue—orqnd [81oua3 9y1 01
9AT10BI118 PUB ‘1SBA ‘091 OS U993 I9AIU SBY 118 JO PO o,

U031 SUI[[IM 9I0W 33 [[B UB UI 9PN[OUO0D A3 ¢ SSI[OYIIFAIN],

(P-£) 3urod
-desIp A[oXI] 1SOW [[IM PUB ‘UIB1Id0UN ST 91B] 192 182
MOU3 9M 10J—SUONIIPUOD YONnS JapUn palreard aIe 183
SYI0M1IB JO AILI20UIS 91 SUTIGNOP SIA[ISINO Y918 SOWIL
-owos am 181 A1TuSIp JO SSO[ pus apnirfos punojoid &
yons s1opusus pue [nyured os s111
{10181y UI91S9M UT anbrun 1gnop "010T HpeD
OU ‘MU ST UOTIIPUOD SIY T, *3udsaid “0 ‘S10¢ samped ‘2102 % 39

sloquo( ‘0T0T UBAIINS ‘00T
Jno 03 ye[nonred s11eym 194312503 9SOI[O ‘600€ "28PLIPIOH pue

BACK

126

PO ‘600T SULH ‘00T
J98e[S pue BWaN g opn[our

PINOM (DI1e3Sa1 O1ISIIIB UO
2IN1BISI JO UONOJ[AS Y 9L



127

*YOI[1D) Aq P21s238ns s® ‘ssof yuaredde s11 519211pa pue ssa00ad & dn
S93{81 1811 SSOUSNOIOSUOD PUB SUI[99F S,ISILIB Y1 UI 90UBUOSII B SB
Ppoo1sIapun 9q ABW SIY2 ‘SSIUIIYI0 JO AITATIO[(NS B 91BIID [[IM PUNOS
[OIYM SYS®B [BIBYBIN UIYA\ "UO OS PUB ‘ATIUIB] 31[1 1O ‘2181S 3] ‘A1010%]
92 ‘plIOM 118 92 IO AWOPBOB 92 SB ONS ‘SPIIP [BNIOB UO SISUIP
-U09 SABM[B 11 {JONS SB SISIX3 I19A9U wsI[BIIded Jo 1doou0o 10811SqB. 9,
*U91SI] ISNW dUO Y2TYM 01 . I9Y10, 9U2 ‘A[[enbs pue ¢ [e11ded pazieqo[3
JO SUOTIBUTYOBUW, 911 {2INI[NO JUBUIWOP Y2, SB WSI[BIIdBD JO 908JINS
UOT1BSUIPUOD Y2 1UISAIAIT YOIYM ‘S1X0IU0D dA1102dSAT I19Y) 01 9SO[D
001, pUB o831 JO INO, 218 10 "dUIBS 91 18 ‘NOI[[ID) pus [ereysly Aq
PAQLIOSIP SB IS8 118 JULIND PUB [01BISAI O1IS1IIB Suonsanb ay T,
‘(pa191® ‘62 ‘booe [ereyeiy) 183 31
Surqres 91mb 1noyarm—sI1eaL 10J [9o11081d 118 SAISINOSIP] SUTOP U29(
9A2M [99] 3snw SN Jo Aue ], :[ereyepy Surseaydered ‘Aes 1ySrw 1ouon
-11081d 118 UB SUTWO099q MOU JIYDIBISAI O1ISTIIB UB U] ‘9onoerd
118 3urpaoaad oI8asaI O1ISIIIB ‘puUNoIB ABm J9Y310 91 ASo[ouoayd
o1 SururSew] "A10199[(e11 UOWWIOD B SPIBMO] SI01DA IATIOR 3] JO
$90107 93 2JIYS 1YSTW 118 JUSLIND, JO [OIBISII O1ISTIIB, JO 1X9IU0D
9U2 Ul I19Y19yMm ‘(A11e11eds pue) AITA1ID99[[09 YONS $91BIOUS 18YM SB
‘Sunyeads ueys 1oyl SUIUIISI], B SB JAISINOSIP 33, JO SAIIOUOD O,

(stseydws Aw Z “86007T) ‘MUUd 9AT109[[0D
pUB [8SNJA.I .10 UOTIBOO] B SOPIA0IA 1UdWIOB[ASIp JUdUBW
-19d s1y2 [19A9moOY] uswase[dsip [eniadiad ‘aurisuoo ©
ur uaddey [[Im 90UBOYIUSIS aNI] ‘AITATIOB 9T “SI0M NIT,

DIOTED Y3tm STy3 aredwo))

(o) -91e1s $5043 8101 511 JO 210US 1sn[ o8w1s A101e1ed
-21d, 8 18 sABm[e 218 9m ‘paurelre 91nb 1oasu st 109(o0ad
93 JO qng [[NnJ ‘Teuy swos 18y3 sarjdwr sso13a1d, 191S1m1
s2040f “1uawyng a[qrssod ‘2ouanbas ‘uUoISS3ONS SI10U
-u0d ssa1801d, pIom-oyos a1 21oYm ssox3a1d ur JIom,

s® 901198.1d YoI189sa O1ISTIIB UB ‘SULIA] S [eIRYBIA UI ‘9q
pInom 2o1108.1d 118 SAISINOSI(T "91812d0 oM YoTym UT 908dS 101094 92
ueds ‘SULIY SYOI[[I) aSh 03 ¢ 1I8 JUILIND, PUB 90110%8.1d 218 SAISINOSIP,
U22M19q qUI[ OISULIIUI 3Y) PUB ‘SULIA S,[BIBYB]A 9Sn 03 ‘S9o11081d 108
[ensia A1e10dwa1U0d, pUB YOI8ISAI O1ISILIB, UIMID( JUT] JISULIIUI YT,

(6St Yooz T8 10 BWAN[BY) "00(B1 U dABY 1B STUIYI A19A
2503 s11] "A11A1203[gns pus uonow? ‘Sur[aay ] gsurdaq
SSOUIOYI0 PUB 9OUAISPYIP YIIM 1UdWFBIUD 9U) YoIym Ul
SSOUSNOIOSU09 1811 “SUI[29F 92 “A11A1303[(ns 181 9onpoad
01 suI3aq Yoy UOIONIISUOD OTUOS I 318AID [[IM PUNOS

BACK



10U 01 SN MO[[8 2YSTW 11 *STY 1 MOUY 01 Aem B pUl 01 9B
aJ9Mm 9Mm JI 18Y21 KBS p[nom 18Yy1 uonisodoid e sn moye
pInom 11 ‘sa8pajmous] 1uasqe Ing sisaiaiul Sunnadwod
10U YUIY) 03 SN MO[[B P[noMm SISLID [edrdojowalsids uy

‘S91LIM 9US SB ‘9SNBda(q
‘proy Surpuedxs, uByl I9YIRI ‘P[oy 1USSIOWS UB JO UONIOU Y2 UIYd
01 OIYM WOy [***] SISLIO [8o18o[owa1s1da U, S8 11 Jo Sururyl s1sa83ns
ay§ sty st pue Ao dninu, yons noqe ‘1 sind Jo3oy s ‘Arem
Sururewa ur s1S1SU09 Jur0d [BOTILID A T, LS remisnasesgu]

¢S1udwauodisod a1qe
-WBUUN [BWISIITUYUI 03 PAoNPal Sulaq SI 31 UdYM [BOTILID W093q
pasapur £1e111qJ8 941 UBYD) “UOIN[0AdI JuduruLIad STy Jo dais o[3urs
AI9A3 pue yoBd Ul ‘08-9131-U0-POYIdUL IOW Y2 UI SAIAINS 03 SWIIIS
UyoIym ‘d[gqewreuun, s [eIeyeIN-»22-113)09¢ Ul $31BISGIIASI [[1IS 03
Sunurod a1e surBIUO 21180 181 ATBIIIGIE, O] ‘SSI[OYIIOAIN
‘Tennualod se aare [eonarjod ay3 sdaay 11 ‘A11an
-0% PaWBUUN UBY] JoYIBI ‘d[qewreuun sy '(62) ,souo usars-aid j01red
UBY2 I9YIBI OWI] OB SPOYISW UMO SIT JUSAUI 01 SBY 1T 9SNBIAq I[(B.
-WBUUN,, UB JO 9IOW ‘SPIOM $,1195[09¢ [dnWBS UI ‘ST, ‘sandre [ereyey
‘19A9MOH *(62 ‘Yooz [ereye]y) .A11A110% paWBUUN, UB SB [[0183S1 O1IS1
-I% S[[8J9q ATRIIICIB 93U JIOMIUWIBIJ SAISINOSIP A1 JO [811ua10d [8OTII]
-0d 911 JO 90Udsq® U] [[0IB3SAI O11ST1IB I0J ML) SP[OY dWIes Y,
*(£) 2ne91 01 sue[d ou YaIm ‘plIom 31 punote doeds
UONIQIYX3 A19A9 pUB SUNILIM 118 [[B 0IUI J[3SI1 91IAUL 01 UOOS SBM 1B}
159ng awo0Sa[qNOI) 3yl JO SWBU 93 P[oYa( : ATeIIIqIe, 93, JO W1}
93 Sursn £q UOTIBNIIS STY2 JO [[I 9Y2 20UNOUIP A3 T, (2 ‘g10T) 21 xBads
03 U0 AJuo a3 Suraq Jo uorssardwi 9y saInlinu pus 3gen3us] UMO
J97] 10 STY SAO[9AIP ISTAIB AIDAJ, “QUIBIUO, 2IT8[D) 01 SUIPIOIIL ‘YoIym
Ut priom 118 £1e10dwo1uod 93 JO S22UBPUNYB Y2 YIIM 91B[ILI0D
[0I83S2.1 OT1STAIR UT 91819]1T01d 181 ¢*019 ‘suonsanb ‘s109(qo ‘spoyrow
‘SanssI Jo ssawl 10 ‘A1s1aA1p ‘Aarpeanid ‘Karorpdiymu a3 sAem Auewr
U] £yoI83SI 01181218 WO UIBI[ 118 TUSLIND, UBD U] 1BYM
‘[o[Te1ed [8IN1ONIIS B [ONS SB SUONIOUNJ
0S[® [OIBISAI O1ISIIY «. "(4) ,2INIMO JUBUTWOP 93 UL SBWW[IP Sul
-s1om Arerodwaiuod 03 [d[[ered [BINIONIIS B SB SUIUOIIOUNY 108, WIOIJ
swals [ennualod [eonrjod 18yl A[oWeU 9011081d 118 9AISINOSIP JUILIND,
WOJIJ UIBI[ UBD YOIBISII O1ISIIIB 18YM
U99s 9¢ u®d 1T SIYl wol] ‘(pa1de L
“8600T FOI[ID)) .SSAUNBIM PUB ISUINS
S11 20q St 18y1—T811ded pazifeqo[s Jo
suonBUIYdBW 31 S[o[[eIed 181 1UdIW
-9[9 U® SAeM[®B ST 219Y1 dWBIJ [[018SII
OTISILIB UB| UL, 18Y) pIBS 9q ABW 1]

- fwouoline-ruas, Jo

uonou s YD1 03 sYUI| Aiq
-1ssod STY1 MOY pU® ‘118 JUILIMD
Ul U219y Ul 9q ABW 0182521 JO
sjyuowow SursIfIqeIsap syl
MOY ‘3SIN0DSIP UO S109[Ja SSAU
19430, MOY UO 193[§a1 03 ST 2194
autod 23 389da1 01 UOSBAI AT,

BACK

128

*31 01 [BULI9IXS AoUaZim
reoniod 8 Jo £11sS909U 931 paau
10U S30P 21033192 YOIYM “YIom

-11% 9y3 Jo Jennualod 1eontjod,
oY1 ur1uasaxd Aousdin yeontjod,
92 JO o18MB ST [BIBYBIA “1X0)
S 119]0H 01 uosLreduiods ur apeux
uo3q os[e sey aurod STy Y, L.



129

*SoIpMIS
[e1oos-Teor8ojodoayiue A[1us031
2I0W pUe ‘SISA[eUs d110TWaS
PUB UOTIBOTUNIITIOD SSBW

u® 01 159[qns [[13S 194 pu® sA[aSWAY) 199f0oad yoreasal
J19U21 POUTULISIAP 9ABY 01 921F A[IUSIOLYNS SIOYOIBISAT
Suno£ Jo j10m 1SIY Y1 ST 219Y PII0J[[09 A[91BISQI[IP
0189521 01 PANTWWOD A[IUIDT ‘SIUIPNIS [[B 248 3SIYT,

: £31un [BUISLIO S1I 1SBI] 18
‘£1TUN [S,9NSST 9Y1], UO 109[J2.1 01 1X2191d ® S8 SI0YIN® S11 JOo dnoad oy,
S9381 SoULIBY PUB[OY] g, SUOLIVIIURWMO)) JO INSSI [B102dS B, PI[[BO oY
1BUM 01 UOTIONPOJIUT STY U] Sunogx 9y ], :9911081J 1TV AISINISIQ

*Surop/3uryuIyl Jo Aem e Jo sso|
91 10011pal UBd Surd(q/3urmous] Jo Aem d1ISILIB OY109dS Y *0819AU0D
S9SLI0 Y104 ‘2o119%.1d 9AISINOSIP-0118ds B UT 9UO JNISILIB A[[BOY10ads B
s® [eo130[0wa1s1da ay3 01 SISLIO [Bo130[02u0 aY3 Sursoddo usyl Joyrey
1871 Op 10U 01 SN MO[[8 IYSTW 11 ‘ST 3¢ 01 ABM B PUY 01 J[(B dIoM
am J1 1813 KBs prnom 183 suonisodoid se s3uraq 1uasqe SunjuIyl
MO[[® P[NOM SISLIO [80130[01UO UB ‘SISLID [Bo130[0w1SIdd uB puokag

(£Y) ‘uone3nsaaur 01 uonreIudsaIdal
WOJIJ 1JIYS 93 I3Y1INJ 01 ‘AIIATIBIIO [BNPIAIPUI JO UOTIBA
-912 91 uonrodouad ur 1nd 03 ‘J0903104d pue wiojIe(d JO
uonou AI9A Y3 JUIYIaL 03 ST YoIym ‘9[qissod axyeuwr sa0p
9INIONIISBIFUL JO 0UISYB Y3 IBYM INOQ. 303[FO1 Y STW I\

:515933ns godoy
‘ururyl Jo sapowr ut s331ys 01 pasoddo se o8paymous] mou Surpunoasd
-2104 ‘Te3rdes Jo uononpoadal 3y3 Jo ayes ay3 103 asnf uononpoad jo
SUBOW [BINIONIISBIFUI SUIA0IISIP A[[NJI2I0F ST 18U JUIWSTBUBW [B
-19QI[-09U JO UONIPUOD B 121UNO0D 01 (B ‘AITUSIP [BINIONIISBIJUI UB
JO “2In1oNIISBIFUI SUIAJTUSIP B JO SUBIW 11 SUNIBAID JO SABm pUl 01
9[q1ssod s1 11 MmOy Suryse uBdwW pnom AIeiiqre syl Jo uonerayrord
a1 yum ados of, ‘sasoddo go3oy yosrym (SP) .Sunesado Jo sapowr
Jo uoneiaJroad aAnBNWND 311, 01 SPBI[ 181 INIONIISBIJUI JO JIB[
a2 st 1] *(8Y) .uonpuos paysrosodw, U 2IN10NIISBIFUI SUILJIU
-81p ® Jo suvaw a3 INOYIIM SUINIOM, SULIIPISUOD AQ 9INIONIISBIFUL
01 uonreiado s1y1 sa1e[ax godoy *(St) Surjurya Jo Aem ® Jo [] ssoj,
B S9[qBUS MOUY 03 Aem B, Jo uonisodoid e, Yorym Ul UOTIBIID SAN
-ONJIISAP B JOYIBI IN] ‘UOTIONIISOP JANIBAID B JO SUBDW AQ J0U AI[Iqe
-19do ue ‘uonyesado sanesodour ue 10J yuownSre xa[dwod B SI SIYJ,

(SP <Stoz) -3unerado

J0 so1pmas oga uo upopy refpy  FO SOPOW JO uoneIgzoad SA1YE]

pue ‘soyreq pue[oy ‘Uvew  -NWNd Y1 01 pasoddo se ‘Furury
-patiq $981099 £q T96L UT o

yeo1o [ewmol sewoys qousyy  JO K6M B JO 9OYLIOES 33 10 SSOT Y3

esLsuoupounumo) 8L  JO UOTISanb 8 111 0§ *18 Y1 JUIYL

BACK



*Suno£ Suraq109[qns oy 01
Pax Ul AT[BOISULIIUL ST [[183S3.1 181 9PN[OUOD UBD IM QIISIP ST Y2IBIS
-21 JO 3{SB1 a1 182 SUIWNSS® QI0ULIaYLIN,] "SUNLIM II9Y) PUB 21ISIP
I19Y2 03 pus 193[gqns Suno£ a3 Jo—sanroedeour 10 —sanoeded 1ud
-sa1d a1 01 A1BI1IU0D 92 UO ING “I9YDIBISAI IOTUIS B JO SILISW PUB
san1oeded palrBpI[OSUOD 2ININJ Y3 03 10U PayUI[ ST UOISSBJ
‘(o) uorssed 1uasaud sty anq ‘papaau St 182
uondUNJ 2ININJ SIY JI0 30U12d W0 STY 10U ST 31 18Y3, ‘93UBYD ,papaau
pug 1opeouq, & 10y wdipered ernuaiod aya se ‘A[[BIouas ‘sire a3 Jo
1U9PNIS 313 10 “A[[BIII] ¢, SI9113] U3, JO IUIPNIS Y3, SO oY $IUSPNIS
21 01 ‘A[Teuoniminsut ‘A[peo.q, A[dde pynoys ,2I1sap JO 9SIN0ISIP 23,
soyaIeg 107 YSnoyl[y °,.SI19119] JO, JUSPNIS Y2, pPUB DIISIP JO 9SIN0D
-SIp 93, Y10q YIIM ,SUNILIM, JO 90UIPIOUTOD I SI 3)BIS 1B SI IBYM

s

6.(UOTIB[SUBI) AW ‘69) *SUNLIM IO ‘QIISOP JO ISINOISIP
212 ‘1910 93 UO pUB ‘(MBT 33 JO 3SIN0ISIP) £IIOYIIUD
-10S JO 9SINOJSIP 91 9PIS UO Y1 UO :9SINOISIP JO UONIBI
-8das 9y 01 powoop ST Y “103[(qns SUIYOIBISII B SY

1S911IM SAYIBRYg
‘1oAamoy ‘Apuerrodwr 1Sofy *(69) UOTIBOIUNWWIOD JO AIIQR[IBAR U2
[*] 394 10U S€Y, pUE ‘UOIIBUTWOU AUB WOIJ PIPN[IXA ST, Y IO IYS ,SSU
-oanzonpoadun S1 Aq pauygap SSB[O OTWOU093 UB 031 STUO[A(, IUIPNIS
93 ‘A[[BN109[[21UI 10 ‘A[[BIOOS ‘A[[BOTWIOU0DY °,SUOISIAIP JO SOLIIS B S9
-ouaLIadxa JUIPNIS Y3, 1BYI SIAIISCO SOYLIBY JI0M SIY JO P[OYSAIY2
91 U0, I9Y2IBISAI B SB “I9YDJ83sa1 FunoL ay1 031 oyroadg
*(04) ,$19119] pue S1.1% JO WL, 92
01 Sunum sYUI] SUNLIM I0J 2IIS9p SIY, ,.SUNLIM J0J PUBWAP Y3 9q
AJuo ued, ‘swre[d saylreg ‘UONNIIISUL 311 SPISINO PIIBINULIOS, 3] AJUO
UBd [OIYM ‘DIISIP JO PUBWIAD SIY T, *I9YIQ Y2 JO 211Sp a2 Furssaxd
-X3 SI9p®BAI JO UOI109[[09 SUIAI[ B AQ [***] SW JO papuUBW AP 3¢ IShw
SI0M 181 YI0M AW 01UT PAIBNUISUL 9 0 AIISIP 10, pus ‘(69) 2I1S9p
ul paAdIad 9q asnuwi (Yoaeasal JO) S8l 93, aSNBII( ‘UOISSNOSIP SIY
01 [BJIUD ST S1IB, 9Y2 01 NUI] A1 20110%81d 118 SAISINDSIP, 10 YdI8IS
-1 O11STAIB, 10U ST 1X9] S.SAYLIBy UI 9B1S 18 ST 18YM USNOyI[y
*(69) ,$19119] pue S1I8 JO W[edl
[BUOTIIPBIL 31 01 PIYUI[ [[1IS [[DI8ISI
“UoIBaSAI UTBLIID B, ST 11 181 SuIfJroads
¢ J[9S31 YoIeasal a3 AJurew [ sa|ssnd
-SIp, 9Y pBaIsu] 'Saylreg S20p I0oU pus
‘owayl ® 23BAISN[[I [*°] 10 a8pamouy
Jo Apoq ® 2101dx9, 10U S90OP INSST YL,

*$9SIN0OSIp JO UOT
-eredas oyp 01 £9.1d sy[BJ 9y,
SB PIIB[SULI] 3¢ P[NOD YOTyMm
‘(26 ‘900T sayrreq) usaquy
ISANYSI(T A2P SUNUUILT, AP 4D
2779f uonyeraadaaiur saissed €
103 paado A[pap1oap sey ‘Sruioy
19391 ‘UOTIIPS UBULIDL) 32

Jo J0re[surn1 oy, ‘9reridordde
210U 9q 01 SWA3S ULIOJ dAISSBd
a3 109[qns Suno£ se snyeis

SIJ 01 9NP 1UIPNIS Y1 01 B
-[TeABUN ST 1BYM ST 219U 9)BIS 18

(69 ‘686T) *21810100p
9[9A2-pa1y3 943 JO 183 ‘UOIINITISUL

BACK

130

SI1BUM 90UIS *,pOWOOD, JAIS
-sed A[.1ea[o 93 puB paiesIpap,
JAT1IO® I9IBI ] UdIMId]
1US[BAIQUIE QIOW SWIIIS ‘97202
‘Teur81I0 youald Y1 Jo Surusow
372 “2991109 ST UONB[SUBI] Y2
Y3noyy *(69 ‘6861 sayIeg)
.$98.1n09SIp Jo uoneIsdas oy

01 P91BIIPAP SI 9Y, SB PIBMOH
Ppreyory Aq UOTIB[SUBI) 9U3 pUB
“(SOT "+861 SaurIeq) $410081p
Sap U0LIPADAIS V] P JN0Q 152

72 SPBa11X [BUISLIO Y], 6L



131

‘In)BWIWI UOIITUYAP AQ 218 SIUIPNIS [BI0100D 182 U L] ‘Sunok oyl
JO 1801d£1 pu® S1ae 91 03 JISULIIUT Y10( ST U0ISsassodsIp yons 182
083531 O1ISIIIB [BI0100D WOLJ UIBI[ UBD 9913081Id 108 JAISINOSIP
(orwapeoe-uoN) *passassodsip aq ued a8pamous] SUNSIXd Yorym
ySnoayl uorionpoad [BIOOS B ST ‘YOIBISAI SB 9SIN0ISIJ
*(S4) uonronpoid [e190S B :pIoMm
B UI ‘SIOYIO0 JO J[BY( Ul S8 B ‘UONINOO[IAIUL INII B SIWO0I3( [2I8IS
-91 783 JUSWOW SIY2 3sn[ 18 ST 11, 9sNBO3q A19100S 10F [BIONID ST “IYS3I[
pa1oadxaun, ur seadde Lew 103[qo umouy, ay1 a19ym A11iqissod jo
oords & Surrel1us ‘a3paymou] Jo uoissassodsIp, SIyl SayIeg 0
*(SL) ,po10oadxaun se
UMOUNUN ONW 0S 10U $103[(|0 U0 $1582 111Y31[ 9Y2 Aq 9Fpajmous] 1no
$59s50dSIp 031 pUB 3SINOISIP S31 03 393[qO SI1 JUI] 03 SSFBUBW, [0IBIS
-o1 21 “28ed jur[q 92 SSOIJ®, 053 S U0 JO (MBT 33 JO 9SINOISIP Y2
01 pasoddo s®&) uorszadsip 8391 Inq ‘[nJ199yd pue Addey yons uf

(papp® youai [eursLIo

“TZ) "0183521 JO 9SINODSTP JB[NFI 9YI MO[JISA0 01 :31 9s1ad
-SIp 01 1n( (,£11A1393(qns, Yarm op 01 Suryiou) 11 ssa1dxa, 01
10U ‘oFed qur[q U1 SSOIOB (29/725) 193[qns Y1 (4229/) 158D

01 pJIOM B UT ‘SOATIDIP OS[® IN( $193101d Yo1ym 9p0d dY1Iud

-10S 181 WOJJ ‘[[nY Areurdewr s3I Wo.IJ 039, 93 198IIXd 01

‘sayareg 031 SuIpI099® ‘WIY 10 19Y Surd10J 10 ‘Surmolre snyl
¢ BT 342 JO [0JIUO0D Y2, UI ISAINUI SHIB[ A[[BOISULIIUI ‘PBAI 03 2IISIP
93 Ul passaidxa 19y1Q 9Y3 JO puBwap oY1 SUI[99] ‘S19119] PUB 118 JO
Joyo18asal Sunok ay3 Are[nonaed pue ‘19yoIeasal Sunok ay,

*(04) s1apeal
JO UO0T199[[09 SUIAI[ B, ST 1313 SULIISIP YT, "oW SIUBIS 11 SUBO[ 92
U0 [1S2191UT UB| WIN191 B U3 01 pus Inoqe] AW 991usIens 01 Surya9s
KITATID9[[09 B, 10U ST I3YIQ YT, *SISIIUT OTWOU0I? JO uorssed ayi 01
pasoddo sI 1] *1s2191Ul UB 10U ST 211S9p Sul[nd yong “prIom Y3 oul
premur 109[qns a1 Surnd s92103 a18U0ISSBd 918 2192 ‘P[IOM Y2 0IUT
109[qns oY1 Surysnd ‘SpIemino pa1daIIp 18 YOIYM “1S2IIUT 21BUOILS
-sed UMO S,2U0 JO S92.10J 9Y1 UBY2 I9U1BY " I9Y1Q 3, Aq passardxa st
“QI1SOP Y3 I9YIBI IO 1S2IIUI Y2 ‘SUNOA 93 10F 182 STIOUIQYIP Y.L,
*UOTIBOIUNWWIOD, JO OB 10 ‘UOTIBUIWOU, JO O8] ‘Ssaudanonpoidun,
Jo uoissed SunoA 9yl Yarm 1S2.191Ul STWIOU0II AIA PUTY( S{IN] 182
uo1ssed 91 9SNJUOD 10U 03 ST }SBI Y[, 'UO0I1BUIAN[3I 03 J[OSIUO
109[(ns 01 UBIW PINOM 218351 UT 1UdWF83Ud 918U0ISSBd J9U2I8ISAT
JOTUAS Y1 IO JISB ‘SSOUNJFYIN 0L 01Ul PAI[q A[JUSUBUIWI P[NOM
UoI83S1 J1 SB ‘FUnox a¢.J, :¢o4vasayf B[NULIOY oY1 SUIS0oyd Aq 983ua[reyo
s1ya aredionaue YsISUy OIUL $473¢o.43¢7) saunaf Jo S101e[SuBIY YT, “19
-[[01B3S31 IOTUS 93 10J 93U9[[8Y B $950d 11 9[qBPIOABUN 10 OISULIIUL
SI Jo189s31 918U0ISSBd YONS J3YDI1B3SAI [NFYINOA 93 10F S[TYM

BACK



ISNW WOPI3IJ SIY ], ‘saFenSus] Jo SuUonoafal Jo ‘SuoneId
-do aaneuIqWO9 JO ‘saryder3odAl JO 9SIn0oSIp JO SONIAL
-X3[J21 JO ‘SaI30]0WA1D JO ‘SUOTILBIID JO ‘soweu Jadoid Jo
‘sund pue ‘sowre3 pIom JO ‘SpIom JO UINII ) :I9YTUTIS
92 JO WOP331J Y2 ST ANSST SIY Ul ,padels, WOPIIJ Ay T,

soy1IBg 107 “I19YIeY (TL) pres Apeaare oyl Jo P[oY oY3 ST snodusiuods
93, 181 SunsIsul ‘sABs saylreg ‘Wopaaiy Aus snf jou, ST WOPIALJ
SIY T, *..S9IpNIs AI8I911],, JO ULIOU oY1 ‘A[[BUY ‘OW099( 1ySTwr SuIpeal
9913 ® 18] [s|ourSewl, soyIIBg "1X91 AQ 1X91 SISSAIPP®B ‘9SINOISIP
SIWopBO. puL ‘FUnILIM ‘SUIPBAI JO SINSSI AYI SSAIPPB 03 I9PIO Ul
‘W8I STYI SB YONW SB UI ¢ SI19119] PUB S1IB JO W8I [6UONIIPBI] 311, JO
uoneordnp ay3 woay sygoad saylreg ‘[oIeasal SunoA yons ur 118 Jo
910 oy19ads a1 03 Pa1OAIIP 9q P[NOYS SUONISIND JO 19S I9YI0UY
£0s op 01 ApBal
W3S 11 S90P ‘T831dBD PIsI[Bqo][S JO SUOTIBUIYIBW [BLIOSBUBW JUIJ
-JIPUI JO SUONIPUOD Ul ‘ABp01 AYA\ $3U9pnIs a3 01 ssaurddey apad
-U09 01 APBaJ 10U A13[00S SBM QW] 182 18 ‘AU A3108dBD SII 9sn J0U
S0P A191008 ‘UIILIM SBM IX3] ST UdYM “T9AIMOY ‘2l6T U] ‘ssaurddey
9p2ou0d 01 A1108dBD [BIGUIT 91 191008 03 SIINCLIIE SAYLIBY
$UoIBasal 3ur
-1euaAn(a1 yons Jo 9seq Y3 18 SOIOUSIN [BISI00S 91 9q P[noMm 18ym
¢S94 JT $I9U0IBISAI O1ISIIIB Y] PUB JUIPNIS ISILIB 92 01 A[18[n3urs
1SB9] 38 USY2 A[pBOIq 10U JI pUB ‘uapnis 91 01 ssaurddey yons apad
-uo0d ‘A[[euy ‘A[[en1os prnom 18yl A19100S Ul 95UBYD SWOS U] SBY
21912 SABPBMOU 182 UIYI 01 90UBYD B 9191 JUS] $YOIBISII OI
-wopeos Jurop si1s11a8 jo 3urtod 2yl SI Yi1IBd UO
18 M :p219puoOMm SBY APOQOU [0JIU0D JO SWSIUBYIIW [BIIQI[-09U
1U9PIAD 93 211dsap yorym ur ‘(BuSo[og *9°1) UuorIBonpa I9yS1Y JO SS90
-01d UOTIBULIOJSUBI) O11BIONBIING B JO SWO0IINO dANBUISBWIUN 92
A1dwrs ST YoI83sa1 91181218 JO UOIININISUO0D Y3 181 JUdWNSI8 3] UIB)
-sns 01 9[qIssod 11 ST *(6€ ‘toozT) 51940 [[B PIININIISUOD A[IPBIIS FUIdq
9om108.1d 118 [BNnsIA Ul Swe130.1d 1810100, 918 ‘SYSB [BIBYBJ SB ‘U]
Ay *(o4) Auapnis ay3 01 ‘A[[euonninsur ‘Ajpeouq ssaurddey sIyl opad
-u09 01 ApPBAI 10U ST £19100S 182 9ZI[BAI M 107, ‘SaYIeqg SN LIm “Brd
-01n, ST YoIB3saI SunoA 10 918UOISSBJ SOUIYOBT\ UONIBUIAN[IY

Kous8unuon

- 8unog 9y, ‘1xa1 s soylred JO SI0IB[SUBIL 91 JO B]
-NUWLIOY 92 SUISN ‘pI[[Bd 2 ULBD 99119%8.1d 118 SAISINOSIP ‘958 YIIm Op 03
SurioN ‘uoneusAn(a1 o 90110%1d B SB paAI219d 9q I1SNU ‘SIIPBIAI JO
UOT193[[09 B A papuBwWAp Ul ST 18Y1 SUNILIM 10F SIISIP 31 JO MITA
Jo qurod a3 woJy ‘9o11981d 118 9AISINOSI(] "35% 1191 JO 9A1109dSaLIT

BACK

132



133

UoIym—uononpoid [8I00S B pUB 21ISAP JO 3SINOISIP B 01U PIo10J Sul
-9q JO BUIWS[IP 9Y2 99B] SJI9YDIBISAI ONIS[UIB ‘90uanbasuod uy
*SOY19 JI0M d1ISTAIR A[[Boy10ads
I19Y2 01 9[qesuadsipur 9ousrIadxa onnarode a3 woay wayl ssassod
-SIp A11BSS209U P[NOM 9SINOISIP ONS 9SNBOI( SUO[B AITOYIIUIOS JO
95In09SIp 33 107 2do 10UUBd SISTILY *(69 ‘6861 sayrreqg) uonowoad
J921%89 B [9]Insut, 01 A1IOYNIUSIOS JO 9SINOISIP SAISN[OXD U Jo uonndo
91 9ABY A3 ‘SSOUNJYINOA JI3Y3 »7h 9IISIP JO 9SINOISIP A1 SSI008
PINod 19218351 SUNOA 19710 AUB I[IYA\ "9[qBsUdSIpuUI ST 31 219Uym
UrswIop AJUO 931 9q ABW 1J8 ‘118 01 onbrun 10U ST A11SONILIIA O1ISTIIB
SIY1 9[IYM "198J9118 SB 90U9LIadX9 9132.10d®. JO ‘Yons S8 20UaLIadxa
onazode s2.08 ST 11 ‘A18I3U0D 3y UQ "SI08BJOLIB 0IUT S90USLIIAXD o1l
-od® JO UOTIBIPIW B SSI[ U2 ST ‘UONIONPOoId [BIOOS 0IUT YoI83saI Ul
-ULIOJSUBI ‘S3X32 [[8 JO UOIIB[NOIIO 32 JO AIISONLIIA OTISTIIB A,
*A£oud3UTIU0D SUTBIUTBU IO SUTBIDT
11 :3u98unuod A[[BUISLIO 10U ST 1Y (98T ‘T10T) 31 Sulssaigsuell Jo
pBaISUT SWLILY® 11 A18punoq 8 premol §uruado us woay £11Sualul St
SMBIP 11 9SNBI9Q 0112.10d® ST [118 JO| J10M, B ‘)T SUISSOIISUBI) JO OUILI
-odxa a1[1 ST £11[821 JO SSaUAIBME QUIBUNIUO0D ST A1118a1 ‘Somuralg 03 Sur
-P1099% UOISIAIP 911218dLI B 9 01 SWIIS 219, “1I8 UI £oUaFUNIU0D JO
uonouny ogyroads 3yl 01 90USIXI JO AouaSunuod Surssedwoous-[e
oY1 woJy aur] 3y syoedun Somuraig snorepy 1aydosoriyd ayJ,
"[01B3S9I UMO SIT U]
uo1sanb sty AJ11dwaxa os[e p[noys 111nq ‘(q “e600z) ,221y1 Jo sdnoid
Ul pa3[I0Mm M JI 191194 9q PTNOM 11, JT “S[OI[[ID) JO SPIOM Y3 UL ‘3SB
A[UO0 10U PINOYS Y0185 OTISIIIB U] ‘U0NIoNpo.d [BIOOS, ST 018351
Jo asodand ay3 JT $AI[BIO0S 9ASTYO®B [[21B3SI D1ISTIIB UBD 1BY A\ "UON
-sanb u1 pfay oY1 “9o110%81d O11S11I8 01 109UUO0D Y2183S31 JO uoronpoad
[B100S P21B[2.LI0D 31 puB AoUdSIn [BIOOS 93 MOY OS[B Inq—1I I0J
90UBAJ[I PUB AOUIZIN [BIOOS B ST 2191 182 ABS 01—ABPOI £19100S £q
Ppa1urIS ST OI8SAI OTISILIB I919UM ATUO 10U ST uonsanb ay,
‘Tesrouad ur
[0IB3SI WOIJ puB (2l) S19119] pUB S1IB JO W[BAI [BUOIIPBIL O, Ul
(0183521 WOIJ Y0183 O11SI1LIB 91BIIUAIIYIP 01 J9PI0 Ul 3usliodwr ST
£11S0N1IIA O11ISTAIR JO SUI[NOPAL B Y9NS JO UONITUS0931 9y ], *9o11081d
QATSINDSTP ST JO WIOPITJ 92 S AIISONIIIA O1IS[AIe pardepe sey 18y}
2189521 JO uUo11doouod © uI—3Uulop Jo Aem O1ISTIIB UB—SOY2D O1IST)
-Ie UB UIeIUIBW 01 MOY JO Wa[qold 9yl $998] Y2I83SAI O1ISIIIB JO 3SBO
Jenon.red 9yl [BI1oUS3 UT [2IBISAI YIIM PIIBIDOSSE AIISONLIIA O1ISILIB
yons YA ‘YoI8asal [[& 01 A[[erauslod pue ‘saIpnis AI18I911[ 01 9IN3B
-I1] SYUI[— QAISINISIP 932, ST YOIYM—SIX3] [[8 JO UONIBINIIIO STY],

(2l) *s21B[NOI19 171 :SunuIMm [[B JO

0110W 33 “JUIIOUB I2AIMOY ‘1X93 210ddnSs 93 UIYIIM PBAL
01 sn syrur1ad A[9BWn[n YoTym pury a3 :A11SoniiiA aq

BACK



:Anunwmuwor) Suimor)
ag [, ur £oua8unuod Jo 9ousriadxa [eonnoed B 91eI0UaS 01 pardwanre
sey uaquedy ‘swadsiIsy  AousSunuo) uQ Jo ‘usquesdy 19810

“ST1178UM J911BW OU ‘SI9118W SABM[B 11 182 ABM B [[ONS UI Op 9M 1BYM
Op 03 9 ISNW }SBI 93 UY] ‘AoUa8UnIuU0d WOy 9[qeySMIUnsIpur paap
-Ur ST AT8111q1% 9Y) PUB 9S8O a3 ST SIY3 J] "Areniqre readde isnw ‘(118
UI) pOULIL® 10 (1] UI) passaIdsuril 19Y1aym Aous3uriuod yo sousriad
-X9 91 90U9LIadX3 JO paysLIoAod Wil PLIOM B U] *219Y SSOULIBIIIGIE, pUB
£ous8unuos, Jo UOISNFUOD Y1 JO 90INOS I PIIBOO] 9IABY 9N
*90Ud112dX3 118 U Yyons Jo 11ed oq 01 9ABY prnom 20UsL19dxs 9U1 JO pud
91 JO pU? 33 “I9AIMOY (90ULIdAXI JO 90udLIadxa 93 1udsaxd 01 9aRYy
U921 p[Nom 11y "99UdL12dXd JO pud 9Y2 JO PUd 33 JO 20udLIadXd 92
1u9s21d—198J9118 UB Ul £oUdSUnIu0d passai3suell Jo 90uaLIadxa ay3
Surpuadsns—aouarradxa Jo pus a3 Jo 9ousrradxa a3 Sunuasaid Jo
PBIISUL SN 118 ‘90UdLIadX3 JO paysLIaAodwil SWaas 18Y1 £19190S B
JO L1781 1u93Un U0 Are10dwo1uod 9y WO 9[qByYSMIUTISIPUI SWOD
-3¢ 01 30U J13pIO0 UJ “IUFUNIU0D Y2 ATUO ST YSNOIYI SOUIYS IBYM IDUIS
¢ £reniqre, sreadde J10M1IB 9T, *90ULIdAXS [8a1 01 UOIIB[AI S JI0M
-11e o3 dsead jouued 31 9sneoaq vriodp s e Surdseisd Jo sjqeded ss9f
A18u1seaIoul ‘19A2MOY ‘ST AoUZUNIU0D PISSAIISULII JO 90ULIdXD
—wo1y paruaadid 19yrer 10—jo a[qedeour £10100s pasA[ered y
*v2.40dp S11 ST SIY2 :90USLI9dX T8I 01 SUIIB[AI A[SNOAUBINUILS
‘an[q ay3 JO 1IN0 WLD I JI S8 Quadunuod swads I[nsal ay [, ‘Aouagun
U0 passaIIsurIl Jo 90UaLIadxa o1 Sururelas Aq 19yiel Ing ‘UOIAI[qO
1u98unuod o1ul SUI[[B} AQ 10U ‘19AMOY ‘AdUd3UNU0D PISSaIZSULI) JO
9ouo119dXa Y1 SPUD 1] ‘SSOI0%B SII[J 21 1BUM [IIM 10BIUO0D 92 SUIpUd
Aq ‘ST 1811 ‘UOISSIIZSUBII SIT 01 108BIU0D Y1 SUIpud £q L1181 1UT
-Unuod Jo A1repunoq a3 SWLILPe, ‘KI8IIU0D Yl UO “1Iy *II Sulssais
-SUBI] JO 90USLIdAX9 93 SB A1I[8AI JO SSOUAIBME JY) JO SUTUBIW 2
9q pINoMm STYT, o5 ' (S8T-YQT ‘210T Somu191g) ,SSOI0B SII[J 31 1BYM YIIM
1081U0D U SUTBWI 18U (702.4125) SSOIO® 1YSI[J B, SB PIIBIIUL 10U ST AD
-U93UTIU0d JO SSAUAIBMEB I JO 9OUILIAXD oY) 118 U] sisTeaeq

*9SINOJSIP JO SULIO 0M1 931 JO IS JO Aoenbape a1 UO 1SISUT A[[8o1)
-STUST19J 01 9ABY] 01 SWIIIS BWWII[IP 973 JO INO Aem D1ISTIIB ATUO 92 ‘AIT
-[BID0S PUB JIISIP JO 3SINOISIP B WIOIJ 9[qBYSINSUIISIPUI 9SINOISIP B JO
Kouepunpal oyl pus ‘AIIOYIIUSIOS JO 9SINOISIP B WOIJ 9[qBYSMIUTISIP
-UI 9SINOJSIP B JO AUOJI 92 JO Aoenbaprul o11S1118 93 PIOAR O],

*31 sand IOI[[I0) S8 ‘Sso] 3uaredde s311991Ipat PUB SPUD
JUDISPIP 10J Yoaeasal a1eridordde 03—osInoosIp S11 01 pIs{uI] 10U A]
-108X3 ST 109[(0 93 Y2IyM UT 10BJ91IB UB

2onpo.d 01 pao10y Suraq ‘A[11010IpBIIUO0D (9 'ug ‘s8I ‘TI0C

£ . Somuraig) 21 woay Jjasi1 Sur
NQ A[SNOSUEBIMUWIS "pUB—73.I8 IPISIN0 -OUBISIP Aq 3 Y31M 10BIUOD ST
pud uB ST A11SONLIIA OISILIR ST 911dSap sagIsuaIul 209(qns a1y ‘A1[edl

BACK

134

Surospy Jo peaisu] [ L1eNIBNY
pue azna[e( Jo Sururyl aya
ur ‘ 19A0-3UIL[J,, 9Y1 ‘70a.ins oY)
Jo ururow oY1 S1IBYL, 08



135

*(26 *800¢) 172504 visonb

09 23udMvIIf15d IP12UL00 VSSIT
‘04q1] 19p v4240,] V42 PIISOLOGOUL
v1sonb 1p 2u0121504syT “BITA

1P BW.I0J DUn Ul 0UOPIOUIOD
D10 PIUS JUAO0S 3] 2 VULLOS DZUIS
DRG] MO UL YD [D 23U
-[pAZo3u 20511331505 IS W 0D

12 119 Uz U0IEVLIFOUN 901D
—s1so81e1ey vuL ‘VIZIoUL VI
-2fiu3es uou p1150424douy :SMoj[oJ

‘(uonre[suen Aw {16)

Sury amorgTp 1sow 93 ST [Yo1yM| [[8 31 9ABS pUB OpUN 03 ° 218[N31dBIaI,
01 ‘quem noL J1 10—SULBW INOYIIM dA0W 03 pue ‘Furyiou Suikes
81 01, pBIISUL S 118 JO }SBI YT, "YSIIJ 91 SOW099q JI0M Y UBY2L
Jayres uoneure[201d sy YoTym Ul ‘118 9q 03 ISP.I0 UI 118 St pawre[doid

9q 01 S90LYNS 1BYI I9A20SIBYM SUTYIAUB 10U ST 31 ‘9SUIS STYI U]

‘(uone[suBIl AW {16) 00 STY 01 ppB 01 SUTYIOU A[9IN]

-0sg® SBY I0YIN®G 9Y1 MO 21BIISUOWIP, 01 998J1s0d po0S3 Au® JO S8
91 ST SIYT, "SS[AYIISASU ‘1313 ST 31 INQ ‘PUd 33 JO PUd 33 ST YdIym
‘ ppe 01 SuIyI0U A[2IN[0SqB SBY, 18Y1 2IN18USTS B $90np0.Id 11 SSa[UN 9]
-BUSIM3UNISIPUI 9WO093( 01 PIIBJ SI J00( Y3 ‘dwIl Ino Jo swdipered
[eL1o8BueWw 9y Aq JuBpUNPaI SUTW099( ST 4191008 S8 1sn[ ‘aAnresadout
SI 11 :ssauaAnIBIadoUl JO SuBdW AQ SsauaAIBIodOUT S9INITISUOD IJI]
JO WLIOJ, B SB j{00q 9y T, ‘ssoudaneIodour JOo susdw A OS[B SI T
‘ssouaanreradour 1N o e J00q Y3 ST AJUO 10U : M O [ 93 AQ “ padeIquia,
J91®1 10 ¢ PaInInsqns, st (ssouaanreradour) y0oq 9yl JO 1BYM dY],

15(S193081q 218NbS Ur s3uT
-p®Ba1 2ANIBUIAIB YIIM UONB[SUBI) AW (26 ‘00T Uaquedy)
‘wy72250d STUL YIm A1109310d SOP1oUT09 1] *3{00( STY2 JO (Uon
-812d0) 310M 9Y1 Sem [Kourpunpai] ssausaneiodour sIyl
Jo [uonosfoad] sunsodxa oy, *9JI] JO WJIOJ B UI IPIO
-ur0d 3JI] INOYIIM SULIOJ PUB ULIOJ INOYIIM OFI] YOIyM
ur ‘1Bvym ayl [saorvIquia] saamnsqns £[919[dwos moy
9U1 yoTyMm Ul (UuoneIado) qIom © ‘ST 18Y1—S2sa54vIvy Inq
‘“ernraur £J1uss 10u saop [£ourpunpai] ssausaneradouy

:snyY1 Spud vyyes04d A4 1, ‘2661

Ul SWIUBIW 93 Ul paysifqnd sem yoIym ‘Uone[suesy ysiSuyg ayi ur
SuIsSIW ST UOTI09[J2 SIY2 ‘A[918UNIIOJU() 2Go0uU v] Jp unbbi], pIa[ITIuUd
722504 '@ U1 TOOT UL ATUO PUD S 00( 32 JO 90USLIadXa 91 SPPB 3y 182
pu® ‘sAes 11 18ym JO 2ousrIadxs ue Surpraoad ‘Aes 01 sey 11 18YM JO
o[durexa ue se y00( Y3 SAILIM Uaquely ‘0661 ur ‘181 181 15933nSs |
* SI19178W SABM[® 11 181 Yons Suraq, © J9SII ST d7zunuiutor) Suiumoy) ag,J,
300q Y1 Aem 18YM U 3[SB 01 9ABY P[NOM

2UO0 1591 23 01 9[nu suaquedy ind of,

S® SpPBal 1X9] UBI[B1] [8UISLIO
susquedy ‘Apnis ay1 03 1uBA
-9[21 W3S 1BY) S90UBOYIUTIS
33 103(Ul puB 21B[SUBII 01 AITU
-n110ddo aya s2A18 S1Y T, ‘paysI
-qnd sem uUOnNB[SUBI SIPIBH
[9BYDIN 191J% A[uo vy72250d

91 pappe uaquIrdy )sel SIY
151PBIIUOD 01 SWIIS UONIB[SUBIL
rerouad y “uoisroaxdwir ur osTe
anq uorstoaad ur asnf 10u 3s10
-o1d a1e s3%91 suequedy 18

(T “266T) "211S9p 01 UOTIB]
-1 [BUISLIO UB SBY SUI9( JOABYM
*(22g27) 111m 92 01 90UDIDJAI B ST
1811 ‘SUTBIU0D APBII[B SABM[B UL18']
9y, [, ".SI9138W SABM[B I 18U [ONS
Sur9q, 19y31BIINg YOIYM I911BW 10U
S90D 11 ‘3Ur2q, 10U SI SU2 22q11Pond)

BACK



Jo osn (£) pweay AQ dwrery, [eoLIIdWd 9I0W B I9PO 01 SWIAIS 9znd[oJ
*(2) [Lrrejod renonired /18SI2ATUN, 9Y1 01 9ATIBUIII[B [8OISO[OPO
-[[39W B JO UOISI9A IN0-p3[[ods a1ow ‘9[qrasadip a1ow & se [*] 1949
-1ByYM,,, suaquedy $s900% 01 preoq Surdwn( & se Jo11189 sydeidered
MIJ B J9A91BYM-208dS-AUB, JO BOPI 5,9ZN9[9(J S9SN [eI8yBIN

*(€) .soressidsur ‘spraads ‘dn smaiaq
181 _19A918UM 908dS AuB, UB ‘A0BUTULIZISPUI SAIPOqUId MOY-ON],
:$9pN[oU0d [ereyBN ‘ULI) 9Y3 10F 1193[09g SUISPI[Mmouydy (£) .m0y
-ou jo xnyj ayrz—sanisuadoid pue sanrenualod Jo qgqa pue agins
s[qerorpaIdun I9ylel 9U3, [ereys]y I0F SI YoI83sal pus 2013081d 118
JO9010J oY1 .MOY-MOUY [OYNUSIOS| JO SIMNOIIO dYI WOJJ 10UNSI(],

(£) *Ae1d oaur awos pue 2519w 93pamou-uou
Jo swseds ‘saqoad SuryuIyl ‘SIUdWSd UMOUUN JO SUOTY
-BWIUI 2I9YM—SPUB[2ISBM PUB SP[OYUMOI( 1DI[I3P
“adamspurm—saoeds 19A218YMm, Ul Juardour sAempe ‘1YL
UMO ST UT 99107 B [SBY 0183591 90110%1d 118 A[SSa[1qno]

1813 san3i1e [ereyely *(2) .. AIL1B[NSUIS, ST, ‘U0I8ISAI puB 901108.1d 108
JO UOTIIPUO0D dISULIIUL, 93 surdiopun [BI8yB] . I19A918YM, JO BOPI SIYI
UIIM "9IIS9p PUB [[IM 01 UOTIB[I [BUISLIO UB YIIM ‘SI9118W SABM[B
11 28Y1 yons 3uraq, se 3uroq 22qzpond se poo1sIopun 3¢ 031 SABM[B ST
UOoIyM JI9A918YM, JO BIPI SUIqUIBSY UO SMBID 0S8 [BI8UBIN
‘() ,IN0ABIPUD [[0I8ISAI OB YIIM W] OB
P21U2AUT 3¢ 01 SBY 1811 SUTYIOWOS—,20U0U 93 10F 19(19501 payoouy],
SB POAIDAI PUB PBWAPBII YONW OS 10U ST POYISW, [[DIBISAI PUB 2011
-o81d 118 UI 10J ‘90UBAP® U UMOUS] 3¢ J0UUBD YOTYM 183 ST 3Fpajmous]
-UON POYIoW 195181 0I8SAI SIY 90UIS an0 siutod 9y s& ‘(T ‘600T)
A11AT108-08 PO[MOUY-UOU, IOYIBI IO ‘DFPI[MOUN-UOU JO BIPI
s [BIBYBIN S20U29 SIY]T, JoA31BY W\ -908dS-Auy, pus J9A918YM,

*SSQUSSA[PBAY JO UONB[NIIdBdaI B SOW099( 118 “1qaP 9IOU 0IUT
paremardes A[[e1o11] sey uonemirdeoal Yorym Ul ‘ISIXd 01 PISBID SBY
117821 1U2SUTIUO0D JO SSOUIBME 92 JO 90USLI2dX Us s uonemniides

-91 YOIYM UI 9181S B UI “I9A9MOH *998[d 1S1g 93 Ul Suryrowos sunysw
10 Surkes 10u sem pare[nIIdeoas Suraq S 18YM 18I ABS 01 10U ST SIYT,
- Suryiou Suikes Sury[el, ‘ Suryew INOYIIM Suraow, £q 31 se[nirdesal,
01 pUB ‘PISIdWWI 18 A2 OTYM UT ‘918B1S JULIND Y3 981 01 11 Ul
sanroedeoul 1191 SUTISSAULSI AQ 9381S STU3 91BN[BASD 03 PIDIOF I8 11
uo Sursirelrded usyl Joy3el 90ousLIadxa JO pua 3yl JO 9181S Y3 Ul P
-1S9AUI PUB AOUBPUNPAI JO 9181S A1 UI APBII[B 918 OUM SISTIIY
“J[9531 U0 Surmo.roq £q Suraes
3q9p umo s11 Sunsasaural £4q Suropun ‘§[as11 uo dn Surqnop susaui 31
3191 ‘Iay3ey "pareadar syl pue uonadal usamiag 30UsIoPIp & 3une
-19u9§ ‘ostrewruins 03 1o 3eadai 01 3snf 10U st 91B[MIIdedal, of,

BACK

136



137

:SPIOM S,9ZNJ[A(J 9SN 01 ‘SNYI ‘A1 SA0BJ-219Y ‘908 J 1s0d 10 908J1s0d
U1 ‘py72250d 91 UT S[TYM 1X9] UTBW SIY UT 908] 913 S90B] Uaquuedy 1813
£es p[nod o “(£11) 51098 JUIQPIP 1INS SABM[B, ‘0ZNd[9( 10] “Yorym
suo1ssa1dxa si1 Jo AamSique ue, ¢(£) sa10u [eIBYBIN SB  AIIOBAIA SIT
‘SSQUIAAI] Surdusyd A[1UBISUOD SIT [YIIMm] 298] uswWNy 33 Jo sjdwe
-X9 91 Aq p9181ISN[[I UOIIB[[IOSO [BPOW & SB [ 19A218YM,| SOYOBOIQ,
uaquedy 10U JO UOIIOUUOD B ST 29U JOYISYM ¢ (£TT) UOIIBUIW
-1219D [[® ‘UOTIBSI[BNIDE [[B JO UOIPUOD J0L1d, ay3 10 L3eriuaiod & se
JoA91BYM, JO SSIUISIY, 91 JO ,2INS3Y, 9Y3 9q 01 SWIIS 1Y 298], oY,

(E1)
“19A918YM-208ds-Aus ul pa1uasaid Lifenb-19mod oy pusy
J910 93 UO INq {Jud[eAIMb? us 10 298] 93 Aq passatdxa
Krenb-19mod oY1 puBY 9UO 911 UO :SSAUISIY JO SAMSIY 0M1
10 ‘98BWI-UONIO9P. 33 JO SUTIS JO SPULY 0M] 3IB I T,

‘s9111Mm 9zZnd[a ‘A[urpuodsario)) *(£11 “eeToT 9Zn9d() usIs
[BIIUAIQPIP 10 9139U93 B, SB “19A9MOY ‘A31[B1IUI0d JO 908dS B $9182.1031
182 9ruygur a3 01 Suruado LAyuremSurs paziuagowoy-ap ay3 ‘uonounf
-U09 [BNIIA, 91 SI11] *(2F 600z uaquiedy) 2413093 [+ sw099q [01] sOT
-39, 10 ySnoua st . £111813us10d 10 A£1171qIssod S® 90UI1ISIXD
UMO S,9U0 JO 198J a[dwIS 211, USAH “1I8 UI JoAIBYM-008dS-AUB
9IN313SU0D 10U S0P UOTB SIYI ‘ToAamoY {[ernualod [eonijod sureluod
JoA218YM-208ds-LuB, a1qissod a3 Jo uoneoso[ aind & yons sy
*(€11 “eeI0T)
21qrssod a3 Jo snoof 2and se padseid ‘uonoun(uos [Bniiia Jo 39eds ©
SI 3] "SABem JO JoqUINU 91IUGUI U8 UT 9PBW 9 UBD S9FBUI] 92 182 OS
‘s1red UMO S11 JO UO[IDIUUO0D 33 JO SUOIB[AI dLIIaW s3I Jo adrourad
S11 ‘s 183 ‘K119ua80WOY SIT 1SO] A[219W SBY [o1yM ‘9o8ds Jen3urs A]
-109319d ® ST [19A91BYM-008dS-AUB], 9Zn3[a( 104 *(6T ‘600T) ,SO019
19181 10—a8BSn pI[[8d ST uowwod Y1 01 19doad oy woiy pue odoid
9U21 01 UOWWOD 31 WOoIJ sassed [Suraq 19A21BYM] YOTYM UT JOUUBW
o3, uaquredy 104 “(wSIpered YoIeasal SIY SB $9)81 9ZNJ[9(J UONBU
-TWBXd JO P[oY PI15LIISAI Y1 “BWAUID J0) 118 UT 31 SUTULILZ® PUOIIS
a2 ‘9J1] Ul 1 SuIssaISsusIl 1811 93 ‘AouaSuniuod Jo saousrradxa omy
91 SB 19A91BUM-208dS-AUB, pUB I9A91BYAM, 1B JOO[ P[NOD I
*9JIOUMIS[ 91 UI—JYMIS[d PIBIO] SI “YInoya “11e Jo
j10om 23 Jo A11re[n3uls 9y Jo waqoad oy, - 19A918ym-008ds-Lus, Jo
Arem3urs a3 Jo 90ua3I9Wd Y1 SPIBMO) A391RI1S B 218 SUOIIBSLIOT
-9180-(NS PUB SUOTIBSLIOZ1BD PUB SISI[ SSI[PUD S,9ZNJ[9( z[BoLIIdwd
u ué?gfnfﬁgzsﬁzfﬁ )ff: a1 ‘rernoanred ay3 Jo 9ovds a1 A[9s193.1d 10U SIY2 ST *A[91018daS JI10M
jusreamba spaoe[d L1988 A19A9 PUB [[9BI 18 JOO[ 01 PISIAPE [[9M 9 ABW JUO [218ISAI PUB 3011
(o1 ) SHOAONAW, 21 JO 14 3 1 Ul POYIdW JO ADBUIUWLISIAPUT 9Y2 SULISPISUOD ‘pIIPU] "1IB

199f0ad s, LIe1998)) SPUTWAI OS]
soud[eAInba [edRY SIYL, ¢8  JO ADBUIULINAPUI M O [[-0 U 93 ul 18addear 01 19A918YM-208dS-AUB,

>

BACK



suado 1] ‘Spud umo S11 103 ssausaneradour [eoniod si1 s1do-0o pue
‘[BsSNIa1 pUB 90UBISISAI JO saurod $91890[ 31 Aourpunpal [8qo[3 B JO 9[p
-prw 9Y3 U "apIs-¢g S INg 118 JO 9PIS-Y Y1 10U ST 1] "310M SIY3I JO puB
18118 U2 SUTIU0D Y1 JO 3SBI AU ST S208dS 95941 JO Y0I83S21 Y]],
*SOAJOSUIAY3 10NIISU0D
suone[nirdeoal a19ym WoIy s39eds ‘ST 183 (suone[niidesas 1onns
-U05 10U 01 SABM S35 ISTAIB 1UQSUTIUO0D S “ISAIMOY ‘[BIN]
-0911YoJ8 91 JO 9[BS 91 IO, g5 WISI[BIIABD [BQO[S JO SUOTIBUTYOBW 2
01 [oTeted A[3ua1Induo0d pus ‘suondsaford [[ews Jo apow dais
-fq-deis B ur ‘A11u211nd duop Sureq SI aUOp JuIaq SI IBYM 9SNBI
-9 s9o119%81d 108 Ul dUOp Suroq AJIUALIND ST 1BYM J0J 9[(BIUNOIOB
S® 1ST1IB JUALIND, 31 S1S338ns NOIID) "[oqe[ SIY3 Jopun suop Sureq
ST 18UM JO SISB( 91 U0 ABPOI PaISAIU0D ST 118 Areroduraiuo),
$SOA[ASWAYI MOY-0U OUT
SUIATOSSIP A[[BN1IIA “192I0YS PUB JI9LIOYS W03 MOY-MOUY JO
S1INOIIO AU YOTYM UT “1¢ap JO 9181S pa1811dedap B Ul 19AIBYM-208dS
-Aue JO UONBIOUSS Y1 pPUB MOY-0U ST 1BYM sawL], orydoamsere)

‘2JI[JO SuLIog, 31q
-1ssod [[& Y31 SOPIOUI0D 11 ‘9SIMIY10, I[qIssod ay1 [[& £q pa1eIousd
SI J9A91BYM-SUBIW-AUB UB SB ‘pUB 2I3YMIS[9, a[qIssod a3 [[e surel
-U09 I9A91BYM-208dS-LUB ‘aSUIS SIY] U] ,iMOYOU— 1B Op NOA pIp
MOY, §,{219UMOU—3zU3( NOK 9ABY 2I9YM, 01 AFO[BUB UB SB ‘2I9YMOU
JO 9sUds Y3 UI pO0ISIaPUN o P[NOYS M OY-ON "3I9YM-0U aI8
Koy, ;491 aq% 219yM ‘SuLId) T81IedS U] “19A210F (PIABS 10) 1SO[ puB
OB JO INO ‘pastadsip a1om IoAnBYM-20eds-Aue Jo A1enb-1omod
912 JO uonBIauasg 91 10J AB[d UT 219M 18] SI2I0J 92 JI SB SI ] "2I0W
-Aue MOV, B 10U ST ‘0U, 921 JO ISUIS IOLIISAYI UL ‘MO -0 U SIYJ,
*MOY-0U £q PaIpoquia SI 1133[09g-V12
-fereyey 01 SUIPI0908 ‘AOBUTULIOIOPUL STYL U] ‘1oA9IBUYM-00BdS
-Aue s:eIoUd3 py72250d 9Y1 YIIm 19712301 J00(q Suaquesy JI
*(Z11 “BTIOT
9zna[2Q) 21qrssod aya Jo snoof aind se padseis ‘uonoun(uos [eniiia
Jooords ® s1, ‘(UonB[SUBI AW {26 ‘gooz UaquIB3Y) 9JI] JO WIOJ B
U 9PIOUT0D 9F1[ INOYIIM SULIO PUB WLIOY INOYIIM I UOTYM UT ‘18 M
91 (S90BIqUID) S9INITISANS A[919]dW05 M 0 4 93 Yo1yMm Ul (uoneI1ado)
SI0M B, SB 00( A1 YIIM 17722504 31 JO d0UIPIOUIOD 1 TOAOION

s

s

(E11 “eTTOT 92ZN3[3(J) *SABM JO IaqUUINU
91IUY Ul UB Ul 9PBW 3¢ UBD SIFBNUI] 3 18Y3 OS ‘sired
UMO S11 JO UOI1D9UU0D 311 10 SUOTY

-8[aJ oL11aw 11 Jo ordrourad st ‘st /SU0-13A0/810°UIUON B MMM
*S9WI INO JO SINSST

18y ‘A119Ud30WOY S1T 10T A[oIoW reantjod pue [e100s 1usSm

sey yorym ‘ooeds ae[ndurs £[1095 Y3 U0—dFPI[MOUY JA1IE JO

ULIOJ B SB 118 SNOIY) pue yIIm

-1ad © ST [Iqu ooeds © ﬁupemusf}] —93S.IN0dSIp, B 10§ puB * £19100S

BACK

138

Ul 218 JO 9]0. [BI1ILID PUB OB
-ukp ay1 10J, SUNUN0o9B Isuny
a1an13v 4002 SSPG SV JO SUIeU
9Y2 UI [BN10%, ULI) 92 ST I8
Are1odurauod, Jo UOIIBISIIUOD
a1 Jo ojdwrexs 1910Uy €8


https://www.bakonline.org/over-ons/

139

‘TensIA J0u ST 38ym uo Sut
-1ono01 Jo Aem ATUO 93 SB JAIS
-InosIp-ered, 93 IO SAISINOSIP
-uou, aya Sursss oaul sn [n|
10U p[noys, ‘sarnseayd paload
-xaun Jo urduio rennualod aya
S3[IBW I91UN0SUS paloadxaun
K19A9 Yo1yMm Ul ‘210ydsounns,
U1eQ-weas Ajows, 9yl Jo
zZIqunuad, 9A1IoNPas 33 J1 3s.
01 JUBM P[NOM SUO MO[] B I0F
3uron *ax81 puB 9AIS ‘OpIY puB

‘o8ewI se
“aySnoya 1o ‘98enSuel 1ng ‘KieonIBWILIBISE SB [BNSIA 93 JOU A1I[BOT
-)eWWeIS S8 [BnsSIA Y1 I9YIIoU ‘[9POW [BNSIA B UO 3SIN0ISIP Suiseq
‘011soddo a1 s1 ‘A[21011dX9 10U 1SBI[ 18 ‘YSNOY1 “I9PISUOD 10U SO0P
fereyBIN 18U M 1940 11 Sur[nu usyl 19y3ei (V) [[ensia ayi] sroqe pue
JoA0 Sury[e1, B Ul SUNNSAI SN2 ¢ AI[IQIS9] SAISINOSIP-[BCIOA 01 [BNSIA
91 10111821 01 ST, swre[d [ereyeyy ‘108dwi s1y, *(V) [opowr onnsm3ury e
uo 11 Suiseq—,o3ul[-o8ewI, Ue st A[3uBUIWOpPald 11 18211 18] [BNSIA
a3 01 sayoeoadde asoya, s& SuruIyl [BNSIA, S2OUNOUIP I UdIYM
‘A1oanre3au ySnoya “aurod £11us UB SI9QO [eIByRIN 3 20uBwLIofIod
Jo 2a1soddo aya, 11 S[[80 1911%8[ 9Y2 [IYMm 28Ul 9ARBULIOYIad, 9Y3 UO
MBID JOULIOJ 92 S20P AYM £,[009, 19118] 9Y2 PUB 101, ISIY 93 ST
*(£) .syuswowr [BO1ILIO JO UOIsuadsns 911uyul UL sap1aoad,
yormgm ‘juawade[dsip usurwriad, s O1[1O a1 ‘ano Suringy e 10U
‘ya103 Surm3y e stsiy T, (V) so8e[quuosse Sune[eisuod Jo ‘y1ioy surn
-8y Jo sassao0ad U0 3ons,, S8 9zna[e  pue dweyon( [9918]A 01 9powr
STU2 s19321 [exeyepy "sasodoud [ereysy Spow aAIBUNIN[SSE, 91 01
Pa318[a1 9 01 SWIAIS JUSAWIB[ASIP JUdUBULIAd 183 YIIM JIOM 0} pUuB
oB8a1J0 1n0 1snf warqoad 8 109[0ad, 01 ¢(£) purs] umo st Suowes Sune
-19u93a1, (T) . . SAIIOI[09 Y1 UIYIIM IPTY,, 01, Tesodoad s o110
vg' (V) 28umIoAn®e
-urrogxad sir ‘sorraydsounye Ajows si1 ‘©9dods 9118WOS SIT TBQIIA-UOU
a3 Jo eiqunuad s11 ‘99103 oneyd, pue oryred, si1 yroq—Aiqed
80 puB 9318YD dAISINOSIP-BIed SUIy199S SIT ‘19151591 SAISINOSIP-UOU
QAISUIUT S1I SUNI [ SAISINISIP 93, ] opIs3uors, ‘[erByBly 10
‘(S “ebo0T) Juswooe[dstp JusuruLIad 18U YIIM
310Mm 01 puB yoBal Jo 1no 3sn{ wafqod 8 109(01d 01 noA smoj[e 18yl 2103
-ONIIS A[UO 93, WIY 01 SUTPI0DD®. ‘ST 11 9SNBOA( SAISINOSIP 932, 01 SOAIT
oI Aovwirad 941 Yaim SPpo 18 A[[eoLnowsIp st sy L, (V) . [ensia aya
ySnoayy Supjury, Jo L1epowt swrid 9y 10 AJUO 93 SB SAISINISIP
9y, 3u199s 01U SN [[N] 10U P[NOYS SIUSUOdWOD MOUN-XUIY] PUB SITND
-119 OTWAPBOB-IAISINISTP PAYSI[(BISI YIIM [UOT]10BIIUL, Y3 1BY] SN
surem [ereyeiy Sur-g joars-goyfg,

ee

moys Jo dIysuone[a1 913010 ue
ur 918IqIA LITUISIIA PUB YoNnol
‘90UBISIP pUB SSOUISO[D ‘SSOU
-p[oq pue UOISSBJ *9SINODIIUT
[eue ur 1ourred spewr aaIssed
ay1 ‘o1yard, unou ay1 JO suBdW
Kq— siseydurg, ur odurexa

103 se— uaxods, ‘sozpqd 9915
1uRIdUY wodj ‘oneyd-, Xigns
9Y3 03 $3109uU09— AYredurs, ur
o1dwrexs 103 se— Jurfa9y, 10 Sur
-I9JNS, ‘s0g1pd Y3105 JUAOUY
woiy ‘oryred-, Xigns 3y ], $8

*9q [[.218-g :Apealfe
SAem[e ST 1IB-g ‘g 10U 01 pUB g O, "199.118
9Y2 JO S[[eM a3 U2aM1aq 11 Sunewrwins
-u0d pue Jurumsuod ‘Aouaduruod [eini
-0911YdJ8 ‘P[oY [BUOIIBIIABIS ‘0IN1ONIIS
-eIyul ‘[opow :SUTWO99q 2InIng SII Jo
9ov[d U2 ST 18Y1 118 91 ST 1IB-g ISNBD
-9q 99 [[Im 1re-g ‘Terauaiod 1eonrod sit

BACK



(94t) "pasuas aq ATuo uBd 11181 SI O1ISLINOBIBYD ATewLid
S1I ‘U0 J9ASYDIYM UJ ‘SULISHNS ‘patrey ‘9A0] ‘Iopuom
1S9U02 9A1109® JO 95url ® ul padsei3 o9q Aew 1] “UoOwW
-9p & 10 9]dwIa} B ‘$91BI00S 9 ABW PIIIIUNOIUI ST IBY M

1$911IM 92ZNnd[R( *(941) Aydosostw, ST11:1y3noy1 Jo I19p.1o 9y 01 Suo[aq
10U S20P 11 pUB JUIOIA, ST SUIYIAWOS SIY T, “3YSNnoy3 20103 01 1omod ay3
sey 183 SUIYIoWOS YIIM I9IUNO0JUS UB JO AoUsSUIIU090 a3, 03 uado aq
1snw 3y Snoyl ‘19yrey “1y3noyl Jo aFewr pasoddnsaid & 01 WLIOFUOD ST
1811 SUUIYI—,SYUIYI 2T 3BYM JO AIISSIDU ANIB[I 92 2INSUI, A[UO
B 11 {J[9SIT 90107 J0UUBD 1YSNOY] “I19AIMOH “SUI{UIY] JO 10% UB Yons
JO A11Ss909U 9In[0sqe, oY Y210J SuLlq snu 1] *918onpa pue dn asrel
03, P25107 3¢ 1SnW 1YSNoY T, -, J[9SI 1YSnoy1 ul, parerauss aq 1snw
Sursjjury 3o 108 9y T, "UONIBAIO 9NI) PUB SNDNILIO 9NI1 B JO SUONIPUOD
911, 918I12U33 03 JOPJIO UI PAA0IISIP 2q Isnwl  J[os11 sasoddnsaad 1eyy
1y3noy1 Jo 938w UL, “I9AMOY] (9FBWI UB ‘ULIO] B STIYSNOY T, (0LT) son
-TWLIOFUO9 Ing SuryIfus 211dsUr J9AU [[IM ULIOY, 1B S9ILIM 9Znd[a(J
JUaUIIBIS 110YS JOYIOUB U] Suns8iog uQ J0 °I1 9zZn9pa(q 398104

(s1seydws Aw ‘941-541) “J19S11 1y Snoy

ur SuIyUIyl JO 10% Y1 JO SISoud3 Y1 pus J[o9s11 sasoddns

-21d yo1ym 1ySnoy1 Jo 958wl UB JO UOTIONIISIP 9] :OWBS
9Y2 218 UONBAIO ONI) B pUB anbNILIO 9NI) B JO SUONIIPUOD

9y,L, “uIy2 01 uoissed B 10 1Y3nOY3 JO 108 UL JO AIISSI09U

21n70sq® 931 218oNPa pus dn 3sTel 01 IYINOYL S9010J

UOIyM 1811 YIIM J2I1UNOSUD UB JO £ouaSuriuod ay3 uodn

1UNO9 “I19Y28Y "SHUIYI 3T 1BYM JO AIISS909U SATIBDI 3}

2Jnsud 01 1ySnoyl uodn 1unod 10u o ‘Aydososiwr yirm

sur8aq Suryifrans :Aydosoiyd sasoddnsaid Suryiou pue

‘Awaus 9yl ‘9oudfola pus ssedsany A(urewirid st 1ysnoy,

1S9ILIM 9ZNJ[9(J "UOIIBULILY® SIT

10 Sungaqfiny uel[989H JO UOIIONIISIP 911 ST 319 19138W dY3 JoYI_dYM

J83[0 10U SWAdS 1] "WLI0J [erauanbas Ajoand v ur 1xau Y31 ur ,papuad
-sns, SI ,+pug, AI19A2 YoIym Ul Ausw 001 2n[8 Jo ¥OI], S[quiny, & UByl
2iow ou, aq Aew 1] *(S) 2n[S Jo 3o1] B UBYI 210W OU £q 1939501 payuI]
a1e s7uauOodwWo9 S11, JTUAD ‘S 0AI [BIBUBIA ,**+PUB +PUB +PUB ULIOJ

2AnOUN[U0d s[quINy 33, 01 pIredal Yiim [8o11daos Urewal J ‘ssa[ay1Id

-A9N “(S) sur1a1 umo 19y Jo sy ur dourreadde ug ur and 01 J19Y10, 92
10J W00, s [eIBYBIN YIIM S21BUOSII A[JUIPIAI SIYI “(9LT ‘qeTT0T) 191

-UN oo U3 [BIUdWERPUNJ B JO INQ UOITUS092.1 JO 10U 193[q0 U® ST SuIy)
-9wWos ST, 182 PUB ‘UIY 01 SN S9010J P[IOM U2 UT SUTYIOWOS, 1B
SILIM 102122042y pup 2oua.4affi 30 Aysnoy], Jo adew] oy, 191dByd

93 U1 9ZNa[o(J UayM 1ySnoy T, Jo aSew] oY1 JO UONONIISIJ Y T,

BACK

140



141

u® 9q p[nom SIYT, "PIoY Y1 9ABI[ I9YILBI P[NOM SUO U2 ‘0S JI 33SI
-118 U® SUroq 1S11I8 9U1 J0J PUB 118 JO J{I0M 2 10J AINOLYIP B 91NINS
-U09 11 S90p ‘ABp01 118 SUI{BW UT AI[NOLFIP B ST 2191 SUTWNSSY
-8unia8103 pue aydoaiseied 910321911 PUB ‘118 JO
wW[BaI 918WNITI] A[UO 194 [qISI[[T MOU 93 SB AOUIFUIIU0D “YdI8ISAT
Joy wdpered e se (3 3urproA 01 pasoddo se uorrBuaAN(II 9q
-AewW puB) UONBUIAN(II ‘118 JO A1011119) (pasIwoad) mau oY) S8 [018dS
-a1 :payorordde stomsue 9[qissod 93 JO SWOS 01 PIBFI UT 0S[B A1[ND
-IIp V "90UdUBWWI PUB 3sn JO o11BWd[qo1d 91 ‘118 JO JI0M Y3 aIm
Kouwepunpai s 1om A1e10duwaiuod Jo AILIB[IWIS [BINIONIIS 92 ‘UONY
-BOYIPOWWIOD JO Wa[qo1d aY3 ‘SOY1d D1ISTIIEB UB JO UOTIIULYAP dY3 ‘LI
JO 3I0M 911 JO UOTIBOO] Y1 ‘(PISSIIPP. 9q UBD ‘J[9SII JUYIP SAeM[®B
ISNW 118 YOTYM 01 UOIIB[AIUI ‘A1 TUN W W 0 D JO INSSIonewa[qoid oy
Uorym ySnoaya £10891e0 a[qeoridde aya st 28pajmouy], 19Y19Uym pus)
118 Ul 93pa[mous] Jo 2In1BuU a1 ‘118 £1810dWIU0D JO IOPUIIUOD SNO
-119S '8 B 9SINOJSIP ‘P[oY Y2 JO uolsurdxa Surwass a3 :uono3s syl
Jo suorisanb a3 031 pIe3al ur LAI[NOLPIP ® ‘Aepo1 118 Suryewl Jo A1Noy
-JIp 93 Aq paNSLIIUT WE | "9UO0 JAISINISIP A[[BONILIO B 9911081d O11STIIB
U® 938U 181 BLIILIO 91 JO UONBIO[dXd UB 01 SpBI[ A11[8Nn1doou0d
WOJJ 9SINO0JSTP JO UOTIBIQI Y, £se1s97 *sA ssaupareuorurdQ

£3119A04 pue douatIadxy

*191UN0OUd AI9A9 pUB OB
ut suado 1ey3 J[osi Larugur ainqg (S ‘6ooz fexeye) mnizuyus pv ]
+PpUue, 9SISAIP [BIIUINDISUOD UIAD 10 [BIIUSNDAS AUBW JO UONIB[[9ISUOD
® SB 93B[quIosse SUIIB[[91SU0D, 91 10U K[3s1031d s1 1] *(08T) AIISIoA
-Tp 10U ST 99UIPIP, 1B SISISUL 9ZN3[3(J 9OUAISHIP B 3BW 01 PUB
—OSU9S 9BW 01 PUB ‘YUIYI 01 “I9IUNOIUD 01 SN SIDI0J OUIPYIPU]
*90URIQPIPUI ING “90UAIIPIP 2q 03 10u sieadde 1ySnoys s9znafpq
Jo ur3110 92 182 1YSnoY3 SSI[23BWI UB JO ISUIS SIYI UI ST I]
*(8oT—Lor)
28w 1noym 1ySnoyl e st ‘A3[e3rusg sir ur paIopusaSus Ing 90uU20
-sturwal £q pasoddnsaid Jou ssaualBuul £q USALS I9YIIAU ST YOIYM
‘Sursjury3 Jo 108 ay3 “1ySnoy3 ur uroq st yorym 1ySnoyl a3, ‘19Aamoy
381 210J9g "9[qesIudooal ‘o[qeurdewl 9[qradeoiad ‘9[qISUas SaU0]
9A119318, 91 9XBW 01 ST 9SUIS 9)BW O, *(dWI1 1949 puB [yoBd JO
9Suas ayewW 3snw am SUIYIOWOS ST Y=V U0I1enbs a1 210321973 1812
pUe 18I 93 01 [Bnba ¥ pU093Ss © I9AJU ST 2193 B2 ISI[BAI 9M SSI[
-Un) 31 JO 9SUIS 9[BUI 01 PIOIOJ 918 9M PUB PISUIS 9¢ AJUO UBD 11 ISNBI
-9 9SUIS SAYBUW (1910BIBYD 1310 AUB 10 D) 10) =V A[UO {9SUIS ay{BW
10U S0P Y=V :£BS 01 95UIS SOBW 11 AYM ST SIYJ, 31 JO ISUIS 9BW
01 9ABY 9\ "9SUIS 9XBW 10U S0P 1 ‘PIsTuZ09a1 9q 10UUBD 11 IJUIS
*(941) uonu80o21 01 pasoddo ST 11, ‘SIpN[OU0D 9ZNA[A(J ‘ASUIS SIYI U],

BACK



*MOUY] PUB 9A0] 1SN nOA 18ym A[as102.d s1183 pus ‘Suryl
-Aue ure1aI 10 PIOY 01 d[BUN I8 NOA {Juryiou pjoy nox

1, QW yonol 01
USIM 10U 0(J,,, ‘A[[BI93I] 9IOW ‘SABS ‘oW YONO0I 10U O(J, SABS PUB SIAO]
oyMm U0 Y], ‘Apog 241 o Suisivy] 2q1 uQ—a4a5uvy aut 1o\ Ul KoueN
£q passnosIp sB (21 ‘g00T) ,1X91U0D AI9AS WOIJ PIIB[OST UAYM UIAD
‘oN03 30U J0UUBD JBYI PUB S3YON03 1813 3seI1yd © ST [yoIym] ¢ su yonol

1u0(,,, aseryd ay3 01 a[qeredwod ST 181 £BM B UI J[9SI1 UT SUTYIOWOS

U2IM SyB8aIq uonsanb oy, *(9) .J[9521 uonsanb ay3 Aq pauOISBOIO SI,

‘£ouBN S9ILIM ‘UO0IISanb a3 Ul UappIY (2472.42¢22p) 2anadna ay ],
g’(9 “T66T LouBN) .z mMOUY [ 1BYM 9 2I9Y) ISNW AYM, UOTY
-sanb a3 u1 11 passaidxa a[[re1Bg "PISSAIPPEL 3q UBD ‘J[3SIT AUYIP ISNW
SAeMTB 108 YOIYM 01 UONB[AI UI ‘A1 TUNW W 0D JO 9NSSI dnewd[qold
a2 yorym ySnoayr £1089180 a1qeoridde ay3 st 28pa[mouy], 19y10Uym
‘arrereg 031 SurLLIgjal ‘Azsunmuor) aaviodous agy, ul pip AoueN ong
-ued[ SB ‘urede Yse 1SN SUO USYI—WOPSIM [SNOIY) A[102J1pUT ATUO
‘A[30911Ip 0S ABS 10U Op IN( ‘A19100S UI[BJ2] SBY IBY] BI[OYOUB[OW 33
IN0QE MOUY 9SIM YI—BI[OYOUB[AW JO 98pajmous] ay1 Surssardxa jo
Kem 8 ST WOPSIM JT ;0P OYm 9SO PUB 93S 10U Op oYM 3so3 ‘Ki1oed
-80 puB A1108dBOUl U29M19Q PIYSIAIBM 92 ST I9YM "9SIM 92 JO
[eondaos wre | “19y31ey ‘uorurdo ue ssa1dxa 01 padI0J SSBW JUIUBUL
-w uB ur 9[onaed B S8 J]9SAW puBlISIIpPUN | 9sNBO3( 10U U0 BIdwal
siya 01 ut Surai8 wre | ‘uorurdo w s 38yl :ppe 01 pa1duwral wre [—uols
-saxdap yons yamm Sureap Jo L11oedeour a3 JO 21n18uSIIS Y3 SI SSaU

-pareuorurdo uay3 ‘erjoyouB[aW SUIPIY JO SUBIW B ST WOPSIM J]
‘suonsanb Juisuas
nq ‘suonisanb 1311 oY1 Suryse 10U ‘ST 18Y3 ‘ST UOTISINb a1 18yYM Sur
-Su9s 191381 10 SUlys® AQ 31 210UST A[ISBS UBD JUO INQ ‘PIZPI[MOUNOB
SI Aepo1 118 Suryew Jo AYMOLPIP YT, "318 SB I9A20S1BYM SUIyILUB
WIB[o 10U 3118 ST 38U A\, UOTISIND 913 S8 I9YII9U P[NOM JUO JI SB SI
1] "ASB1S99 :91181S-X9 JOYIBI IO “1IX3 O[1B1S ST II—1UBAd[aLII uonisoddo
9U1 SunyBw ‘OpIsur 9Y3 UIYIIM IPISINO UB suado 11—opIsIno 2A0wW
B 01 P218B[21 10U ST IIX9 SIYI SB YONWISBU] ‘SUONIIPU0d Furisixa asoddo
01 SUIABY INOYIIM ‘SUOTITPUO023.1d INOYIIM SISIXD 1BYI IIXS UB ‘IoYIBI
‘ST 31 :31X9 [BIIUSISIXI UB 10U ST STY,], "9PISUI SUIPUBIS JO Aem B SB 9PIS
-1no Surpu®ls Jo Aem B ST 219(1 Ing ‘OPISINO OU ST 1Y, ‘218 JO JI0M
® sB SUNSIXd aUuop Suraq ST 18Y3 JI0M 91 PUB 1S[1IB UB SB SUNSIX
JO ULI0J B SB “I9A9MOY 118 9PISINO SUIPULIS JO ULIOJ B SOUWI0D3( 118
Surey zuorisanb 2yl SI 1BYM :SOW092q UONISanb ay1 ua Yl
‘IsTIB ue SUraq 1S1IB 91 I0J PUB 118 JO JI0M 913 10J AINOLFIp [8I1d

-U28 B 91N111SUOD 10U SA0P ABPO1 118 SULBW JO AI[NOLYIP Y2 J]
*31X9 AoU98IoWo UB :31X9 U Jul
-010J ATLIBSS209U UIALS B SB 118 UL BW JO AI[NOLPIP S, 48P0 10J SUOIIIP
-u09 9y31 [e Suryel ‘suonisoddnsaid [B1IUSISIXD I9pUN IPBUW JUO ‘XD

BACK

142

"601 ‘8861
9[[rereg wolj sajonb LousN <8



143

*3SLIYD) SS9 SI S19J9.1 AoUBN.
UoIym 01 9y, 3y1 319H 98

ur se ¢ 103 Sureads,, se UONBIUSSIdaI ST ISIY 9YJ,"UOI1BIUISII
-da1 se—youaig pus ys[Suyg Y1oq UI—ased YosBd Ul PIIB[SUBII ST
UOTYM ‘Tungjaisivq pue Suniairid) Ua9m19q UOTIBIIUIIQPIP S XIBN
Jo 2ouBIOUST UB 01 SUIPBI ¢(OL) ,SPIOM DWEBS, A1 UIIMI( SIOUIDJ
-JIp 93 Ul paLIng 918 swa[qo.1d asuawwl 953, 18Y2 S9181S 9YS
*(69) 1en199[[91UI 941 JO 9[0J [BOLIOISIY 93 INOQR
[eonLIoun 0s uraq a[ym ‘passarddo a3 Jo 9ousLIadxa 91910U09 Y2
S9ZLIO[BA, YOIUYM ‘SWITB[D oS S& ‘UonIsod J1oy1 yaim op £9y1 yorym (69
‘S10%) 10QB[ JO UOISTAIP [BUOTIBUISIUL 32 338PI[OSU0D d[oY] UBD ‘90USLI
-0dx9 91010U05 SurysIpur.I(q ‘Te11dBd PIZI[BIO0S UTYIIM [BNIOI[[9IUT 32
181 218MB, 3UISQ 10U 10J (118128NLD) YIIM) 9ZN3[3(J PUB I[NBONOL SISIOT
1110 yealdg SurSeig se uonNIqIYXH "SA UOIBINI01J SB UONIqIYXH

(PE) Lmunwwod 103 pue Jo uoissed aa
uBl1 19410 SUIyI0U ST paysea[un s118y1 uoissed ay1, 103210y I, * (22-22)
Suotssed AW SaysBa[uUN 19410 33 01 UONISOAX3 A[UO, SAILIM AOUBN] SB
J0 ‘uotssed Jo A31a1ssed SIY1 UT JUIdYUI ST SULIBYS ‘J[OSWIY 10 -19Y 01
S[qIONPALIT ST I9UAISI] Y T, *(2E) L1nre[n3uls si1 SuLreys Jo [ ] $S90xa
aya pue ‘3urrogns oY1 ‘A11a1ssed oy, ST 1nq ‘2IISOP SNOIOSUOOUN 10
“IIIM 991F “WSBISNYIUD Y2IM Op 01 SUIYI0U S8y oIyMm ‘(T ‘T66T LourN])
uorssed Jo Surysearun, s,a[[Te1eg YIIMm S91BUOSAI 181 A11AISSBA B SI
2193 ‘:yvadS uLo71pgns a¢1 upr) 1x91 [eUIWAS S eAldg JO UONIB[SUBI)
UBULIDL) 92 01 908J21d I9Y UT SOOAD [19491§ 1811 SUTUIISI] UOTWWOD
a1 U] *(Z0oT) SUIU21SI| UOWWOD JO MIIA INO SIIPUTY 183 00[q Sul[q
-wnis © A[uo osye st 98en3ue] uowwos & Jo [eoJ a3 sdeyrad, 1eys
$15933ns ‘AoueN 01 SULLI9FAI ‘194318 0ITH (I ‘T66T LouBN) SLIB, UBD
£ Tunwwod Yyorym YSnoayl 10 ‘Aepo1 pauyap aq usd (LOoT [194918)
303[qns pastadstp A[3uaioqur, 9y3 Yo1ym YSnoIyl urewop a3 S8 JIom,
sagua[reyo ‘(10youB[g OLINBJA pUB) J[[IRIBY 01 SULLISJAI ‘AouBN
£S3[I0M 118
118 JO XI0M 92 Ul 181 “I9YIBI ‘ABS 9M P[NOYS SHIOMIIE 118 JO YI0M
o1 Sur[[ed JO PBIISU] £1.08 JO JI0M 31 JO I0M d1—I[qBYONOIUN 33
—papuBWAP 9 I0UUBD 1BYM S] ;POPUBWIP 3 I0UUBD YOIYM 1B SB
PopUBWAP 97 01 PUBWAP S, 118 JO JI0M 93 SABM[B I9UIB.I ‘118 JO J10M
B ST.IQ Ppoonpoad Uyl pue papuBwWAP 3 118 JO JI0M B UBD) *11 ONO1
01 10U YSIM 9Y3 31 YO0l 03 $193 Oym dUO 93 WOy SUIpUBWIP ‘owW
ON03 10U 0(J, ABS UBD 118 JO JIOM Y uorssed Jo A31aIssed ayJ,

*(60T ‘88]6T) 1 STOMSUE £SB1ISOI JO 9OUIS 9Y2 ATUO IBYD
doap os ‘ainidni owaIIXd UB, ‘O[TBIBY SABS ‘USPPIY ST UONISaNnb SIY3 U],
‘g[qemous[un ST 31 3181 Mouy ‘NoA sadedss 181 93pa[mouy] 931 Mou3]

0g(£E) '$203

97 83 9A0'] 'S908 0UYM U0 Y3 9407 ‘NoA sadeosa yeym
9A0T "9A0] B puB 9S8pa[MOU © JO SI 2J9Y3 1BYM SI 18U,

BACK



Suraq urwIny 213 S9ABS 1BYM A[9S103.1d ST STYI 19X *PIIBUIWI[D SI 182
3o0]q SurquInis 9y3 sI Jureq uswny 9Y3 Jo UONIUYIP Y, I, ‘PIUYIp 218
sSureq uswIny ou ‘paysIdwosse ST 90UISSS UBWINY OU Y233dS SIYI UT
1811 ST SMaU Suryooys A[Surwass ay 1, 19130 Y2 JO 233ds a3 SI 11 SB
yonuw se ur aa1ssed s1 1ey3 yoaads B safe1s Larunwwiod aanrerodour
92 :J[9sauo 103 Suryeads Jou ‘19410 313 10J Suryeads I9YIION

‘(2) Jre1e pauIjop sduroq uswny, SIoNB
-wa[qoad 1Souw ST 183 [BIPI ISTUNWIWIOD Y2 JO SISB(Q AI2A 31 1BY) PPB
03 AoUBN SPBI[ YoTUYM ‘WISI[BIIUSSI SII UT oniBwd[qoad ay3 astudooal
1SNW PBIISUI INQ ‘SISB( SIT 9INITISYNS 10U ISNW [BIPT ISTUNWWOD 33
WOJJ I0M JO UOTIBIAQIT *(2) JI0M JISY] 1O INOQ.[ II9Y3 JO ULIOJ 9} UT
90U9SS9 UMO I19Y2 JO [**] s1oonpoad se paugap s3ureq uswiny ‘Ajoweu
:onewoarqoid 1sow Surreadde dn papus, ‘£ousN 031 SUIPI09IB “[BIPI
ISIUNWIWOD Y2 JO SISBq AI9A AU T, "YONS S8 SSOUUBWNY JO 99UISSI A3,
01 98en3ur[ pue JI0M PUOAI( [qIONPAI ST (£ ‘T66T) ,LITUNWWOD JO
SuruIya 8 01 }00[q Surgqumnas, s £oUBN °"JI0M UOWWOD OU SI 131 SB
1sn[ ‘oenSur[ UOWWOS OU ST AIY ], SSOUSSI[PBOH °*SA SSOUIPBIH

*(bor) eads
10UUB), SOAJOSWAY? J0J OUYMm ‘UIdI[BNS 93 JO Surdels B s8 Sunnmal,
UMO 19y Aq pasSIWSIP ST 1X21 Y2 Jo Suruurdaq 2yl 18 passIwsIp ays
(t4) ;sonrjod uerdoin ‘1s11eIuass9, oy 1, *(Yor) . SN ur.Iayio 9yl Jo 99104
9Y32 ST 3811 99104 JOLIAIUI 38Y) SNOLII[2p SULISpUAL, S& as[ndwl [einl

-onas uerdoin a3 Jo SUNLIMAI B 10J [[89, SIJ U0 Suimelp Aq BpLLIdQ
sonboe[ Ul SSaUNJISN WLI-3UO] B 98pa[mouxd®, 01 paSI[qo S[99F 9Ys
peaisu] *(Yor) YSLINOTJ 8 YIIM UMOSIP 10U ISNW 9YS YOI XSBI PAQLIOS

-wnoaro 8, sey ays (VL) Suniasriop —ramod Jo syuade ‘sorxoad [euian

-&d ¢ $9019Y], 10J P22U PUB JO I0TI0YD I SAIB[NWISSIP—IFUN]121S4V
ST ‘SUNLIM JO 9U9IDS SII—UO0NBIUISAIAIT UT plIom a3 Jo Surdels
a1, (Por) .[en103[[o1ul S8 [BN1DJ[[21UT S[BWDJ Y3, SB YBAIAS 0]

*(84) .fouaZe oreway Jo
uonediusw 3y YSnoIy3 paso[da10F A[3ua1s1siad SI J[9SI1 £UATIOS[[0D
Jo Aqiqissod ay1 182 15938ns, 01 BAIdS Smo[[e—(el) Aouage sse[o,
pu® £13100S 1M 3SIN02I3IUL, 313 JO Anfea snjdins, aanonpoid sy
01 pasoddo se anyea asn, 3yl £q PasSLIIOBIBYD ST YOIYM UOIIBIIUIIJ
-JIp B—"° ATTure} a3 ST [9POW [BINIONIIS aSOYM “AITUnuIod Jo Surasy,
B pus ¢ _uonisod, sse[o oA1IdLIOSOP B WOJJ  SSIUSNOIOSUOI, SSB[O A1)
-BULIOJSUBI] B JO 1UdWdO[2AID © ST YOTyYM ¢ AITUNWWOD JO U997, 9Y2

U29M19(q SAYBW XIBIN 181 UOIIBIIUAISPIP Y3 U0 Juimeiq
*(1£) ;sonrod urrdoin ‘1siren

-U9SSO UB 01 SPBI[ “SOA[9SW I 10 MOUY puB 108 ‘Yeads s103[qns
passaxddo a1aym s1110q puoLaq 181 A&S 01 19P.I0 UT A[[e102ds9, ‘surem
yeards 19119501 woy Suruuny, *(ol) ,303[qng sya Jo L1091 9y UI

-yam [ ] Aydosorryd 10 11% Ul se ¢ uo1e1uasard-ai,, S& uonBIuasaIdal
ST PU093S 91 puB ‘ AWOU03 T8ona1[0d puB 9181S 93 UTYIIM [***] sonarjod

BACK

144



145

"910T Usquiedy 295 L8

a1 Jo Aiqisuodsal ay3 pus A113¢I[ JO UOTATULAP 33 panruiad 18y
snyeredde o1 9w093q pBY [[14 93 USYM AS0[09Y2 O11SB[OYDS JO UOTIBI
-oqee ay3 ur aurod oY1 18 A[9s10a1d, ST 31 18Y2 sure[dxo uaqurely
‘s pue
uoneridordde Jo swIa) Ul 394 palonNIISuU0d Uda(q SBY SUuryiou yorym
1% Jurod B ‘UONONIISUOD-UOU JO UISLIO 9[qIssod B YiIm sn sapiaoad
usquedy ‘(ot-62T) [11m oya Jo uonreridordde oy yaim urs [eurdLIo
PAYIIUSPI STOUBI] YOIYM UL ‘Sauozzuoupyy 94z woly agessed jueiiod
-WI u® 01 11 SUnoaUU0d [AQ] mB] PUOAIQ PIZI[BIdUdS Ud3( dABY P[NOD
[] oanreradoadxs, se AL119a0d Jo uonndaouoos oy, 181 Sunsadsng
(59N JO AT09Y1 B SAILIM UqUIBSY UoIym wo.y 1utod Y3 STSIY ],
*(6ZT) 251 J0O £109Y31 B JO SIUTY 91 SUTIO[[0D WO W)
pa1uanaad [yorym| £117en1doouod [eoIpLIn ® Ul 9I0W PuB 2I0W SIA[IS
-woyl o[8urilud [£9y3] surIdl [edIpLIn( Ul asn Jo uoneoynsnf e Jur
-10n115u0d Yarm uonednoooaad aya [Aq pue] ‘A11940d JO 19198IBYD AT
-e11do1dxa, 93 UO ISISUI ISNW SUBISIOUBI] 93, ‘SIPN[OU0D UdqUBTY
“u0sBaI SIY1 10y *202ds®s [en1ov] 8 A[dwir ued 1y3L1 Aue se 1sn[ aySL1
B 0JUI POULIOJSUBI] 3¢ UBD 108J AUB 9SNBOA( “MB[ 93 03 102dSaI YIIm
£11I01191X9 UB 221UBIeNS 01 JUSIOLYNS J[ISIT UT 10U ST 3sh JO I1919BIBYD
[BN108] 91, ‘MB] UBWOY 92 JO 9A1I0adstod oyl woly *(60t) BLnD
93 Y2IM, OSTB INg I9PIO0 Y3 UIYIIM A[UO 10U IDI[FUOD, B PISNBI JABY
1SNW ‘9[N.I 33 02 9317 Jo uonresrfdde oY) uo paseq ‘(60t), pusaia vuiiof
SUBOSIOUBI] U2, JO UOTITUYIP oY1 1811 SUISLIdINS 10U SWI3S 1]
*(19) Surar pue
9AI] JO WLIOJ JO 182 01 SUNO®B pus 99119%.1d JO [9A3] 9Y1 WOIJ 1JIYS, B ST
‘uoquie3y 01 SuIpI0o9® ‘uorsanb ur ST 18yYM [USY3] 9FI] 02 WLIOU 33
10U pue WLIOU 32 03 parjdde s11ey3 9F1] ST 11, JT "PIAI] 1N PIL2Q0 10U
ST 9[TI 91 SB YONW SB U ‘PIAJOSSIP 10U JT ‘PISIOAUTL SN ST IJI[ pPUB
9[NI U99M19q UOTIB[AI Y T, *(I11X) ,oSh UOW W09 Se ATuo Inq A11adoad
SB UDAIS JOAU ST UDTUM 1B SB 9J1] Uyl 01 [pus| uoneridoidde ue
03Ul Pa1B[IUBISYNS 3 ISASU P[NOM 18I PLIOM 3Y3 JO pUB SIIPO( JO
asn B, JO JUIY3 01 S ‘W10 1SaYSIY SI UT ‘11940 "dIYSIouMmO JO uon
-BIOUNUAI B SB 9181 IN( SSI[ SUTABY SB 10U 1X91U0D SIYI UI POOISIIP
-un st A119a0d 30 1daouoo 9y, *(1x ‘€10T) 31 Wwoly o[qetedasur aq 01
s2A0.1d 1T 1811 WLIOJ S1I 01 A[9SO[d OS PaxuI] ST 1812 JI[ © [SB] ‘ABS 01 ST
1811 ‘9JI[ JO-ULIOJ B, SB SOQLIOSIP Y 18YM 10n11su09, 01 3sodand aya
U2IM WSIONISBUOW UL 9J 1] PUB d[N.J UdIMI9(Q UOTIB[aI d11BwWd[qoId
92 SauIWBXd UaquIedy A242204 1S2¢SIE] 2., U] as() s® £119704

*3ST20% (1 JO I0U 118
JO UONTULAP B SUTBIIL I9YIIOU 1T 9sNB03( 9o119%.1d [nyLo[® s& spasooad
118 JO I0M 9 ], ‘J[osauo 01 pareridordde 10u 1ng payonoi s1 Aepoi 118
Sunyew yo Aamoygip oy L, *(VE) . J1osat 01 11 Suneridoadde inoyaim ang
Suryonoy o jurod a3 [+°] surens, ‘az0f ‘Aol 1nq ‘vr0wAue ‘2ouvssinol
‘QuawAofus Surx99s 10U {OUIYOBW [8101 B JO AB[S 93 SUIWO0I3¢ WOIJ

BACK



y1oq 01 parjdde aq uBd UOISN[OUOD SUqUWEBSY puB ‘UOIIPUOD [BniIq
-8y s Surpse3al ‘Sureq urwiny B pue SUIp[Ing ® ‘19911YdJe 9yl puL
9IN19311YDJ8 93 U9IMI2] 9OUAIQPIP OU SI 2I9YT, ‘T8 38 p[Ing 1o uSis
-Op 10U Op A9U1 USYM UIAD ‘O] AIOAD MAUB WAL SIINITISUOD ‘019
‘QuIyoBW-HND 9Y2 “19Indwod 9yl Jo Isn Y3 ‘Q0uU J0 JuIp[ing ®
Surpring pue SuruSIsap ur [[om ur0y1ad s1a1uadaed 10 $10911YdI8 19
-39y M *(£9) 191u2d1Bd J0 1091TYDIB SB SIATIOSWOYI-JO-ISN UT IAT] A]
-[eniIqey £9y3 asneoaq Ing ‘yiom 01 ind 10u os[e ued £oY1 yorym ‘Sut
-pJing 3o Teraus3od B JO SISP[OY-I[313 I8 A31]1 9SNBII] 30U ST 383 ‘Ul
-pIIng 10U 218 A9Y1 USYM UJAD UONS UTBWL, £33 JI 182 Uule[dxd 01
Jo1uadred 9y pue 10911218 91, JO [dWBXd 91 SISN UdqUIBIY
-Suryy £194 1813 01 UOTIB[aI UT pauaddey asn 2ours UOTIIP
-U09 [8N1IqBY SI1 Ul PApN[oul APBII[E ST SISNQB PUB SISN 3533 JO YoB
194 pus ‘3uIy3 181 JO UONIIPUOD [BNIIGBY 9Y) WOIJ PIPN[OXI 35 L3¢ ST
S9SN(B 10 SIS ISAYI JO UOU ‘SABM JUIIIPIP UI PISNYB 10 PISN 3¢ UBD
Sury1owos 183 ABS UBD oM SB 1SN[ "SSAUNFISN SII UT SISIXI SSI[AYIID
-A9U 3sn S11 ‘£11A110%8 JemonIed Aue a9qrIdosard 10U S9OP SUIS SIY) Ul
21N35931Y218 YSNOYI[Y "90UISIXD UIAIS ST IIqBY YOTYM UI ULIOJ [BINI
0911018 UL SB ‘2SN SB PAULIP 9q ABW dINI0NIYDIE Lem SIYI U]
*3SIX3 01 J19pJo ur 10® ojur Ind
9( 01 P22U 10U SO0P 21qBY ‘ABS 01 ST 181 (09) ,20UI1SIXd UIALS ST1I(BY
UOTUM UI WLIOY Y2 ST 3sn, IO *(89) 2SN Ul ApBAI[E SABM[®B ST 11 9SNBD
-9q “j10m 01 Ind 2q 03 SPIJU 1A, ‘AI[BUONIOUNJ POOST 10 UOTITPUOD
[BNIIqBY B JO 9SUIS SIY3 UI ‘9S[] "UONIPUOD [BNIIQBY 9XI] SUTYIOWOS
g [ ] uonerado ue 10U ‘ABS 01 ST YOIYM ‘A1I[BUONIOUNJ POOST ‘A1
-UOTIOUNJ UTBLIID B, ‘V1252.4¢oNa ST SN JO UOTITUYIP sud[eo) *(89 ‘Stoz)
uoneiado ue pue JUSWIAOW B 03 pasoddo ST 11qeY B 10 9181S B S8 3sn[
‘viS4ous [UBI[2103ISLIY 1] 01 asn sasoddo A[9AISIOIP, oYM ‘UITBL) 01
s193a1 uaquredy sapog Jo as)) a¢J, ul uonIpuo) [eniIqeH aYJ,

*(Jresat pue) 10Y10 9Y1 sywBads
11 “I9Y18Yy “J[9SII 10 10 13110 91 I0J y8ads 10U s90p 1] *A119A0d [B
-IN19911YdI8 10F s19p[oyaoe[d y10q ‘SUIpIOA S8 U93s 9q UBd (zThr) .me|
343 JO UOTIBIOUNUAL, S} USY3 ‘UONIONIISUOI-UOU SB UIS 3¢ Ued (obT)
UMO S,2U0 JO [[IM B JO BIPI AI9A 91 JO [BSNIAI 9, JT *(ebT) 2711 JO Aem
B SB pUB ULIOJ B SB UOMBIOUNUAI STYI SAYSI[BIS YoTyM 18U [SB] Inq
‘me] 911 Jo uonerounual sjdwis pus aund oy, S8 10U ‘(1h1) 2J1] pus mB[
01 109dsa1 Yam wnz.497 8 S8, 9sn SuLISYuoo s1s933ns uoquiely
‘(obt “CroT
uaquie3y) UMO SUO JO [[IM B JO BIPT AI9A 91 JO [BSNJAI 92 JO pUB
Aqqerrdorddeur Jo apow 93 UL J[9SIT 03 UJAJ INg ‘sSuryl 031 A[uo 30U
“UOTIB[AI UT J[9S1I SUIBIUTBW UITYM JFI]
1812 ASBIIUOD AQ ‘ST IOUT\ SIBLI] 9U2 JO *$90UNOUIP
1pudaie vuti0f Y3 S1ouBI JO Splom 3yl Apuauiagan os yenrds seq

(1£°s10Z yeAlds) (s9AT3s
U], g5°(0Y1) S12200 115 SRUIMOP S UBWINY -WoYl 10J MOUY PUB I0®

BACK

146

yeads [01] s103[qns passaiddo,
2y 103 Surqres uonisod o1
-SI[ENPIAIPUI 93 Y31/ SPUNOSAI
A[SuryIns uonmuysp sIyL, 88



147

‘(48T ‘110T

S9AUY) 2o1sn[ JO s3L108218D)
93 UO IO\ B SPIEMO) SION],
woJj sajonb uaquedy 06

*(¥6) sw1o3 o1qIsLI pue snowrejur A[qissod ut
£101S1Y Uu11U9s2.1d 218 SWII STUBISSIW JO SPIBYS ‘Uruefuag 01 Surp1oo
-o® ‘se 1sn[ ‘A19100s 1s1Te11dBd Ul JUasaxd Apeaife SI, £19190S SSI[SSB[O
911 182 WIB[O UBD Uaquedy Aym SI SIYJ, 9q ABW 11 I9ABYM ‘90U
-1S1x9 ordwIs S1I SB Ing [BIIUSSS SB 10U ‘uswWny 33 ST A11aneradour
ur J1as s11 se dn suado 1eym USY3 ‘UBWNY, UBWNY Y3 [[BD 03 YSIM
om J1 ‘uostad a3 103 oiqeridorddeur ST uBWNYUI Y3 IDUIS ‘UBWINY
-ul 10 9Y1[-SuIyl ST “jIoMm J1oY3 ul L11anreradour se dn suado yorym
‘uosiad ® JO J[9S 93 183 pres aq 10uusd 11 se isnf ‘Surp[mg ay3 10J
s[qeridorddeur ST uBwNY 9Y3 90UIS ‘UBWNY ST “X10M SII UI L31A11819d0
-ur1 s dn suado yorym ‘Suryl & Jo J[9S 9Y3 183 PIes 9q 10UUBd 1]
‘yons se
paouariadxa aq ATuo ued pue oqeridoiddeur A[118SS909U ST PlIOM
9y1 uonIpuod 1snf 8 yons uj *(18) ..pl1oMm 3131 JO 3181S_ B 01 spuods
-91109 IN( 193[qNS 91 JO UOISIOIP B UO PUNOJ 10U ST £119A0d, ‘Swre[o
uaquB3Y ‘IUSWSEIJ SIYI U], 06", POD) JO 91BIS B SB 10 P[IOM 91 JO 2181S
® sB [oonsn[] aq ATuo uBd SISA[BU. [BUY Y2 UI [YOIYM] AUSISIXd Y2
Jo A1089180 [BO1Y12 oY1 $918USISIP, ‘Ure(uag so1LIm ‘oonsn(,
‘urwe(usg wody saxel 9y yorym
‘(1g) Laqqerrdoaddeur Jo 18y, ‘SSUTY) JO 9IN1BU A1 01 PIIOIUUOD A]
-9S079 319531 9911sn[ J0 1d9ou09d 8 uo Furmeap £q aanoadsiad ay3 s11oAUT
uaquiedy ‘I19A9MOH ‘(08 ‘S10%) S3uIyl Jo 21n18U 9Y1 U0 Ing [***] UOTIBIO
-UNUaI JO 198 UB UO PIPUNOJ 10U SBM 18Y) 95T JO UOTIdOOUO0D B SBM [SIS
-911 UBOSIOUBL] 93 J0J]| SAISIOOP UIIQ 9ABY P[NOM IBYM, 18I SWIB[D
[I13S 3y sazpog f0 5 2¢/ [, U] *9Sn JO SULId) UI win11.497 © S© 9J1[-JO-ULIOJ
B uruygop Jo AIqrssod Yl WY1 UIAIS 9ABY p[nom ‘sa1e[noads oy
YoTyM ‘MB[ U2 03 P18 [3IM UOTIBOYNISN[ B WO SJI] 13SBUOW 19}
JO uonIUYop 91 91818dos 01 9[qBUN 2I9M SUBISIOUBI] 9Y) MOY SIGLIOS
-op uaquiedy A240a.04 159G¢SE 9G], U] UOTIIPUO)) UBWINYU] UE 10N

“I0m £19A9

Ul SSQUSAISNQ®, puB A1118Y19], U1 St ‘suonrerado a[qissod s11 Jo SWos
ur ‘suado os[® J[9s 931 181 ‘pp®. pInoys am ‘Surpeal istanisod A[2and
® WolJ A11anreradour Sunuanaid “(£9) 1om £19A3 Ul  AI[IQBSN,, pUB
La1qeaar,, aya se ‘uonrerado £13a9 ur L11aneradour [e1udd ® se dn
poauado st 1eym ST [**] J[9S 93, ‘A11A1103[(NS JO UOTIOU WISPOUW B WIOJ
P218100SSI( "SuIp[Ing & 01 pIBSaI YIIm UdAd ‘9[qIssod aw023( . J9S,,
B pUB UMO, UB JO 90UILIAAXd 91 9I] SUIYISWOS S0P “YIOM AISAD
pue v134ous K19A9 aa1BIddOUT SIOPUAI YoIym ‘[errualod jo uonerd
-W91U0d Y2 YSnoaya ATuo, 181 ‘9zndeg

pue Bzouldg yonreg 01 S9OUISFAI OYMm

=28t Buguopgpuoa ‘ g
[e31ded [8INI[MD UL PIA[OAUL USqUIBSY Y31 WIB]D Ued oM usy [,
SI 3813 90IN0S31 & SB 31 JO asn 65" (29) 209[qns
snarpinog 01 sasoddo osye 219y

B JO A1[noBJ 10 93pa[mouy ay31 10U pus

Ppasn 11qeY JO UOTI0U Y3 AI[NOe]
ojuopisoddo £1oasTya Ul 68 9JI[-JO-WLIOJ ® ST “AIqeY SB ‘as(), :A[Tenba

BACK



Jo £119A0d, 911 JO 9AT90U09 01 S[qeSsuadsIpul ST 31 UdY) ‘A30[0Uyd] JO
s1uswdo[oAap Y3 WO [qBIOOSSIPUI ST A1e10dWdIU0D 32, JT
*(S€4) 3o1121 sSnopuswan
B SB [SoW09] Aem 9[(BLIOJWIOD I1SOW PUB 1SA[AWIS Y2 UT PIAJOS ST
Sury1A19A9 YOTYM UI 9F1] JO Aem B, Auswl 9Y3 O, " paSiow A[9101dwod
aaey [**] ASo[ouro91 puB 2INIBU, PIIOM INO UI I1SIXd 1811 SasTwo1d snoj
-NOBITW 91 puB SWeAIP Y2 U (VL) Aep 912 JO 1udwoZeIN00SIp pus
ssaupes 213 107 dn [Sur]yew, sweatp pue doays ur Surpud sousriad
-X9 J0 uonIdwNSUO09I9A0 191J8 UOISSAIdap B ST 2I9Y ], “WAYI PIISNBYXD

S®BY 11 183 112708 B Yons [Furaey]| SUIILI9A9 paInoAap, A8y A3,

‘soouarradxa Suiaey Jo peaisuj 'a[qe1oadsal Jou SI pus ay3 Ing
‘PUBWIWOD-J[9S puB A1I[BUISLIO JO UOISNJ 331 ‘UOISSIOS
P21BUIWLIA] SB UOISIOAP 31 pus uoneuaAnfox renyadrad smorjoy 18yl
SursuBa[d ay3 :[enpIAIpuUl A1810dWIUOD 33 JO SYIBWI[BY Y2 918 UOLS
-109p pue fiumng *(Y24) 21qe109dsal Surgiowos 01 peay [[im 118U []
asn pap1oap pue aind yons axBW UBD AU YoIym, Jo ‘9annIsod Suryy
-owos s® £1.19A0d 11972 1d9098 £33 181 SUBIW STYI U2 ‘90UdLIddXd
WO.IJ SOATOSWAY2 991 01 SuO[ [1oylel Ing] 9oudLI1adxd mau 103 3ur
-u1ed4 o1e 91doad 181 UBIW 01 PO0ISIIPUN 9] 10U PINOYS, (S2L) . A181
-odwa1u09 91, 10J S91BIS oY Yorym ‘(VEL 666T1) pousrrodxs Jo £119

-A0d, 33 182 (242004 pup 20ua4adxs Ul SILIM Utweluag usym
*s8urprmgq ur 20%81d
9381 SI91UNOOUD 181 108] 92 :9IN10ITYDIB JO 21N1S93 SSI[PU 91 OS[B
ST 1] "9IN319911YdJe JO UONISodXa dTydsIBUB Y2 SI ‘YoNol ur wayl Jul
-d993 Inq wayl SuneFuods 10u £q WYl SUISI[BIINAU PUL ‘(PUBWWIOD)
Jop[ing 191sBW, 9Y3 Wo.aJ (UISLI0) JI95I10M19U 2A1183I0, 93 Sunreredag

(942—-SLz) "pazi[esInau pus UONB[I-UOU
J19U1 UI pas0dXa 918 PUBWIWOD SB 2G040 PUB UISLIO SB 9G/oLD
[20( 9I9UMm 108BIU0D B SB PIBIIQI 9 A[UO Ued 11 :9[dIo
-ur1d & Jo uorirsod 9y U1 9q JOASU UBD AYdJeuy [ ] pus
-wod, pue UISLIO, 10( SUBIW YI2.15) Ul 2¢o4p ULIDY ],

1SALIM USqUIBSY "9go.4p ULIS) 91D O
9IBYS 1091108, 9Y) PUB AUOIBUB, 1811 UIAIS—AZ0[0WA1 JO susow
£q pa3ordwod 9q ued UONISOdXa U Yons 19911218 31 03 PI83al PN
*As1599 U1 passa1dxa uoissed a1 YaIm SaPIOUIOd pue apIsino uonisod
B ‘uU011150d-X9 UB SB PO0ISIdpUN 3] 01 ST UONIS0dXd, yong

*(S4z) . 19mod 01 [eUIIUI AYDIBUR (1 JO UOTIISOAXd pIony ay3
YIIM SIPIOUIOD, ‘5213ss® uaquedy “Ayoreus anay B Sursiuryl jo £1iq
-1ssod ATuo 9y J,, *smoig 11 19831q 93 1582 93 SOBIIB SUO dIOW Y T,
3310/ JO UOTINITISIP B 9ZI[BNIOB 01 [ ] W] JNO JO SIUIWIAOW [BD
-nrjod pue sopaes 1ueA® O11SILIB 91 JO 9o110%1d 92 JO [°] adwaire
o1 [£q] AoewniI3a [[& Jo paALIdap, usaq sey ‘usquedy 01 SuIp.1odd®
‘yey3 smivredde wnasnuw, © Ul 1SIX9 01 MOH sousLradxy oneisoq

BACK

148



149

‘(41T °g86T) 9zZI1BWRIP 01 MOY MOUY JUPIP 9M JI 9[(ISS00BUIL
urewal prnom 3ouarradxa, 1 synd a[[rered se ‘10 *(524) 2ourisip Ino
dooy pue xoBq dais, 01 A119A0d JO 9oUSLIdAXS UB 9ABY 01 PI2U M ING
-o1doad nyromod may B [°] uByl uBWNY [SSI[ 9J8] AUBW 93, 1BYI 10N
“1omod Jo sa13070Uy591 01 PIIBIOOSSE SB PIIBAIO SBY I 20UdLIadXD

BACK



o
L
=
>
o
=
Q
0]



https://www.researchcatalogue.net/view/1427196/1427197

= 28
.%w.av
.N'.’ : |

GO TO VIDEO



https://www.researchcatalogue.net/view/1427209/1427210

162

O3dINOL OO



https://www.researchcatalogue.net/view/1427220/1427221

s L
> FRQO
SRS s

2 M
PP P e
. : ag .
..w«a-fké”"g,,
v




154

-l

ﬂingc(‘).; G397 + 331 2+ daas dayY )
SADLO Frveyqq - 3

=R e
s v79twh&J3&O&A
I3 r\a“7§
;\77(355“741)% =
— 20042 L
\ :;%é_}\!%f ;? ﬂ/{?(ix;w35%3<3kﬁ<%:§g zg

=
Y VI =700 = X

STTE X

}’ v - a0 Qb (*ﬂ?i’) 'OT%@

Wdﬁc/ ?j Ay WQ&

BACK



GO TO VIDEO



https://www.researchcatalogue.net/view/1427246/1427247

O3dINOL OO



https://www.researchcatalogue.net/view/1427255/1427256

GO TO VIDEO



https://www.researchcatalogue.net/view/1427266/1427267

O3dINOL OO



https://www.researchcatalogue.net/view/1426380/1426381

159

BACK


https://www.researchcatalogue.net/view/1427309/1427310




GO TO VIDEO



https://www.researchcatalogue.net/view/1426321/1426322

162

II1. Film: Building Cinema

Rather like my grand-daughter, who, when she
moved from one room of her flat to another,

used to think that a different sun was shining into
each one, so the cinema marked the advent of

an independent and still unknown cycle of light.
Paul Virilio

Tactile appropriation, developed with reference
to architecture, in certain circumstances acquires
canonical value. For the tasks which face the
human apparatus of perception at the turning
points of history cannot be solved by optical
means, that is, by contemplation, alone. They are
mastered gradually by habit, under the guidance
of tactile appropriation.

Walter Benjamin

Filmmaking as Architectural Art

Building Bedroom The basic association of architecture with
the polis is not mistaken; however, it must be rethought in terms of
metropolitics,in terms of capital’s subsumption of the political
by the economy.

The ‘metro’ of metropolitics is the controlling measure of pol-
itics. Politics is not lost in metropolitics; it is dominated by the eco-
nomical measure of the ‘metro’. To eliminate the ‘metro’ seems im-
possible. It is the engine of Western society’s development since at
least the Enlightenment; as Martin writes, ‘classical German phi-
losophy is at best an unconscious philosophy of capital’ (2007, 21).
If the qualifier of capital is abstraction, then knowledge is its first
medium, its first capital. Since the Renaissance it is in the study, the
small private library, where the accumulation of abstracted capital as
knowledge has taken place, as opposed to the medieval preservation
of scripture by the monks in the libraries of the monasteries. Hence
the origin of the metropolitical may be traced to early humanism in
the Renaissance, and particularly to the study of Petrarch.9* The pri-
vate libraries of the merchants, the Wunderkammer, public libraries,
and museums are conceptual and spatial products of the study.
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The advent of the digital public library in the (private) Inter-
net, and its production and its consumption in quasi-private spaces,
should not be underestimated in this genealogy. While the spaces
where individuals move—the real spaces of the cities and the virtual
spaces of the digital world—are increasingly privately owned, at the
same time many individuals feel compelled to make their most pri-
vate intimacies public. Since this urge for public contact takes place
almost exclusively in privately dominated spaces, it is deceiving and
turns every revelation into the satisfaction of private needs. The re-
sult is a sharing of loneliness, without community.

It may seem necessary to isolate politics from the economy, but
the obvious impossibility of such a separation may point to anoth-
er possibility: to reverse the control mechanism into a politico-
metry.?Inpoliticometry, as opposed to metropolitics, the ‘politico’
would be the authorising liberation of the economy. The political
public realm, as the common realm, would not cut back the econom-
ic private realm. It would redefine care for the self as the freedom of
putting oneself in a self-defining, that is to say, self-desired and not
self-interested relationship to others.

The city as the traditional public space is the primal realm of
such aredefinition. I agree with calls for reclaiming the city—such as
David Harvey’s call for urban revolutions. He carefully differentiates

between reformist and revolutionary examples, and also prudently
reflects on organisational and institutional necessities ‘imagin[ing)|
a league of socialist cities much as the Hanseatic League of old be-
came the network that nourished the powers of merchant capital-
ism’ (2013, 153). Nevertheless—and Harvey acknowledges this—the
Lefebvrian ‘right to the city’ must be reclaimed first, meaning that
the individuals who please themselves in asserting their private satis-
faction must be conscious of and committed to asserting their public
right, consequently claiming it publicly. In this light, the spatial lim-
itation of factory-based struggles as the potential origin of a revolu-
tion is questionable. Even a generalisation of labour ‘to the far broad-
er terrain of the work entailed in the production and reproduction
of an increasingly urbanized daily life’, as Harvey calls it (139), does
not yet represent the oppressed
public. Only an extension of the
‘struggles against the recupera-
tion and realization of surplus
value from workers in their liv-
ing spaces’ (140) can be fully ac-
counted for as a base for the re-
claiming of the public, Harvey
proposes, because the private

91 See Petrarca 2004.

92 In The Human Condition Arendt
shows that the separation of the econom-
ic from the political defines the private
and public realms of the polis. In the
private house, the oikos, the household,
the oikonomia, is kept through relations
of inequality distributing particular
responsibilities hierarchically, while the
public realm is reserved for the encounter
between equal, and thus free, house
lords. Since the polis, however, the city
is defined by the monetarisation of the
public realm, that is, of its privatisation,
with the consequence of making the
private concerns (existing in the house,
in the family) a public issue and thus
complicating the relation between
economy and politics (Arendt 1998,
22-78). However, even the Greek polis
taken as a whole as a composition of
public and private parts is already a
politico-econonmic conglomerate, a
polimetris in which the mezro is the
condition of the polis.
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Internet in the guise of a false public institution has sneaked into
our homes.

The site from which to approach the problem is not the city in
the first place. The site of contestation is the home, and in its most
extreme example it is the publicly displayed bedroom. The conserv-
ative position would give back its privacy to the bedroom. Progres-
sively, however, one has to engage in a public use of this digital and
corporeal infiltration between our bed linen and us.%

Perhaps this section should be called ‘building bedroom’,% rath-
er than ‘building cinema’, as the bedroom is the most intimate pri-
vate space exposed in the publicly used private Internet. However,
precisely in its cinematographic quality, through the moving image
of video chats and posts, the bedroom becomes ‘public’ and, as sug-
gested, today the bedroom-gua-cinema might be identified as the ar-
chitectural typology replacing the ‘factory’ as the place of struggle.

In the Enlightenment, according to Immanuel Kant, eventual
change could occur via ‘the public use of one’s own reason’, of which
only the ‘man [sic] of learning’ (2009, 3), like Kant himself, could nat-
urally take charge. The architectural typology for such public use was
the study, which is a private space.% The factory, as the architectural
typology housing the origins of class struggle, is certainly not a public
space in the sense of the street, but it is nonetheless a collective space.

93 The ‘apartment’ is an invention of
the Renaissance, when due to the dimin-
ishing power of the Church the public
realm of the street gained economic
importance for the merchants. In hither-
to communally used houses, in which
spaces had much less defined functions
than today, certain spaces were separated
to assure the visibility of the publicly
relevant status. Since these spaces were
set apart from the otherwise publicly
accessible spaces of the house, they were
called apartments. The genealogy of the
apartment corresponds to the genealogy
of the ‘family’ as the bourgeois model we
know today.

94 There is abundant literature on
cinema/film/documentation related to
architecture/urban/art which is for obvi-
ous reasons only marginally important
for this study. A selection would include
Bull et al. 2011, Cairns 2013, Hohenberger
et al. 2016, or Penz et al. 2011. With re-
gard to film and architecture I will mainly
draw on Benjamin’s Work of Art essay,

also on Virilio, Agamben, and Deleuze.
However, a selection of the abundance of
modern and contemporary thought
dedicated to the cinema would include
Jameson 2007, Kracauer 1995, Shaviro
2010, Steyerl 2012, Stiegler 2010b.

95 Kant’s 1784 essay ‘What is Enlight-
enment?’ affirms that a revolution is
possible and ‘may well put an end to
autocratic despotism and to rapacious

or power-seeking oppression, but it will
never produce a true reform in ways

of thinking. Instead, new prejudices,

like the ones they replaced, will serve as
a leash to control the great unthinking
mass’ (2009, 3). This is why the public
‘can only achieve enlightenment slowly’
(3). Therefore, for Kant, ‘a lesser degree
of civil freedom gives intellectual free-
dom enough room to expand to its fullest
extent’ (10). Kant’s position is completely
at odds with our ideas of anti-capitalist
change. Nevertheless, it is of interest
that the space in which potential change
is located is private.

When Martin argues that ‘the transition from the history of

spirit to the history of modes of production was a fundamental inno-
vation by Marx, displacing the philosophical project to grasp the ab-
solute by the critique of capitalism’ (2009, 487), this correlates with

the shift from the abstraction of thought as knowledge-form capital

to the abstraction of labour as work-form capital—or from the study

to the factory, or from head to hand.

With regard to the transition from ‘the study’ to the ‘factory’ to
the ‘bedroom-gua-cinema’ we should, however, look for the next miss-
ing element in the .../knowledge/work/ ... sequence. If, as Martin
proposes, classical German philosophy was indeed a philosophy of
capital, albeit unconsciously, and if ‘the transition from the history
of spirit to the history of modes of production was a fundamental
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innovation by Marx’ (2009, 487), then it must be asked: of what is
Marx’s critique of capitalism an unconscious philosophy?

The .../knowledge/work/ ... sequence may be put in a produc-
tive correspondence to Foucault’s societies of sovereignty and disci-
plinary societies. The spiritual realm of knowledge and truth links
with the will of a sovereign and its court structure, while the indus-
trial realm of production and money links to the disciplinary rules
structuring the forces at play in a factory, taking into account the
bosses, the workers, and the unions. Further, according to Deleuze,
the current societies of control, which succeed the disciplinary soci-
eties, have been marked until now neither by will nor by rule but
by (self-) control and (self-) management, which is unsurprising-
ly indifferent to what (and whom) it manages since the principles of
management are the same everywhere (and for everyone). Deleuze
also reveals what, according to him, ‘perhaps [...] expresses the dis-
tinction between the two societies best’:

Discipline always referred back to minted money that
locks gold in as numerical standard, while control relates
to floating rates of exchange, modulated according to a
rate established by a set of standard currencies. (1992, 5)

The shift from truth value to exchange value suggests another shift
either to exchange rate-value or to use value, one which would re-
quire yet another history after that of spirit and that of modes of
production, namely a history of relations and uses.

While in societies of sovereignty the notion of hierarchy makes
little sense because the will of the sovereign is absolute, the balance of
disciplinary societies depends on a hierarchy in which the exchange
value of each element finds its place according to temporally fixed
rules. In an ever-fluctuating network of innumerable factors, howev-
er, any exchange-rate value is permanently floating—demanding so-
phisticated mechanisms of control. Relations become fundamentally
contingent. What is fixed in societies of control is not a particular
state but the virtuosity of how it is dynamically managed.®® Neither
relations nor uses are fixed, but are constantly redefined. What is ex-
posed more than ever in societies of control is neither knowledge nor
wealth but the use of bodies. The proposition of continuing the dis-
cussed sequence is .../knowledge/work/life/ ... and the correspond-
ing activities, architectural typologies, and body parts should reflect
their most primordial functions: head, studio, thinking, knowl-
edge/hand, factory, production, work/genitals,” bedroom,
reproduction, life. The joyful or

destituent counterparts would 96 See Paolo Virno's A Grammar of the

Multitude on how virtuosity ‘characteriz-
es [...] the totality of contemporary social
production’ (2004, 61).

97 Genitals relate to the reproductive
function of the body, which is somehow
linked to the bedroom, although this link
is certainly constructed. One could
replace it with another bodily function—
digestion—and consequently construct a
relation to the kitchen and the bathroom.
The use of ‘genitals’ here is not a final
decision; rather, it is the example that
seemed to fit best with regard to a
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be non-knowledge or acéphale experience, inoperativity or achiral
existence, and erotic or aphallic ecstasy.?®

The student writing in the study for a collection of readers, the
worker in the worker’s house starts reading in the night thus realising
political equality, the workers of the factory who go on the street to
demand fair wages: in each of these cases there is a private space shot
through with politics.? The technological possibility of visually (but
also conceptually) projecting political emancipation into the world
from most private spaces makes the bedroom-gua-cinema a place re-
lated to the masses, as was cinema at the beginning of the twentieth
century; however, opposed to the factory, cinema was unrelated to
productive work. In the network of bedrooms, equipped with the un-
countability of the masses, the gravity of this new cinematographic
potential has revolutionary measure.

Demolition of a Wall Paul Virilio writes that ‘the architecture of
the set, with its spatial mass and partitions, supplanted free montage
and created a new narrative ellipsis [...] an independent and still un-
known cycle of light’ (Virilio 1989, 13). He illustrates this cycle with
the example of the film Démolition d'un mur (Demolition of a Wall)
made in 1896 by Auguste and Louis Lumiére, a short single-shot se-
quence showing the demolition of a wall by workers on a building site.

contemporary digital exhibitionism
as related to the former cinema for
the masses.

98 The concept acéphale originates
from Greek akephalos, ‘headless’, and the
name of a public review and a secret
society created by Bataille in the 1930s.
The concept achiral joins the word ‘chi-
ral’, from Greek kbeir, ‘hand’ (as e.g. in
chiropractic), with the negating prefix
‘a-’; a figure is achiral if its image in a
plane mirror can be brought to coincide
with itself, which is the case if it has at
least one axis of rotation; see Wikipedia:
https://en.wikipedia.org/wiki/Chirality.
The concept aphallic is a neologism that
joins the word ‘phallic’, from Greek
phallds, ‘erect penis’, with the negating
prefix ‘a-.

99 Compare with Jacques Ranciere’s
concept of ‘equality [as] the condition
required for being able to think politics’

(2006, 52). However, Ranciére points out:

‘equality only generates politics when it

is implemented in the specific form of a
particular case of dissensus’ (52).

100 The pasting of actual footage of
film reversely poses a geometrical prob-
lem. Since the frames of the footage
sequentially follow one under the other
their reversal turns them upside down.
To avoid this, one would have to cut

the sequence in single frames and reverse
their order. The technique my father
and I used to produce reversed footage
was to hold the camera upside down
when shooting. Consequently, when
turning the footage so that the order of
images was reversed, the orientation

of the image was also turned back on the
feet, so to speak. However, one specific
scene can only be filmed once with analo-
gous film. Therefore, it can be assumed
that the Lumiere brothers projected the
reversed image by running the original
footage backwards, simply rewinding it
in front of the lens at original speed.

After this sequence the film is immediately projected in reverse by
the Lumiéres, making the wall miraculously rise from the dust to its
initial position. Although it is technically possible that the Lumiére
brothers pasted a reverse copy of the sequence on the original it is
more probable that they reversed the direction of the projection at
the end of the screening—each time—Iletting the same footage of the
film run backwards through the projector.*® It would not be surpris-
ing if the forward/backward movement was the result of the neces-
sary rewinding of the film through the projector, resulting in a playful
back and forth eventually leading to the conscious ‘introduc[tion of |
trick photography to the world of cinema’ (14).

Henceforth, Virilio writes, ‘doors would open in houses with-
out a fagade, so that the cross-sectioned partitions between rooms
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appeared as thin as the chinks between frames of the film’. He con-
cludes that in this way film directors showed that they paid little at-
tention to shifts in cinematic time, as ‘even in a confined architectural
space the whole problem is one of speed’ (14).

Indeed, the demolition of the wall and its subsequent reconstitu-
tion in the film is incommensurable with either the actual demolition
on the building site or the interior wall of the cinema on which the film
isbeing screened. Nevertheless, one should be wary about too quickly
linking an accurate reproduction of spatio-temporal conditions with
authenticity. The shift from the mere filming of a demolition of a wall
to its reconstitution by means of a trick ‘was as astonishing for those
early pioneers as it was difficult to invent’ (Virilio 1089, 13). This shift
from the mere possibility of mechanical reproduction of an image to
‘the work of art designed for reproducibility’ (Benjamin 20072, 224) is
not consequential. In historical retrospect as well as from a technical
perspective, a reproducible work of art is inherently designed for re-
producibility, yet the means of reproduction does not predetermine
outcome. Filmic documentation of research changes the research in
an unpredictable way: documentation is a work of art in itself. Yet
documentation is an art form that creates an intense relation between
the documented and the means of documentation, generating a life
form because it exhibits nothing but this relation.

Making a Difference by Indifferentiating Difference Deleuze
writes in Difference and Repetition that ‘indifference has two aspects:
the undifferentiated abyss, the black nothingness, the indetermi-
nate animal in which everything is dissolved’, and ‘the white noth-
ingness, the once more calm surface upon which float unconnected
determinations like scattered members: a head without a neck, an
arm without a shoulder, eyes without brows’ (1994, 28, my emphasis).
Deleuze differentiates indifference, asking ‘is difference intermedi-
ate between these two extremes 2°(28).

On the black side there is the ‘indeterminate’, the animalis-
tic, which ‘is completely indifferent’ (28). In other words, itis com-
pletely terminated, since it is not de-terminate. It is indiffer-
ently rooted in its originality and nothing else.

On the white side there are ‘floating determinations’, scat-
tered on the surface, which ‘are no less indifferent to each other’ (28).
In other words, these ‘floating determinations’ are indifferent to one
another because they float, because they are suspended, captured on
the surface of a superficiality lacking spatial depth. Here they seem
tobenoless completely terminated, not as the originally
indeterminate, but rather as something that has ceased to be deter-
mined. Such a relapse evokes Agamben’s conception of contingency
as ‘decreation;, as if it were a de-determined originality.
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Is not the differentiation of indifference as such illogical,
since it always has the same effect, namely, to be indifferent? Indeed,
Deleuze asks if difference is not ‘the only extreme, the only moment
of presence and precision’, rather than being ‘intermediate between
these two extremes’ (28) of indifference. Thus he restores indiffer-
ence to itself—there is no longer any black and white—stating that
difference is the state in which one can speak of determination as
such’ (28).

If determination is the process that uproots a concept and po-
tentially leads it towards a new terminus, then neither indeterminate
indifference nor de-determined indifference describes such a process.
They are always already terminated, albeit in different ways, as they
provide for a groundless ground or an endless end. They are always
either already over or yet to come. Any indifference can only present
itself as transcendent differentiation; that is to say, as experience.
Such difference pulls the ‘surface’ of ‘floating determinations’ back
to the indeterminate ground; or rather it appears to raise the inde-
terminate ground to the height of the ‘surface’ of ‘floating determi-
nations’, thus showing that, to exist, difference has to be made, ‘or
makes itself” (28).

Such a difference is only the ‘extreme’ state of ‘presence and pre-
cision’, of ‘determination as such’. Indifference nevertheless exists

¢

in presence, but ‘difference is [the] state in which determination takes
the form of unilateral distinction’ (28); and yet that from which it
distinguishes itself does not distinguish itself from it.

Deleuze uses the example of lightning, which ‘distinguishes
itself from the black sky but must also trail it behind, as though it
were distinguishing itself from that which does not distinguish itself
from it’; this evokes the striking contradiction: ‘It is as if the ground
rose to the surface, without ceasing to be ground’ (28). Deleuze’s
difference operates on a differentiation of indifference as a ground
that rises and grounds the determinations of the surface in itself.
To putitin other words, in Deleuze’s example, indifference does not
distinguish itself from difference, but difference distinguishes itself
from indifference.

In the chiaroscuro images evoked by the example of lightning,
in which ‘the determined maintains its essential relation with the un-
determined’ (29), Deleuze insists on the cruelty and monstrosity of
difference and determination. It is not his aim ‘to rescue difference
from its maledictory state’ (29); on the contrary, the shining ‘image
of thought which presupposes itself” must be destroyed in order to
give way to ‘the genesis of the act of thinking in thought itself” (139).
Although Deleuze does not say so explicitly, his strategy appears to
be the inverse of what we see. Rather than making a difference by
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differentiating indifference, which he considers to be a false move or
‘a poor recipe for producing monsters’ (28), he makes a difference by
indifferentiating difference: ‘Itisbetter to raise up the ground
and to dissolve the form’ (28-29).

Political Exhibition Value ‘Architecture’, writes Benjamin in
the last section of the essay The Work of Art in the Age of Mechanical
Reproduction, ‘has always represented the prototype of a work of art
the reception of which is consummated by a collectivity in a state
of distraction, [as] buildings are appropriated in a twofold manner:
by use and by perception—or rather, by touch and by sight’ (20074,
239-240).

Deleuze’s inverse or invisible conception of indifference, main-
taining its essential relation with his concept of difference at all times,
may be applied to architecture in Benjamin’s terms. Benjamin assigns
the visual appropriation of a building to ‘noticing the object in inci-
dental fashion’; that is, ‘optical reception’ ‘determine[d] to a large ex-
tent’ by ‘habit’, which is a means of ‘tactile appropriation. Where the
text does not refer directly to the English translation at hand, how-
ever, theterm tactile reception isused in order to avoid an un-
derstanding of appropriation as related to property. The ‘appropria-
tion’ of buildings Benjamin discusses has nothing to do with property

or ownership but rather with the specific ways in which buildings
are being received (‘by use and by perception’) (240). Moreover,
Benjamin uses the term zaktile Rezeption in the original.

The ‘state of distraction’ in which a ‘collectivity’ ‘consummate[s]’
architecture corresponds to the raising of the ground of tactile in-
difference to the level of optical differentiation, rendering ‘optical
reception’ tactile, or rather establishing the essential relations be-
tween the two. Indeed, we can see architecture and we can look at it;
looking at it, however, always falls back on just seeing it—that is, on
touching it with our eyes, as if they were hands helping us find our
way in a state of distraction.**

For Benjamin distraction is instructive in comprehending what
he calls the ‘exhibition value’ of the work of art, which he suggests is
foregrounded in mechanically reproduced works of art such as pho-
tography and film. Benjamin sets ‘exhibition value’ and ‘cult value’
in opposition. As cult value he understands ‘the unique value of the
‘authentic’ work of art [that] has its basis in ritual, the location of
its original use value’. Due to the mechanical reproducibility of the
work of art, Benjamin argues, ‘the instant the criterion of authentic-
ity ceases to be applicable to artistic production, the total function of
art is reversed. Instead of being based on ritual, it begins to be based
on another practice—politics’ (224).

101 On touching, see Nancy 2008 and
Manning 2007.

BACK



170

Whereas ‘with ceremonial objects destined to serve in a cult
[...] what mattered was their existence, not their being on view’ or
being exhibited, ‘with the emancipation of the various art practices
from ritual go increasing opportunities for the exhibition of their
products’ (224—225). In the ritual work of art the cult value was
its use value—that it ‘would seem to demand that the work of art re-
main hidden’ (225). However, in a political work of art’s use value, the
political itself'is already hidden behind its exhibition value. Politics,
for Benjamin, is the location of the original use value of the exhibi-
tion value of the work of art in the age of mechanical reproduction.
The specific kind of approach to such art is not ‘free-floating contem-
plation’, or its celebration as ‘magic, [but] that of testing’ (225—229),
of research and criticality.

By drawing on architecture Benjamin shows that ‘free-floating
contemplation’is not the same as ‘distracted consummation’; the two
approaches depend on the ‘nature’ of the work of art. He argues that
‘free-floating contemplation’ is a false move, the mirror image of'a fake
cult, which in times of mechanical reproduction creates a fake spirit—
in his epoch, that of fascism; today, considering the omnipresence of
corporations, the fake spirit is that of neo-liberalism. In the manner
that this falseness of spirit is created, there is a structural identity
between fascism and neo-liberalism. ‘Distracted consummation’,

inattentive criticality, or ‘absent-minded’ examination, on the other
hand, enable mastery of ‘the tasks which face the human apparatus
of perception at the turning points of history [...] gradually by habit,
under the guidance of tactile appropriation’ (240). While the first
‘render][s] politics aesthetic’, and thus, according to Benjamin, may
only ‘culminate in [...] war’ (241), the latter politicises art, distracts
from aesthetics, and thereby allows for a consummation of history:
‘Communism’ (242).

Benjamin’s criticism of humankind’s self-alienation is as true
for neo-liberalism as it was for fascism: ‘{Mankind’s| self-alienation
has reached such a degree that it can experience its own destruction
as an aesthetic pleasure of the first order’ (242), albeit neo-liberalism
appears today under the guise of an aesthetic of no aesthetic. Hence
Benjamin’s response to fascism in the form of politicising art and
his defence of communism is as true today as it was in his times. It is
necessary, however, to take into account the transformed relation
between art and life in today's neo-liberal conditions.
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Architectural Art as Critical Theory

Touching Theory Theory understood not as knowledge but as
touching allows architectural practice to be defined as a means of
understanding the world by politicised tactile reception, rather than
as a tool for shaping it. The politicising of today’s works of art by
tactile reception takes place in artists’ endlessly but critically lived
labour and gestures. Today any work of art is theoretical by means
of a practice of touching. Discursive practice and its seemingly par-
adoxical use in works of art should be read, therefore, as the self-crit-
ical manifestation of a refusal to stop working as art. The hope of
evicting the neo-liberal ideology of control and compliance resides
in tactile reception as a means of theoretical understanding, rather
than as knowledge fabrication, which is critically lived in an archi-
tectural practice that attempts to understand itself as architecture.

Agamben’s essay ‘Absolute Immanence’ constitutes a possible
foundation of his philosophical project as a form of philosophical in-
heritance (from Foucault and Deleuze), based on the assumption that,
today, blessed life lies on the same terrain as the biological body of
the West’ (19992, 239). Agamben notes that for Deleuze ‘life as ab-
solute immediacy is defined as “pure contemplation without knowl-
edge™ (233), continuing:

3

Deleuze’s two examples of this ‘contemplation without
knowledge’, this force that preserves without acting, are
sensation (‘sensation is pure contemplation’) and habit
(‘even when one is a rat, it is through contemplation that
one “contracts” a habit’). What is important is that this
contemplation without knowledge, which at times recalls
the Greek conception of theory as not knowledge but
touching (zhigein), here functions to define life. As ab-
solute immanence, a life [...] is pure contemplation
beyond every subject and object of knowledge; it is pure
potentiality that preserves without acting. (233-234)**

Agamben suggests in a sub-clause, as if he hesitated, that what
defines life is theory, if theory is conceived not as knowledge but
as touching. Theory, as ‘absolute immanence’, is pure contemplation
beyond any subject or object of knowledge; it is the theoretical as
pure potentiality that preserves itself without acting, as the ‘eternal
return’ of ‘the yet-to-come’ (Deleuze 1994, 91).

Both corporate architecture and contemporary architectural
production as a whole—understood here as the totality of building
production—are dominated by neo-liberal conditions; beyond star
architecture, this includes and challenges architectural and urban

102 Incorporating quotations from
Deleuze and Guattari 1994, 212-213.
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initiatives such as community building, urban gardening, and local or
ecological architecture. These initiatives cannot escape the neo-lib-
eral pull, as under capitalist conditions everything can be made prof-
itable. More importantly, neo-liberal activity functions not unlike
urban gardening. Each of these urban activities operates as part of a
self-regulatory market economy. As contemporary architecture un-
der such conditions often seems to be ruled by absolute immediacy
and indifference, one might claim that contemporary architecture
and its production are absolutely theoretical in terms of contem-
plation without knowledge. Following Agamben’s claims that beat-
itude and the biological body of the West today lie on the same ter-
rain, it follows that there is absolute indifference between all forms of
spatial production.

Nevertheless, considering indifference as more than a symptom
of the neo-liberal condition and instead trying to understand it in
relation to architecture by means of lived critical philosophical and
artistic enquiry, it is possible to use indifference through a redirec-
tion of indifference to humankind’s ends. Rather than resisting or
countering neo-liberalism as an ideology, this strategy bears witness
to the work of thinkers who try to understand the neo-liberal condi-
tion as it presents itself'in reality, to grasp and defer its political po-
tentials to unexpected grounds (Fisher 2009; Feher 2000). Equally it

bears witness to those thinkers who have a historical understanding

of neo-liberalism not as an extreme of capitalism but as an ideology
(Mirowski 2013; Dardot et al. 2013). According to Mirowski the per-
version of this ideology is that ‘neoliberalism as a worldview has

sunk its roots deep into everyday life, almost to the point of pass-
ing as the ‘ideology of no ideology’ (2013, 28). “The most thorough

examination of ‘how contemporary architecture became an instru-
ment of control and compliance’ to date can be found in Spencer’s

The Architecture of Neoliberalism (2016, subtitle). Spencer, however,
deliberately remains on the level of ‘unproductive negativity and its

hateful criticality’ (163) without providing an alternative, neither in

content nor in style.

When the aesthetics of a dominating ideology becomes anti-
aesthetic, then things get complicated for politicised art. To keep
faithful to its political anti-aesthetic, art must claim its lived criti-
cality by saying more than what art looks like (in its not looking like
anything whatsoever). First, ‘neo-liberal non-aesthetic’ and ‘artistic
non-aesthetic’ look the same. Looking closely, however, one says
more than the other—but this is more haptic than visible. Such a
haptic dimension of theory in discursive practice, as the politicised
dimension of art, can still be experienced in a state of collective dis-
traction only, as Benjamin suggests.
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Criticality of Architectural Gestures Benjamin assigns ‘con-
templation’ of a poem or a painting to ‘middle class society’. In the
decline of the latter, ‘contemplation became a school for asocial be-
haviour [that] was countered by distraction’. Contemplation and dis-
traction are received and valued on the plane of the exhibition value
of the work. In distraction Benjamin perceives a shift from a distant
presentational exhibition to the quality of touch. Drawing on the
Dadaists, Benjamin describes their art as ‘an instrument of ballistics.
It hit the spectator like a bullet, it happened to him, thus acquiring
a tactile quality. [...] Film, the distracting element of which is also
primarily tactile, being based on changes of place and focus which
periodically assail the spectator’, for Benjamin, like Dadaist art, ‘con-
stitutes’ a ‘shock effect’, however one that is technical, not moral. ‘By
means of its technical structure’, Benjamin concludes, ‘the film has
taken the physical shock effect out of the wrappers in which Dadaism
had, as it were, kept it inside the moral shock effect’ (238).

The conjunction of Benjamin’s insistence on architectural hap-
tic habit (reproduced in cinematographic space as ‘absent-minded’
examination) with Agamben’s insistence on theory as touching also
extends Benjamin’s conclusion to Deleuze and Guattari’s notion of
‘contraction’. While it is certainly important to rely on contemplation
‘at the turning points of history’, it is questionable whether the latest

technological innovation is the appropriate means for its artistic ap-
plication. If, as Deleuze remarks, ‘the two operations belong to the
same horizon,, for example, ‘life becomes resistance to power when
power takes life as its object’ (1988, 92), then taking the latest tech-
nological development as its starting point for investigation cannot
be the most appropriate. There simply is no most appropriate.

Agamben points to such a difficulty when he remarks that ‘the
concept of resistance here must be understood not merely as a polit-
ical metaphor but as an echo of Bichat’s definition of life as “the set
of functions that resist death™ (1999a, 232). Remembering Foucault’s
crisis resulting from his realisation that ‘life is what is capable of
error’, we can understand the whole inverted complexity of the
problem when Agamben asks the critical question:

[Does the concept of life as ‘the set of functions that re-
sist death’] truly suffices to master the ambivalence of to-
day’s biopolitical conflict, in which the freedom and hap-
piness of human beings is played out on the very terrain—
bare life—that marks their subjection to power [2] (232)

As human beings subjected to this biopolitical conflict we touch our
own lives, and it does not surprise that the last moves of Foucault
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and Deleuze are concerned with life and, more precisely, with the self.
However, is not this move, according to their own assertion of ‘error’
and a vitalism rooted in the inactive ‘contraction of the elements of
matter’, a shadowboxing that, rather than striking a breach into po-
tential futures, multiplies the biopolitical monstrosities themselves?

Should not one take seriously Benjamin’s reinsurance of the cine-
matographic space in architecture—architecture here understood as

the realm of ‘use’, ‘touch’, ‘habit’, or even gesture, insofar as gesture

is understood not as an actualisation of a means towards an end but

rather as 2 means as such?

Architecture tends towards tactile reception by the masses in-
dependently of'its (ideological) means of production. This tangibility
beyond visibility is its political potential and our hope. Architecture
shows a tendency towards an indifferentiation of itself'in its environ-
ment. In an environment, habit—as a contraction, as a life, or as an
imagination—tells more than what we see. Even though Bataille may
be right that architecture ‘is only the ideal soul of society, that which
has the authority to command and prohibit’ (Bataille 1971-88, 1:171),%°3
and thus represents dominant ideology, it is also true that architec-
ture always reveals more than any ideology would want us to see.™4
The potential for the criticality of architecture—but also the poten-
tial for its non-knowledge, its inoperativity, its eroticism—resides

103 As translated in Hollier 1992, 47.

104 See the model photographs by Demand,
who builds models of photographed,
ideologically charged scenes, eliminating
those elements that charge it with ideology,
thus exhibiting the gesture of their pure,
meaningless form.

not in its making but in its tactile reception, in touch: not in archi-
tectural practice as a means of producing architecture, but architec-
tural practice as a means of understanding itself as architecture; ar-
chitecture as a means of understanding what and how architectural
practice produces.

If we may conclude that the indifferentiation of art into life is
already proper to architecture and that this artistic process of indif-
ferentiation might be called an architectural gesture, then we must
conclude that the making of architecture, in order to be an architec-
tural gesture, indifferentiates itself into lived architectural practice
by tactile reception. Only if lived criticality of (architectural) making
coincides with criticality of the made (architecture) is there hope for
evicting the neo-liberal ideology of control and compliance.

The Architectural Gesture of Building Cinema If the mode of
tactile reception developed with reference to architecture ‘finds in
film its true means of exercise’ (Benjamin 20072, 240), in what way
different from the nowadays out-dated ‘shock effect’ does film meet
architecture’s mode of reception halfway?

In his Notes on Gesture Agamben claims that ‘the element
of cinema is gesture and not image’ (2000, 55). Extend-
ing Deleuze’s concept of movement-image, Agamben argues that in
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it ‘the mythical rigidity of the image has been broken. [...] Neither

poses éternelles (such as the forms of the classical age) nor coupes

immobiles of movement’ (55) are images properly speaking. In each

case, they establish relations to spatio-temporal movement through

‘voluntary memory’ (known or unknown history) or involuntary mem-
ory (the before and after of the momentary section the image cap-
tures). Each image ‘could be seen not as immovable and eternal forms’,
writes Agamben, ‘but as fragments of a gesture or as stills of a lost

film. [...] Cinema’, which exposes the gesture as such in what Deleuze

calls coupe mobile, ‘leads images back to the homeland of gesture’ (55—
56), concludes Agamben.

If applied to an activity enacted by an actor in a film, what con-
stitutes the gestures is neither the actor’s practice of acting (which
would include rehearsals, multiple takes, isolated actions, etc.) nor
the finality of the enacted act (for instance, the act of killing another
person does not end in the death of another actor). The example
that Agamben gives—which neatly fits the site of the bedroom-qua-
cinema—is pornography. This example is pertinent because it makes
explicit the relation of the gestures of the actors to the audience:

Justasinapornographic film, people caught in the act of
performing a gesture that is simply a means addressed to

the end of giving pleasure to others [...] are kept suspend-
ed in and by their own mediality—for the only reason
of being shot and exhibited in their own mediality—and
can become the medium of a new pleasure for the audi-
ence (a pleasure that would otherwise be incomprehen-
sible). (58)

Strictly speaking, the practice of the pornographic actor is acting,
not giving pleasure to others, and the acting produces not the pleas-
ure of the other actor but the pleasure of the audience. Certainly, the
actor’s enactment of giving pleasure does not make the actor a sex
maniac in private life, just as the other actor cannot claim to have
been sexually harassed. The actor’s enactment of giving pleasure is
neither a practice (acting as such, whatever it is, is the actor’s end
in itself) nor a production (the film and its exhibition with a certain
effectin a cinema is the action’s end). The actor’s enactment of giving
pleasure is nothing but gesture as ‘pure and endless mediality’ (59).
In the same sense, in language ‘the gesture is [...| communica-
tion of communicability’ (59). Analogically we can say that in archi-
tecture the gesture is building of buildability. Moreover, just as in
language communication can be spoken or written, in architecture
the gesture is the active building of buildability and the built building.
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Following the logic according to which Agamben claims that
‘from this point [gesture as pure communication of communicability]
derives [...] the proximity between |[...] philosophy and cinema’, we can
propose that, just like ‘cinema’s essential “silence” [is] exposure of the
being-in-language of human beings’ (59-60), architecture exposes its
building in its own mediality.

In this sense the architectural gesture can be seen as received
from cinema—in its being-in-language—and their conspiratorial
potential lies in the principality of tactile reception they share.
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Prospective Notes

Cela est bien dit, répondit Candide,
mais il faut cultiver notre jardin.
Voltaire

This evocation of compassion is

the very essence of humour.
Fyodor Dostoyevsky
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105 Thinking of the differenti-
ation Spivak makes between
‘desire’ and ‘interest’, Deleuze’s
distinction, which seems to
assign ‘passion’ to the uncon-
scious or irrational, appears
banal. Using a term Latour
borrows from Gabriel Tarde
we can distinguish rational
interests from ‘passion-
ate interests’ onone side
and disinterested desire
on the other. The difficulty of
imagining a person doing
something that is absolutely
disconnected from this per-
son’s interests justifies calling

Theoretical Reflections

Idiotic Research The idiot is neither the one who does what
seems rational nor the one who does what seems pleasurable, ac-
cording to Deleuze. Referring to Fyodor Dostoyevsky’s The Idioz,
Deleuze’s idiot is the one who knows that beyond consciousness
and passion, there is a question, there is a question, there is a ques-
tion—Dbut what is it2*°s Maybe research is idiotic, when it seeks
questions rather than answers. To answer this question one would
have to start with the results and then ask, by looking at the work,
if there is (or there will have been) a question. The result is, in short,
a study that is a production of a mode of writing and also a produc-
tion of other modes of researching. If knowledge appears, then it has
been hardly produced; rather, it has been having—not in the sense of
possessing, rather as habituating—and using knowledge (or ways of’
knowing) by means of the work of art.

This writing has found a mode that at times seems authorless;
theoretically, however, it cannot afford this absence entirely. The art-
ist confronts the non-art of writing an academic text with the writing
of an academic text as art. The encounter between the conventions
of research and the ethos of art takes place, however, as art, with
nothing in its place. This writing builds its ‘logic’ and ‘integrity’ in
an original sequence of ‘quotes’ and ‘glosses’, as Benjamin suggests
in his Program for Literary Criticism, which draws a critical sketch
of original knowledge by saying nothing new, as it were. Glorious
or not, my hope isthat disinterested desire shinesthrough—
communes passionately—shedding a light (on things) that may not
be new but are unknown.

Equally, the mode of taking care of knowledge by means other
than writing draws the conventions of research into the ethos of
art. In this drawing, the visual non-art character of research prac-
tice and documentation touches the work of art, its practice. At the
beginning, as described in the intro-
duction, art practice literally took the
writing of an academic text as if it were
its own practice and filmed it, inevita-
bly realising that any form of docu-
mentation generates its own ges-

this person an ‘idiot’. Yet it is
also the precise opposite of the
world Voltaire was fighting in
Candide ou I'Optimisme, where
all events are concatenated

in ‘the best of possible worlds’
(Tous les événements sont

enchainnés dans le meilleure des
mondes possibles (2007, 149)), at
times recalling the ‘smoothness’
of our own. ‘That’s well said,
answers Candide, and turning
to a work that is being demand-
ed from him and that will give
him joy, adds: mais il faut
cultiver notre jardin (150).
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tures. It constitutes another practice
and therefore never represents what is
being documented other than the act of
documenting itself.

One could also, conveniently, dis-
tinguish between discourse and spatial
practice. Most definitly since Foucault’s



discourse on language we know that discourse is a spatial practice.
However, in consequence, does he not also show us inversely, at least
unconsciously, that spatial practice is discursive? When building
a (research) wall parallel to an already existing wall as its inverted
model then this entire setup—the walls, the gap between them,
and the territories that are both supporting them and separated by
them—enter into a relation with various sociocultural and spatial
discourses.*® Through an original sequence of spatial ‘quotes’ and
‘glosses’ the wall draws a line that is a critical sketch of original knowl-
edge, with its own ‘logic’ and integrity’, by constructing nothing
new, as it were. As in writing, in spatial practice disinterested
desire may shine through shedding lights hitherto unknown.

Such a work of art, inverted by (gravitational) forces, consti-
tutes a2 model that may contribute to a new understanding of archi-
tecture, less as consumed, but rather as consuming itself, or under-
standing architecture as being and having a habitual condition. It
may also contribute to a formulation of art practice that spends
itself'in a voiding and thus becomes a critical life form vis-4-vis dom-
inant ideology. By looking at what has been done, a seemingly idiotic
question for the work of art shows at the root of this work: how to
receive the political by academic study?

This question shows its idiocy by means of showing. It politi-
cises a deeply rooted private use, which is idiotic. It reveals the ques-
tion ‘what is the question?’ as its foundation. The question ‘what is
the question?’ is the most fundamentally critical, as the revelation
of idiocy is a pure political act. What remains to be done, in conclu-
sion, is to keep distance by staying in touch and to continue—go to
the crossroads!

Paris is the starting point for joining two perspectives in a
single project: on one side, the spatio-discursive exploration of the
acquaintance and potential friendship between Bataille
and Benjamin asanincommunicable instance of getting ready to
overturn things; on the other, the spatio-discursive cinematographic
exploration of the current use of the prehistoric cave of Lascaux
in the South of France.

‘Theoretical Coincidence’ When in the 1930s Benjamin was
writing at the Bibliothéque Nationale in Paris, Bataille was employed
there as a librarian. Although they never refer to each other in their
texts, their closeness and a substantial exchange are more than prob-
able. For a discussion between Benjamin and the College de Sociologie,
wich was co-founded by Bataille, there
is evidence furnished in letters and, for ~ 106 In the field of art, for
example, in a text by Pierre Klossowski. ~ x2mple. this could apply to the

. ] . . Green Light Corridor, by Bruce
Benjamin’s disconcertion provoked by =~ Nauman, an installation of two
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parallel walls between which
2 person can just squeeze
through sideways (Nauman
1996).
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107 See Rupp 2007, 297.

108 A phalanstery (phalanstére)
is a self-sustaining (utopian)
community including the
concept of free love. It was
developed by Charles Fourier
in the nineteenth century and
realised on several occasions.
The most famous example of
modern architecture that
draws on Fourier’s concept is
Le Corbusier’s Unité d’Habita-
tion in Marseilles. The Israeli
Kibbutzim are influenced by
the concept of the phalanstére.

the ambiguity of the acéphale a-theology caused him, according to
Klossowski, to confront this group of French intellectuals with the
conclusions he had drawn from his analysis of the intellectual bour-
geoise German evolution: the metaphysical and political pledge and
outdoing of the incommunicable had prepared the psychological ter-
rain favourable for Nazism.*” In return they accused him of a per-
sonal version of a ‘phalanstery’ renewal, which would make work an
accomplice of desire and greed, thus ceasing to be its castigatory
compensation.*® That Benjamin entrusted his manusecript of the
Arcades Project to Bataille just before he left Paris escaping from the
Nazis suggests that the relation between them was not superficial.*?
Considering the Arcades Project as an expending theory, recalling
earlier works of Bataille, suggests that the relation between the two
thinkers was ambiguous, marked by attraction and repulsion.

Gerhard Rupp’s pointing to the idea of ‘theoretical coinci-
dence’with regard to the (missed) encounter between Benjamin and
Bataille seems promising not least from the perspective of an un-
derstanding of architecture as encounter.™ What are the theoreti-
cal spaces of coincidence in which they are in touch? This question
regards both the Bibliothéque Nationale in Paris (as an example of a
potential architectural space of their encounter)™ and their shared
discursive opposition to left and right tendencies, which shows in
the search for ‘prospective cultural practices’ (Rupp 2007, 308) of
writing. Such a ‘theoretical coincidence’ may be seen as a well-re-
ceived habitual condition for a work of art that itself searches for
‘prospective cultural practices’ instead of the production of artworks.
We may step sideways and look at the other perspective of the future
project, the cave of Lascaux.

Frenchship is not Friend The work of the concierge of the cave of
Lascaux consists in checking technical devices that are placed inside
the cave to control temperature, humidity, etc. Residing in Montignac,
the nearby village, neither art historian nor palacontologist, he has
the privilege to examine the prehistoric
paintings in the cave three to four times
a week. I got this information from the
guardian himself when I was preparing
and realising my film-essay on Lascaux
in the forest above the cave. Late in the
evening my Volkswagen-Multivan and I
were the only ones left on the parking
area, except for his car, and when sud-
denly he emerged from the monitored
fenced area of the original cave we fell
into a conversation. It occurred to me

109 Together with many manu-
scripts Bataille also hid Paul
Klee’s Angelus Novus drawing,
which Benjamin owned. See
epilogue.

110 Adorno used the term for
the relation between Benjamin
and Ernst Bloch (Rupp 2007,
298n).

111 See the figure on page 17.

Is the person in the background
Bataille?
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that he is the only person who actually uses the cave, or that the only
contemporary use of the painted cave of Lascaux lies in his work.
His access greatly exceeds that of scientific researchers, which is
strongly restricted due to the high risk of imminent destruction of
the delicate paintings, aged around seventeen thousand years, from
changes in the cave’s microclimate caused by the perspiration and
radiation of the human body."*? As the cave is situated close to the
humid forest soil above it, the control of instruments registering the
slightest changes of the microclimate in the cave is indispensable,
thus making his work a necessary everyday practice.

The idea for a cinematographic gesture as a means of shedding
hitherto unknown light on the paintings in the cave—or, rather, a
first sketch of such an idea—consists in accompanying the guardian
on his daily work with a camera, documenting his work by filming his
hands. The precious paintings would appear in the background fleet-
ingly, fragmentary and blurred, his hands touching them, caressing,
stroking, striking, comparable with the use of hands and how they ar-
ticulate space in the films of Robert Bresson.3 The idea also echoes
Werner Herzog’s film Cave of Forgotten Dreams, for which in 2010 he
gained exclusive access to the cave of Chauvet with a 3-D camera.**4
In my opinion the first seconds of the film show what the film actu-
ally could have been. The 3-D camera levitates between two rows of
vines cultivated at the feet of the sheer rock walls close to the Pont
d’Arc in the Ardéche valley. The cave containing some of the world’s
most precious prehistoric paintings, aged around thirty thousand
years was discovered in the 1990s and named Chauvet after one of
its discoverers. We float silently through the wintery vines, which
are overlain by nothing but the film’s title, the name of the direc-
tor, and occasional blurs of snowflakes. Then the 3-D camera slowly
lifts—obviously manceuvred by a drone—and opens our view to the
epic Pont d’Arc, a natural rock bridge underneath which the Ardeche
river flows. Then, suddenly, Herzog’s voice breaks the silence with a
seemingly unavoidable pathos—and from then on Herzog attempts
to match the greatness of the prehistoric cave paintings by scanning
them with the camera and accompanying the images with a haunt-
ing string melody.

Itis impossible to produce a work that can live up to the actual
experience of the cave and the paint-
ings—impossible even inside the cave, 112 Some palacontologists
as the archaeologist Julien Monney at- fg;‘iiﬁ:;;‘fnii‘fgﬁ?;gre 3/111:5?
tests in the film. After five consecutive  periods.
days working in the cave Monney had 113 See e.g. Pickpocker, where
to stop going there in order to digest  the hands of the thiefare
or come to terms with the impressions 2t the centre of the story, or

L . . Au basard Balthazar, where the
the paintings made on him, provoking  hands of those who handle or
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mistreat the donkey Balthazar
also articulate a history of
maintenance: hand (French la
main) and tenancy (‘maintain’
from Latin manu tenere, hold in
the hand).

114 See note 8. See Film here:
https:/watchdocumentaries.
com/cave-of-forgotten-dreams/


https://watchdocumentaries.com/cave-of-forgotten-dreams/
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115 Lezters to Deleuze. A Video
Essay, dir. by Peter Stamer:
Austria 2014, 24°. The film is on
Stamer’s website:
http:/peterstamer.com/
video/17-letters-to-deleuze/

dreams in which painted and real lions appeared, not frightening
but ‘deep’ and ‘powerful’. Herzog explains that the position of every
feature in the cave is identified, by means of scanners recording
527.000.000 points over the course of twelve years. However, as
Monney points out, the work to create new understanding of the
cave through the precision of scientific methods is not the main goal,
which instead is ‘to create stories of what could have happened in
that cave during the past’ (Herzog 2010, 16’). Monney talks about
his work and his dreams from the perspective of his background as
a circus artist.

Likewise, it seems impossible to produce a work that can live
up to the experience of philosophy and art—unless in the work of
philosophy and art itself, for which, as in the cave, it might also be
necessary to step back, to allow dreams of friendly lions, real and
painted, become part of the work.

An example of an artistic representation, which would be as
charged as the Chauvet cave, regenerating an artistic experience of
a work of art is the film 17 Lerters to Deleuze. A Video Essay by thea-
tre-maker Peter Stamer, who ‘par[es] down Deleuze’s seven-and-half
hours of dialogue [with Claire Parnet] to an 85-min found-footage
flick’, as he writes on his website. In the original interview ‘the topics
[Deleuze] was confronted with followed the [26] letters of the alpha-
bet’. In Stamer’s video essay, in which only seventeen letters of the
alphabet appear—°yes, I haven’t used each letter of the Abécédaire;
rather I selected concepts I felt most familiar with in and for my own
artistic practice—when it comes to the letter ‘F as in Friendship’
Deleuze asks: Lamitié ... pourquoi on est ami de quelqu’un? s

Loony Tunes Attempting an answer to his own question—which

eventually might be applicable to our friends Benjamin and Bataille—
Deleuze ventures a guess: ‘I have a hypothesis: everyone is apt to

seize a certain type [...] of charm; there is a perception of charm. [...]

It’s by the origins of charm that go to such an extent to life itself, to

its vital root, that one becomes a friend of someone’. Some are sus-
ceptible to receiving the signs of charm another emits while others

are not. Then Deleuze says that the type of friendship that inscribes

it into philosophy is ‘the one who courts wisdom without being a

sage’, adding that it is very curious and he thinks we will only know

what philosophy is once we have clarified these questions of friend-
ship. He gives a hint: ‘If you don’t recognize a little trace of mad-
ness in someone, you are unable to love

him/her’. ‘We all are ... 2 bit mad. [...]

Iam happy that this little insanity is the

source of a person’s charm’,*

In what follows I translate
from French to English.

116 Stamer 2014 (note 115),
24’28
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Isn’t this ‘little insanity’ the charm that appears when people do
not know what to do, when they lose their heads, lose control, take
the foot off the pedal, isn’t all that just another way of becoming a
société acéphale, exhibiting a critique of the societies of control, un-
hinging centrifugal or gravitational forces? Taking the camera as
a prime instrument of control and making it lose control—i.e. by
means of deferred gravity—is a way of critiquing the society that
belongs to it. Taking it to the caves and to the theatres—indeed, to
any unoccupied territories—seems like a good starting point.

Marc Azéma, a French researcher on prehistory, has published
a thorough analysis of the movements of the animals represented
on the walls of prehistoric caves.®” More than forty percent of the
figures are animated. This percentage of animation is constant geo-
graphically and historically, thus forming an essential, as opposed
to stylistic, component of Palaeolithic art, as Azéma puts it. The
animals are not isolated symbols without life. On the contrary, they
interact. Animation and interaction define, according to Azéma, ‘the
terms of a stammering visual grammar’ (2010, 453, my translation).
That is to say, from the first image on the walls of the Stone Age
‘graphic narration’ or ‘narrative figuration’ is born, which, Azéma
claims, marks the beginning of ‘writing and of all the current visual
media’ (453, my translation).

The description of movement is narrative not because it tells
a story; rather, it tells a story because its narrative potential is in-
scribed in the description of movement. This is why simply follow-
ing the movements of a camera appears comic. It produces excess
movements—comical excess movements—that potentially can be
conceptualised in a story.

If the animation and movements represented on the walls of
prehistoric caves, which at times have stunning resemblance to con-
temporary cartoons, are indeed the origins of writing, then writing
could be seen, using a term from a title of one of Azéma’s publica-
tions, as an ‘illusion of life’ (2010). The relation between ‘illusion of
life’ and infrastructure is that the latter functions as the habitual
condition for a form of life that cannot be entirely predefined.

Beyond the paintings in the caves, moreover, the reliefs of the
walls of the caves themselves constitute an infrastructure for the
comprehension of the paintings. Not only abstracted juxtapositions
and superimpositions of drawings animate the potential narration;
the images on opposing walls do so as well. This becomes evident to
every visitor of a cave when the animals on the three-dimensional
rocks start moving due to our movements and the moving light of
a torch.
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117 See Azéma 2010.
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118 See Finter 2004, 85-107.

Work on Crossroads In Prebistoric Painting: Lascaux or the
Birth of Art Bataille explicates, on the basis of the human being’s
play and awareness of death, his theories of prohibition and trans-
gression. Bataille also wrote a film scenario that was never realised,
La maison brilée, in which the audio-visual strategies for capturing
the heterogeneous may be interpreted as an attempt to create a film-
ic language of ecstasy.”™® Benjamin refers to prehistoric painting in
his Work of Art essay, but more importantly he draws on the ‘tac-
tile appropriation’ of architecture to explain the politicising role
he assigns to the work of art, notably cinema. In the work of both
thinkers there is an element of touch and capture (ecstasy or absent-
mindedness) that may be interpreted as founded on a similar concept
of architecture.

Benjamin’s conception of architecture and Bataille’s hidden
concept of architecture coincide in that they do not support architec-
ture asbeing about something. Rather, architecture exhibits itself
as a life form, as a habitual condition, which communicates its archi-
tecturability. It speaks itself. It speaks as itself (or as something else,
but never about something else). Inasmuch as it exhibits itself—as
in an illusion represented in a theatre—we could say that it exhibits
an illusion of itself, which contains all potentials in one scene, exhib-
ited and lived: ‘scattered traces of remains, traces of a foyer, caverns,
furtive shadows, lamps’ (Bataille 2009, 182).

Conclusion

If, as Hollier writes, ‘a nonconstructive gesture [is] one that [...] de-
stroys everything whose existence depends on edifying pretentions’
(1992, 23), then non-construction must not be understood as an

alternative to or a replacement of destruction but as its alteration,
its heightening, its translation. Or, in other words, non-construction

determines destruction in the sense that it saves it from its terminus

and opens it to new possibilities, permanently. In the sense of the

German word Entscheidung, which Benjamin used as Enz-Scheidung,
we can also say that non-construction is not a decision as de-scission,
but the introduction of a scission.

Thus, more generally, it is a redefinition or redirection, not an
expansion, of architecture. By separating the original creative net-
worker from the commanding master builder, neutralising them by
not conflating them but by keeping them in constant touch, we might
also say that it is an anarchic, or even anarchitectural exposition
of architecture.

However, more importantly than defining non-construction or
redefining destruction, the attempt of such a determination has led

BACK



194

to a change in my practices: a rethinking of documentary practice as
a filmic understanding of architectural relations in times of control
by giving up the hegemonic control of the camera, or rather by trans-
lating its control into a potentially self-annulling indifferent move,
which I call the automated camera. Such acamera is not in-
different because it takes decisions autonomously, but because its
animated moves are independent from the actions it records. Keep-
ing in touch with the camera introduces the spatial discursivity that
tells us more than what we see.

What struck me was the experience that this determination was
only possible by means of a stroke, which strikes from nowhere.

Epilogue

Habemus Angelus Novus: The Anarchic Event One last scene

deserves attention, one that may rather be a continuous methodolog-
ical reflection on the conditions of artistic existence and the work of
art than a project as such. As I write in the introduction, the tattoo

on my arm demands care or maintenance. This imperative allows me

to have it, to bear it, and to use it.” A tattoo cannot be possessed

because it cannot be dispossessed. It is a paradigm. Its origin is the

child and its relation to the parent, a relation that may be denied but

never annulled. While today eternal bondage has fallen into disgrace,
seen as authoritarian domination and limitation, the potential open-
ing from the perspective of the impossibility of possession is liber-
ating. Precisely because the care of the tattoo, the child, the garden,
etc. is demanded, it is a borderless having. This having is, again, not

possession but habit. It is not merely ‘doing’ or simple agency, not the

Jactum as such that gives permission to what is done or made, to the

facts. Permission is given because action has been demanded.

In 1921 Benjamin bought Klee’s drawing Angelus Novus and
hung it as his companion in every apartment he lived. He entrusted
it, with his manuscripts, to the custody of Bataille, who concealed it
in the Bibliothéque Nationale in Paris while Benjamin fled the Na-
zis. Shortly after, in 1940, Benjamin ended his life in Port Bou. For
him the Angelus Novus is the angel of history. The angel looks back
on what the progression of history leaves behind. Benjamin qual-
ifies these outcomes, embedded in times of war, as ‘wreckage’ and
‘debris’ resulting from ‘catastrophic’ ‘smashing’ (20072, 257-278).
But the wind that carries the angel through time originates in ‘Para-
dise’ and has a ‘violence’ that makes us

understand the universal condition of 119 With a piercing it is still this with a tattoo is impossible

the angel of history. Perhans our time possible to speak of a possession even with the most sophisticated
8 M p because it can be eliminated surgery.

has invented Paradise and history, and  without evident trace; to do
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violence as a qualitative entity that comes with it. But what marks
the Angelus Novus as an eternal creature beyond any current con-
dition is the pure state of a witness to which he is reduced. In this
state, he cannot but ‘fixedly contemplat[e]” what he is being carried
away from: ‘His eyes are staring, his mouth is open, his wings are
spread’ (257).

As human beings, however, we do not have wings. The ‘storm
[...] blowing from Paradise’ (257) is not carrying us steadily through
time. Rather, we are doomed to build sails, and to sail against or into
the wind, to take the wind out of sails, to be upwind or downwind,
and to be blown at times. We do not just stare at the condition of the
world: we make use of it. This does not mean that we should turn
around and face the future progressively, or that we should try to pre-
vent the smashing or even try ‘to make whole what has been smashed’
(257). We should take the demand presented by the current state of
the world and, importantly, witnessed by the angel of history, the
Angelus Novus, as the liberating permission of creating our own past.

My tattoo is my Angelus Novus. It witnesses the catastrophe
I produce by ‘piling up wreckage upon wreckage’ (257). That the tat-
too is a gift given to me by my daughter has turned the world and its
time upside down. I understand: my daughter is not younger than
I; we all are in the same age, the living, the dead, and the unborn;
the child is only a paradigm of all the non-dissociable forces of life,
of life as inseparable; we have been caught by an eternal whirlwind
making us believe that there is succession, progress, that ‘what we
call progress, [is] this storm’ (258), which, in the end, is the motivat-
ed architectural potential of eternal encounter. Always witnessed
by the angel of history, this storm both demands and allows for
further research.
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JULIE HARBOE

Salute!

So, Ronny, this is a speech I would deliver at one of your doctoral
celebrations; at dessert, which would surely be sorberto al limone with
some rosemary twigs and chocolate flakes. And after dinner, after
this, there would be dancing late into the night to music where the
drums, the beats, prevail.

It’s time to look back. Finally. It was an exceptionally long haul, this
work. With so much muscle power, organising so many different frail
spaces, requests, e-mails, budgets, collaborations. Red and blue under-
lining in books written mostly by philosophers. There was closure. I
would have liked to have been in your van as you chauffeured your
examiners: the drive was mirrored and projected on a screen which
they watched en route in the back of the van. I wonder what it was like
when you turned a corner. But also I wonder about the sense of time
in the car, and the tension. Fear of crashing? Can we contain this?
With a few twists you had revived some of the old cinematic drama.
Creating such motifs of immanence is your rare gift. There is no mo-
ment outside this now. Material wrapped in one particular gesture.
Your work for the doctorate was a string of reversals, inversions,
transpositions, invitations; next to deliberately unhinged visions,
drilling into history, engaging your intellectual friends, dead or alive.

Recalling the long process starts with faint images. One early morn-
ing in the empty institutional zone. The cardboard model of an exhi-
bition filling the room and breaking the insolence of the non-space

office. This model, just a tool for the eye of your camera, introduced a

longed-for irritation. Complaints that art blocked the smoothness of
meeting rituals was a much-cherished proof of concept. Then a cold

studio in Bern where brown tones of wood met a careful exhibition of
books and small objects of survival. Romantic, but not sentimental.
Back in the office there were the collective joys of real intellectual ex-
change. Reading and discussing articles never to be forgotten. In the

Kirchner Museum at the World Ornamental Forum, you were outside

melting an O into the snow with a blow dryer plugged in the house.
Some years later the fire bowl almost in the same spot. The O as heat.
Interconnections built with insistence over time. Your visual ceuvre

whirls around and within the dissertation. It warms and renders

direction and perspective. The body diving into the ground, circling

trees, fighting earth’s gravity with the help of a recording.
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There is a sound of a large thin plastic foil falling from the wall in a
rush. When remounted, the transparency covers a large white sur-
face. It stays thanks to the electrostatic tension between the planes.
There: a new wall sandwich.

This is it. How much space between the convention of an academic

response and the freedom of thought enabling substantial under-
standings and sentiments, turns and shivers? How dispersed can the

bibliography be? How much insight into life does the focus of a doc-
torate allow? Is the best answer, in this high jump, just touching the

bar without pulling it down? Maybe letting it flip would be fine too?2

Thus balanced the continued discussions.

The success of this daring leap is defined by a discipline. Architec-
ture. Knowing how to organise a network. Being sure that what you

do is safe, no roof or wall falling on other humans. Love of materi-
ality and gaps. To insist and apply a certain intolerance in favour of
beauty. Once this ability is trained you can build invisible structures

in the wind. Even if you smash holes and letters into surfaces there is

an authority to the way you assemble these signs of negations.

Let’s again look at the challenge of the doctorate, this time not as

sports, but with the image of the meat mincer versus the carp pond.
Academia has scaled up in the past twenty or more years, coinciding

with the new regime of the art academy. In this process systems and

conventions of intellectual production have intensified, often overrul-
ing open investigation. To complete a doctorate tandems of advisor

and candidate collaborate on instruments that grind the raw mate-
rial into 2 homogenised digestible mass appropriate for passing and

publication. The arts should take the liberty to offer an entirely differ-
ent concept. Not chopping and adjusting, rather proposing a tool as

sweeping and concentrating as the view of a carp pond with cool an-
imals often breaking the water’s mirror. Concrete, independent, and

poetic at once, as the quality of research always was. This would entail

engagement with topics rendering how intellectual energy, sourced

in aesthetics and aleatoric, offer perspectives and specificities.

The result of your doctoral encounter is close to the latter. Your
readers should understand the recurring slings of freedom which
your engagement with the texts reflects. In reality we barely under-
stand the intimacy of past rites such as family meals at ancestors’
tombs. But we must try. Such performative meandering of the mind,
whether in front of that silent carp pond or the ruins of the mauso-
leum, accumulate a sense of time and build awareness for the change
we so desperately need right now.
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Finally, the issue of laughter.  remember the first time you recapped
Melville’s Bartleby, the Scrivener, which then I had not read, and how
you were laughing, so that ‘T would prefer not to’ seemed like a line
from a Monty Python sketch. A few months ago a friend in Turkey
told me about the restrictions of movement imposed by the govern-
ment to reduce the spread of COVID-19. The rules about who could
exit their houses or towns when and for how long depending on how
far they went were so Byzantine, she said, that one was not sure if
it was actually an ingenious tactic to confuse the virus, so it would
leave at least the elderly alone. A pinch of absurdity makes us laugh,
offering a relief we need to continue. Sometimes your writing and
works reach an ornamental complexity, demanding reiteration while
tickling the brain, lifting the reader into this lightness of laughter.

Thank you for seriously not complying with the rules and building this
intricate space that holds up. Thanks for making your examiners
dizzy and for making your readers turn the tome. Let us all perform
a cheerful gesture to the future of this book. May many spend much
time looking onto its reflections and into its ornamental depths.
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1 See Michel Ritter, Chris
Straetling and Tamas St. Auby,
‘The General Art Strike (May
1991) and The Perpetuum
Mobile’, in YAWN no. 45,

1992, 2163, online:
www.yawn.detritus.net/

Figure 1

International Parallel Union of
Telecommunications, ‘The
General Art Strike (May 1991)
and The Perpetuum Mobile’,

in YAWN no. 45, 1992.

STEWART MARTIN

Myth and the Art Strike of the
International Parallel Union of
Telecommunications

I.

Let’s start with the facts.

Sometime before May 1991, a call to strike was issued by the Inter-
national Parallel Union of Telecommunications with the title “The
General Art Strike (May 1991) and The Perpetuum Mobile’. It was
proposed as an ‘international and simultaneous event in the frame of
the Art Strike (1990-1993)’, and seems to have been first published in
the newsletter established to document that strike, YAWN.*

ART IS KITSCH HISTORY IS KITSCH
At Strike (1990-1993)
The General Art Strike (May 1991)

and The Perpetuum Mobile

Dear Colleagues!

The Strike as such is an asthetic/ethical operation on the
deformed body of the reigning Myth.

The Strike—by definition—is declared on the territory
between Genesis 15 to 24.

This obscure territory is the theological link of the sweaty
cause and deadly effect.

The Gustav Metzger/Stewart Home proposition enlightened
the social implications of this relation: the Art Strike clearly
defined its position on the Market of the Myth.

The International Parallel Union of Telecommunications
(IPUT), involved in the cultivation of newly established dictionaries
of extra-mythological languages, practicing different forms of
At Strikes under the general title: The Subsistence Level Standard
Project 1984 W, calls for an international and simultaneous event
in the frame of Art Strike (1990-1993):

THE GENERAL ART STRIKE (MAY 1991)
AND THE PERPETUUM MOBILE

One could add to the already existing model—

NN

ANVANIPAN

(one can’t help but define oneself between the extremities)—
A new element—

ENVAINVANY
.),t"‘/ \"’ tf“/ \ 3 / \"’ s

These models—and others—are applicable and applied
already by art strikers, artists, art theoreticians, art critics, art
organizers, art dealers and the public for self-definition and
consequently for the development of the Art-Strike-Dictionary
which emerges inexorably in front of the awkward and corrupt
Myth.

The participants should arrange the «General Art Strike
(May 1991) and the Perpetuum Mobile» themselves and/or
send their proposal to one or two or all these addresses before
the end of April 1991. FRI-ART, Case Postale 354, 1701
Fribourg, Ch-Switzerland; tel. 037/23.23.51. INEXISTENT, Volk
Straat 45, 2000 Antwerpen, B-Belgium; tel. 03/237.73.62.
RUINE, 15 rue des Vollandes, 1207 Genéve, Ch-Switzerland;
tel. 022/736.60.37; fax 022/28.55.97. LIGET GALERIA,
Agtosi Durer sor 5, H-Budapest XIV, Hungary.

Each proposal will be displayed in May 1991 and/or
published by the organizers, and will be returned if requested.

Michel Ritter, FRI-ART
Chris Straetling, INEXISTENT
Tamas St. Auby, IPUTRUINE

A GHOST WANDERS THE WORLD, THE GHOST OF THE STRIKE!
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The aim of the strike is declared dogmatically and esoterically in the
opening propositions of the call:

The Strike as such is an aesthetic-ethical operation on
the deformed body of the reigning Myth. The Strike—by
definition—is declared on the territory between Genesis
15 to 24. This obscure territory is the theological link of
the sweaty cause and deadly effect.

Its contribution to the 1990—93 art strike is indicated as follows:

The Gustav Metzger-Stewart Home proposition enlight-
ened the social implications of this relation:—the Art-
Strike clearly defined its position on the Market of the
Myth.

The ‘Perpetuum Mobile’ is illustrated by two diagrams.

ANTI ART MORE ART ART IS WORK

NN/

ART-STRIKE ART IS STRIKE STRIKE IS ART

AN ANP AN,

UN-ART BAD ART STRIKE IS WORK

PERPETUUM PERPETUUM PERPETUUM PERPETUUM

MOBILE \ / MOBILE \ / MOBILE \ / MOBILE

ANTI ART MORE ART ART IS WORK

AN AN AN

ART-STRIKE ART IS STRIKE STRIKE IS ART

N NN

UN-ART BAD ART STRIKE IS WORK

NN N

PERPETUUM PERPETUUM PERPETUUM PERPETUUM
MOBILE MOBILE MOBILE MOBILE

The first version presents a set of terms arranged along the lines
of three adjoining circles. The arrangement suggests relations of
opposition, but also of complementarity and perhaps even identity.
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Figure 2

International Parallel Union of
Telecommunications, first
version of “The Perpetuum
Mobile’, reconstructed detail
from figure 1, 1992.

Figure 3

International Parallel Union of
Telecommunications, second
version of “The Perpetuum
Mobile’, reconstructed detail
from figure 1, 1992.
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2 Anon. ‘Mutants and
Maffidiots: An e-mail interview
with Tamds St. Auby, the
Vice-dispatcher of IPUT’, in
the Budapest art magazine,
Nightwatch, available at:
http://old.sztaki.hu/providers/
nightwatch/index.eng.html

Thus the first circle has ‘art’ on the left, ‘anti art’ (not hyphenated)
on the top, then ‘art-strike’ on the right and ‘un-art’ on the bottom.
‘Art-strike’ adjoins the second circle, on the left, followed clockwise
by ‘more art’, ‘art is strike’, and ‘bad art’. ‘Art is strike’ then adjoins
the third circle with ‘art is work’, ‘strike is art’, and ‘strike is work’.
The second version of the diagram reproduces the first, albeit with
broken lines for the three circles, and adds two rows of four adjoining
circles, each labelled ‘perpetuum mobile’, which envelop and trav-
erse the first three circles, indicating alternative relations between
the terms. For instance, ‘anti art’ becomes the left part of a circle with
‘more art’ on the right and ‘art-strike’ on the bottom, with the top either
empty or occupied with the pervasive ‘perpetuum mobile’.

Participants are invited to arrange the art strike and perpetu-
um mobile themselves and/or to send proposals to the Parallel Union
by the end of April. Four addresses are given (in Fribourg, Antwerp,
Geneva, and Budapest) with the commitment that ‘Each proposal
will be displayed in May 1991 and/or published by the organizers, and
will be returned if requested’.

Written on the top left of the callis ‘Art is kitsch’ and, top right,
‘History is kitsch’. At the bottom: ‘A ghost wanders the world, the
ghost of the strike!’

There is no record of participants or proposals for the strike
or the perpetuum mobile. If it was first published in the August 1992
issue of YAWN, over a year after its deadline, then that might ac-
count for the lack of participation—at least in part. According to an
interview with the vice-dispatcher of the Parallel Union, Tamas St.
Auby, the call derived from a continuous strike by the Parallel Union
dating back to 1974. He added: ‘At the end of [the Art Strike in] 1993,
for its part, IPUT extended the strike for an indefinite period’.2

I1.

So much for the facts.

None are self-evident; everything is esoteric. The uninitiated are left
with nothing but questions. What is the ‘reigning Myth'2 Why and
how is the strike against it declared on these passages from the book
of Genesis? What relation does this have to the Metzger-Home art
strike? Why the perpetuum mobile? And so on.

The reference Genesis 15—24 is less precise than it may appear,
since it does not specify whether the numbers are verses or chapters,
but they doubtlessly refer to verses in chapter two that describe a
relatively distinct episode: from God placing man in the garden of
Eden with the prohibition on eating from the tree of knowledge of
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good and evil, to God’s creation of all living creatures, their naming
by Adam, and God’s creation of a companion for him from one of his
ribs, whom Adam names ‘woman’.

If this is the ‘territory’, what can it mean to talk of a strike
‘declared’ here? If the declaration is made by the Parallel Union,
what constitutes the strike2? Since God is at work in these verses, is
this somehow struck? Or is the strike declared from this territory,
from within the text2? The episode that approaches the idea of a strike
more than any other is God’s prohibition on eating from the tree of
knowledge of good and evil. The strike would then be declared more
precisely in verses 16—17: ‘The LORD God commanded the man,
saying, “From any tree of the garden you may eat freely; but from the
tree of the knowledge of good and evil you shall not eat, for in the day
that you eat from it you will surely die”.

A clue to the nature of the strike, as well as to the ‘reigning
Myth’ against which it is directed, can be found in the aforemen-
tioned interview with St. Auby. After announcing the indefinite ex-
tension of the strike, he added: ‘Its aim continued to be the reporting
of the Genesis Myth 3. 1—24.3 The reference here is to the chap-
ter and verses describing the fall of man: the serpent’s temptation
of the woman, her and Adam’s eating from the tree of knowledge
of good and evil, and God’s curse for breaking his prohibition; that
the serpent will go on its belly, that the woman will bear children in
pain and be ruled over by her husband, that the man will have to toil
with a cursed ground in order to eat until he returns to the dust from
which he was made, and their banishment from the garden of Eden
and the tree of life.

If the fall of man is the reigning myth, what does this indicate
about the strike against it2 Whatever else might be meant by calling
the strike ‘an aesthetic-ethical operation on the deformed body of
the reigning Myth’, an operation on the story of Genesis is evidently
involved: a turning away from its end with a momentum that revolves
back to the beginning. If we pursue this operation to a point that
might appear absurd, then the ultimate aim of the strike is revealed
to be a restoration of man to his state before the prohibition was
broken: the return of man and woman to the garden of Eden, with-
out knowledge of good and evil, without shame at their nakedness,
without enmity between them, without pain in childbirth, without
toil, without death. The implication is then that the strike is in-
deed declared in Genesis 16—17; the strike is God’s prohibition or its
restoration by man.

This reversal of the story of Genesis is so simple and self-suffi-
cient that it renders the premise of a strike a rather external and sec-
ular imposition. What justifies this? If this is the esoteric question,
the exoteric question is: what justifies the imposition of the story of
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4  Interview on IPUT and the
24th Swiss Canton [11 August
1981], in Arzpool Letter, no. 5,
1983, 18-23. Note that the
interview, which was conducted
by Julia Lang, purports to be
with Tony Putra, although this
is likely an alias of Tamds
Szentjoby, aka Tamds St. Auby.
A revised transcript is available
at www.artpool.hu/Al/al05/
IPUT.html

man’s fall onto the history of strikes? Or, if the fall of man is the
reigning myth, why and how does it actually reign today?

Some answers to these questions are indicated by St. Auby’s
further contention in the interview that: ‘Following from Genesis
Myth 3. 1-24: capitalism is 2 mythical configuration. Communism is
a complementary configuration.’ The nature of these configurations
is indicated by St. Auby elsewhere:

The Parallel Union interprets the history of the Fall as
an economic equation. The fruit of the forbidden tree is
the surplus in the subsistence paradise. If you consume
the excess, there will be a deficit. If there is a shortage,
you have to work. That is why man was exiled into the
world of work.4

The fall of man into toil and woman into the pain of childbirth are
already forms of labour or economy in Genesis, but what is new in
the Parallel Union’s—and which breaks out of the closed circle of
the story’s simple reversal—is the idea that the fall results from the
consumption of an excess or, as St. Auby often puts it, ‘overconsump-
tion’. This concerns the nature of the temptation or transgression,
but it also inflects several other aspects of the story. The fruit of the
forbidden tree is described in Genesis as knowledge of good and evil,
not as a surplus or excess. It is not just more of the other fruits, but
a different kind. The idea that knowledge of good and evil can be
eaten is obviously taken directly from Genesis, but is interpreted
altogether more literally than there, where its result is awareness
of nakedness rather than satiation. The description of the garden
of Eden as a ‘subsistence paradise’ is scarcely self-evident; Genesis
suggests more a place of abundance where man can eat as he desires.
In any case, the consumption of a surplus would not result in a defi-
cit or shortage. That would result rather from the consumption of a
staple. And Genesis does not describe work as a consequence of re-
producing a surplus, but rather the need to survive following God’s
cursing the ground, making it unfruitful.

Nonetheless, if the fall results from overconsumption lead-
ing to overproduction, then its configuration as capitalism is per-
haps self-evident, insofar as it is typically characterised by surplus
production and consumption. But there is no mention of the market
or private property structuring this economy, which then removes
the typical distinctions of capitalism from communism. As a conse-
quence, both are rendered forms of profligacy, which enables their
historical opposition to be dissolved and displaced by their common
opposition to the Parallel Union’s strike, representing an economy of
subsistence. While this may explain the character of the myth and
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its correction, we are still left with the question of why these eco-
nomic forms should be conceived in terms of myth.

Still, it does offer an indication of why the art strike should be
presented in the form of a perpetuum mobile, that is, a movement or
cycle that revolves eternally in perfected self-subsidence, without de-
crease or increase. This would then indicate the relation of the terms
appended to the perpetuum mobile: that they mark moments of this
eternal revolving. Perhaps there is a suggestion of development or
increase in the movement from the first circle’s words (‘art’, ‘anti art’,

‘art-strike’, ‘un-art’) to the propositions of the second and third (‘more

art’, ‘art is strike’, and so on). But this development might be under-
stood as completed, the third circle leading back to the first and so

on. Something of this is suggested by the second version of the dia-
gram, although this is equivocal. A far more troubling feature is the

implication that certain decisive oppositions appear to be dissolved

or rendered moments of a greater unity. While the idea that an art

strike involves a strike of art may be derived from the opposition of
‘art’ and ‘strike’ on the opposing sides of the first circle, the second

and third circles suggest that this opposition has been transformed

into ‘art is strike’ and ‘strike is art’. If the Parallel Union’s strike is

directed ultimately against work, it is possible to deduce that art

might be considered a form of non-work. However, this only exac-
erbates the obstacles to understanding the propositions on the third

circle that ‘art is work’ and ‘strike is work’. If even strike is work,
what is interrupted? This question resonates with the latent sus-
picion that a perpetuum mobile is a problematic image for a strike,
since it allows no interruptions. Eternal revolving is rather more

an archetype of myth. A solution to this problem may be that ‘art is

work’ and ‘strike is work’ are indeed understood as opposed to work,
namely, work as overproduction. The fact that neither ‘overproduc-
tion’ nor ‘work’ are appended to the perpetuum mobile would support

this. We are then confronted with the question of what exactly this

idea of work is such that ‘strike is work’.

III.

Let’s consider some more facts.

The Parallel Union’s call for an art strike mentions that it had been
involved in ‘practicing different forms of Art-Strikes under the gen-
eral title: “The Subsistence Level Standard Project 1984W™’. This was
initiated by St. Auby in 1975 in Hungary, just before his exile on accu-
sations of smuggling samizdat literature out of the country. He then

relocated to Switzerland, where he founded the Parallel Union—in

BACK

206



207

5 For details of the
Subsistence Level Standard
Project 1984 W and other works
by St. Auby, also under his
numerous aliases, see the
compilations (on Tamas

St. Turba) prepared by the
Bratislava Art Institute,
available at
http:/www.amtproject.sk/
artist/tamas-st-turba

See also the website for the
International Parallel Union
of Telecommunications:
www.c3.hu/~iput/

parallel with the International Telecommunication Union head-
quartered in Geneva—to realise The Subsistence Level Standard
Project 1984 W.

The basic aim of the Project was—and remains—to promote
an alternative to overconsumption and overproduction. Besides the
strike, it proposes the institution of a universal minimum wage in-
stead of expenditure on defence or arms. War is conceived as the ar-
chetypal form of overconsumption/production. ‘1984’ was the date
of its projected institution, which afterwards became symbolic. ‘W’
indicates ‘double you’ or the alternative, ‘parallel’ subjectivity consti-
tuted by the Project. Beginning in 1980, the Project was developed in a
series of phases. In the first, The Mutant, a new human is purportedly
brought to life by the refusal to work. The Mutant Class follows in the
second phase. The third establishes their republic in a new canton of
Switzerland. The fourth offers a Cazabasis Soteriologic or decent into
salvation. The fifth phase, Hezerarchy, facilitates direct democracy
through voting on various subjects.5

What stands out immediately from this cursory synopsis is the
incredible ambition and scope of the Project. This is scarcely evident
from the call for the art strike, even if it is implicit in its appeals to
the story of Genesis. The phases of the Project explicitly present an
alternative story of the origins of humanity, in which humanity is
resurrected from the fall following the strike. The Mutant presents
a new man or human, The Mutant Class a new family or society,
The 24th Canton a new land, Heterarchy a new constitution or law;
while the Cazabasis Soteriologic presents an alternative book or
history of man’s salvation. If this is still to be understood as the
correction of myth rather than myth itself, then the correction
takes place deep within the myth. The suggestion is rather of a par-
allel myth, following the model of parallels deployed elsewhere in
the Project: the parallel myth runs alongside, at a distance, as an
alternative to the myth of the fall of man.

Insofar as the Project presents a parallel myth, it constitutes an
exceptional instance of modern mythopoesis. How can we under-
stand its relation to modern myth-making, from the heights of
Romanticism’s projects for a new mythology to the lows of its dis-
solution and abandonment—a legacy of decline that often informs
the contemporary status of myth? This legacy evidently informs the
Project, especially in its critical orientation, not to mention its ten-
dency to irony, but it does not approach myth as dissolved or aban-
doned. On the contrary, the Project seems oriented rather towards a
radical renewal of mythopoesis.

This orientation is illuminated by its point of departure in
St. Auby’s reception of Fluxus and the associated array of alterna-
tive art forms in the 1960s and 70s. St. Auby, under his given name,
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Tamas Szentjoby, is identified as the organiser, together with Gabor
Altorjay, of the first ‘happening’ in Budapest in 1966, The Lunch.
Fluxus was a complex formation, but it was not generally associated
with mythopoesis, which was ostensibly rejected along with the ro-
mantic sacralisation of art and artist. For St. Auby and his genera-
tion of young dissident artists in Hungary, Fluxus presented a radical
transgression of, and hence emancipation from, official culture. This
was its immediate and lasting attraction to young artists excluded
or self-excluded from Hungarian state institutions, and it infused
their reception of the more doctrinal or technical aspects of Fluxus,
such as the dissolution of the hierarchical division of art from non-
art, artist from audience or non-artists, and the forms this took as
‘happenings’, ‘events’, and so on.

St. Auby embraced this emancipatory dimension of Fluxus, but
came to criticise it for its implicit complacency:

While the entire Fluxus project was a wonderful move-
ment that strived to return to immediate reality, I saw
the need to transcend it, and not just for the sake of it,
but because I was critical of the fact that the event pur-
ported to control the status quo, as though the revolution
had already happened.®

At the same time I disagree with the Fluxus idea that
everything is art. The whole point is that art can only be
that which provides a new perspective, a new way of re-
lating to reality; only that is art which, by modifying its
own parameters, its proportions, modifies the parame-
ters of the myth. [...] As soon as we accept this, we’ll have
the belief necessary for our work, and we’ll be obliged
to live in a direct and progressive way. Life lived in this
way is: art. 7

This contention that the emancipatory dimension of Fluxus would
collapse if it did not sustain its transgressive dimension is evident
in a series of works by St. Auby that dramatise the idea of prohibi-
tion or being prohibited and, decisively, do so in the form of striking.
In 1972 he undertook the action Siz Out. Be Forbidden!, in which he
sat on a chair on the pavement outside the Hotel Intercontinental
in Budapest. He also produced a number of ‘action objects’ in this
year, such as Prohbibited To Switch On!, a readymade sign with these
words, and S7. Rike Bow, a violin bow with the strings cut. The chair
would become an especially charged object in the Parallel Union’s
Project, which was first introduced with the subtitle Make a chair!,
Its first phase is documented with the ‘mutant’ sitting on a chair.
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6 Quoted in Emese Kiirti,
““The Finest Examples of
Socialist Realism”: Post-Fluxus
Phenomena in Hungary’, trans-
lated by Baldzs Rapcsék, in
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7  Quoted in Kiirti 2019
(note 6), 60. The passage
comes from a conversation in
1973 between Szentjoby and
Ldszlo Beke in a text entitled
‘Telex/1.
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In 1984, the symbolic date of the Project, The Throne of the Immortal
was made. We can deduce from the Parallel Union’s interpretation
of Genesis that this is the seat of those who strike, obey the prohibi-
tion on overconsumption, and therefore are not condemned to work
and mortality.

The prehistory of the Project is now exposed: the reigning re-
ality is the myth of work, which prohibits not working or striking,
and which is transgressed by being prohibited, by the strike as myth-
correction or, perhaps, as parallel myth.

St. Auby’s idiosyncratic response to Fluxus makes more sense
once it is understood as inflected by influences with an altogether
more intimate relation to Judaeo-Christian myth. Of particular note
is the mystical Christianity of Jacob B6hme, whose conception of
turba), as the fallen state of man, informs the pseudonym Tamés St.
Turba, although this only hints at the pervasive sense of messian-
ism in the Project. At one point St. Auby confesses: ‘Some spread
the word—to undermine SLSP1984W—that this is an imitation of
Christ. Yet, this has the contrary effect, like everything else. Because
it actually is that’.® Another important influence is the marginalised
Hungarian intellectual, Béla Hamvas. After installing The Throne of
the Immortal in Geneva in 1984, St. Auby recalls the coincidental pub-
lication of a quotation from the Kabbalah by Hamvas: ‘Before God
created the world, he created the Throne. He didn’t sit on it. He sat
the Shabbat on it’.9 This extraordinary image may be the most illu-
minating clue to the alternative idea of work disclosed by the exam-
ination of the perpetuum mobile. It offers a solution to the riddle of
why the strike called for by the Project was introduced with the ap-
parent contradiction of an injunction to work: ‘Make a chair!’ It sug-
gests that the strike is a Shabbat, which requires a work after which,
and on which, it can rest. This is a form of work that is certainly
not overproduction. It is not endless or expansive, but has an end, a
result and a cessation, which then enables its producer to stop work-
ing and turn their attention to something else.

However important these ideas may have been, they still must
be understood in terms of the reception of Fluxus and some of its
characteristic forms and aims. This is evident in the crucial question
of how Fluxus conditions St. Auby’s orientation to myth as a form
of community. It has often been observed that myth is essentially a
form of community: a story that enables 2 community to recognise
and sustain itself. As such, a myth cannot be reduced to the work
of an artist. This accounts for the compulsion to approach myths
as originating mysteriously, which persists in the inspired or folk-

loric authorship sought by the modern romantic project of a new

?h Stl;Turba 25113 (note©),78.  mythology. But it also accounts for an inherent contradiction in
ave been unable to identify

the source of this quotation. this project, insofar as the cult and market for individual romantic

3

8  St. Turba 2013 (note 6), 76.
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artists and their artworks undermined their communal significance.
This contradiction between community and artist, myth and art-
work, informs Fluxus in an inverted form. Fluxus was characterised

by an attempt to dissolve the cult and market for the romantic art-
ist and their works of art, and mythopoesis appears to evaporate in

this process. However, this very dissolution ironically facilitates the

communal character of Fluxus works, which is reinforced by its for-
mal preoccupations with the merging of artist and audience, art and

life. Fluxus hereby vacated the space of mythopoesis at the same time

as preparing the ground for its renewal. This is the latent possibility

that St. Auby realised.

The proof'that St. Auby realised this possibility in Fluxus, rather
than simply returning to Romanticism, is demonstrated by his en-
gagement with the merging art and non-art, artist and non-artist.
This could scarcely be derived directly from Romanticism. However,
if Fluxus inadvertently dismantled the limitations of the individual
artist in the creation of myth, it failed to overcome this limit, inso-
far as it ultimately remained an arena for the works of individual
artists. St. Auby’s dissolution of himself'into aliases and an artificial
organisation presents one of the more desperate attempts to evade
this limit. It failed because he remains recognisable throughout.
The contradiction of Romantic mythopoesis therefore repeats itself.
But even if Fluxus or St. Auby could have succeeded, they faced a
more obvious problem: the dissolution of the artist only offers the
negative condition for community; it does not realise this community
as such. In some respects Fluxus forms like happenings were prem-
ised on the very creation of community, but they were characteristi-
cally ephemeral, precarious, and often artificial. St. Auby’s project
to constitute a new humanity attempts to restore this community-
creation to its greatest pretentions, but without success and, probably,
without serious intention. The new humanity has attracted no cult.
Rather, it appears ironic, a play with ideas long since suppressed by
the disgust with Romanticism and its totalitarian abuses. It remains
a work of art.

IV.

What of the Parallel Union’s contribution to the 1990—-93 art strike?
The claims that Metzger and Home ‘enlightened the social impli-
cations’ of the ‘theological link of the sweaty cause and the deadly
effect’ disclosed in Genesis, and that they ‘clearly defined its posi-
tion on the Market of the Myth’, are presumptuous and misleading.
The implication is that the Parallel Union’s art strike is positioned
rather on ‘the Myth’ itself. In other words, Metzger and Home
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illuminated the secular, commercial, and generally derivative or
secondary form of the myth, rather than its primary, economic (the

market being derivative of the fundamental economy), and theolog-
ical form: that is, the essential form of the myth as myth. However,
it is highly questionable whether Metzger’s or Home’s conceptions

of the art strike, which are distinct in important respects, can be

grounded in this way. Neither of them acknowledged any such theo-
logical basis for art or an art strike.

It is not wrong to say that Metzger’s strike was positioned on
the market, although he proposed that artists should withdraw from
any and all artistic activities, not just selling. The 1990—-33 art strike
was proposed as a repetition of Metzger’s, but it also distinguished
itself'in crucial respects:

Unlike Gustav Metzger’s Art Strike of 1977 to 1980, our
purpose is not to destroy those institutions which might
be perceived as having a negative effect on artistic pro-
duction. Instead, we intend to question the role of the
artist itself and its relation to the dynamics of power
within our specific culture.*

The Parallel Union’s conception of the art strike in terms of myth
appears largely absent from the proposals of Metzger and Home.
Metzger’s call does not address myth in any sense, although some
of the calls for the 1990-1993 art strike refer to ‘the myth of “geni-
us”: [...] To call one person an artist is to deny another an equal gift
of vision; thus the myth of “genius” becomes an ideological justifi-
cation for inequality, repression and famine’.** The myth at stake
here concerns the superiority of the artist, rather than work or the
cycle of overconsumption and overproduction, although the refus-
al of genius belongs to the Parallel Union’s wider aims. Nonetheless,
this attack on the myth of genius is somewhat clichéd and superficial
to the broader discourse of the 19901993 art strike.

An altogether more profound appeal to myth is made by Home
shortly after completing the art strike. Rebutting the apparently in-
escapable conclusion that it had been an abject failure, he claimed
that this verdict resulted from a failure to understand the art strike
as a myth: “The Art Strike was an organised myth that took hold of
individual artists and encircled them, sapping the will and creating
a sensation of helplessness’. Home claimed to derive this peculiar
conception of myth from Georges Sorel: ‘Somewhat like Sorel's con-
ception of the General Strike, the Art Strike should be viewed as
a myth that drove (wo)men to (in)action’. Indeed, there are indica-
tions of more than a passing familiarity with Sorel’s ideas. Home
describes the art strike as an ‘intuitive mental picture’, which is
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how Sorel understands myth following Bergson’s theory of intu-
ition. We do not need to look much further for evidence of this.
The Art Strike Handbook, published in 1989, so before the strike
commenced, contains substantial extracts from Sorel’s Reflections
on Violence from 1908.1

However, this homage to Sorel is obviously qualified by an
extraordinary inversion: whereas Sorel conceived of myth as an
encompassing image that would enable action, Home conceives of
it as disabling action. This might be regarded a mischievous sub-
version, alongside countless other such instances surrounding the
art strike, but a certain persistence of Sorel’s theory can still be dis-
cerned. Home evidently conceived of the art strike as a means of
questioning the role of the artist. More specifically, he conceived
of it as a means of undermining the pretentions of militant artists.
Thus, the objection that the art strike would inevitably fail because
it only concerned militants, without the number or standing to
bring the art world to a halt, may have been true of Metzger’s strike,
but not the strike as Home and his comrades in the group PRAXIS
conceived it:

The idea was not to destroy the art world: PRAXIS doubt-
ed that enough solidarity existed between artists for such

a strategy to work. PRAXIS were interested in how they,
and many other ‘activists’ have created identities based

on the supposed ‘superiority’ of their ‘creativity’ and/or

political actions to the leisure and work pursuits of the

social majority. This belief in individual superiority was

seen as impeding a rigorous critique of the reigning so-
ciety. Put bluntly, those whose identity is based on ‘their
opposition’ to the world as it is, have a vested interest
in maintaining the status quo. To change the world it is

necessary to abandon those character traits which aid
survival in capitalist society.*s

The decisive argument here is then: opposition to the world invests
in and maintains it, therefore changing the world demands aban-
doning opposition to it. There is also the suggestion of a yet more
hyperbolic argument: the identity that enables one to survive in
capitalist society is an adaption to it, therefore changing this society
demands abandoning this self-preservation. Hence the art strike is
conceived as a means by which artistic activists can abandon their
opposition to, and survival in, capitalist society. This is still far
from Sorel’s theory in many respects, but it corresponds precisely
to his critique of socialist politicians: their manipulation of the uto-
pia of proletarian emancipation in order to secure their position in
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parliament or, more generally, the apparatus of the state, thereby main-
taining their survival in apparent opposition to the state, which itself
persists in and through this opposition. The artistic activists invited
to engage in the art strike are then cast by Home in the role of these
socialist politicians.

However, this convergence only exposes the divergence. Sorel
conceived of the myth of the general strike as enabling proletari-
an action, not the action or inaction of politicians. Under the guise
of his homage to Sorel, Home effectively invents a new idea of the
strike: a ‘politicians strike’. This ironically reinvests in politicians,
albeit now in their inactivity. The only way it could evade this would
seem to be if it were strictly subordinated to a proletarian general
strike. Home indicates some acknowledgement of this, however the
art strike is proposed in the absence of a proletarian strike.

For Sorel, the myth of the general strike is defined essential-
ly as 2 means of acting in the present, as opposed to what he con-
siders the utopianism of anticipating the future or how the future
will emerge: “The myth must be judged as a means of acting on the
present’.*¢ Furthermore: ‘Strikes have engendered in the proletar-
iat the noblest, deepest, and most moving sentiments that they
possess; the General Strike groups them all in a co-ordinated picture,
and, by bringing them together, gives to each one of them its max-
imum of intensity’.’s Perhaps the art strike is not utopian in Sorel’s
sense of presenting a course of action through which the future will
emerge. As to if it engenders the ‘noblest, deepest, and most mov-
ing sentiments’, this seems to presuppose a seriousness and heroism
that is absent from the self-ridiculing sentiments of the art strike.
The suggestion that the art strike demands abandoning one’s ability
to survive in capitalist society evokes a heroic risk of death, but the
risk appears hollow, and it is elsewhere suggested that the prospect
of death in the art strike is merely the deepest illusion of the bour-
geois artist who has invested their life in art.’® Perhaps this could
still form a simple and encompassing image, an intuition of the tasks
faced by artists dedicated to socialism. But how could this image
of industrial labour resonate with artists? In response to this issue,
Home (interviewed under the pseudonym of Karen Eliot) records
that there was an attempt to rename the art strike a ‘Refusal of
Creativity’, but that this just didn’t catch on’.”” A refusal of creativity
might have been more appropriate to artists, rather than workers,
but social resonance is decisive in such intuitions. In any case, many
artists understood the idea of a strike as nothing other than a refus-
al of creativity and self-abolition, since as independent artists they
were effectively faced with a strike against themselves, against their
creative freedom. Many artists rejected the art strike for precisely
this reason. The idea of a strike presumably infused the intuition of
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a radical and destructive withdrawal with a sense of historic im-
portance, and compensated for its desperation. Many were evidently
fascinated by the imaginative dimension of a strike, heightened
by its inappropriateness and impossibility. Whatever the reasons
for the idea catching on, this did not correspond to commitment.
Reportedly, only three undertook the strike. If a myth enables action,
or even inaction, then it was absent here.

Home’s conception of myth is manifestly distinct from that of
St. Auby, although they share some deep affinities. Home proposes
that the art strike is a myth, not the correction of a reigning myth,
but a correction might be deduced from the rejection of the ‘myth of
genius’ and, more abstractly, the rejection of capitalism. Given that
the correction at stake for Home concerns more directly the political
artist, we would need to deduce a ‘reigning myth of the political artist’.
If St. Auby’s conception of the strike can be considered a myth or par-
allel myth, then these affinities would be more evident. But the con-
tent of this parallel myth—‘the mutant’ or the new man, class, nation,
and so on—and its biblical derivation are entirely absent from and
alien to Home’s account. Sorel’s theory of myth suggests a secret
affinity to Christianity, but he finds the precedent for the general
strike in the Christian myth of the apocalypse or the total ruin of the
pagan world, rather than the return to the garden of Eden, and this
seems to underlie Sorel’s indifference to describing a new human-
ity, which would presumably appear utopian, rather than mythic.
A symptom of these distinctions is that whereas Home’s myth of the
art strike evokes the image of death or suicide, St. Auby’s counter-
myth evokes that of immortality.

What is shared by Home and St. Auby more abstractly yet de-
cisively is mythopoetical or, more precisely, mythopolitical: the cre-
ation of a new myth in order to found a new community. What is also
shared is the precariousness and artificiality of this creation. Just
as with St. Auby, Home tries to achieve this through a dissolution
of the supremacy of the artistic individual, as if this would in itself
generate community, without actually generating a community, ex-
cept perhaps as a fantasy, which then inevitably appears as the product
of'an individual artist. The myth then remains a work of art by Home,
as by St. Auby, rather than the form of'a community. Symptomatically,
both deploy pseudonyms that displace and proliferate their names
without resulting in their displacement or proliferation into an ac-
tual community. Both deploy a prohibition that promises a new ta-
boo or law constituting the community: St. Auby’s prohibition of
overconsumption/production, Home’s prohibition of political art.
It should not be overlooked that both propose to ground a radically
inclusive and anarchic (or ‘heterarchic’) community through the
institution of a prohibition that presents a profound challenge to
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its prospective adherents, although this is deflected by its appear-
ance or function as mere provocation and excitation. Home evidently
appreciated the communalising potential of being provoked, rather
than obeying, publishing several bitter criticisms of the art strike.
St. Auby undoubtedly appreciated something of this too. Probably
most revealing is their shared deployment of irony, which is perva-
sive. This suspends everything from what it claims to be, whether
myth or strike or community, generating a mischievous play out of
the serious legacy of mythopolitical creation. This is their ultimate
work of art.

A sense of community might nonetheless be derived from its
ironic appearance here, especially by those who are intrigued or de-
lighted, if not compelled, by these myths of an alternative. Indeed,
given that St. Auby’s and Home’s aims are not simply self-ridiculing
irony, which would tend to affirm the status quo, but rather a more
genuine desire for artistic-political revolution that has become ironic
in order to negotiate its frustrations and obstacles, undoubtedly this
can be compelling too, especially to those who lament the absence of
such a revolution without the conviction that it can be realised. Such
a myth may only form a community of fantasists, but real communi-
ties are imagined too.
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JOSHUA SIMON

Digital Revolution as
Counter-Revolution

The ideas discussed here arise from the growing realisation that
what we call ‘the digital revolution’ is a counter-revolution, a misog-
ynous, racist, capitalist revolution, informed by the sciences of the
Cold War, namely those of control and communication—cybernet-
ics.t The current late fascism ‘driven by a desire for the state and
a hatred of government’, as Alberto Toscano puts it,? has an eco-
nomic logic I would call ‘the tiny hands of the market’ in which the
super-rich eat not only the poor but also what was once called the
middle classes (as well as the affluent).3 This logic shows its face in a
plethora of supposedly contradictory phenomena—Amazon Prime
and Donald Trump, automation and femicide, gig economy and
social media.

For the last two hundred years or so the synthetic imaging we
still call photography has enjoyed an indexical status as portraying a
reality external to the technology depicting it. Objectif is the word
for lens in French, and that word has generated a world of inter-
pretations from André Bazin to Roland Barthes. With computation-
al photography we admit to a reality by which the image is created
through an internal relation within the apparatus itself, rather than
a relation of the apparatus to an external objective actuality. In a
now well-known essay, Hito Steyerl quotes a software developer who
explains to her: “The lenses are tiny and basically crap [on cell phone
cameras, JS|, which means that about half of the data being captured
by the camera sensor is actually noise. The trick, then, is to write
the algorithm to clean the noise, or rather to discern the picture from
inside the noise’.4 Following the work of Katrina Sluis and others,
Steyerl explains that the algorithm basically guesses what the picture
you took is based on earlier pictures you made available to it. It scans
all pictures already stored on the device or connected to it through
apps (your social media accounts), and by analysing the already ex-
isting pictures it matches faces and shapes to link them back to you.
Therefore what we get is an approximate visual rendering based on
previous photos. This can be called simply a memory image, since in
order for the image to appear, it relies on existing footage taken by
the same user. This formulation of image-making relates directly to
the metadata capture that makes for the algorithmic echo-chambers
we are so familiar with on social media and ad-based searches.5
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Neither this form of connectivity nor this form of image-
making are new. When the print revolution was raging, Martin
Luther addressed the printed images of saints as he understood their
nature to be. In his sermon of 31 October 1529, Luther spoke of what
he called Groschenbilder, cheap, mass-produced woodcut prints with
crudely drawn motifs. He called them ‘Merckbilder’ (literally, images
of memory) and said: “You do not pray to Groschenbilder, you do not
believe in them—they are images of memory’. For him the depiction
rendered in these images was not a representation but was there to
remind us of something we already know. For him this was precisely
what an image should do. The correct function of an image was not
primarily to represent something in a visually convincing way as if
it embodies it (for example in a religious icon), but rather to refer to
something, to remind us of something, in this case, the Word of God
or the dogma.®

This quick teleportation to the Merckbilder of Luther invites a
question about our digitally engineered memory images—what is it
that they remind us of 2 What is the dogma to which they refer? This
supposedly anachronistic departure into the theological origins of
digital practices is done here in order to suggest a historical con-
sideration for our current moment. In light of half a millennium of
thought and work around images and their production, we see how
our digital revolution is not a revolution at all. The memory image
is but one example which invites the consideration of an array of
supposed cutting-edge technological tools in the lineage of a much
longer art history, together with its settings and imperatives. We
would attempt to do so not for the sake of mere comparison, but to
explore the extended duration of protocols and practices that inform
our current digital counter-revolution.

If we look at the underlying assumptions about the human
that have instructed the attempts at artificial intelligence (AI) in the
twentieth century, we see that they derive from the assertion that
the mind itself'is a machine. Rene Descartes’s 1637 ‘Discourse on the
Method of Rightly Conducting One’s Reason and Seeking the Truth
in the Sciences’ provided the framework for the attempts of Alan
Turing, Ross Ashby, Allen Newell, Herbert Simon, Norbert Wiener,
and other celebrated engineers of cybernetics and early artificial
intelligence.”

The seventeenth century perceived itself as the century of
the machine. With steam, cords, coils, springs, and other hydraulic
devices, the imagination of contemporary scientists, philosophers,
and political thinkers was taken by the operations of the machine.
Following the book, the body, the clock, and the map, the machine
rose to became the metaphor that stands for the way things (natural
and artificial) operate.®
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The realities of our digital counter-revolution invite a reflection
on its underlying extractive and oppressive logic. With the fantasy
of automation in particular, technology manifests itself as an assault
on the social. While the triumphalism of the industrial age saw social
forces as part and parcel of technological achievements, our age of
environmental catastrophe perceives the social to be unsolvable.
Subcontracting for-profit technological developments to compen-
sate for total social and political incompetence is the inherent failure
of technology itself, as it becomes yet another assault on the social
as such. Technological solutions for social problem mean simply that
technology stands as the failure of the social. Technology is no longer
an apparatus but an environment. It is the ecosystem in which ac-
tions take place, not a mere device with which social action is taken.
Taking up a variety of devices and applications that have come
to be known as machine vision, artificial intelligence, augmented
reality, algorithmic serials, uncanny valley,® and others, we can
explore their genealogy through the history of art, particular in the
early modern period, a time of immense extractive racialisation and
colonisation which saw vast machinic development in the field of
image-making. We will therefore draw parallels between the arche-
ology of various media and art history, in order to assess our neoco-
lonial digital frontiers.*

With the dawn of the computer age, media enthusiasm saw
some big art exhibitions such as Gybernetic Serendipity— The
Computer and the Arts (curated by Jasia Reichardt, ICA, London,
and Exploratorium, San Francisco, 1968) and Information (curated
by Kynaston McShine, MoMA, NYC, 1970). However, by the time the
personal computer was positioned as the highlight of the era, things
went sour. Bill Gates’s ‘Open Letter to Hobbyists’ in the January 1976
edition of the Homebrew Computer Club Newsletter, presents the ex-
tractive logic that will come to characterise the commodification
of software and the digital counter-revolution. In his letter, Gates,
already co-founder of Micro-Soft, but still based in Albuquerque,
New Mexico, expresses a simple idea: let us make software a licensed
commodity like hardware. He writes: ‘As the majority of hobbyists
must be aware, most of you steal your software. Hardware must be
paid for, but software is something to share. Who cares if the people
who worked on it get paid?[...] Most directly, the thing you do is theft.”

As we have seen with Microsoft’s software licensing policies in
our lifetime (and its effects from packaged updated versions to cloud
computing ‘promiscuity mode’), instead of the digital revolution re-
placing social, political, and legal constraints used by the then exist-
ing power structures, they have done the opposite. In place of free
interactions between autonomous individuals and their free soft-
ware, as promised, the real-existing digital revolution has become
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an endeavour of reterritorialisation for extractive profit. In more
general terms, the logic of the digital should be seen as part of a
continuum of projects concerned with settler becoming—extracting
profit through expropriation. The extractive logic of digital tech-
nologies is driven by the reterritorialisation of supposed frontiers.
Both the confinement of the self for the purposes of data mining and
the celebration of the tech entrepreneur as explorer resonate a neo-
colonial reality of settler expropriation.

The long duration of expropriating colonial protocols encoun-
tered under the conditions of the digital invites a reading of what is
called technological innovation from the perspective of art history.
This is because in art history we find the blueprints and desired re-
sults of many of our current digital technologies. As we look around us
to see what is attempted in the processes of machine vision, machine
learning, artificial intelligence, and virtual reality developments, a
strange feeling emerges in those who are familiar with art history, and
more specifically with the history of art of a counter-revolution, the
Baroque. This artistic style, developed as part of the Catholic Counter-
Reformation, stands as a unique phenomenon that involves a variety
of attempts at developing visual apparatuses that make the world.
Many of the Baroque’s visual organising principles are informed
by the techniques devised as part of Catholicism’s encounter with
humanism, almost a century and a half before Martin Luther. From
Filippo Brunelleschi (1377-1446) and Leon Battista Alberti (1404—
1472) to Albrecht Diirer (1471-1528) and Melchior Lorck (1527-1564),
from Anthony Van Dyck (1599-1641) and Gian Lorenzo Bernini
(1598-1680) to Abraham Bosse (1604-1676), and from Jean-Francois
Niceron (1613-1646) to Diego Veldsquez (1599-1660) and Francisco
Goya (1746—1828), attempts at Virtual reality, Memory images, 3-D
scan and 3-D print, artificial intelligence, augmented reality, ma-
chine vision, and considerations of the uncanny valley seem to have
been in motion for a long time.

Strangely, this world is familiar to us. Of all things, it might
be art history that lets us into the invisibility of the digital age. As
we have moved from textual to visual to spatial media operations,
our current phase reiterates the previous stages. Interestingly, much
of what is being developed technologically these days is already in-
formed on some level by the achievements and discoveries of artists.
Therefore, instead of exploring what art can do in the new realms of
the digital by replaying those enthusiastic new media exhibitions, it
is worth noticing that art history already informs the current digital
attempts at appropriation of space through an expropriation of the
visual. Historically, artists’ work has informed the technologies of
the digital age. The geometrically projected perspective of Leon
Battista Alberti, for example, is a visual tool that can convert the
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infinite distances in space into a painting, compressed in a finite
and measurable surface. This development already hints at the shift
from text to image and from image to space. Using a different tech-
nique, this is also the logic of the map and the interface. The inter-
face as a map is a special form of operation based on information
reduction of elements from the world into a synthetic diagrammatic
image that has a specific navigational function. From the vanishing
point in a painting to coordinates on a map to navigating through a
digital interface, we shift from pictorial correspondences of space,
to spatial renderings of reality.

A friar in the Minim order, Niceron’s experiments in anamo-
rphic images and lens-based composite images in ‘La Perspective
Curieuse’ (1638) are the precursor for augmented reality. In these,
Niceron created a tube with a cut glass lens that creates a reverse
kaleidoscope effect. This tube was then put in front of a drawing.
One of these was a drawing of eight cardinals in a circle (with the
centre of the drawing empty). When looking through the lens one
would see an image emerging in the centre. This was composed from
pieces of the eight cardinal faces that were aggregated by the re-
verse-kaleidoscope lens—the chin of that one, the forehead of the oth-
er, the cheek of this, and the eyes of that. The face created in the centre
was that of Jesus. What Niceron achieved is a lens-based compos-
ite image that operates as augmented reality. Jesus appears through
the device. This is Pokémon Go before electricity. The historian
Susanna Berger mentions that the device was displayed in the library
of the Minim convent in Paris, which Thomas Hobbes and Abraham
Bosse frequented to visit Pere Marin Mersenne, a key figure of in-
tellectual life in Europe in the first half of the seventeenth century.*

Caravaggio’s use of concave mirrors for his portraits of con-
torted figures predates mechanical attempts at corneal imaging
systems taking place in recent years for tracking our eye-movement
when watching the screen (in this way making pricing ads on dif-
ferent parts of a webpage). Van Dyck’s Charles I in Three Positions
(1635-1636), turned into a marble bust in Rome in the hands of Gian
Lorenzo Bernini (1636) by commission of Pope Urban VIII, is the
model for 3-D scans made into 3-D prints. A depiction of Charles
I in three postures (enface, from the side and turned in forty-five
degrees) was sent to Rome in order to be rendered three dimension-
al in marble. Before plastic polymers and laser scanning, the proto-
cols for 3-D scan to 3-D print were developed by Pope Urban VIII
as he was attempting to bring the United Kingdom back into the
Catholic church. Velasquez’s famous Las Meninas (1656) has built
in it a portrayal though a device—with the mirror framing and de-
picting the scene and setting, this is machine vision. Goya’s Straw
Mannequin (1791) involves considerations that inform the uncanny
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12 Thomas Hobbes even
mentions the device in a letter
from 10 January, 1650: ‘I beleeve
(Sir) you have seene a curious
kind of perspective, where, he
that lookes through a short
hollow pipe, upon a picture
conteyning diverse figures, sees
none of those that are there
paynted, but some one person
made up of their partes, con-
veighed to the eye by the artifi-
ciall cutting of a glasse’. See
Berger 2017 (note 6), 196.
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13 Hobbes, Leviathan or The
Matter, Forme and Power

of a Commonwealth Ecclesiasticall
and Civil [1651], edited by

Noel Malcolm (Oxford: Oxford
University Press, 2012), 7.

valley, wherein all figures are painted but some are supposed to de-
pict human presence (the girls) and one conveys a non-human pres-
ence exhibiting some human-like features (the mannequin).

A more allegorical approach might include Carceri & invenzione
(1745-1750), by Giovanni Battista Piranesi (1720-1778), his etchings
of imaginary prisons that offer a visualisation of the rhizomatic pan-
opticon that is the real-existing Internet; Bosse’s iconic cover piece
for Thomas Hobbes’s Leviathan or The Matter, Forme and Power of a
Commonwealth Ecclesiasticall and Civil (1651), where the sovereign
is constructed as a2 multitude that comes together to make a body
politic, is of immense importance for us as it visualises a process of
becoming that is in operation to this day. While Hobbes was thinking
of state and sovereign, the underlying logic of his proposition is
applied in today’s corporate and control regimes.

The political and religious thinking that informs these artistic
attempts is worth considering. For example, when we think of ar-
tificial intelligence, we must understand it as 2 metaphor and a ma-
chine. As a metaphor, its origins can be found in Thomas Hobbes's
notion of the artificial soul—a construct he devises to describe the
sovereign of the state as an amalgamation of natural persons (the
multitude that makes the gigantic figure in Bosse’s frontispiece).
In the introduction to Leviathan, Hobbes opens thus:

Nature (the art whereby God hath made and governs the
world) is by the art of man, as in many other things, so in
this also imitated, that it can make an artificial animal.
For seeing life is but a motion of limbs, the beginning
whereofis in some principal part within; why may we not
say, that all automata (engines that move themselves by
springs and wheels as doth a watch) have an artificial
life2 For what is the heart, but a spring; and the nerves,
but so many strings', and the joints, but so many wheels,
giving motion to the whole body, such as was intended by
the artificer? Art goes yet further, imitating that rational
and most excellent work of nature, man. For by art is
created that great Leviathan called a Commonwealth, or
State (in Latin Civitas), which is but an artificial man;
though of greater stature and strength than the natural,
for whose protection and defence it was intended; and in
which, the sovereignty is an artificial soul, as giving life
and motion to the whole body.*3

In chapter 16 Hobbes makes three categories of personhood:

‘naturalpersons’ (adult men); ‘artificial persons’ (representatives of
those who are not ‘natural persons’, and who are themselves natural
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persons: lawyers, curators, guardians); and ‘persons by fiction’ (those

who are represented by artificial persons). The Leviathan, the state,
is a ‘person by fiction’ that comes to life through the ‘artificial per-
son’ of a sovereign, who is at the same time an aggregation of natural

persons.*#In the frontispiece by Bosse, as in the book itself, we are

shown that the natural persons are the matter from which the artifi-
cial body of the Commonwealth is made, and the sovereign is the

artificial soul of the Commonwealth.'s For Hobbes, it is the sovereign,
brought as a metaphor of the soul of the commonwealth, that unites

the multitude of persons into an incorporated entity—the state.
By attributing a soul to the structure, Hobbes is able to describe a pro-
cess. This is manifest in the frontispiece. Berger recognises a shift

from a static structure to motion through language. Movement is

done through representation; action becomes possible through the

soul of the state—the sovereign. Matter (natural persons) must come

into a certain form (person of fiction) to act (as artificial persons).®

So the frontispiece should be seen as a composite image within which

there is a composite creature. This mechanised conception of the

artificial soul informs our contemporary formulation of artificial in-
telligence as a political metaphor that dictates our political imagina-
tion and behaviour as we shift from sovereignty to control and from

state to corporation. For us, artificial intelligence therefore stands

not only as a machine that controls us through pattern recognition,
but even more so as a political metaphor for the corporate agglom-
eration targeting us as separated beings.

Although the frontispiece portrays a walled-off city-state, with
a countryside, fortress, and cathedral, there is no mention of the
already highly developed global mercantile network of slavery-oper-
ated plantations in the colonies on which the growing wealth of the
king relied (Hobbes himself was a shareholder in the Virginia Com-
pany, through his patron Lord Cavendish).*”

An iconic image of artificial intelligence is the Chihuahua/
blueberry muffin mosaic experiment in which three dark dots on
a round fox-brown background appear as either dog or a pastry.
The algorithm then must determine which is which. When it does
not recognise the image, it brings people to see this malfunction as
poetic abductive logic, much like in poetry where one thing stands
for another. This accumulation of Chihuahuas and blueberry muf-
fins corresponds to the Leviathan figure made up of tiny people. One
stands for the artificial soul that presents itself to us as existing pri-
or to any voluntary action on our part (the state) but nevertheless is
totally reliant on us (the sovereign). The other stands for artificial
intelligence wherein we accept artificial intelligence as an actual au-
tomated thinking machine (the corporation), while in reality it needs
our constant feedback as it feeds of our life (control).
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14 Hobbes 2012 (note 13),
244-248.

15 Hobbes 2012 (note 13), 18.
16 Berger 2017 (note 6), 207.

17 See Katja Diefenbach,
‘Possessive Individualism

and Trans-Atlantic Slavery

as Mirrored in Early Modern
Philosophy’, in Hans D. Christ,
Iris Dressler, Paul B. Preciado,
Valentin Roma (eds), The Beast
and the Sovereign (Leipzig:
Spector Books, 2018),
166-176, 169.
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As we opened with the digital counter-revolution and late
fascism, it is appropriate to finish with historical fascism as counter-
revolution. Walter Benjamin writes in The Work of Art in the Age of
Mechanical Reproduction:

Fascism sees its salvation in giving these masses not
their right, but instead a chance to express themselves.
The masses have a right to change property relations;
Fascism seeks to give them an expression while preserv-
ing property.*®

18 Benjamin 2007a, 241.

BACK



SHARON KIVLAND
Epitaph

I think R. may had misheard or misunderstood me when we spoke
about my contribution to his book. If so, it will not be the first of
our mishearings or misunderstandings in the course of this book.
Iam sure I used the term ‘epilogue’, the speech at the end of a book or
play that comments on what has occurred—the final word, as it were,
added to what is already complete. There is no denouement implied,
no conclusion, and my French dictionary informs me that it may be
considered to be a farewell to the reader or audience (I like this, a
friendly wave, one that might solicit applause). An epitaph, however,
is a short text honouring one who has died. It usually appears on a
commemorative plaque or a tombstone, although it may also have a
figurative sense. Sometimes it is chosen by the person who is not yet
dead, in preparation for the certainty of their death; at other times
those who remain will select what they feel might represent the dead.
For a moment I considered adding a note in red to my annotations
to R.’sintroduction, suggesting that he should change the word. Yet
on further reflection it is true that he and I, we do speak both as
and with the dead, so it has been retained. Moreover R., writing as
a revenant, descends into the cave and returns. I met R. first in
2017 in Davos. From the windows of the Kirchner Museum [ watched
him blow hot air through a stencil into the snow. ]. (also in this book)
and I turned to each other in recognition—a return to the 1970s, we
laughed fondly, and yes, another phantom emerged. Two years lat-
er (I think) we met again in Davos, again at the Kirchner Museum,
and while I did not join in the participants’ waltz around the gallery
request by R., I did film it, and later introduced R. to Soul Train
(he revealed an unexpected talent, even snake hips). A year later he
stayed with me in France, finishing his doctorate under my strict
editorial eye; one evening we crowded into his cinema car, parked up
on our rural lane, to watch descents and risings, construction and
destruction, revolving and rotating. He made espresso in a Bialetti
on a camping stove for us. He has always been the perfect host. It
must be remembered that Bartleby the scrivener, another ghost
among all those who speak or are spoken for herein, worked in the
dead-letter section of the post office, dealing with letters without a
return address, misdirected letters, blind-read letters, prankish
letters; the letters of the dead. Iam the ghost of this book, its copy
editor. My role has been a haunting of the text (all mistakes, then, are
mine, scapegoat, sin-eater, sacrifice); my now-invisible hand inserted
italics, single quotation marks; I restored the absent translators;
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I added the Oxford comma; unlike poor old Bartleby, I did not reject
the unpreferred, the errands, the copyediting. And now, yes, now, I
add the full stop, with a friendly (ectoplasmic) wave: valeze.
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GLOSSARY

Animated camera

A camera that moves according to a
distinctlogic, programmed or script-
ed in advance, recording anything
regardless of the actions occurring
around it. Thislogic can’t be escaped.
The question is not if but how one re-
lates to the logic of the camera’s in-
different movements. Aesthetically
the moves employed can be rotations,
thus bringing in formal qualities such
as the punctum, the pivot, or the
axes, vectorial forces such as grav-
ity or momentum, and conceptual-
ly opening the potential for revolu-
tion, repetition, and death. Practi-
cally, however, this camera generates
acomplicity among the subjects that
confront it, eventually leading to
coalition and collaboration. Thus
the animated camera is a tool for
the urgent examinations of colonial
conditions and of a decolonising ap-
proach to them in documentary art
practices.

Bedroom-qua-cinema

The bedroom is the most intimate
private space exposed in the public-
ly used private Internet. In its cin-
ematographic quality, through the
moving image of video chats and
posts, the bedroom becomes ‘public’.
Nowadays the bedroom-gua-cinema
might be identified as the architec-
tural typology replacing the ‘factory’
(and before that the studio of the
great spirit) as the original place
of revolution. The activities and
body parts corresponding to these
architectural typologies reflect
their most primordial functions:
head, studio, thinking, knowledge;
hand, factory, production, work;
genitals, bedroom, reproduction,
life. The technological possibility of
visually (but also conceptually) pro-
jecting political emancipation into
the world from most private spaces
makes the bedroom-gua-cinema a
place related to the masses, as was
cinema at the beginning of the twen-
tieth century; however, as opposed to
the factory, cinema was unrelated to
productive work. In the network of
bedrooms, equipped with uncount-
able masses, the gravity of this new
cinematographic potential has revo-
lutionary measure today.

Idiotic research

The concept of research as idiotic
draws on Deleuze, who in turn draws
on Dostoyevsky. For Deleuze ‘the

philosopher takes the side of the idiot
as though of the man without presup-
positions’ (2012b, 165). Dostoyevsky’s
main character in The Idiot, Prince
Myshkin, is a young intelligent and
‘wholly virtuous man’ (2015, 684;
in hisnote the translator Ignat Avsey
quotes from a letter of Dosoyevsky
from 1868 without giving a precise
reference). He is a sort of a Christ,
whose absolute goodness makes him
appear peculiar. Although some do
refer to him as an idiot, everyone
shows profound sympathy towards
his naive behaviour. According to
Dostoyevsky, ‘this evocation of com-
passionis the very essence of humour’
(684). The difficulty of imagining a
person doing something absolute-
ly disconnected from this person’s
interests justifies calling this per-
son an idiot—but equips them with
greatness as well. It enables the
most improbable endeavours just be-
cause they must be undertaken. For
this reason there can never be an
answer. Artistic research—as idiotic
research—is a search for questions
and the only original question accept-
able is: what was the question?

Non-construction

Destruction is essentially the same
thing as construction, only with op-
posed algebraic signs. This becomes
evidentinarchitecture, where every
building is dependant on both the
destruction of existing spaces and
the edification of new ones. In terms
of spatial transformation, destruc-
tion and construction are always
complicit. This is why the slogans
‘less is more’, ‘less is a bore’, or ‘more
is more’ are useless rhetoric. Wheth-
er one adds or takes away, one trans-
forms the world, and if unconscious
and uncritical falls prey to a con-
structivist positivism. ‘A noncon-
structive gesture’, however, is ‘one
that [...] destroys everything whose
existence depends on edifying pre-
tentions’ (Hollier 1992, 23). It is an
anarchitectural exposition of archi-
tecture, a2 point at which nothing
has been constructed yet in terms
of appropriation and will, perma-
nently opening up new possibilities.
The means to make art in order to
exhaust oneself can be called ‘non-
construction’. Non-construction can
be understood as the point zero
of destruction, as a signature of ab-
solute destructivity, the destruc-
tion of a constructivist transforma-
tion that is always at another’s ex-
pense. Non-construction, however,
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generates space for architectural
encounter and non-exclusive com-
munity.

Rejuvenation

While for the youthful researcher
passionate research is intrinsic or
unavoidable, it poses a challenge
for the senior researcher, for whom
passionate engagement in research
means subjecting oneself to rejuve-
nation. The task is to not confuse
the passion lurking behind every
economic interest with the young
passion of ‘unproductiveness’, lack
of ‘nomination’, or lack of ‘commu-
nication. The difference is that for
the young the interest, or rather the
desire, is expressed by ‘the Other’.
Rather than the forces of one’s own
passionate interest, directed out-
wards and pushing the subject into
the world, there are passionate forc-
es pulling the subject inward into
the world. The latter is not an inter-
est, for it is opposed to the passion
of economic interests and can even
be self-destructive. The Other is not
‘a collectivity seeking to guarantee
my labour and to gain a return [an
interest| on the loans it grants me’
(Barthes1989,70). The desiring Other
is ‘a living collection of readers’(70).

Spatio-discursive practice

Nowadays debates range from ques-
tioning the place of art practice in
a globalised neo-liberal world and
its mechanisms of control to the
relevance of research related to art
practice, itsacademic programs, and
economic valences of knowledge.
Due to the general difficulty of locat-
ing practices, and also due to the leg-
acy of conceptual art in contempo-
rary art, the character of such work
is inherently discursive and spatial.
It is discursive because it relates to
the conceptual as the source of cog-
nitive work, and it is spatial because
firstly, the conceptual is an indicator
of the dislocation of contents, and
secondly, because global capitalism
is an indicator of the dislocation of
values. Conceptuality and dislocation
define the spatio-discursive
state in which art-related practition-
ers find themselves today. While art
practices increasingly employ discur-
sivity as a means of artistic expres-
sionoraparticular art-related spati-
ality is discussed with regard to such
an art practitioner’s discourse, the
discursivity of those current aesthet-
icexpressions not based onlanguage
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isoftenignored. Animportantaim of
my work is to show that the separa-
tion of discourse and space is unten-
able: discursive practice is inherently
spatial; spatial practice is inherently
discursive. Neither can claim that it
has the hallmark of their discipline.

Theory as touching

The ancient Greek theatre as the site
where theory was staged enables an
understanding of theory not as ob-
jectified knowledge but as a mode
of touching, as something per-
ceived sensually or aesthetically in
the moment of its making. Agamben
draws on this ancient Greek idea of
theory when discussing Deleuze’s
concept of ‘contemplation without
knowledge’ (1999a, 239). I link it to
Benjamins use of the word absent-
mindedness (Zerstreutheit). Theory,
in this sense, is never an actualised
work but the very moment of encoun-
ter, hapticity, and the potentials de-
riving fromit. This understanding of’
theory as a potentiality is the basis
for understanding architecture as a
space for encounter, and encounter
itselfasarchitectural. The very spati-
ality generated by encounter is at the
root of architecture and architectur-
alknowledge. An encounter between
an actor and a camera produces an
architectural spatiality. Spectators
are drawn into such staging, becom-
ing part of the sensual experience of
a theory and its potential.

Voiding

If‘the refusal of the very idea of a will
of one’s own’ (Agamben 2013, 140) can
be seenas non-construction, then the
‘renunciation of the law’ (142) can be
seen as voiding, both placeholders
for architectural poverty. When a
projector in the cinema is according-
ly moved to annul the movements
in the film, this is a voiding. As op-
posed to avoiding, a voiding has a
transformative effect on the voided.
An anulment is also a moment of ec-
stasy, of an absolute being outside
oneself. The process of voiding ide-
ology starts in the process itself: any
place where a stage is negotiated is
already a stage that can be voided.
Mathematically, voiding is expressed
in terms of an inversion (a multipli-
cation with 1/x). In reality, however,
such mathematical voiding is impos-
sible and the discrepancies to the
ideal perfection create moments of
comedy and humour.
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