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Landed in Haneda Airport 4 February 2020 such a nostalgic moment for me. 2017, I've
been participated on Next Generation Producing Performing Arts Program by Asia Center.
At that time | really had no idea what’s going on at first, everything was new and little bit
overwhelmed for me. It was just 2 years after I'm profesionally working on dance scene,
and my first time going abroad by myself, I'd been on the survival mode while trying to “fit
in”. Luckily there was Haruna Tsutsumi and Makiko Yamaguchi who really patience on
digging more about us as participant. They tried to provide what we need to explore on
TPAM 2017. With my limited ability on english language, finally, in the 2" day | could
communicate with Haruna about what | really want to see and explore more during TPAM. |
clearly said that | want to observing more about dance, especially related to young
choreographer. By that needs, Haruna and Makiko bring me to saw Yokohama Dance
Collection’s performances. | remember vividly during the performances, | promised myself
to going back to Japan for observing more about how the young and emerging
choreographer’s working here, and how the existing platforms provide their needs.

YOKOHAMA DANCE COLLECTION

06 February 2020 | was really nervous yet exciting to meet Mr. Shinji Ono, the director of
Yokohama Red Brick Warehouse No.1 who produce Yokohama Dance Collection. We
were agree to meet in Yokohama Nigiwaiza Small Hall, because the Competition Il will held
on this space that night. He is such a kind heart and really open on responding my curiosity
related to Yokohama Dance Collection (YDC), its history, profile, programs, future plan, and
sometimes random questions which just popped up during the interview.

YDC started at 1991, when the director of Red Brick Warehouse at that time, Mr. Seiji
Takaya and his partner Mr. Makoto Ishikawa starting Japan pre-selection of the Bagnolet
International Coreographic Competition (now: Rencontres Choreographiques
Internationales de Seine-Saint-Denis, http://www.rencontreschoregraphiques.com/) in
Yokohama named Art Councilor of Bagnolet Choreography Competition. In 2002, after The
Bagnolet International Coreographic shifting from the competition to the festival which
focusing on meeting point of dance practitioner, YDC finally decided to started their own
competition.
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During the conversation, | also could observed the preparation of Competition I, Mr. Shiniji
Ono as a director was friendly greetings all the competition’s choreographers who just
coming to the space. For me, seeing that kind of things was really precious. During my stay
in Yokohama, | tried to following all the YDC programs. The Competition Il, Competition I,
Exhibition, Performance by Former Prizewinner, and HOTPOT. Like Mr. Shinji Ono said the
framing and plot of the YDC programs could structured like this, the non-experienced
emerging choreographers will started from Competition 2, and if they continuing their works,
there is an opportunity for competition 1, and if they have potential, the opportunity for
entering HOTPOT program will be open.

AvARFrisavll EAREREN
Competition il New Chorsographer Division

Pict 1: Day 1 of Competition Il (background: the staff of YDC preparing the front desk), Yokohama Nigiwaiza
Small Hall

One of the most precious support for YDC is French Embassy Award which manifested as
a residency program in France for the year after. Mr. Shinji Ono said that this is one of the
strategy for cultural exchange for France after The Bagnolet International Choreographic
Competition has been shifted. They also bring the France choreographer to YDC for Dance
Cross program.

This kind of exchange have two side, in one side there is an opportunity by young
choreographer to broader their mind, skill, and also challenge them mentally on surviving
while doing residency program. But in the same time, the question about how this kind of
cultural exchange could be more equal for both? | mean, in the dance scene we knew that
the modern dance history is coming from the Europe and America, but every culture have
their own history and journey, that’'s why exchange should not be a legitimacy for a
particular culture otherwise as an equal sharing moment. But beyond that question, | saw
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the hardworks of YDC on promoting and giving the great opportunity for Japanesse young
choreographer not just for prize winner, but also for all the choreographers who involved in
with their network. They also evaluating their program year by year for the matter of
choreographers need. Like Mr. Shinji Ono said at the end of interview, one festival is never
enough, but it's better than nothing.

YDC Competition’s Choreographers

After saw all of the Competition’s performances, based on their works, | interested in Roma
Hashimoto (Competition II), Shikici Osamu (Competition 1), and last but not least, really
great to saw Ayano Yokoyama (Competition I) solo performance which she was being a
dancer and choreographer on that piece. | did make a list of their name before the
competition’s winner announcement, and surprisingly they got the winner prize. Roma
Hashimoto as outstanding new artist prize from Competition Il, Shikici Osamu got the
French Embassy Prize which he will doing the residency in France on 2021, and Ayano
Yokoyama got the jury prize which manifested as porosus endowment fund.

s
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Pict 2: Announcement of YDC Competition 2020, Yokohama Red Brick Warehouse No.1

On the closing party | asked them to casually talk about their dance journey, but after our
talk was going deeper, we can’t help the language barrier, so we decided to continuing the
talk by e-mail. This is also being a note for me, on every research we have to doing all
things as comfortable as we can for the both side. Because of budget’s matter, really hard
to hiring translator everytime, but after this experience, | tried to find the more comfortable
way for me and person who | meeting with.

On one of my question, | questioning how YDC facilitating the choreographers before and
during the competition. Roma Hashimoto said, “ They were very kind and supportive. One

of the most greatest thing was they always had their respects for us as an artist. | think it
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was a very important thing to communicate with each other.” Meanwhile, Ayano Yokoyama
said, “I could show my work and | have a chance to argue and discuss with YDC director
and staff.” Back to Indonesia, as a artistic director of small platform called Paradance, |
always thinking one of the precious things for the young choreographers is meeting and
talking the festival directors and important people there, it could be a great encouragement
for them, and in the same time during that talk as a director/producer who (expected) have
a broader perspective about the scene, we also could sharing that persepctive for them
related to their work, of course in this communication we should uphold the equality
based, balance as a listener and speaker.

| also asked them to write about themselves in Japanesse writing related to their dance
journey so far, they could choosed to write spesific moment or kind of picturing
themselves on this dance scene, and also, they could write that on any format that they
comfortable with. | also asked this for all young choreographers that | met in Kansai
Prefecture. I'll compile all this writing on my final essays compilation that still processing,
but I'll choosed one of them to attacht in this report as an example. All the complete
interview of platforms and artist will written there too.

*See attachment for the preview of original write of young choreographers.

KANSAI PREFECTURE

19 of March | flight from Haneda Airport to Kobe Airport, this is first time | went to Kobe. In
the station, Yumiko Nakashima, manager of Kotobuki, the db Residency house, stand bring
a DANCE BOX (db) paper bag. We didn'’t talk for some minutes, because | can’t speak a
word japanesse language, and she was not confident to speak in english. On that point, |
really glad of all the experiences related to language barrier, because, | also can’t speak in
english well, but dance itself always giving us a chance to communicate with people
beyond the language, and in this research, | mostly will meeting the dancers. So, by that
consideration, | took that barrier as an opportunity to explore as a part of this research
journey.



Pict 3: Nia Agustina asking with bahasa Indonesia, Pict 4: Mona Yonezawa answer the question in

translated by google translate Japanesse, translated by google translate

| really glad to saw Kotobuki at the first time. The old house with Japanesse taste interior in
the middle of housing, and just 5 minutes walk to db office. There was Yumiko and 3
artists who already stay in Kotobuki, Alan Farrieri and Ema Yuasa (Xhiasma Project) who
will stay there just for some days ahead and J’'sun Howard (choreographer, Chicago) who
planned to stay as a residence artists on db for 4 months (but the plan was changed
because of the Covid-19 Pandemic). What | really grateful for is our feeling as family with
each other growth day by day in Kotobuki. Shopping, cooking, and eating together, and
continue with playing uno, and sharing about English and Japanesse language and each
culture almost every night. And the most important is strengthen each others to facing
residency program during the covid-19 pandemic.

Pict 5: | cooked yellow rice (one of Indonesian traditional food to celebrating birthday) on Yumiko Nakanishi’s

Birthday



Dance Box NPO

Before the research begin, Fumi Yokobori, Dance Box (db) program director, asked me to
joint the AiR meeting as one of presenter on 22 February 2020. | was presenting about my
research plan in this Asia Center fellowship program, another presenter who talk about the
fellowship program supported by Asia Center was Keiko Yamaguchi (BRDG).

Pict 6: AiR presentation on db

Talk about db and its history with Fumi on 25 February 2020, remind me about Paradance
itself. How and why db started and going for some years was have similarities with how and
why Paradance started and going until today. Started in Torii Hall, Osaka in 1996, at that
time Mr. Iku Otani was a director on that space. The aims to built db was to create a dance
center, not a company, but dance artists community based in Kansai and thinking dance as
movement, an body expression for making communal movement. This also infulenced by
contemporary dance situation in Japan, on that time just a small numbers of
choreographers who works as independent artist, they mostly working as a dancer on
dance company or ballet company. 1992 Kansai Prefecture contemporary dance scene
started when Susan Buirge (https://www.cirm-manca.org/fiche-artiste.php?ar=94) was

coming. Yoko Mori (Monochrome Circus and Kyoto International Dance Workshop Festival)
and Fuyuki (first db director with Aya).

One of the most important program of db was db Dance Academy (2012-2016) , some of
the young choreographers who has been participated on that program was Ayaka Nakama,
Ai Kawase, and Mona Yonezawa. Another choreographer who felt impacted with another
db prorgam like moved by the invited performances on db or been a volunteer or residence
artists on db was Kitamari, Chisato Nakanishi, Yamamoto Kazuma, and Alain Sinandja
(African dancer/choreographers who stays in Japan since 2017). Fortunately, | could had
the opportunity to meeting and interviewing all of them during my stay in Kobe.
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Kyoto Scene

My purpose for meeting the young choreographers who recomend by Fumi Yokobori, bring
me to Kyoto, and lucklily by last meeting with Keiko Yamaguchi on AiR meeting at db bring
me to stay in her house during my stay in Kyoto. She and Ryotaro Sudo, help me to
navigating more about the dance scene in Kyoto. At first | tried to mingle with the
community in UrBANGUILD which Ryotaro Sudo was a booking manager as well as
program manager. UrBANGUILD on my sense is a space for artists not just to perform but
also as a meeting point to create intimate network. That’'s way, FOuR Dancers, one of
regular program focusing on dance performance tried to mixing the experienced with the
emerging one, on the list of four performances, eventhough not every FOuR Dancers could
create that kind of composition, but the tried to.

From UrBANGUILD, | also could saw live performance of young choreographers who | will
interviewing later, like Chisato Nakanishi and Ai Kawase as Umishitagi Collective and Alain
Sinandja, also some of experienced choreographers who | was not planned about to meet
at first, like Yoko Mori & Kosei Sakamoto (Kyoto International Dance Workshop Festival &
Monochrome Circus) and Ima Tenko (Butoh Kan & Ima Tenko Workshop Studio).

Pict 7: FOuR Dancers at UrBANGUILD

Finally, in Kyoto, | just following my intuition with the help of Keiko Yamaguchi, Ryotaro
Sudo, and Fumi Yokobori to navigate who is important to meet on that time, because the
scene is quite overwhelming for me, is huge and including the complex history and context.
Beside the choreographers, UrBANGUILD, and Kyoto International Dance Workshop
Festival, | also had an opportunity to met Yoko Kawasaki, program director of Kyoto
Experiment, that was a meaningfull meeting to broader my idea related to festival and talk
about the exchange opportunity in the future.



Community Based Dance Creation
One of Interesting things that | met on this research is, most of dancers who | interviewed
has a strong background in worked with community.

=

Pict 8: Maya Ichikawa’s company rehearsal (Kyoto Exchange)

Watching the Kurata’s Midori performance “Family Portrait” first time in YDC 2020 as one of
HOTPOT performance, bring up my curiosity. Ryotaro Sudo was help me to contact her in
the beginning, really glad that she was open to talk about her works and her process with
the help of Kyoto Art Center staff to translate our talk. One of the Kurata Midori’s statement
that really impressed me was, “ To work with Yakuza, or ex-drug user, | have to entering
their “world”, | need long time to approach and communicate with them until they have a
trust to me, and one key is being friend with them, not just for performance matters.” Maya
Ichikawa, is another artist who found Kyoto Exchange which a dance group with the mostly
old age members, of course as an artistic works, this group can’t approach dance skill or
tidy performance, but Maya said, “ In the process and production, the most important thing
is enjoy the moment, not really important to create a particular dance, if we’re not enjoy
anymore, better to stop.” After met with both of them, | remember that there is one of
Japanesse choreographer who ever been studied in ISI (institute of the Arts) Yogyakarta
and working a lot with difable dancers (Tanpopo No Ye), Shin Sakuma.One of memorable
sentence from Shin Sakuma was, “When | was in Yogyakarta and studied Yogyakarta’s
court dance, | couldn’t even speak javanesse, and my bahasa Indonesia is not clear
enough at that time, and again the culture is different with Japan. At that time, my teacher
said to me that if you want to learned the Yogyakarta or Javanesse dance in general, the
dance itself is not enough, you have to learned about its philosophy, culture in general,
attitude, so you could mastering the dance. So does the process with the difable, we should
to deepen our knowledge about them, about their “language”, their “culture” that might be
have a huge different with us.”



Butoh-Kan

For me, is not complete, if | research about the contemporary dance scene without looking
Butoh as one of trajectory, that's why, after saw the Ima Tenko’s performance in
UrBANGUILD, | proposed to meet with her and her student.

| invited by Ima Tenko to saw her performance in Butoh Kan and interviewing her and one
of her student, Riko Murakami, some days after. This is a pleasure for me, as an
Indonesian art practitioner who often heard about butoh but never saw the real one, | really
need time to process all the information related to that.Ima Tenko’s started Butoh with
Byakkosha which had been tour in Indonesia in 1982 hosted by Indonesian Arts Council
with Amna Kusumo, Sardono W. Kusumo, and Sal Murgiyanto as a core team to organized
that. After Byakkosha broke up in 1994, Ima learned traditional Japanesse dance which the
core of the exercise was body center and connection of body and spirit, inspired by that,
she has encouragement to shared that knowledge to people,so she open the workshop for
21 years and still going. The participant is not much, but sometimes foreign people also
coming to join the workshop.

Pict 9: With Ima Tenko and Riko Murakami at Ima Tenko’s Workshop Studio

Riko Murakami is one of her active student, she was interested in Butoh when the first time
watching the Kazuo Ohno video, The Written Face in her class, which is design and film
major. There was a strange feelings, and she decided to find out more about that, until she
found out Ima Tenko’s workshop,create a production with Kiraza company (Ima’s company),
and continue until today.

There is some of young dancers also who started their career by learned and performed
butoh like Ai Kawase and Kitamari at Sennichimae Aozora Dance Club with Iku Otani as
choreographer.


http://kiac.jp/en/

Kinosaki International Arts Center: Artus in Residence

During my stay, | also took time to visit Kinosaki International Arts Center (KIAC) to catched
up Aoki Naoya's work that already processed on the KIAC residency program. | met Aoki
and Maki Hashimoto from KIAC in db AiR presentation, 22 February 2020. In the middle of
touristict ambience, KIAC present as another face of Kinosaki-Onsen. | couldn't digging a
lot about KIAC, because | just had limited time to catch up. But how the KIAC tried to
always connect with the environtment around is really important consideration, because as
an artist, residency in different place should gave them richer perspective and experience
related to the context of environtment around the residency place, if this is not happened,
why we need residency then?

=

Pict 10: Installation on presentation of "Landscape” by Aoki San

Future Plan

This report just an overview of all my fellowship activities, for the archiving, documentating,
and responsibility, I'll completing this research by writing essays compilation based on all
the interview. Maybe I'll also continuing the e-mail interview with some people who
recomend by Fumi Yokobori as well as from my observation is important but | can’t meet
because | had to shorten my stay and also related to transportation restriction policy during
March that makes difficulties to moved. Some who already in my mind is Tomohiko
Kyogoku, Shigemi Kitamura, Sonoko Chisiro, and Zan Yamashita.
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ATTACHMENT 1: Journey on the Dance Scene, written originally by Roma
Hashimoto (YDC winner of Competition 1l)

FEIHDHRAICFRELTIA—VNIERICHBELTEY . TN BEEEZMEFRRBLORNDHR Vo1, £
DE.ECHIELVEDCEADEKKIZEMMN  EM PR CTHARNMMEROREER-RICZEENKEDE
BISERTH A a—A~NEZLL,

RETEEATATLROT HEFBZMBLIAE, FXURVNERR) 2 ERIEREESYTSI—%
JaAFYTEINTA—TURELEYL T, LWL, BZARITERMEL THR>=3E I [R=BBERXFREAD
FET RRITATATERRABITLTNKIEE D,

INTA—I UV RERERELIRH =L H)(E. Pina Bausch IZHRL TEMROKREIVIAF—OFDORELGLE.
INTA—I—FHEFEELTOVEVDAEEF Y RTAU T LI ERZE STV, HICTHEHRTHEL T ESRMN
B L—TAUR SN FERIERWL G VMR CZEDBEDH AR ZEEL TV -DHLEDF Y RTAUT D
BERHO—DTHD, BN TEL., IRATIEREEETEIN-DHOT. ERECEDSETITONIZKE /N TH—
RURTOAVIINDBETALIF—ELTAVETMNRR. T TA4L Y23V B EBDHBHLE L KIMERITIRE
DIERPFRENEHEI T HEEITED STV, TORTREICEKRNGARRBICLEICTF—HRSATHE S
Y —FEX NV RTAVT LI VR EREEELTAIZWEE RS LSITH 21z, LOAILZEDHICIZFBEFEEET Y
Y=L T—EDARAFIALE T NIEIRTDIBORFCHES VS —BHOF DA ERO TLEIRIRMELAH
BERLT-1=8. 2018 FELYBELF Y —LLTIBEROT—V2avT  FURYSRICEBHIZS ML, R
FILTVTTBHILERDD,

BREMTE -2V BT FaT7IVEEMERE. EF—TEFE. T—rTALIF—LELTOKRE., EMT Ao~
DIEDLYIS, REHIZT D REVSBREFMZ ., 2019 EMLF oY —E DA ERDEEERI— ST, 2019
FRINAR—RIEREREL BBREROA—T 4L aVAD /NI —TURLEHHERERITBE—RIZRA
12,2019 FEIEFWR/1S5)L TR SN 1= SICF20(Spiral Independent Creaters Festival)® PLAY #PIT/\T+
— YU RER b —F3—SRTFY—HY =YL 5T NURINT ST )%, 2020 FIZIFHES VRO I ay
2020 TMHY4o02-o0Z9)L IBNFHABFATH LAV RT4LaV I TREFHARGREEZZEL-,

2019 FICRE LI b—F3—SXTU—H =V UF5TN\UF JITHEREDEOEBTHAIF LD R/SAFILE LD
FICHEAFRORERITEMEIAT)—H—IIILDBICRIT. FHEALLEDRMEDEBEL) U EYIBIME
SR ERIZYARRRL T4y I ERTHS, ERNILHETDNT )Y INTA—I VR Zot=f=8 . oV R Y —
ARICRZSIIITEREH A= COERTEEMNRORALLOERIFERTEREMELZIEELTNSAN
—RE B —UNBFX VY RTAUT Lz KEPF YR TAVT  BERTHAUREERERDT LY IV EN
TURRE, ZLTSROFI~OHFINEEHESNTOI ST IRE LT,

2020 FITRELITHYA4o0 - o0=9)L 112019 F 4 BIZHERtEYI IV /N\NIDRATHELZLOZXRIEIZ) S
JIAL a3 LTHEIEA v RaL Y3V TLEELELEDTHS, A7 21— ILDOEBETHF Y RANER | EFEORET
EMEFENAHIROBLORELL ST, B EEBROT—VIEERT . EF—TJ&HITBELTaVETMNIE
[CEVRDESESITLTUKEEETof-. BRDEBER, 7. A XDEEFE. FHOWE (TS TEE &
DAELEF—TELTEN, EERBICELE THLGREOEECRBATS OERK. BEFOIRT O ERIE
BREF-TIRFDEMNITON -, BEZMELTHBETERMIHEEINTVSZ L, MADHERRTEAD
BEERLGRENBETNAI L IFDT V ADRRICIEESLRO AR EZRLSE A LLENORE~NE ST,

11



INCORBREBRTSENTRLDILIF. FADF VRPN TH—T U RAANDEKIEHBAEADIEDY hoEFEN
BEDTIFLEL REGRT4D2T LT —POBRAISEFNTDEDFZEVNSIETH D, KK HBEKREIZZFIET
CEDLZONEAMNBIEDHIN. BRAILBES, T42aT7ILT7—rTIEEAL, BIHL, KELETHFLLK
FLRREEHL . TIICBRIBMEFEELGZODSE, R BBAT /UL, KEOAMEUL 2 TRILEE
SEFOTWS, LLIANT BERD IO DT AR ITHNIEEENBRIBLZOMLYEEIZET, ZIHOKE
VEARE DA BEREIBADEOICIBATIKESDS, EEMGEBEIERLIE. ECAICLHhFEEREIT. 1
LA LSRR UN—HILICEBEREENTE=OIZRIIZHIGNADIFIKEICH T HFEEFET. TDT-
OICFA-BIEBEHICBKREZTELGALLG(EDOERREDHEBEOLEHDOZWVMARRD L SLGEKELZLKBIZTSHD
TIEGELEASIM?

ERETHAVBERE, AT V054779530 07792a30 03— o854 Z TS, FNIEFT7yia
A= DIZBIETEEIBTIURPAI UM, HLLIEREAERICE S EfE-EN, oI e RIE T D44
AZ—IRFEEFOTVIISE EFDAICENTHESICETERVBHERLTLD, T SR T7y
2aVBFRITESTFRL TP 2T LT —rTHAID T, R B DFEELO DR EHEXKLTVWSLITEHR
[THERZEELTOBETFREDE, ThELTF VR IEVWS—THLERBO R TEARIE T DEEEE S 2 TRIE
LTWAARIZESTIE, FADERIEKREIZKEGEBAEIBEZEVTWAESICRZBIENHLIDMELNELY,
EROMEREICHINEZTZEVTVWADTII LG ERICEDELTETADaT7 LT —rDFEELRERELTE
EAIZKENZIHZOTVBEITTH D,

FACESTHRPIRMA EFETH>TRLTEMTIIAN, —BEELOIXBREICT—Par T &AL,
TNEMHICEOMEREEZ-T. TOBEZZERANTIALTIKIETH S TNEIEXNLGERZEC  RHE
EFZDEMEERTIFERELTERICIRMAZTHEVIEBRNEFELTVSET T, HLEY BVDFILLWFEE R
RUEGLEFIEVDT MBS BENEGEIBIREZTHI2A5LLSIEETHIL,

FWMBEANDZELEF TG RDE VA=V DI ELBARKITESRICBVENSDIFERDZDEEE
WA DG EITIKFELTOAELSHETH S, ChERBIBEERDLLEVALLELAZEET S, ERICRE
D= TIELWDIZKELGHREE/ONINDBRT—HRIZHEO>TVSREIZT MBI, LM LFAIZ AR HED
EOYMBEITERRT HRRIGEVFREERT 5 THAIRALRELTIZIFL 5L, Christo & Jeanne Claude
*°> Tino Sehgal D &S5 T7 I T—aV TRV L= AEEHILT 0. LTS a—EDRRERBEL
TEAREBRDPTT —TARAMELTEEE ST 3EBACDEFH EFREAEABITIKEZEZ TS,
BADOBARTHINLGZBIRLTLDADL. L TLWAADB DLV REDBERDF VAL —U T, Aui=—
ZEY . BT RBELTERNEZREL, EATIETEXASOICTVRYSATHEMELTHR., ZAT:
AhonR=—— BIRE., XEBEOREEDLLTORELTIK, EVWIANIFEAEBDTIEEWNEDSD, LHL., FA
[CIEINDT—Ts AL TERZBACEDHEIRRDAEXLIFIETERZILGL, 35540, COKRE—Y
2RELTRALESIERISLEHMATNTVDAIZEEEFET B, LMLEAE. HFEVICEHEFEOLELNALGLA,
ZOERICMDHEIRL, BEDKIIAVNRZ—F > TEREZBORLEC FHEHLBALIEDLEIVETHA
FO#HLLETODIIMERVEYIZWNERES> TS, ZLTENERR T 52012, §HREADRDIZATIV—IC
IRFSHZ LML BN DEREFFODOEBLERICHARLEMEEL. RV ITLGEBRELET-LERSTLS,

REIC.ADNSETICEINEEEZZTLBELTLDAMEY RN T YT LY,
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ATTACHMENT 2: Journey on the Dance Scene, written originally by Mona
Yonezawa (db Associate Artist)

[FhEBREDK VAT A4 7]

3FEHL. BRELHER TR, AARPE KRG EZGAOEMEFTFLTICH > TLWEIOATRBATLZ, T
7=y IREIZBEDNYER#HL LT, DERLDZENTEEFRATLIZ, £T1E. XV XA THALY
RN LW 3D EBRT 2 Enntad L,

FHENRWE V RZEZ7HIC1E BEATRLELED ZEATE 208, BIE, F—LIBETLXRY)
1REEZE L, D E VY ADREELIYVRCTDHICToEEF B433a=2y—Yaveel &
BEWDZEZ%Z>xT7 L, ZNEROHRITAND EWDS ZeZ2A4BAERTITEE L,

Xy RaEEB LT, KUNCLAZDIEVRATE, TNETNIE->TH 272V BRI L TRPMEZRIHh, &£
IANEAD D TITEZVLDD, —ADDT FNNA RZflACLELT
WCODDEN -T2V AETICIRMAZ DRITTITE, “RARTLIMENBR WL VY RMZZ DY X 2 %4F
>TITEE L7,

FHLOEI X R EBL T, HECRKE. ZE. BODLEBEKERYICTE LS ICHY EFLE, ZL T, 7
VI AT 4T HELM 5731_75‘1"!5072360)%3\ BEZF - TEHAETHEETESZ LS IR £ LT,

BV ADT—RERT-ODHETRI-TE I LICBERATE LS ICR Y, I L TCBaA AL
T @280 2F—LTHEELTVWCESIZLARY, ChELZ VR Z2BLTRASHAPEEALA -7
DOTIELTWLAEBWET,

AU R%THET, WOLFHEICIE, TBDICER - AETHIENTEDZDND, BHTERATCHAT] &
BaENTTUVWET,

FHIZEIZ, 25 L-ERE2R T, BEALYO I —CERVWERTb TEAH LEZE Y R EZXUICEY ., 5
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