"MUUIY o6/beco’

A PHOTOGRAPHIC EXHIBITION CURATED BY OLIVIER PIN-FAT
-..,.\;}9‘% : = . . 2 « N I

Tt

WOLFGANG BELLWINKEL
AGNES DHERBEYS
PIYATAT HEMMATAT
OLIVIER PIN-FAT

MANIT SRIWANICHPOOM




The Photographers:
- Wolfgang Bellwinkel

— 18 Prints (225 CMs x 160 CMs)
= Agnes Dherbeys

— 31 Prints (85 CMs x 60 CMs)
- Piyatat Hemmatat

— 08 Prints (225 CMs x 160 CMs)
- Manit Sriwanichpoom

— 14 prints

(160 Cms x 160 CMs and 225 CMs x 160 CMs)

= Olivier Pin-Fat

— 31 Prints (85 CMs x 60 CMs)

Rama IX Art Museum Foundation

Cover photograph by Manit Sriwanichpoom

Back cover phelograph by Piyatat Hemmatat



Konrad

Adenauer
apfa X }}«r’[ Mgﬁﬂﬁwgiatinn

We wish fo express our gratitude fo the Konrad Adenauer Stiftung for their kind and generous support in making this catalogue o reality. With special

thanks to Dr Canan Atilgan.




Our sincerest thanks and gratitude to all of our sponsors, without whose generous and unwavering support of our entire project, none of this would be

possible. With special thanks fo Elke Tiedt, Stephane Negrin, Pierre Laburthe, Han Nefkens, Dr. Disapol Chansiri, Suvi Seppalainen, and Mark Bloom.

% Embassy
> | of the Federal Republic of Germany ¥
Bangkok e,

Liberté « Egalité « Fraternité

AllianceFrangaiseBangkok
FHIANHTILATNTINW

REPUBLIQUE FRANCAISE
Ambassade de France

Rama |IX Art ndation

EPSON laif BLOOM

EXCEED YOUR VISION www.laif.de AL PRO LAB & STUDIO

Our special thanks and appreciation also to Dr. Seksan Prasertkul, Vieng Vatchira (editor of Kor Kon Magazine), Pichaya Suphavanij, Kamthorn

Paowattanasuk, Ing K, Dr. Brian Curtin, Dr Takerng Pattanopas, Onjira Kolokul, Steven Pettifor, Radi Somboon, & Somchart Sudhamachan




WOLFGANG BELLWINKEL
AGNES DHERBEYS
PIYATAT HEMMATAT
OLIVIER PIN-FAT

MANIT SRIWANICHPOOM

A PHOTOGRAPHIC EXHIBITION CURATED BY OLIVIER PIN-FAT

MUYV o¢/wéeo'

K Ma |){%m 6un

W wadiuing
UL 1ADTBd
Uoviar muvia
9087105 Hu-ufly

uiia aFiinnil

AnasTuauing oodiiod fu-ufiv




‘RUPTURE'

Olivier Pin-Fat, Curator

I've been living in my adopted city of Bangkok for 17 years now. During Thailand's recent political ‘rupture’, I found myself getting increasingly
frustrated by the mainsiream media's portrayal of the protests.

Aside, of course, from the actual ‘rupture’ itself.

I felt very sirongly that the complexity of what was occurring, and why, was - photographically speaking - being over simplified and flattened
into a ‘mono-syllabic' aesthetic of iconic stereotypes. The mainstream media in particular was (and is) guilty of perpetuating and disseminating
these almost Biblical archetypes.

I explored ‘affermath' emotively, but almost ‘forensically’. The images were taken during the course of one day only, Friday 21" May. 1 felt
many photojournalists who covered events for the media unwittingly utilized a more biased, romanticized and sometimes clichéd visual language.
Images that were quickly understood yet took a subtle pro-Red Shirt position. A brief example of this is the countless images we've seen of soldiers
in gas masks and black riot armour (usually 'beautifully composed' in monochrome) contrasted with red shirt protesters fighting with slings behind
their burning tyre barricades. side is 'maq, ', therefor humanized, almosf.demonized ip its meiumorphosis into an iconic robotic 'Darth
Vader-esque' oppressor, the oﬁﬁsmg vam wg%mufgulad mgs [o} communcrds - embroiled in a 'David
and Goliath' war. The reality was and is far more complex. Many of the media images 1 was seeing became so alienating and distancing, that by
employing this archetypal and repetitive visual vernacular, I felt as if I was listening to a messenger shouting urgently from another planet. Noft to
me, or anyone else in particular, but to themselves (and to an interpretation & consensus as to what constitutes a 'worthwhile* image). [ felt [ was
being bombarded by these other-worldy 'projections’, these messages from outer space, like templates, being stenciled onto reality - its subtext was
beginning to make me feel claustrophobic.

With my work I am trying to reach other resonances and go beyond a simplified & highly polarized political ‘debate’, narrative and context.
[ am frying fo be human. Firstly, the mainstream media’s output acted as an invisible context, a 'narrative’ or backdrop that has sunk like a stone
info the collective consciousness. A context we're all universally aware of now. So as a photographer, 1 didn't need fo address this. It had already
been done for me. Secondly, | explored 'aftermath’ emotively, but almost 'forensically’. What | saw in one day struck me as a national calamity, a
bloody disaster that left at least 90 people dead -- mostly civilians -- and nearly 1,900 injured. Bangkok had become a deserted, smoldering and
charred corpse of a city. It felt, looked, stank and sounded like 'the end of the world'.

With this work |'ve faken a deliberately neutral, a-political yet highly subjective and emotive, aesthetic stance. | see the iImages as personalized

documents of a national ‘reality” or ‘norm’ being tragically torn fo shreds. A subjective cartography of societal anomie: Reality in a state of rupture




If there was audio to my work, it would be the simple hiss of a broken water pipe, the maddening buzz of flies swarmed around stains and abandoned
sacks of food, breeze rustled plastic shreds from melted and burnt bus stops, and alarms, near and distant, from gutted and burnt shops. Simply put,

this series of photographs is what 1 saw (and how 1 felt) on that day. It maps out a walk I took in the abandoned and silent streets of Bangkok on

May 21", 2010.

[ felt compelled to photograph, compelled because this is my adopted 'home." Compelled because, not to, would have been alien fo me.
We're all political in some way or another, it's human nature to be whether we're conscious of it or not. We're social, and through implication, anhi-
social animals. We interact and are an intrinsic part of our environment. And our environment, our landscape, our outlook, is shaped politically. And

that landscape, in this case 'city-scape’, became a broken and blistered vision of not only what had happened, what lurks beneath the surface, but

what could easily rupture again.

When the military began its bloody crackdown where hundreds of ‘red shirts' were brutally shot & killed on the streets by snipers, | followed

events with an urgent sense of alarm and shock. My worldview had schizophrenically diminished into what | was seeing and reading on the internet,

and what I could 'actually’ see from the roof of my apartment block.

On May 19th, as my computer screen informed me of the latest death ioll, I walked onto my balcony and saw two apocalyptically black

columns of smoke gracefully and silently drifting east on the city’s horizon. I realized my 'home town' was literally (& not just metaphorically this

time) on fire. The smoke wasn't coming fro[ the Eic_admf burning tyres, it was beilowirﬁom cifﬁs heart iiself.
r o)
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& and visionary, not only in their original and
incisive visions into (and around) these events, but also because they hit an alternative nuance or resonance - more memorable, more immediate,

more pensive, more disturbing, more accessible, more probing and far reaching - that we're not accustomed to seeing.

Wolfgang Bellwinkel continues his ongoing series on ‘the metropolis', a city in flux, a cacophony of scrambled visual over load — all expressed

beneath the advertising tag-line - that delves into the very heart of rapid change, rapid decay and human isolation amidst both these bewildering

dreams and sobering nightmares. In this sense he provides a powerful and multi-layered 'context' that goes beyond historical documentation

Whilst viewing his 18 enormous prints, we find ourselves literally getting lost in detail, everything is sharp, every minute element as important as the

other. When we pull away to try and make sense of this 'context', we realize the 'mages are rupturing, if not literally burning, the metropolis he has

depicted is certainly smoldering. [t's an apocalyptic vision that gives no precedence to one thing over another. All is important.

Agnes Dherbeys, who has been photographing the ongoing political crisis in Thailand since 2006, shows not only her commitment and sense

of responsibility to ‘the story' (in an historical, socio-political and journalistic sense), but through this series, expresses an agonizing sense of

immediacy, bloody rawness and an overwhelming sense of urgency. Her images are not only historical documents of great importance, but when
viewing her installation, we also find ourselves claustrophobically and maddeningly entangled in the violent and bleeding chaos of this ‘story hne',

and what we find is there is no escape from 1t




Piyatai Hemmatat takes a visual step to the side and focuses intensely on an aspect of the crisis, a potent and resonant metaphor — his own,
By photographing in stark black and white, he pictures solely bullet-busted logos. Gucci, Prada, Dior, Celine, and so on - these opulent fonts of
consumerism — these logos of almost unreachable and impossibly distant and other-worldly material aspirations (to most in Thailand, and beyond).
In his images these dreams of rabid consumption and material luxury have been cracked, bullet hole ridden, shattered info shards. Globalization as
a reality and force, has been smashed by 'internal affairs’. It's a powerful and direct message that seems to emphasise how broken things really are
a millimeter beneath the surface.

Manit Sriwanichpeom, famed for his 'pink man' series, with typical sardonic humour expresses with two formats (small and square) a
monochromatic 'killing joke'. Manit takes not one step back, but two. He turns his focus on crowds of Bangkok residents, photographing the still
smoking wreckage of Central World, one of Bangkok's largest shopping centers that was burnt down in the wake of the Red Shirts violent dispersal.
People in his images are standing, disconnected from one another, isolated within their own spaces, in over exposed sunlight. Standing in this
atomic light as if in a trance state, they all hold cameras, or mobile telephones, faking snap shots of the destroyed shopping center. They appear as if
they're watching and witnessing the landing of a U.F.O. It is a potent iriple-fake on the crisis which is simultaneously very much a part of his ongoing
work about Consumerism's vaporous dreams. A sense of shock and numbness, exposure and vulnerability seems to emanate from these crowds of
onlookers. The images are not without compassion. Interspersed with these people, are sculptural still-lifes of the year before, photographic details
from a burnt bus, that could haRbée h Ogrﬁeﬁ‘ﬁayﬁW& seum Fny nga iD’n

Installed together, the works by these two Thai artists, one German, one French and one Sino-Brifish creates a cohesive but deeply troubled

and troubling smashed visual stream of consciousness that looks beyond media bias & directly into the 'dark heart of the matter'.

Bangkok. October, 2010,




WU LN o¢loceon'
0089109 AU-un Weou
whe warlunne  wla

uuordngammtiuthusmnudieats 17 1 Tusswihsiimsdoseslnerid "unney”, muﬁﬁatﬂ?umﬁnﬁufﬁ;am ‘?’1nn'r.-ati'\m'mn'rrﬂ‘r:ﬁ‘naﬁﬁmﬁuﬁiﬂuﬁa
NITUANAN.  LAFEANTINNIIAL ﬂ'm"ﬂum'mm;uﬂwmﬂmnd:mum?maa vilieonidhmuinogui. mifnetaus yndsimdufeiiludeiy, suemnuey,
puflsangtihunmin grdaneunusisuliadioy nesfimudufoutesaniunised nmmﬂula‘amaqﬂu'} 15iAnraiufin yunateiiugunisnmuuusunien
mﬂL-.Hmovﬂum?aemwﬂmumuquumaa.baneuw hganiydonss suamdnldifidoufin(uazdaviniiatidou) ismidunendiuasunsuerpuninuinne
dseendluminmmiumning sifuiidiarfosnmauilnseny’

Lll-iﬁ'li"l"?l.!?’mﬁﬂ'li‘m"ﬁ\ﬁﬁﬂ‘?a ﬂ']UﬂTWllzﬁﬁ unn'lu'um.,mtr.rnu fﬂ‘tl‘)ﬁﬂﬂa!.ﬂi)ll'] I.UUﬂ"I?’dUﬁ'}uWNUHI.')‘ﬂ ﬂﬁWﬂ"IUTMﬁTHﬂ'\UI’Ji‘ U "lu?‘lﬂ?'ﬂ 21 Wﬂh‘ﬂ'\ﬂu

L

umammqmw*wmmvﬂu 'nuu'nnmwmwm'imummuaama'] uns‘m'ﬂumm?m"l'mﬁm?man'mea'mneﬂﬁ Tinwinunsefioonsuni (romanticized) taz Uﬂﬂﬂ?‘-
Al nunnmii Vi fususn (cliches), mwmmuunnnmm’lwvm'l’maautem‘lﬂta'ﬂ@'mudwﬂumeum fegnadgg A nwsuou uu“lumum?"-mu;@umtﬂumw

qleanmﬁ'mwmmnnmmawunulﬁamﬂ-ﬁm {'Nunnwmumwm'nm FaoafusEnousts@InI) 'nﬂnuﬂua.,mnumwmmm?mmJ s¥nathodeuns fine
namunummnﬁauaqnmnu’n"mnemumnmwnsuﬂ mwumﬂ "Unila* (masked),

0g790 aunmsﬁmwLﬂwr'rmvmuaum}'wuqumm?nmweq afames,t ﬁmanmuﬂuq(umﬁumwa) gnoneneadiy “wmie” umnma‘mmoammn’ﬂ =

lUTUUTﬂL‘HHBU‘?ﬂTﬂT?M wma’mme‘mueﬂum?mmmtﬂuﬂqnuuuemmﬂ ﬂUdD’WP’IE)ﬂ?ﬂUUﬂU'J"\UT lay

a5, ﬂ'nmﬂm'iqmamaﬂﬂqmﬂ?qu FuFounIInIn
wntinnuAotin. mwmu’l‘nmwR@Wﬁiﬂﬁﬁ“ﬂﬁ%MﬂE G}Hﬁd&t

Mm.mmnu(archetype)ua mw-m-mm'ww
m‘lnuuudanuﬂn sufiafufdnsmniugnlauddamsznnanaiduy aclnuisafingeny. ansx

waslaolvtdounatsanivdlu IR ua"nnm"wn’mﬂ"muuﬁu

u'u“lu’lﬂrrmq‘lauunmmvw'la“lﬂ? wInuAd0anLATIAYI
?ﬁJM?ﬁ'ﬂUﬂW-ﬂﬂGQQT?Uﬂﬂm']liN(I.L'auUBﬁUUUUﬂW?ﬂﬂ‘]'!HﬂUQUW'lMﬂT:H')ﬁéﬁﬂﬂ'}Uﬂulﬂd)'J']ﬂ'“vl‘lH'IJI.'LJ'L.I.ﬂ"iW lJﬂ']ﬂ'l"‘"

Wnszguuiarssnlandumald, ienusineInan, mﬁumnaunuunuamu'naw'l-n "wen” Uaaniuesa®
uuaﬂaﬂumﬂuﬂmuaunn N sFURUR® 4

ufmminausdeaansue. pufdnsviulau

— Aty doulfunesanssiidauntiud it

'lumwmu*umumm uuwfnmnmmw"lﬂmnuneqmmnmq TRlnafumsidiuda(debate),

Dealaofenuuuuind s wistaugsthe, tuuineevidtunyged, dsznisusn, 1Bidensem
Mswesludiu,

Lnuwaeiﬁ"&(narrctwe) wazLiuuFun(context) fuealamIng

nnammauammaani“Ll.av!an e fumdoudadhufum
vddludeudnitis oy niovidaluamandaifous Wumioudamings auwmauanuammmun-umu':a-nu iifuyiuniieasug iud

W3
'lUthJ'lu'us:wu muu‘lmwuu‘mqmw uulisnflufesauotssdutiirmndnudn 1n9q fviuuds neuun

Uszmsiiaes, wifhuudissannendsaa Moanufdn, uwildiiosiBeumiioun
idoafidaudlinuaisenation 9o au— anlnaiithnlssmaunadou — ua
AndageezgonFogluldws. venudan, nwidiu, nduitles, was

y

UM Sdiuiiluilsiuiuduneusaeand, siuaioues

*uﬂumﬂwumam 900 A ngammnahumuns$amaeu flan s suilemnanladinden

By m'lmu'muu'hmﬂmwu ludta “Hudulan
dmiuiinssamstl uuvslavinandelsitiunans, lidhthodndhamanaidieslag, l.m'Lm:ruv

1AyIniu unmﬁuauuuamm'mnmmq uwmmwmﬁﬁ (axdn
mﬂfmuummumﬂmw uuue4mwmmutﬂuuunnmum’mmu aruilusiauenlss

wintl wio UTTVAILIRI T et wnﬁmmannlumaamm wadilfuih
1mJauuuunwummﬂumamm AW iuen uﬂeﬁmw??\!'luummamum'smmaa Lmrl'll,qq mmﬂmwmumamuaq;aa\ﬂm, uunalﬂutﬁmﬁwﬂ:ﬂﬂr‘ L

viothuan, @esitifmetuasiuiidou sougunszasulalngnlaimernoms, Lﬁf;aanﬁﬂmHwa’mﬁnﬁ‘iﬂmmm:@waaun'::*m Lra‘lﬁtjq@’}ﬂﬂ'\ﬁ‘mLl.léﬁf‘“lw%‘mﬁm'

fudsamani@ousv, avinilnauasilng, niufmgmzmadinlfuazimsuneien wm‘mq fifio mumwﬂu fip Aafiuuwuiiiu (uﬁ"wsﬂn) u it S

Wi Tuindydune VIR0 I B 11.IlJ‘??ﬂ'!‘i'NN!JIJ'Nl'N 'F‘IJ?T“’&" J‘l?ﬂNWIl‘iUW‘IUﬂ? I.}JO'JUVI 21 WAL 2553

e e E——— e




[
o e

mmﬂui‘qﬁ‘aunﬁu'luti‘ﬁm‘lumamw ~0UNBA LTI uﬂamamuumﬁﬂtﬂu ", wgaewn luvia uuma‘ﬁnuﬂamwn LUARATT vin9 auANInitRteanenIg
ey mﬂﬂﬂ‘lumﬂﬂnmmua wsrziiiuassumfiuesnus Tirusresidmield. isulludnidany, ua..TﬂsuatJ:mm’:nqﬂmnﬁ-uu mﬂam "t danuld
miouiu. Lﬁwud;}n?ﬂﬁauaqﬂaaQ'fauq A5 naJlu'uiu..mmnumnulumunumuan‘lm"mv'mmmnaamaumm ua.,aqu'maauuum mnuwﬂu'umm ¢ Tanviemd
UDALTT, muna‘:“m?mcmiu?'mmi‘nﬂummanﬁmaandwmanmmaenm (political).® ua"nnwﬂui'aumm 'M'lum‘munmum Uviml (city-scape), nateiily
MWUNANTIULAL umnﬂwamnqmmuw‘lﬂua'z ueindanviiu mumqmnauuauaa‘lﬂuJaamJ? mmmwmm*unnﬂm ponuBnléynide.

suanammwﬂgummﬂaaﬂ AANUNTYIYN - ﬂgummmm‘ln "AuIEoAY" MaTBFoBAL Qnds gndams nanaauu Tasussamaututiy, nufaauaoiunisal
moﬂ':”ruaau'lwa.mn‘lv'lnaaﬂ:wm unnamuumuunaian wigdundulunduun ?.mwamnnmuua.mumnaumaﬂum nuﬁmnnmuv..-] 9399 PINUAINIUD
ovimiiiiutiweany deo 19 ViuNIAL, 'lu‘um:meﬂaummaﬂmuun"aaquam'\ummaamﬂa'\aﬂ wammﬂusan\lﬂ'ﬂs‘*mse nduiu wispunsiluaey
niviauiuadosndoudou vinslinensiusenuesuouringsmm. ansiuies ﬂuu?aa'lﬂm'l'v'n “tu-(iioe” VDILUMAIGNINAILAIY TN (w9399 Tl
waLausn). mu'i'umm’nuu‘in'lﬂm‘v'mnu’:?')mmuwmaauﬂ?"m-& Ltﬂqun'lu'i?na'unﬂmw

luiingsans ‘Rupture’ udaten 4 yuues fnudeniidnunzianizay, Aesinviausasiy wazdumarsnIninalng, Lildgnidenuanimiau H'j‘ng?'].,
uuumﬂnnﬁunmwaaummm?mmumu Lmnummunnmandﬁm‘uumsnm?u gzl waua Lﬂaatﬁaq wasmumue maldmnnssuandn — swinant
agalandn, duland, nunnumﬂ azwisulendn, falanin, ﬁ'n'rwm':?ann')'l—a‘unu us"i'mmwmamﬂmmuwum

28R wadduna (Wolfgang Bellwinkel) mmuﬂmuewmmu'ueam‘lu‘qﬂ 'the metropolis' (umum} dedluviunanamsuldounlas, amdousiu
dutouifuthu -maquuqLauemaanmmu'lwm'[wm - -mmmaa‘lﬂﬁu.nunmd'umﬂﬂnuﬂﬂﬂaauau‘h n'mﬁeuamumauwau ufwmuuﬂamwn*uawquu'lu
'm:una']qﬂunmuaumu'lwqunau ua,:',fuﬂumuﬂu 'luu.aumneﬁ']qmumeaﬂmnemmwﬂaq wazdudou fiundarnantiy - mﬂqmwmuuuﬂnmwmmﬁm"
maaqmeﬂm AwdsnaLfinn 18 A, 191D UMATILOYVIUNANT WAL IEYA, nnaea‘:uﬂu'm nnesflsznoudugey mwauuwdmu winidionoseoon

; wd B . i 1}
Lﬁammmm’l?umwumuu ﬁm g m ﬂmﬂm‘h é%ﬁ%"lr: 6 u\ﬁuﬂmgﬂ ﬁrﬁmaﬂ‘h fiumanaay 1§4ua. utﬁugﬂﬁam

vealanmiune i lufidslelunw
Ulya Lﬂﬂﬂuuﬁ(Agnetherbys) uuuwnmw’mqmmatueﬂnummimﬂ W.f.2550, tﬁlli)tlﬁ»:’\uﬂutwmuﬂﬁ"maum"mmuuua..mm*?uuﬂ‘aeume L'i'eqm’;

Aulidmeslssidmant, Tulifuosdenu-maidies uazlufifivesnismoauain, u.mﬂmauafqﬂn'mmau mmummmau‘h yfousy, anududoudonann
warasusalad. mwmﬁgmmua‘lu"lmfiumaquuwnmwwuvumnmmm-i.’mﬁ’mn?mmﬂ u.mmewmms-mmuﬁmmw{mstqllqhon}, \damuiiesfiney
lusufivfudaidonidouti anoylunsdouuns "Foasm® mamm’inmﬂann«uwn smuidon MiTaunia wilegnalsfluy,

Uovia muie Bondulusunmludneg udamns mumhlwnhnuwannqwu unmmumﬂﬂ?umﬂ'smmq uazorfenIsasouasyiu — uuﬂai]ﬁmﬂumwu
YBAUVUOY. FIunmnIAITAaTuEuSy, NN MATIALFNINTZqUNEANNTZFY. Gucci, Prada, Doior, Celine “fay — wmanTSnNuTNg Faunauiinatioy —
Uﬂi}‘uan?mLl.mﬂ'J'm'LLiﬁuautmumDn'lHN Tnasniveguenian (mmu*numu'lmum'lumaq‘lmuuamau’tm Tunmweann  audunssmelasudinauas
oR qmmm'mnmmu AR mﬁa;waqzwn-iaunnn.ma'imn?..au nmﬁwmnmaqm'm:‘fu Tamaied ’iug'au..mﬂuu?d'uuLnaauianmuauuuw'lu
mu,mﬂumqmﬁ BetuwaRunasions “Fedluntounia”. fifluanss nanse fause - assididlifsdiuiusyes 'nfmuwmﬂag'ﬁﬁﬂnanuLdaenmumu
usLdus AL e,

wile aindagd, flasdannmaiega pink man, fdulnagunsnldonsuaiiuuandu Mfiogaoauuu fe uanidudn ludadudnda Mmnmiiludidado
(monochromatic) fisaledodufuznnssunsiiios. uiimdennesnaululuau wazhilAnesuafinife u.maaﬂm"maunmhJmammu niladeniundoaly
tufinnmesrugang s, Aenduanuiinavesdniiundaiian, nua’lumemanummqas?wauﬂweqnﬂmw nawwnmmnLwawmmmﬂ.’znqmmsmma

WA, 11,;')1““\-'111'1ﬂmgquugqnﬁuﬂauﬂ'mﬁ'}ut‘uu-! uﬂu'lun'm'na-m"lummmu muuanl&*anwuanunuau nvnnadegluan]wmumamu “"Uﬂﬂ’mmmmmm

L n
fighaBuusFeds wwq‘m.mlmmﬁau.ﬂ-mawqmlemmumm <6y, wnaudendos  wielufinsdwiilede, mmumqmuau'mma?mnumumwﬁuﬂ

m?ﬂm‘immmaaﬂut} ﬂ'NF‘IH'F"I'N’E)i)ﬂ'I"r’}‘i"T}mJ']"lﬂ'lﬁ\'lﬂ“ﬂ\Nu I.W‘i"'l“H?ﬁUUUﬂ’Nﬂ’I'}?BUa\}?OﬂﬂaHU"!?\D?\"I mﬁunuwmn“Jnf]ﬁﬂ'ﬁ‘luamuuati"nau'nuwunu




