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Diana Diamond 56/3

EMPATHY AND IDENTIFICATION IN
VON DONNERSMARCK'’S THE LIVES
OF OTHERS

T

Florian Henckel von Donnersmarck’s The Lives of Others, set in the
German Democratic Republic in 1984, five years before the fall of the
Berlin Wall, has been called the first accurate depiction of the psycho-
logical terror wielded by the Stasi, the East German secret police, who
safeguarded the dictatorship of the proletariat. The film is about the psy-
chological and political transformation of a Stasi officer, Wiesler, who
undertakes the surveillance of a prominent playwright and his actress
lover. The mechanisms through which Wiesler comes to empathize and
identify with the subjects of his investigation, as he observes and listens
in on the rich blend of passion, poetry, and politics that characterizes
their lives, are explored in depth. Wiesler’s transformation is based in
part on the capacity to form implicit models of the behavior and experi-
ences of others, based on the mirror neuron system, that Gallese and his
colleagues call “embodied simulation.” Underpinning the processes of
empathy and identification so central to this film, embodied simulation is
an unconscious and prereflexive mechanism through which the actions,
emotions, and sensations we observe activate internal representations of
the bodily and mental states of the other. Embodied simulation also
expands our understanding of the power of the primal scene, which has
long been identified as a major organizer of unconscious fantasies and
conflicts throughout life, and which forms the central metaphor of the
film. Embodied simulation scaffolds our aesthetic response to art, music,
and literature, underlies the dynamics of spectatorship, and potentially
catalyzes resistance to totalitarian mass movements.

he Lives of Others, a film written and directed by Florian Henckel
von Donnersmarck, is set in the German Democratic Republic

(GDR) in 1984, a year with Orwellian overtones of faceless systems of
oppression. The film shows us the human face and destinies of those who
lived under the reign of terror imposed by the Stasi, the East German
secret police, whose declared goal was “to know everything.” The film is
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about the internal transformation of a Stasi officer, Gerd Wiesler, who
undertakes the surveillance of a prominent playwright, George Dreyman
(“the only nonsubversive writer who is still read in the West”) and his
actress lover Christa Maria Sieland (in the words of the culture minister
Bruno Hempf, who covets her, “the loveliest pearl in the GDR”).
Enraptured by what he hears as he listens in on their lives—a lavish blend
of literature, music, art, poetry, and passionate lovemaking, each aspect
enriching and ramifying the others—implausibly Wiesler begins to
change. The mechanisms through which he comes to empathize and iden-
tify with the subjects of his investigation are the focus of this paper.

The Sonata for a Good Man, the musical composition that haunts The
Lives of Others, reminds us, in the words of von Donnersmarck, that
“human beings have the ability to do the right thing,” through processes of
empathy and identification with others, even in social conditions that seem
to eradicate the very possibility of goodness. This lyrical and moving com-
position first appears when a recording of it is given as a birthday present
to Dreyman, still in good standing with the regime, by Jerska, a dissident
theater director who has been blacklisted by the Stasi and forbidden to pur-
sue his vocation. Upon learning later that Jerska has committed suicide,
Dreyman plays the sonata for the first time and wonders, “Can anyone who
has heard this music, I mean truly heard it, be a bad person?”’

This statement (and indeed the film as a whole) was inspired, von
Donnersmarck (2007) tells us, by Lenin’s reflection to his friend Maxim
Gorky that he couldn’t listen to Beethoven’s Appassionata, his favorite
piece of music, because it made him “want to stroke people’s heads and
I have to smash those heads to bring the revolution to them. . . . at that
moment The Lives of Others was born.” The director tells us that he found
Lenin’s statement to be “one of those extreme examples of someone shut-
ting out their own humanity and going by principle.” He states, “I thought
about creating a film situation where I could force Lenin to listen to
the Appassionata, and thereby give history a different course” (von
Donnersmarck 2007). “I suddenly had this image of a person sitting in a
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depressing room with earphones on his head and listening to what he sup-
poses is the enemy of the state and the enemy of his ideas, and what he
is really hearing is beautiful music that touches him. . . . I sat down and
in a couple of hours had written the treatment” (quoted in Riding 2007,
p- 3). In The Lives of Others, Lenin is turned into the Stasi captain Gerd
Wiesler, and the Appassionata into Gabriel Yared’s original composition,
Sonata for a Good Man (von Donnersmarck 2007).

The film depicts the GDR as a miniature masterpiece of psychologi-
cal intimidation in which the populace was kept in check by a force of
over a hundred thousand secret police who handled more than twice as
many citizen informers—at one time informers numbered close to one
out of every seven Germans (von Donnersmarck 2007; Ash 2007). Such
a system, in which family members, friends, and coworkers routinely
informed on one another, is an unlikely backdrop for a film whose cen-
tral theme is the capacity of human beings for goodness, compassion, and
change. However implausible this transformation of a Stasi captain from
party apparatchik to a man of feeling and principle may be in social
reality—Tlater I will discuss some of the criticisms of this film along that
line—the fact that the film has been such an enormous critical and box
office success, receiving the Oscar for best foreign film and a record
seven German film awards—speaks to the idea that goodness continues
to flourish “as an idea and a value in that other reality, psychic reality, the
world of unconscious fantasy” (Schafer 2002, p. 6).

Wiesler is first seen teaching new recruits at the Stasi’s legal acad-
emy, where he plays for them tapes of a recent interrogation he conducted
with a young man accused of helping someone escape to the West. He
begins by telling them that “the enemies of the state are arrogant,” and
systematically attempts to eradicate any vestige of empathy for the victims
of interrogation, reminding his students that “your subjects are enemies
... never forget that.” As he instructs his recruits on how best to break the
spirits of their subjects, it is clear that part of his job is to instill institu-
tional loyalty over individual conscience and to heighten their tolerance
for injustice and cruelty. Wiesler’s fierce, passionate, and penetrating
gaze as he alternately cajoles, intimidates, and browbeats his subject over
a two-day nonstop interrogation shows that his existence has been nar-
rowed to a single-minded eroticized focus on hunting down and destroy-
ing the enemies of the state. When a student who hears the subject of this
protracted interrogation beg for sleep asks, “Why keep him awake so long,
it’s inhuman?” Wiesler turns a penetrating gaze on him, replying, “The
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best way to establish guilt or innocence is nonstop interrogation,” and
surreptiously puts an X next to the student’s name on his seating chart.

At the instigation of a former classmate, Anton Grubitz, who has sur-
passed Wiesler in professional advancement, Wiesler turns that penetrat-
ing gaze on Dreyman and his lover Christa, quickly pegging the former
as “an arrogant type. The kind I warn my students about.” When Wiesler
observes the playwright embracing Christa at the opening of his play,
tellingly called The Faces of Love, one senses that he is as disturbed by
their unabashed sensual delight in each other as by the sight of Dreyman
conversing with a fellow dissident writer. Afterward, he agrees to oversee
Dreyman’s surveillance himself.

The surveillance begins at the party after the play, where he witnesses
Dreyman appealing to Minister Hempf to take Jerska off the blacklist so
that he can resume his work as a theater director, suggesting that Jerska
has changed. Hempf tells Dreyman, “That’s what we all love about your
plays . . . the idea that people can change. People don’t change”—a
remark that encapsulates one of the central themes of the film. In focus-
ing on Wiesler’s transformation, von Donnersmarck hoped to illustrate
that “people can change; try to strike some kind of balance in any moral
or political decision between whether you’re going to be a person of prin-
ciple or a person of feeling” (quoted in Esther 2007, p. 40).

Wiesler and his gray nylon clad Stasi team set up their surveillance
apparatus with chilling efficiency and precision, warning the neighbor
across the hall who observes through her peephole, “One word of this to
anyone and Masha [her daughter] loses her spot at the university.” The
emotional richness and depth of the lives he listens in on pose a stark con-
trast with his own withered existence, reflected in his bare and dreary
apartment in a cement-block tower, in his meager, unappetizing meal of a
tube of red sauce squeezed onto a bowl of something, and in his crude and
truncated sexual encounter with a state-regulated prostitute who services
a number of his fellow bureaucrats in the building, one after the other.
Wiesler’s simplistic morality and slavish adherence to state-defined norms
of good and evil, together with the analization of his sexuality, exemplify
how totalitarian mass movements can foster regression to latency-age
functioning in its citizens, evident in the submersion of individual will and
autonomy in identifications with leaders who embody a combination of
paranoid traits, aggression-laden grandiosity, and antisocial behavior—
like Hempf and Grubitz (Kernberg 1989, 2003a; Diamond 2006). At their
worst, such leaders may foster and unleash rationalized hatred and
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destructiveness in ordinary citizens, offering bureaucratized channels for
its expression.

Yet having taken up his post as an observer with his tape recording
apparatus and earphones in the attic of Dreyman’s apartment building, a
dim and luminous space reminiscent of a cathedral or monastery, Wiesler
comes to inhabit a transitional space that blends objective happenings
with subjective imaginings, half real, half reverie (Winnicott 1953;
Konigsberg 1996). The surveillance apparatus evokes not just the ubig-
uity of surveillance in the GDR, but also the experience of film viewing
itself, particularly the film apparatus and our relationship to it as specta-
tors. For as spectators we see what Wiesler only hears and imagines. We
are to Wiesler what Wiesler is to Dreyman, and this makes our identifi-
cation with Wiesler’s transformation more palpable.

Wiesler’s transformation, then, is a gradual rather than magical
process (von Donnersmarck 2007), fueled by a succession of events and
experiences, both internal and external. Almost from the beginning of the
investigation he realizes that the sacred mission to expose an enemy of
the state is fueled not so much by suspicions about Dreyman’s loyalty to
the Communist Party as by Hempf’s wish to satisfy his lust for Christa,
and by Grubitz’s to further his career. The revelation of the corrupt
motives fueling the investigation comes as a shock to Wiesler, who, when
he presents Grubitz with the evidence that Christa has been seen emerg-
ing from the minister’s car, is informed that this must be stricken from the
official record and that his professional future rests on his capacity to be
loyal to the party, which in this case means helping the minister get his
rival out of the way. Wiesler, a man of principle, if not empathy, asks, “Is
this why we joined?”

As the investigation progresses, Wiesler comes to recognize that
Dreyman, far from being a subversive, is like him dedicated not only to
protecting the socialist state, but to keeping alive its utopian ideals, now
sadly obscured by layers of bureaucracy. However, the processes through
which Wiesler comes to empathize and identify with the objects of his
investigation are more complex and multifaceted. In demonstrating them,
the filmmaker makes use of a number of psychoanalytic concepts
(Gabbard 2001), including the conscious and unconscious mechanisms
involved in empathy and identification; the neurobiological underpin-
nings of empathy and imitation in the mirror neuron system, which forms
the scaffold for more complex processes of identification and mentaliza-
tion; the link between empathy and aesthetic experience; the ubiquitous
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nature of primal scene fantasies; and their role in catalyzing the symbolic
function. For Wiesler, through his observation of the lives of others, comes
for the first time to experience art, poetry, and music, and this newfound
aesthetic dimension in turn expands his capacity for and comprehension
of human experience. I will discuss each of these mechanisms of change
in turn.

EMPATHY AND IDENTIFICATION

As he eavesdrops on Dreyman and Christa from the attic, processes of
projection and introjection, central mechanisms of identification, are put
into play (Klein 1946). Through such unconscious mechanisms, aggres-
sive and threatening as well as good and loving aspects of the self are pro-
jected into the observed others, who come to embody such feelings and
qualities, which are then reintrojected to the enrichment of the ego and
object relations. Our first indication that Wiesler’s identification with the
couple is so powerful that he is unable to maintain his position as an
objective recorder of their lives comes when he feels compelled to alert
Dreyman to Christa’s affair with Hempf. “Time for some bitter truths,” he
mutters, giving vent to a vengeful impulse to spoil the couple’s bliss.
Using his surveillance equipment, he triggers the doorbell so that
Dreyman will go downstairs in time to see a disheveled Christa emerging
from a sexual encounter in the minister’s car. Later we see Dreyman
cradle Christa in his arms on their bed, where she has collapsed in mute
despair. The subsequent cut to an image of Wiesler, his face vulnerable
and disarmed in sleep, his body mirroring the curved (spooned) bodies of
his subjects, gives us the first visual clue of his rudimentary identification
with his subjects. His relaxed, even blissful, expression and almost child-
like bodily posture, so different from his usual hypervigilant mien and
impervious stance, bespeaks an unconscious imitation of the bodily states
of the subjects of his investigation. One senses in his benign bodily posture
some amelioration of the vengeful, spoiling impulse that fueled his initial
intervention into their lives—an impulse perhaps modulated by his wit-
nessing the gentleness and compassion with which Dreyman responds to
Christa after learning of her infidelity.

A number of theorists from Freud on have explored how the processes
of empathy and identification are intertwined, and how both are involved
with imitative mechanisms. Freud (1926) wrote that “it is only by empathy
that we know the existence of psychic life other than our own” (p. 104).
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He hypothesized that “a path leads from identification by way of imita-
tion to empathy, that is, to the comprehension of the mechanism by
means of which we are enabled to take up any attitude at all towards
another mental life” (Freud 1921, p. 110). Although identification as the
process by which the self takes on the characteristics of others through
imitation or emulation has been well elucidated in psychoanalytic theory
(see, e.g., Etchegoyen 1985; Olds 2006; Pigman 1995), the specific
mechanisms by which this occurs have remained elusive. The neurobio-
logical mechanisms that underpin processes of empathy, imitation, and
identification have recently been elucidated by Gallese and others.
Neuroimaging studies have shown that the same neural structures acti-
vated when we act intentionally, or experience sensations and emotions,
are activated also when we observe others’ intentional actions, sensa-
tions, and emotions (Rizzolatti and Craighero 2004; Gallese 2001, 2002,
2005a,b, 2007). This mirror neuron system functions in a multimodal
fashion, providing representational content to a number of sensory chan-
nels simultaneously (e.g., visual, auditory, motor, tactile) and is thus a
rudimentary mediator between the experiential knowledge we hold of our
own body and our implicit understanding of other’s experiences (Gallese,
Eagle, and Mignone 2006). The capacity to form these implicit models
has been termed by Gallese (2005b) “embodied simulation™ and is seen
as a forerunner of empathy and identification (Gallese 2003, 2005a,b; Olds
2006; Kandel 2006). Gallese (2005a) tells us “I call it embodied—not
only because it is neurally realized, but also because it uses a pre-exist-
ing body model in the brain, and therefore it involves a non-propositional
form of self-representation” (p. 42).

Thus, the discovery of mirror neurons suggests an underlying mech-
anism through which we perceive and understand others as a sort of
simulation, or imitation, of their actions that is largely unconscious and
prereflexive—a virtual enactment of the lives of others (Fadiga et al.
1995; Gallese 1999, 2000; Gallese, Eagle, and Migone 2006; Rizzolatti
et al. 1996). Similar mechanisms of embodied simulation are thought by
Freedberg and Gallese (2007) to underlie our aesthetic response to works
of art—which also involves an internal imitation of the observed actions
and emotions of others as depicted in painting, sculpture, and even music
(Lahev, Saltzman, and Schlaug 2007). Most important, the continued
plasticity of the mirror neuron system can contribute to positive new
experiences that promote the formation of new adaptive implicit proce-
dural patterns, whether through interpersonal encounters or aesthetic
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experiences. Research also suggests that embodied simulation scaffolds
the more cognitively sophisticated mentalizing mechanisms, which
require more complex understanding of the ways that desires, motiva-
tions, and intentions of others may fluctuate according to different social
contexts (Gallese 2007; Fonagy et al. 2002; Fonagy 2003).

In sum, the mirror neuron system has been found to form the basis for
social cognition, including imitation and the learning of complex actions
(Iacoboni et al. 1999; Buccino et al. 2004), the processing of action-related
sentences (Tettamanti et al. 2005), basic forms of mind reading or under-
standing of the intentions that underlie actions even when the actions are
not completed (Gallese and Goldman 1998; lacoboni et al. 2005), linguis-
tic processing and the understanding of communicative actions (Buccino
et al. 2004) and intentions (Gallese 2007), and for our intuitive under-
standing of aesthetic experience (Freedman and Gallese 2007).

The mirror neuron system forms the basis for intermodal mapping
that provides representational content not limited to any form of interac-
tion, be it visual, auditory, or motoric (Gallese 2005a,b). Using fMRI,
Gazzola and colleagues found that audiovisual mirror neuron systems
represent actions independently of whether they are heard or seen, in
humans as well as primates (Gazzola, Aziz-Zadeh, and Keysers 2006).
Further, audiovisual mirror neurons enable us to recognize, reconstruct,
and visualize the actions of others, even if only partially heard, by evok-
ing motor aspects associated with those actions (Kohler et al. 2002;
Keysers et al. 2003, 2004). Interestingly enough, in one fMRI study of
auditory processing, individuals who scored higher on an empathy scale
showed the strongest activation of the mirror neuron system, suggesting
a possible link between activation of this system and empathic respon-
siveness to others (Gazzola, Aziz-Zadeh, and Keysers 2006). Gallese and
colleagues have also explored the ways that the somatosensory mirror
neuron system enables us when observing other bodies to map different
body locations onto equivalent locations on our own body. Damasio
(1999) makes a similar point when he links the emergence of emotion to
neuronal mappings of the body state, called “as if bodily loops.” The acti-
vation of these loops is likely not only internally driven, but also triggered
by the observation of others. When we observe someone being touched
or caressed, somatosensory circuits are activated as if our own body were
being subject to tactile stimulation (Freedman and Gallese 2007; Gallese
2005b). It appears, then, that there is a cross-modal system dimension to
the mirror neuron system, in that the mental simulations it entails are all
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functionally interrelated, or possibly a form of one another—a concept
that has obvious relevance to The Lives of Others, in which the actions,
emotions, and sensations of others are heard as well as observed.

EMBODIED SIMULATION AND THE PRIMAL SCENE

An ability to recognize and implicitly understand the multisensory or
multimodal experience of others may in part account for the ubiquitous
nature of the primal scene as a major organizer of unconscious fantasies
and conflicts throughout life and also in art, particularly cinema (Arlow
1980). Indeed we could see The Lives of Others, in which surveillance of
a couple is the central narrative mechanism, as an aesthetic elaboration
and symbolic expression of “a universal psychological theme . . . the fan-
tasies and effects of the primal scene experience” (Arlow 1980, p. 534).
It should be noted that when we refer to the primal scene we are using the
term not just to refer to the witnessing or fantasy of parental sexual inter-
course, but also to “the child’s total store of unconscious knowledge and
personal mythology concerning the human sexual relation” (McDougall
1980, p. 56), as well as to the individual’s experiences and fantasies of
the parental relationship in general (Knafo and Feiner 1996; Arlow
1980). The potentially catastrophic consequence of seeing what one
should not is a major theme from the beginning of the film. Dreyman’s
play, The Faces of Love, begins with Christa collapsing on stage after
seeing a vision in which the husband of a coworker falls to his death,
saying “I see it, though I’d rather see any other horror.” Shortly thereafter,
as we observe Wiesler observing Christa and Dreyman embracing, half-
hidden behind the curtain, the primal scene mechanisms are set in
motion. In a kind of folk psychology, critics have noticed that Wiesler’s
exposure to the intense erotic connection between the couple plays a
major role both in his determination to put Dreyman under surveillance
and in his ultimate transformation. Lane (2007) speculates that when
Wiesler attends the premiere of Dreyman’s play his suspicions about the
playwright are raised by “the kiss that Christa Maria exchanges with
Dreyman . . . or most wounding of all, their happiness” (p. 88). Another
reviewer (Zacharek 2007) speaks to the same point in describing
Wiesler: “an invisible witness to their comings and goings, their casual
conversations, their lovemaking, he falls into a kind of love with them.”
And in falling in love with the couple, reservoirs of curiosity, passion,
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mortification, jealousy, eroticism, and vengefulness—all the legacies of
the primal scene (Arlow 1980; Blum 1979; Knafo and Feiner 1996)—are
awakened in Wiesler.

THE PRIMAL SCENE AND THE SYMBOLIC FUNCTION

Initially Weisler’s reaction to the primal scene has a paranoid-schizoid
dimension, in that his exposure to the sexual passion of the couple
appears to be experienced as “a catastrophe leading to a fallen world”
(Britton 1992, p. 42), and he positions himself as an “avenging angel,”
expressed through his orchestration of Dreyman’s discovery of Christa’s
affair with Hempf. Britton (1992) tells us that where paranoid-schizoid
mechanisms predominate, the full recognition and experience of the
primal scene is felt to pose a threat to life itself, and the emotions of envy
and jealousy that it evokes are experienced as intolerable. However, as
he fluidly identifies with both members of the couple and with their
passionate connection, depressive anxieties around guilt over his own
destructiveness and hostile attacks on them, fear of damage done, and
desires for reparation take center stage, catalyzing the symbolic elabora-
tion of his own wishes, desires, fears, and affects. The linkage between
the primal scene imagery and symbolization evident in the film is
also reminiscent of Freud’s definition (1905) of the primal scene as a
catalyst not only for sexual excitement, but also for curiosity, creativity,
and sublimation.

That the primal scene is the locus for multiple, fluid identifications
not only with the dyad, but also with each individual in it, accounts for
the constantly shifting and evolving nature of subjectivity (Ogden 1992;
Britton 2004), evident in a number of aspects of the film. Wiesler, dis-
appointed by his brief encounter with the prostitute in his dreary cinder-
block cell of an apartment, enters Dreyman’s apartment, takes a book of
Brecht’s poetry from his desk, and kneels beside the bed in what can
only be interpreted as a desire to see the locus of the sexual rapture of
the couple and to experience, firsthand, aspects of their lives to which
heretofore he has had only auditory exposure. Subsequently he is shown
reading a Brecht poem, his face transformed by an expression of pas-
sionate comprehension about the unifying and symbolizing function of
eros (Green 2001; Klein 1930; Laplanche and Pontalis 1964, 1968; Stein
1998a,b).
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One day in blue moon September

Silent under a plum tree

I held her my silent pale love

In my arms like a fair and lovely dream
Above us in the summer skies

Was a cloud that caught my eye

It was white and so high up

And when I looked it was no longer there.
[quoted in von Donnersmarck 2007]

This poem, “Memory of Marie A.,” expresses poignant longings for a love
that is both enticing and elusive, along with the awakening of desire for
an unattainable object, also evocative of primal scene fantasies. We see
here Wiesler’s recognition that “sexuality derives not just from the drives,
themselves, but is powerfully influenced by the pursuit of a lost object that
has become fantasmatic and displaced” (Stein 1998b, p. 265). Wiesler’s
entry into Dreyman’s apartment, a transgression of the rules with which
he indoctrinates his students, also bespeaks the desire to imagine and
to partake of a good primal scene in which a couple unite joyfully and
freely, which Britton (1989, 1992) links with the advent of depressive
functioning.

FROM EMPATHY AND IMITATION TO
IDENTIFICATION AND MENTALIZATION

Subsequently, Wiesler actively enters the lives of the couple, not only to
make reparation for his role in threatening their relationship, but also to
revivify and recharge his own internal object world. When Dreyman,
shattered by the suicide of Jerska, his mentor and colleague, confronts
Christa about her affair with Hempf and beseeches her not to meet him,
we see in Wiesler’s expression his recognition of the hurt and suffering in
those he observes, as well as his comprehension of his own role in the
process that often accompanies the depressive position (Klein 1946).
Specifically, he realizes the way in which the totalitarian system has
compromised both members of the couple—as Christa’s response to
Dreyman’s plea for her to give up her affair indicates: “But you get in bed
with them too. Why do you do it? Because they can destroy you too
despite your talent and your faith. Because they decide what we play,
who is to act and who can direct. You don’t want to end up like Jerska and
neither do I. And that is why I’'m going now.”
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The lengthy shots and fixed camera in this scene of the couple’s
dialogue create the illusion that what one is seeing is real, as though, in
the words of the filmmaker, “T’ll just put a camera here and film it” (von
Donnersmarck 2007). Subsequently, Wiesler steps out of the role of
observer not to control the lives of others, but to engage in dialogue with
them. When he unexpectedly encounters Christa in a bar, distraught after
her confrontation with Dreyman, Wiesler obliquely reveals his identity to
her (“I am your audience”), while she obliquely reveals her internal
struggle between “selling herself for her art” to Hempf or staying loyal to
Dreyman. The following dialogue between Wiesler and Christa illus-
trates how his comprehension of the couple, which heretofore has been
demonstrated through facial expression and bodily experience, has now
entered the verbal, intersubjective realm, where he is able to understand
and articulate their desires, motivations, thoughts, and feelings—in other
words, their intentional mental states (Fonagy et al. 2002) separate from
the prefabricated and false identities projected onto them by the party
apparatchiks.

WIESLER: Ms. Sieland? You don’t know me but I know you. Many people love
you for who you are.

CHRISTA: Actors are never who they are.

WIESLER: You are. I’ve seen you on stage. You were more who you are than you
are now.

CHRISTA: So you know what I'm like?

WIESLER: I'm your audience.

CHRISTA: | have to go.

WIESLER: Where to?

CHRISTA: I’'m meeting an old classmate.

WIESLER: You see, just now you were not being yourself.

CHRISTA: No?

WIESLER: No.

CHRISTA: So you know her well, this C.M.S.?

WIESLER: What do you think?

CHRISTA: Would she hurt someone who loves her above all else? Would she sell
herself for art?

WIESLER: You already have art, that would be a bad deal. You are an artist. You
are a great artist, don’t you know that?

CHRISTA: And you are a good man.

Wiesler’s encounter with Christa signals the convergence of the two

contradictory worlds, now both aspects of Wiesler’s conflicted, if
expanded, identity. Until this point, Wiesler’s solitary existence in the
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bare and Spartan attic and the multitextured world of the couple have been
depicted by inter-cutting between two separate spheres of sound and action
that are visually distinct if experienced simultaneously. Subsequently, the
internal integration of these conflicting worlds is shown in the simulta-
neous projection on the screen of the official report on the couple’s activ-
ities and the vivid imagery of their lived reunion—the latter perhaps a
product of Wiesler’s imaginings. The interpenetration of the film’s two
parallel but separate worlds signifies Wiesler’s capacity to envision
himself as both subject and object, victim and victimizer, observer and
observed, desired and desirer. This reversibility of roles indicates the
movement from mirroring to mentalizing the emotional states of self
and other that is linked with the depressive position (Aron 1995; Fonagy
et al. 2002).

Wiesler’s identification with both members of the couple, and with
their relationship, provides him entry into a triangular space, a move that
dismantles his slavish and unitary identification with the group ideals and
group identity of the GDR; these are now countered by a set of ideal self-
standards and self-representations. Wiesler’s intervention with Christa,
which signals his entry into this space, leads her to return to Dreyman,
thereby altering the fate of all three characters and irrevocably linking
their destinies. When Christa returns to him, Dreyman tells her, “Now I
have the strength, now I will do something.” In a sense he is speaking for
all three, each of whom goes on to resist the regime: Christa by opposing
the advances of Hempf; Wiesler by covering up the couple’s subversive
activities in his official reports; Dreyman by writing an article with two
fellow dissidents, on the suppression of information about the high sui-
cide rates in the GDR, an act intended to avenge Jerska’s death. He uses
a typewriter smuggled in by an editor of a West German weekly who pub-
lishes the piece, which begins as follows: “In 1977 our country stopped
counting suicides. They called them self-murderers. But it has nothing to
do with murder, no bloodlust, no heated passion. . . . It knows only death,
the death of all hope” (von Donnersmarck 2007).

Wiesler, who realizes that this article will indeed “show the true face
of the GDR,” undergoes several more kaleidoscopic shifts in his identi-
fications, alternately acting on behalf of the state and on behalf of the
couple, who have come to represent aspects of his own principles and
feelings. When he hears Dreyman ridiculing the Stasi—“Who would
have thought our state security was so incompetent? Who would have
thought they were such idiots?”—Wiesler mutters “just wait”; he then
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prepares a report documenting Dreyman’s subversive activities. However,
when Grubitz tells him about his classification system for artists, terming
Dreyman “the type 4 hysterical anthropocentrist” who if kept in isolation
for ten months “will never write again” (von Donnersmarck 2007), he
decides not to turn it in. One senses that he is unable to condemn
Dreyman to such a fate, and further that he is disgusted by this perversion
of scholarship.

Christa undergoes a similar trajectory of shifting and conflicted iden-
tifications. After her encounter with Wiesler, she decides to end her rela-
tionship with Hempf, who retaliates by having her arrested for possession
of drugs, telling his henchman that he “never want[s] to see her on the
German stage again.” Threatened with the loss of her work as an actress,
she joins the army of citizen informers, receiving a new identity and the
code name Marta, along with a supply of drugs. Yet she gives Grubitz,
who conducts her interrogation, false information about the origins of the
subversive article, rescuing Dreyman and his coauthors. Ironically, it is
only when she is interrogated by Wiesler himself that she finally divulges
the location of the typewriter, an incriminating piece of evidence linking
Dreyman to the article. Indeed, we see Wiesler snap back into role as
“sword and shield of the party” when Grubitz, who is beginning to ques-
tion his loyalty, asks, “Are you still on the right side?”

But despite Wiesler’s shifting identifications between interrogator
and interrogated, guardian and betrayer of the GDR, it is he who removes
the incriminating typewriter just as the Stasi team arrives, in hopes of
ensuring the survival not only of Dreyman but of the couple. Thus, in the
end Wiesler moves from imitation to empathy to identification to identity
consolidation to mentalization—a trajectory catalyzed and sustained
through the internalization of dyadic and triadic relationships (Kernberg
2005a; Britton 1992; Fonagy et al. 2002; Kernberg et al. 2008). Wiesler’s
transformation presents a counterpoint to the identify dissolution of
Christa; faced with losing her status as an actress, she betrays Dreyman
and then, after saying, “I was too weak, I can never put right what I have
done,” throws herself in front of a car. For his suspected role in the
cover-up, Wiesler is consigned to steaming mail open in a Stasi cellar. In
1989, the Berlin wall now down, Dreyman, haunted by Christa’s suicide,
learns inadvertently, in a chance encounter with Hempf at an opening of
The Faces of Love—now restaged to reflect the ethos of a reunified
Germany—that he had been under full surveillance and that they “knew
everything.” In 1991, the Stasi files finally declassified, he searches
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through the stacks of files on his case and finds incontrovertible proof of
Christa’s treachery. He also finds evidence (a red smudge on the page)
that it was Wiesler, identified in the file as HGW XX/7, who protected
him, not only by removing the incriminating typewriter (which had a red
ribbon), but also by filing a falsified report that has him writing a play in
honor of Lenin’s birthday rather than the subversive article about suicide.

Moved, he tracks down Wiesler, now a lowly postal worker. But
overwhelmed by the magnitude of what the former Stasi captain has
done for him, he finds himself unable to approach Wiesler directly;
instead he observes him, as once he was observed by Wiesler. Two
years later we see Wiesler passing the Karl Marx Bookshop in what
used to be East Berlin, only to be stopped in his tracks by a poster with
a photograph of Dreyman advertising his novel, which in a literary
transposition of the film’s musical score, is titled Sonata for a Good
Man. Opening the book, he discovers that it is dedicated to “HGW XX/7
in gratitude.” “Do you want it gift wrapped?” asks the clerk. “No,” replies
Wiesler; “It’s for me.”

This statement has been called “a cinematic haiku” (Ash 2007).
Some have seen in it an affirmation of the values of individual freedom
and autonomy in a liberal democracy, which makes it “for us” in the
West as much as “for me” (Lane 2007). The Lives of Others is as much
about internal as external freedom, about a human being’s capacity to
choose and attain goodness, and to overcome defenses against it, if
goodness, as Schafer (2002) reminds us, involves “taking responsibility
for others perceived as whole objects, about concern and reparative intent,
about the capacity for gratitude, generosity, and reciprocity” (p. 18). In
Wiesler’s few words we see also his recognition that not only his good-
ness but his subjectivity has been recognized—that he has moved finally
from being an observing subject to the object of the gaze of others.
Indeed, von Donnersmarck (2007) has commented that Wiesler’s dis-
covery of the dedication represents the fulfillment of the love between
Wiesler and Dreyman, which he refers to as the “actual love” in the film,
a point underscored by the recurrence, at the very end, of Sonata for a
Good Man, the love motif of the film. Wiesler’s connection with the
couple thus catapults him to a developmental plateau on which both his
corporality and his morality are infused with meaning, a meaning linked
with the other even as it emanates from a self that is fulfilled and replete:
“it’s for me.”
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POSTSCRIPT: RESPONSE TO CRITICS
OF THE LIVES OF OTHERS

It is important in conclusion to address some of the contradictory reac-
tions to The Lives of Others, a work that has brought to light major con-
troversies about the Stasi era and its depiction in film and literature. The
musician Wolf Biermann saw the film as a mirror of his own experience
of being persecuted and blacklisted by the Stasi, but others who lived
through that era have questioned the wisdom of depicting such a trans-
formation in a climate where “real life has not yet delivered real justice—
compensation, honor and recognition to the victims of the Stasi” (Fundar
2007a, p. 18). The nature of the system itself, they argue, with its multiple
layers of surveillance in which Stasi agents spied and informed on one
another, not to mention its relentless systems of indoctrination, made
such a defection highly implausible. The most compelling critique, per-
haps, is that made by a former citizen of the GDR, the Austrian writer
Anna Fundar, author of the book Stasiland (2007b), which documents her
own experience of interrogation and torture at the hands of the Stasi. She
comments on the “moral weirdness” at the heart of the film: “How would
we feel,” she wonders, “if a wonderfully moving film, one alive to nuance
and contradiction and acute about the human desire for forgiveness were
made about a Gestapo officer who had a change of heart and started
trying to save Jews he had been ordered to persecute?” (Fundar 2007a,
p- 20). Yet Ash (2007), an American who was himself the object of
surveillance in the GDR during this era and who spent many hours inter-
viewing Stasi operatives for his book The File (Ash 1997), disagrees. He
states that he never knew a Stasi agent who was a “vile man.” He describes
them as “weak, blinkered, opportunistic, self-deceiving men who did evil
things,” but says he “always glimpsed in them the remnants of what
might have been, the good that could have grown in other circumstances”
(Ash 2007, p. 6). He states also that he had heard of Stasi informers who
wound up protecting the objects of their investigation, particularly during
the 1980s, when many became disillusioned with the regime, though he
concurs that there is no evidence in the Stasi files of any Stasi official
helping or protecting its victims.

However, it is important to remember that the film is not meant to be
a documentary: instead it is a kind of fable framed in an historical con-
text. The internal experience of the protagonist is the main issue, not the
historical veracity or plausibility of the events depicted. Further, internal
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transformations like Wiesler’s can never be captured in an historical
record. Indeed, even in the film there is no official record of Wiesler’s
actions, but only several disjointed clues—the red stain from the illicit
typewriter, for example.

Von Donnersmarck (2007) has stated that he intended not to replicate
history or to tell a “true story, but to give imaginative reconstruction to
the range of choices and possibilities for action that any one of us might
take given certain historical circumstances.” Underscoring the fictional
and universal nature of the film, von Donnersmarck has insisted that
although the film is centered on the Stasi, he didn’t “conceive it as a Stasi
film. I conceived it as being about how people behave when they have
complete power over others; how does it feel when your privacy is in no
way safeguarded?” (quoted in MacNab 2007, p. 12). The film is not a
documentary, then, but perhaps it penetrates to a truth of felt human expe-
rience during this era in a way a documentary could not. In addition, the
point is not so much whether such events ever happened as whether one
could imagine them happening. One of our unique human capacities is to
imagine worlds we have not seen before, to imagine deeds that we have
not done, and such imaginings enlarge and correct our experience. As
Gallese (2007) tells us, brain-imaging studies show that “when we
engage in imagining a visual scene, we activate regions of the brain that
are normally active when we actually perceive the same visual scene . . .
including areas supposedly involved in mapping low-level visual features
such as the primary visual cortex” (p. 522; see also Kosslyn 1994;
Kosslyn and Thompson 2000). Hence, to imagine is to enlarge our expe-
rience infinitely.

Finally, there are parallels between the film and actual events in the
lives of both the director and the actors that contribute to its authenticity,
despite its position between reality and imagination. We know, for
example, that as a child von Donnersmarck witnessed his mother, who
was on a Stasi list because of her defection to the West, being “strip
searched and humiliated in all kinds of ways” at the border when they
visited their relatives in East Berlin. He states, “That was a very strange
experience for me. . . . as an 11 year old I didn’t feel much compassion
for the fear that my parents were going through. I just thought it was
interesting, strange and amazing that an organization such as the Stasi
would have the power to undress my mother” (quoted in MacNab 2007,
p- 12). He states that it was the first time he had witnessed fear in adults.
Further, Ulrich Mulhe, the actor who plays Wiesler, was married to an
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actress who informed on him for the Stasi, and who subsequently waged
a successful lawsuit to halt publication of a book exposing her treachery.
Finally, after the idea of the film was conceived, von Donnersmarck (2007)
spent over two years interviewing Stasi agents and their victims to ensure
historical accuracy, and many hours looking at photographs and films of
the GDR in order to provide an authentic visual re-creation of the era.
Thus, the film constructs reality, as well as reflects it, and this is the secret
of its power. It re-creates the climate of bureaucratic evil even while it
creates a climate of forgiveness, reparation, and reconciliation.

Perhaps most important, there has been considerable research and
speculation about the conditions under which ordinary citizens may
submerge their humanity and identity in totalitarian mass movements,
particularly as a mechanism to redress previous historical grievances or
traumas (Kernberg 2003b; Volkan 2004). However, we know very little
about the processes through which a Stasi operative or even a Nazi may
recover his or her capacity for empathy and identification with others.
The Lives of Others perhaps offer some answers.

REFERENCES

ArLOw, J. (1980). The revenge motive in the primal scene. Journal of the
American Psychoanalytic Association 28:519-541.

ARON, L. (1995). The internalized primal scene. Psychoanalytic Dialogues
5:195-237.

AsH, T.G. (1997). The File: A Personal History. New York: Vintage Books.

(2007). The Stasi on our minds. New York Review of Books 54:4-8.

BLuM, H. ( 1979). On the concept and consequences of the primal scene.
Psychoanalytic Quarterly 48:27-47.

BriTTON, R. (1989). The missing link: Parental sexuality in the oedipus
complex. In The Oedipus Complex Today. London: Karnac Books,
pp- 83-101.

(1992). The oedipus situation and the depressive position. In

Clinical Lectures on Klein and Bion, ed. R. Anderson. London:

Routledge, pp.34—45.

(2004). Subjectivity, objectivity, and triangular space. Psychoanalytic
Quarterly 73:47-61.

Buccino, G., Lul, E, CANESsA, N., PATTER|, |., LAGRAVINESE, G., BENUZZI, F,
Porro, C.A., & RizzoLaTTl, G. (2004). Neural circuits involved in the
recognition of actions performed by nonconspecifics: An fMRI study.
Journal of Cognitive Neuroscience 16:114-126.

Downloaded from http://apa.sagepub.com at CORNELL UNIV WEILL MED COLG on September 25, 2008


http://apa.sagepub.com

EMPATHY AND IDENTIFICATION IN THE LIVES OF OTHERS

Voar, S., RirzL, A, FINK, G.R,, ZILLES, K., FREUND, H.-J., & RizzoLaTTl, G.
(2004). Neural circuits underlying imitation learning of hand actions: An
event-related fMRI study. Neuron 42:323-334.

Damasio, A.R. (1999). The Feeling of What Happens: Body and Emotion in
the Making of Consciousness. New York: Harcourt Brace.

DiamMoND, D. (2006). Social and psychological perspectives on narcissism
and its disorders. In Narzissmus, Grundlagen, Storungsbilder, Therapie,
ed. O.F. Kernberg & H.P. Hartmann. Stuttgart: Schattauer, pp. 171-227.

ESTHER, J. (2007). Between principle and feeling: An interview with Florian
Henckel von Donnersmarck. Cineaste 32(2):40-69.

ETcHEGOYEN, R. (1985). Identification and its vicissitudes. International
Journal of Psychoanalysis 66:3—18.

FADIGA, L., FOGAss, L., Pavesl, G., & RizzoLaTTl, G. (2007). Motor facilitation
during action observation: A magnetic stimulation study. Journal of
Neurophysiology 73:2608-2611.

FoNAGY, P (2003). Epilogue. Bulletin of the Menninger Clinic 67:271-280.

GERGELEY, G., JurisT, L., & TARGET, M. (2002). Affect Regulation,
Mentalization, and the Development of the Self. New York: Other Press.

FREEDBERG, D., & GALLESE, V. (2007). Motion, emotion and empathy in
esthetic experience. Trends in Cognitive Sciences 11:197-203.

FReub, S. (1905). Three essays on the theory of sexuality. Standard Edition
7:130-243.

(1909). Family romances. Standard Edition 9:237-241.

(1921). Group psychology and the analysis of the ego. Standard

Edition 18:69-143.

(1926). Inhibitions, symptoms and anxiety. Standard Edition
20:87-174.

FUNDAR, A. (2007a). Eyes without a face. Sight & Sound 17:16-20.

(2007b). Stasiland. New York: Granta.

GaBBARD, G. (2001). Introduction. In Psychoanalysis and Cinema, ed.
G. Gabbard. London: Karnac Books, pp. 1-16.

GALLESE, V. (2001). The shared manifold hypothesis: From mirror neurons to
empathy. Journal of Consciousness Studies 8:33-50.

(2005a). “Being like me”: Self-other identity, mirror neurons and

empathy. In Perspectives on Imitation: From Cognitive Neuroscience to

Social Science, ed. S. Hurley & N. Chater. Vol. 1. Cambridge: MIT

Press, pp. 101-118.

(2005b). Embodied simulation: From neurons to phenomenal expe-

rience. Phenomenology & the Cognitive Sciences 4:23-48.

(2007). Before and below ‘theory of mind’: Embodied simulation

and the neural correlates of social cognition. Philosophical Transactions

of the Royal Society of London Series B 362:659-669.

Downloaded from http://apa.sagepub.com at CORNELL UNIV WEILL MED COLG on September 25, 2008

829


http://apa.sagepub.com

830

Diana Diamond

EAGLE, M., & MIGONE, P. (2006). Intentional attunement: Mirror neu-
rons and the neural underpinnings of interpersonal relations. Journal of
the American Psychoanalytic Association 55:130-176.

& GoLDMAN, A. (1998). Mirror neurons and the simulation theory of
mind-reading. Trends in Cognitive Sciences 12:493-501.

GAzzoLA, V., Aziz-ZADEH, L., & KEYsers, C. (2006). Empathy and the
somatotopic auditory mirror system in humans. Current Biology
16:1824-1829.

GREEN, A. (2001). The Chains of Eros: The Sexual in Psychoanalysis.
New York: Karnac Books.

IACOBONI, M., MOLNAR-SZAKACS, |., GALLESE, V., BuccINO, G., MAZZIOTTA, J., &
RizzoLaTTi, G. (2005). Grasping the intentions of others with one’s own
mirror neuron system. PLOS Biology 3:529-535.

Woobs, R.P, Brass, M., BEKKERING, H., MaAzzioTTta, J.C., &
RizzoLaTTl, G. (1999). Cortical mechanisms of human imitation. Science
286:2526-2528.

KANDEL, E. (2006). In Search of Memory: The Emergence of a New Science
of Mind. New York: Norton.

KerNBERG, O.F (1989). The temptations of conventionality. International
Review of Psychoanalysis 16:191-205.

(2003a). Sanctioned social violence: A psychoanalytic view: Part I.

International Journal of Psychoanalysis 84:683—698.

(2003b). Sanctioned social violence: A psychoanalytic view: Part II.

International Journal of Psychoanalysis 84:953-968.

DiamoND, D., YeEomans, F, CLARKIN, ., & Levy, K. (2008).
Mentalization and attachment in borderline patients in transference
focused psychotherapy. In Mind to Mind: Infant Research, Neuroscience,
and Psychoanalysis, ed. E. Jurist, A. Slade, & S. Bergner. New York:
Other Press, pp. 167-198.

Kevsers, C., KOHLER, E., UMILTA, M.A,, Fogassl, L., RizzoLatTi, G., &
GALLESE, V. (2003). Audiovisual mirror neurons and action recognition.
Experimental Brain Research 153:628-636.

WICKERS, B., GAZZOLA, V,, ANTON, J.-L., Fogassl, L., & GALLESE, V.
(2004). A touching sight: SII/PV activation during the observation and
experience of touch. Neuron 4:1-20.

KLEIN, M. (1930). The importance of symbol formation in the development of
the ego. In Contributions to Psycho-Analysis, 1921-1945. London:
Hogarth Press, 1965.

(1946). Notes on some schizoid mechanisms. In Envy and Gratitude
and Other Works 1946—1963. London: Hogarth Press, 1975.

KNAFO, D., & FEINER, K. (1996). The primal scene: Variations on a theme.
Journal of the American Psychoanalytic Association 44:549-569.

Downloaded from http://apa.sagepub.com at CORNELL UNIV WEILL MED COLG on September 25, 2008


http://apa.sagepub.com

EMPATHY AND IDENTIFICATION IN THE LIVES OF OTHERS

KoHLER, E., Kevsers, C., UMLTA, M.A., Focassi, L., GALLESE, V., &
RizzoLatTl, G. (2002). Hearing sounds, understanding actions: Action
representation in mirror neurons. Science 297:846-848.

KONIGSBERG, |. (1996). Transitional phenomena, transitional space: Creativity
and spectatorship in cinema. Psychoanalytic Review 8:865—889.

KossLyN, S.M. (1994). Image and Brain: The Resolution of the Imaginary
Debate. Cambridge: MIT Press.

& THoMPsoN, W.L. (2000). Shared mechanism in visual imagery and
visual perception: Insights from cognitive science. In The Cognitive
Neurosciences, ed. M.S. Gazzaniga. 2nd ed. Cambridge: MIT Press,
pp. 975-985.

LAaHe, A., SALTzMAN, E., & ScHLAUG, G. (2007). Action representation of
sound: Audiomotor recognition network while listening to newly
acquired actions. Journal of Neuroscience 27:308-314.

LANE, A. (2007). The lives of others. The New Yorker, February 17, pp. 88—89.

LAPLANCHE, J., & PONTALIS, J.-B. (1964). Fantasme originaire, fantasmes des
origines, origines du fantasme. Les Temps Modernes 215:1833—1868.

(1968). Fantasy and the origins of sexuality. International Journal of
Psychoanalysis 49:1-18.

MACNABg, G. (2007). Out of the shadows: An award-winning film throws light
on the murky days of the East German secret police. Arts & Books
Review. January 5, 2007, p. 12. Newspaper Publishing PLC.

McDouGALL, . (1980). Plea for a Measure of Abnormality. New York:
International Universities Press.

OGDEN, T. (1992). The dialectically constituted/decentred subject of psycho-
analysis: I. The Freudian subject. International Journal of Psycho-
analysis 73:517-526.

OLps, D. (2006). Identification: Psychoanalytic and biological perspectives.
Journal of the American Psychoanalytic Association 54:17-46.

PicMAN, G.W. (1995). Freud and the history of empathy. International
Journal of Psychoanalysis 76:237-256.

RIDING, A. (2007). Behind the Berlin Wall, listening to life. New York Times,
January 7, http://www.nytimes.com.

RizzowatTl, G., & CRAIGHERO, L. (2004). The mirror neuron system. Annual
Review of Neuroscience 27:169-192.

FADIGA, L., GALLESE, V., & FOGass|, L. (1996). Premotor cortex and the
recognition of motor actions. Cognitive Brain Research 3:131-141.
SCHAFER, R. (2002). Defenses against goodness. Psychoanalytic Quarterly

71:5-19.

STEIN, R. (1998a). The enigmatic dimension of sexual experience: The “oth-
erness” of sexuality and primal seduction. Psychoanalytic Quarterly
67:594-625.

Downloaded from http://apa.sagepub.com at CORNELL UNIV WEILL MED COLG on September 25, 2008

831


http://apa.sagepub.com

832

Diana Diamond

(1998b). The poignant, the excessive and the enigmatic in sexuality.
International Journal of Psychoanalysis 79:253-268.

TETTAMANTI, M., BucciNo, G., SAccuMaN, M.C., GALLESE, V., DANNA, M.,
SciFo, P, Fazio, F, RizzoLaTTl, G., CAPRA, S.F, & PeEraNI, D. (2005).
Listening to action-related sentences activates fronto-parietal motor
circuits. Journal of Cognitive Neuroscience 17:273-281.

VOLKAN, V. (2004). Blind Trust: Large Groups and Their Leaders in Times of
Crisis and Terror. Charlottesville, VA: Pitchstone Publishing.

VON DONNERSMARCK, FH. (2007). The Lives of Others. Sony Picture Classics.

WINNICOTT, D.W. (1953). Transitional objects and transitional phenomena.
International Journal of Psychoanalysis 34:89-97.

ZACHAREK, S. (2007). The lives of others. Salon.com.

50 Riverside Drive, Apt. 6A
New York, NY 10024
E-mail: dianadiam @ aol.com

Downloaded from http://apa.sagepub.com at CORNELL UNIV WEILL MED COLG on September 25, 2008


http://apa.sagepub.com


<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.3
  /CompressObjects /Off
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.1000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize false
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Remove
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
    /ACaslon-Bold
    /ACaslon-BoldItalic
    /ACaslon-Italic
    /ACaslon-Ornaments
    /ACaslon-Regular
    /ACaslon-Semibold
    /ACaslon-SemiboldItalic
    /AdobeCorpID-Acrobat
    /AdobeCorpID-Adobe
    /AdobeCorpID-Bullet
    /AdobeCorpID-MinionBd
    /AdobeCorpID-MinionBdIt
    /AdobeCorpID-MinionRg
    /AdobeCorpID-MinionRgIt
    /AdobeCorpID-MinionSb
    /AdobeCorpID-MinionSbIt
    /AdobeCorpID-MyriadBd
    /AdobeCorpID-MyriadBdIt
    /AdobeCorpID-MyriadBdScn
    /AdobeCorpID-MyriadBdScnIt
    /AdobeCorpID-MyriadBl
    /AdobeCorpID-MyriadBlIt
    /AdobeCorpID-MyriadLt
    /AdobeCorpID-MyriadLtIt
    /AdobeCorpID-MyriadPkg
    /AdobeCorpID-MyriadRg
    /AdobeCorpID-MyriadRgIt
    /AdobeCorpID-MyriadRgScn
    /AdobeCorpID-MyriadRgScnIt
    /AdobeCorpID-MyriadSb
    /AdobeCorpID-MyriadSbIt
    /AdobeCorpID-MyriadSbScn
    /AdobeCorpID-MyriadSbScnIt
    /AdobeCorpID-PScript
    /AGaramond-BoldScaps
    /AGaramond-Italic
    /AGaramond-Regular
    /AGaramond-RomanScaps
    /AGaramond-Semibold
    /AGaramond-SemiboldItalic
    /AGar-Special
    /AkzidenzGroteskBE-Bold
    /AkzidenzGroteskBE-BoldEx
    /AkzidenzGroteskBE-BoldExIt
    /AkzidenzGroteskBE-BoldIt
    /AkzidenzGroteskBE-Ex
    /AkzidenzGroteskBE-It
    /AkzidenzGroteskBE-Light
    /AkzidenzGroteskBE-LightEx
    /AkzidenzGroteskBE-LightOsF
    /AkzidenzGroteskBE-Md
    /AkzidenzGroteskBE-MdEx
    /AkzidenzGroteskBE-MdIt
    /AkzidenzGroteskBE-Regular
    /AkzidenzGroteskBE-Super
    /AlbertusMT
    /AlbertusMT-Italic
    /AlbertusMT-Light
    /Aldine401BT-BoldA
    /Aldine401BT-BoldItalicA
    /Aldine401BT-ItalicA
    /Aldine401BT-RomanA
    /Aldine401BTSPL-RomanA
    /Aldine721BT-Bold
    /Aldine721BT-BoldItalic
    /Aldine721BT-Italic
    /Aldine721BT-Light
    /Aldine721BT-LightItalic
    /Aldine721BT-Roman
    /Aldus-Italic
    /Aldus-ItalicOsF
    /Aldus-Roman
    /Aldus-RomanSC
    /AlternateGothicNo2BT-Regular
    /AmazoneBT-Regular
    /AmericanTypewriter-Bold
    /AmericanTypewriter-BoldA
    /AmericanTypewriter-BoldCond
    /AmericanTypewriter-BoldCondA
    /AmericanTypewriter-Cond
    /AmericanTypewriter-CondA
    /AmericanTypewriter-Light
    /AmericanTypewriter-LightA
    /AmericanTypewriter-LightCond
    /AmericanTypewriter-LightCondA
    /AmericanTypewriter-Medium
    /AmericanTypewriter-MediumA
    /Anna
    /AntiqueOlive-Bold
    /AntiqueOlive-Compact
    /AntiqueOlive-Italic
    /AntiqueOlive-Roman
    /Arcadia
    /Arcadia-A
    /Arkona-Medium
    /Arkona-Regular
    /ArrusBT-Black
    /ArrusBT-BlackItalic
    /ArrusBT-Bold
    /ArrusBT-BoldItalic
    /ArrusBT-Italic
    /ArrusBT-Roman
    /AssemblyLightSSK
    /AuroraBT-BoldCondensed
    /AuroraBT-RomanCondensed
    /AuroraOpti-Condensed
    /AvantGarde-Book
    /AvantGarde-BookOblique
    /AvantGarde-Demi
    /AvantGarde-DemiOblique
    /Avenir-Black
    /Avenir-BlackOblique
    /Avenir-Book
    /Avenir-BookOblique
    /Avenir-Heavy
    /Avenir-HeavyOblique
    /Avenir-Light
    /Avenir-LightOblique
    /Avenir-Medium
    /Avenir-MediumOblique
    /Avenir-Oblique
    /Avenir-Roman
    /BaileySansITC-Bold
    /BaileySansITC-BoldItalic
    /BaileySansITC-Book
    /BaileySansITC-BookItalic
    /BakerSignetBT-Roman
    /BaskervilleBE-Italic
    /BaskervilleBE-Medium
    /BaskervilleBE-MediumItalic
    /BaskervilleBE-Regular
    /Baskerville-Bold
    /BaskervilleBook-Italic
    /BaskervilleBook-MedItalic
    /BaskervilleBook-Medium
    /BaskervilleBook-Regular
    /BaskervilleBT-Bold
    /BaskervilleBT-BoldItalic
    /BaskervilleBT-Italic
    /BaskervilleBT-Roman
    /BaskervilleMT
    /BaskervilleMT-Bold
    /BaskervilleMT-BoldItalic
    /BaskervilleMT-Italic
    /BaskervilleMT-SemiBold
    /BaskervilleMT-SemiBoldItalic
    /BaskervilleNo2BT-Bold
    /BaskervilleNo2BT-BoldItalic
    /BaskervilleNo2BT-Italic
    /BaskervilleNo2BT-Roman
    /Baskerville-Normal-Italic
    /BauerBodoni-Black
    /BauerBodoni-BlackCond
    /BauerBodoni-BlackItalic
    /BauerBodoni-Bold
    /BauerBodoni-BoldCond
    /BauerBodoni-BoldItalic
    /BauerBodoni-BoldItalicOsF
    /BauerBodoni-BoldOsF
    /BauerBodoni-Italic
    /BauerBodoni-ItalicOsF
    /BauerBodoni-Roman
    /BauerBodoni-RomanSC
    /Bauhaus-Bold
    /Bauhaus-Demi
    /Bauhaus-Heavy
    /BauhausITCbyBT-Bold
    /BauhausITCbyBT-Heavy
    /BauhausITCbyBT-Light
    /BauhausITCbyBT-Medium
    /Bauhaus-Light
    /Bauhaus-Medium
    /BellCentennial-Address
    /BellGothic-Black
    /BellGothic-Bold
    /Bell-GothicBoldItalicBT
    /BellGothicBT-Bold
    /BellGothicBT-Roman
    /BellGothic-Light
    /Bembo
    /Bembo-Bold
    /Bembo-BoldExpert
    /Bembo-BoldItalic
    /Bembo-BoldItalicExpert
    /Bembo-Expert
    /Bembo-ExtraBoldItalic
    /Bembo-Italic
    /Bembo-ItalicExpert
    /Bembo-Semibold
    /Bembo-SemiboldItalic
    /Benguiat-Bold
    /Benguiat-BoldItalic
    /Benguiat-Book
    /Benguiat-BookItalic
    /BenguiatGothicITCbyBT-Bold
    /BenguiatGothicITCbyBT-BoldItal
    /BenguiatGothicITCbyBT-Book
    /BenguiatGothicITCbyBT-BookItal
    /BenguiatITCbyBT-Bold
    /BenguiatITCbyBT-BoldItalic
    /BenguiatITCbyBT-Book
    /BenguiatITCbyBT-BookItalic
    /Benguiat-Medium
    /Benguiat-MediumItalic
    /Berkeley-Black
    /Berkeley-BlackItalic
    /Berkeley-Bold
    /Berkeley-BoldItalic
    /Berkeley-Book
    /Berkeley-BookItalic
    /Berkeley-Italic
    /Berkeley-Medium
    /Berling-Bold
    /Berling-BoldItalic
    /Berling-Italic
    /Berling-Roman
    /BernhardBoldCondensedBT-Regular
    /BernhardFashionBT-Regular
    /BernhardModernBT-Bold
    /BernhardModernBT-BoldItalic
    /BernhardModernBT-Italic
    /BernhardModernBT-Roman
    /BernhardTangoBT-Regular
    /BlockBE-Condensed
    /BlockBE-ExtraCn
    /BlockBE-ExtraCnIt
    /BlockBE-Heavy
    /BlockBE-Italic
    /BlockBE-Regular
    /Bodoni
    /Bodoni-Bold
    /Bodoni-BoldItalic
    /Bodoni-Italic
    /Bodoni-Poster
    /Bodoni-PosterCompressed
    /Bookman-Demi
    /Bookman-DemiItalic
    /Bookman-Light
    /Bookman-LightItalic
    /Boton-Italic
    /Boton-Medium
    /Boton-MediumItalic
    /Boton-Regular
    /Boulevard
    /BremenBT-Black
    /BremenBT-Bold
    /BroadwayBT-Regular
    /CaflischScript-Bold
    /CaflischScript-Regular
    /Caliban
    /CarminaBT-Bold
    /CarminaBT-BoldItalic
    /CarminaBT-Light
    /CarminaBT-LightItalic
    /CarminaBT-Medium
    /CarminaBT-MediumItalic
    /Carta
    /Caslon224ITCbyBT-Bold
    /Caslon224ITCbyBT-BoldItalic
    /Caslon224ITCbyBT-Book
    /Caslon224ITCbyBT-BookItalic
    /Caslon540BT-Italic
    /Caslon540BT-Roman
    /CaslonBT-Bold
    /CaslonBT-BoldItalic
    /CaslonOpenFace
    /CaslonTwoTwentyFour-Black
    /CaslonTwoTwentyFour-BlackIt
    /CaslonTwoTwentyFour-Bold
    /CaslonTwoTwentyFour-BoldIt
    /CaslonTwoTwentyFour-Book
    /CaslonTwoTwentyFour-BookIt
    /CaslonTwoTwentyFour-Medium
    /CaslonTwoTwentyFour-MediumIt
    /CastleT-Bold
    /CastleT-Book
    /Caxton-Bold
    /Caxton-BoldItalic
    /Caxton-Book
    /Caxton-BookItalic
    /CaxtonBT-Bold
    /CaxtonBT-BoldItalic
    /CaxtonBT-Book
    /CaxtonBT-BookItalic
    /Caxton-Light
    /Caxton-LightItalic
    /CelestiaAntiqua-Ornaments
    /Centennial-BlackItalicOsF
    /Centennial-BlackOsF
    /Centennial-BoldItalicOsF
    /Centennial-BoldOsF
    /Centennial-ItalicOsF
    /Centennial-LightItalicOsF
    /Centennial-LightSC
    /Centennial-RomanSC
    /Century-Bold
    /Century-BoldItalic
    /Century-Book
    /Century-BookItalic
    /CenturyExpandedBT-Bold
    /CenturyExpandedBT-BoldItalic
    /CenturyExpandedBT-Italic
    /CenturyExpandedBT-Roman
    /Century-HandtooledBold
    /Century-HandtooledBoldItalic
    /Century-Light
    /Century-LightItalic
    /CenturyOldStyle-Bold
    /CenturyOldStyle-Italic
    /CenturyOldStyle-Regular
    /CenturySchoolbookBT-Bold
    /CenturySchoolbookBT-BoldCond
    /CenturySchoolbookBT-BoldItalic
    /CenturySchoolbookBT-Italic
    /CenturySchoolbookBT-Roman
    /Century-Ultra
    /Century-UltraItalic
    /CharterBT-Black
    /CharterBT-BlackItalic
    /CharterBT-Bold
    /CharterBT-BoldItalic
    /CharterBT-Italic
    /CharterBT-Roman
    /CheltenhamBT-Bold
    /CheltenhamBT-BoldCondItalic
    /CheltenhamBT-BoldExtraCondensed
    /CheltenhamBT-BoldHeadline
    /CheltenhamBT-BoldItalic
    /CheltenhamBT-BoldItalicHeadline
    /CheltenhamBT-Italic
    /CheltenhamBT-Roman
    /Cheltenham-HandtooledBdIt
    /Cheltenham-HandtooledBold
    /CheltenhamITCbyBT-Bold
    /CheltenhamITCbyBT-BoldItalic
    /CheltenhamITCbyBT-Book
    /CheltenhamITCbyBT-BookItalic
    /Christiana-Bold
    /Christiana-BoldItalic
    /Christiana-Italic
    /Christiana-Medium
    /Christiana-MediumItalic
    /Christiana-Regular
    /Christiana-RegularExpert
    /Christiana-RegularSC
    /Clarendon
    /Clarendon-Bold
    /Clarendon-Light
    /ClassicalGaramondBT-Bold
    /ClassicalGaramondBT-BoldItalic
    /ClassicalGaramondBT-Italic
    /ClassicalGaramondBT-Roman
    /CMR10
    /CMR8
    /CMSY10
    /CMSY8
    /CMTI10
    /CommonBullets
    /ConduitITC-Bold
    /ConduitITC-BoldItalic
    /ConduitITC-Light
    /ConduitITC-LightItalic
    /ConduitITC-Medium
    /ConduitITC-MediumItalic
    /CooperBlack
    /CooperBlack-Italic
    /CooperBT-Bold
    /CooperBT-BoldItalic
    /CooperBT-Light
    /CooperBT-LightItalic
    /CopperplateGothicBT-Bold
    /CopperplateGothicBT-BoldCond
    /CopperplateGothicBT-Heavy
    /CopperplateGothicBT-Roman
    /CopperplateGothicBT-RomanCond
    /Copperplate-ThirtyThreeBC
    /Copperplate-ThirtyTwoBC
    /Coronet-Regular
    /Courier
    /Courier-Bold
    /Courier-BoldOblique
    /Courier-Oblique
    /Critter
    /CS-Special-font
    /DellaRobbiaBT-Bold
    /DellaRobbiaBT-Roman
    /Della-RobbiaItalicBT
    /Della-RobbiaSCaps
    /Del-NormalSmallCaps
    /Delphin-IA
    /Delphin-IIA
    /Delta-Bold
    /Delta-BoldItalic
    /Delta-Book
    /Delta-BookItalic
    /Delta-Light
    /Delta-LightItalic
    /Delta-Medium
    /Delta-MediumItalic
    /Delta-Outline
    /DextorD
    /DextorOutD
    /DidotLH-OrnamentsOne
    /DidotLH-OrnamentsTwo
    /DINEngschrift
    /DINEngschrift-Alternate
    /DINMittelschrift
    /DINMittelschrift-Alternate
    /DINNeuzeitGrotesk-BoldCond
    /DINNeuzeitGrotesk-Light
    /Dom-CasItalic
    /DomCasual
    /DomCasual-Bold
    /Dom-CasualBT
    /Ehrhard-Italic
    /Ehrhard-Regular
    /EhrhardSemi-Italic
    /EhrhardtMT
    /EhrhardtMT-Italic
    /EhrhardtMT-SemiBold
    /EhrhardtMT-SemiBoldItalic
    /EhrharSemi
    /ELANGO-IB-A03
    /ELANGO-IB-A75
    /ELANGO-IB-A99
    /ElectraLH-Bold
    /ElectraLH-BoldCursive
    /ElectraLH-Cursive
    /ElectraLH-Regular
    /ElGreco
    /EnglischeSchT-Bold
    /EnglischeSchT-Regu
    /ErasContour
    /ErasITCbyBT-Bold
    /ErasITCbyBT-Book
    /ErasITCbyBT-Demi
    /ErasITCbyBT-Light
    /ErasITCbyBT-Medium
    /ErasITCbyBT-Ultra
    /Euclid
    /Euclid-Bold
    /Euclid-BoldItalic
    /EuclidExtra
    /EuclidExtra-Bold
    /EuclidFraktur
    /EuclidFraktur-Bold
    /Euclid-Italic
    /EuclidMathOne
    /EuclidMathOne-Bold
    /EuclidMathTwo
    /EuclidMathTwo-Bold
    /EuclidSymbol
    /EuclidSymbol-Bold
    /EuclidSymbol-BoldItalic
    /EuclidSymbol-Italic
    /EUEX10
    /EUFB10
    /EUFB5
    /EUFB7
    /EUFM10
    /EUFM5
    /EUFM7
    /EURB10
    /EURB5
    /EURB7
    /EURM10
    /EURM5
    /EURM7
    /EuropeanPi-Four
    /EuropeanPi-One
    /EuropeanPi-Three
    /EuropeanPi-Two
    /EuroSans-Bold
    /EuroSans-BoldItalic
    /EuroSans-Italic
    /EuroSans-Regular
    /EuroSerif-Bold
    /EuroSerif-BoldItalic
    /EuroSerif-Italic
    /EuroSerif-Regular
    /Eurostile
    /Eurostile-Bold
    /Eurostile-BoldCondensed
    /Eurostile-BoldExtendedTwo
    /Eurostile-BoldOblique
    /Eurostile-Condensed
    /Eurostile-Demi
    /Eurostile-DemiOblique
    /Eurostile-ExtendedTwo
    /EurostileLTStd-Demi
    /EurostileLTStd-DemiOblique
    /Eurostile-Oblique
    /EUSB10
    /EUSB5
    /EUSB7
    /EUSM10
    /EUSM5
    /EUSM7
    /ExPonto-Regular
    /FairfieldLH-Bold
    /FairfieldLH-BoldItalic
    /FairfieldLH-BoldSC
    /FairfieldLH-CaptionBold
    /FairfieldLH-CaptionHeavy
    /FairfieldLH-CaptionLight
    /FairfieldLH-CaptionMedium
    /FairfieldLH-Heavy
    /FairfieldLH-HeavyItalic
    /FairfieldLH-HeavySC
    /FairfieldLH-Light
    /FairfieldLH-LightItalic
    /FairfieldLH-LightSC
    /FairfieldLH-Medium
    /FairfieldLH-MediumItalic
    /FairfieldLH-MediumSC
    /FairfieldLH-SwBoldItalicOsF
    /FairfieldLH-SwHeavyItalicOsF
    /FairfieldLH-SwLightItalicOsF
    /FairfieldLH-SwMediumItalicOsF
    /Fences
    /Fenice-Bold
    /Fenice-BoldOblique
    /FeniceITCbyBT-Bold
    /FeniceITCbyBT-BoldItalic
    /FeniceITCbyBT-Regular
    /FeniceITCbyBT-RegularItalic
    /Fenice-Light
    /Fenice-LightOblique
    /Fenice-Regular
    /Fenice-RegularOblique
    /Fenice-Ultra
    /Fenice-UltraOblique
    /FlashD-Ligh
    /Flood
    /Folio-Bold
    /Folio-BoldCondensed
    /Folio-ExtraBold
    /Folio-Light
    /Folio-Medium
    /FontanaNDAaOsF
    /FontanaNDAaOsF-Italic
    /FontanaNDCcOsF-Semibold
    /FontanaNDCcOsF-SemiboldIta
    /FontanaNDEeOsF
    /FontanaNDEeOsF-Bold
    /FontanaNDEeOsF-BoldItalic
    /FontanaNDEeOsF-Light
    /FontanaNDEeOsF-Semibold
    /FormalScript421BT-Regular
    /Formata-Bold
    /Formata-MediumCondensed
    /ForteMT
    /FournierMT-Ornaments
    /FrakturBT-Regular
    /FrankfurterHigD
    /FranklinGothic-Book
    /FranklinGothic-BookItal
    /FranklinGothic-BookOblique
    /FranklinGothic-Condensed
    /FranklinGothic-Demi
    /FranklinGothic-DemiItal
    /FranklinGothic-DemiOblique
    /FranklinGothic-Heavy
    /FranklinGothic-HeavyItal
    /FranklinGothic-HeavyOblique
    /FranklinGothicITCbyBT-BookItal
    /FranklinGothicITCbyBT-Demi
    /FranklinGothicITCbyBT-DemiItal
    /FranklinGothicITCbyBT-Heavy
    /FranklinGothicITCbyBT-HeavyItal
    /FranklinGothic-Medium
    /FranklinGothic-MediumItal
    /FranklinGothic-Roman
    /Freeform721BT-Bold
    /Freeform721BT-BoldItalic
    /Freeform721BT-Italic
    /Freeform721BT-Roman
    /FreestyleScrD
    /FreestyleScript
    /Freestylescript
    /FrizQuadrataITCbyBT-Bold
    /FrizQuadrataITCbyBT-Roman
    /Frutiger-Black
    /Frutiger-BlackCn
    /Frutiger-BlackItalic
    /Frutiger-Bold
    /Frutiger-BoldCn
    /Frutiger-BoldItalic
    /Frutiger-Cn
    /Frutiger-ExtraBlackCn
    /Frutiger-Italic
    /Frutiger-Light
    /Frutiger-LightCn
    /Frutiger-LightItalic
    /Frutiger-Roman
    /Frutiger-UltraBlack
    /Futura
    /FuturaBlackBT-Regular
    /Futura-Bold
    /Futura-BoldOblique
    /Futura-Book
    /Futura-BookOblique
    /FuturaBT-Bold
    /FuturaBT-BoldCondensed
    /FuturaBT-BoldCondensedItalic
    /FuturaBT-BoldItalic
    /FuturaBT-Book
    /FuturaBT-BookItalic
    /FuturaBT-ExtraBlack
    /FuturaBT-ExtraBlackCondensed
    /FuturaBT-ExtraBlackCondItalic
    /FuturaBT-ExtraBlackItalic
    /FuturaBT-Heavy
    /FuturaBT-HeavyItalic
    /FuturaBT-Light
    /FuturaBT-LightCondensed
    /FuturaBT-LightItalic
    /FuturaBT-Medium
    /FuturaBT-MediumCondensed
    /FuturaBT-MediumItalic
    /Futura-CondensedLight
    /Futura-CondensedLightOblique
    /Futura-ExtraBold
    /Futura-ExtraBoldOblique
    /Futura-Heavy
    /Futura-HeavyOblique
    /Futura-Light
    /Futura-LightOblique
    /Futura-Oblique
    /Futura-Thin
    /Galliard-Black
    /Galliard-BlackItalic
    /Galliard-Bold
    /Galliard-BoldItalic
    /Galliard-Italic
    /GalliardITCbyBT-Bold
    /GalliardITCbyBT-BoldItalic
    /GalliardITCbyBT-Italic
    /GalliardITCbyBT-Roman
    /Galliard-Roman
    /Galliard-Ultra
    /Galliard-UltraItalic
    /Garamond-Antiqua
    /GaramondBE-Bold
    /GaramondBE-BoldExpert
    /GaramondBE-BoldOsF
    /GaramondBE-CnExpert
    /GaramondBE-Condensed
    /GaramondBE-CondensedSC
    /GaramondBE-Italic
    /GaramondBE-ItalicExpert
    /GaramondBE-ItalicOsF
    /GaramondBE-Medium
    /GaramondBE-MediumCn
    /GaramondBE-MediumCnExpert
    /GaramondBE-MediumCnOsF
    /GaramondBE-MediumExpert
    /GaramondBE-MediumItalic
    /GaramondBE-MediumItalicExpert
    /GaramondBE-MediumItalicOsF
    /GaramondBE-MediumSC
    /GaramondBE-Regular
    /GaramondBE-RegularExpert
    /GaramondBE-RegularSC
    /GaramondBE-SwashItalic
    /Garamond-Bold
    /Garamond-BoldCondensed
    /Garamond-BoldCondensedItalic
    /Garamond-BoldItalic
    /Garamond-Book
    /Garamond-BookCondensed
    /Garamond-BookCondensedItalic
    /Garamond-BookItalic
    /Garamond-Halbfett
    /Garamond-HandtooledBold
    /Garamond-HandtooledBoldItalic
    /GaramondITCbyBT-Bold
    /GaramondITCbyBT-BoldCondensed
    /GaramondITCbyBT-BoldCondItalic
    /GaramondITCbyBT-BoldItalic
    /GaramondITCbyBT-BoldNarrow
    /GaramondITCbyBT-BoldNarrowItal
    /GaramondITCbyBT-Book
    /GaramondITCbyBT-BookCondensed
    /GaramondITCbyBT-BookCondItalic
    /GaramondITCbyBT-BookItalic
    /GaramondITCbyBT-BookNarrow
    /GaramondITCbyBT-BookNarrowItal
    /GaramondITCbyBT-Light
    /GaramondITCbyBT-LightCondensed
    /GaramondITCbyBT-LightCondItalic
    /GaramondITCbyBT-LightItalic
    /GaramondITCbyBT-LightNarrow
    /GaramondITCbyBT-LightNarrowItal
    /GaramondITCbyBT-Ultra
    /GaramondITCbyBT-UltraCondensed
    /GaramondITCbyBT-UltraCondItalic
    /GaramondITCbyBT-UltraItalic
    /Garamond-Kursiv
    /Garamond-KursivHalbfett
    /Garamond-Light
    /Garamond-LightCondensed
    /Garamond-LightCondensedItalic
    /Garamond-LightItalic
    /GaramondNo4CyrTCY-Ligh
    /GaramondNo4CyrTCY-LighItal
    /GaramondThree
    /GaramondThree-Bold
    /GaramondThree-BoldItalic
    /GaramondThree-BoldItalicOsF
    /GaramondThree-BoldSC
    /GaramondThree-Italic
    /GaramondThree-ItalicOsF
    /GaramondThree-SC
    /GaramondThreeSMSIISpl-Italic
    /GaramondThreeSMSitalicSpl-Italic
    /GaramondThreeSMSspl
    /GaramondThreespl
    /GaramondThreeSpl-Bold
    /GaramondThreeSpl-Italic
    /Garamond-Ultra
    /Garamond-UltraCondensed
    /Garamond-UltraCondensedItalic
    /Garamond-UltraItalic
    /GarthGraphic
    /GarthGraphic-Black
    /GarthGraphic-Bold
    /GarthGraphic-BoldCondensed
    /GarthGraphic-BoldItalic
    /GarthGraphic-Condensed
    /GarthGraphic-ExtraBold
    /GarthGraphic-Italic
    /Geometric231BT-HeavyC
    /GeometricSlab712BT-BoldA
    /GeometricSlab712BT-ExtraBoldA
    /GeometricSlab712BT-LightA
    /GeometricSlab712BT-LightItalicA
    /GeometricSlab712BT-MediumA
    /GeometricSlab712BT-MediumItalA
    /Giddyup
    /Giddyup-Thangs
    /GillSans
    /GillSans-Bold
    /GillSans-BoldCondensed
    /GillSans-BoldExtraCondensed
    /GillSans-BoldItalic
    /GillSans-Condensed
    /GillSans-ExtraBold
    /GillSans-ExtraBoldDisplay
    /GillSans-Italic
    /GillSans-Light
    /GillSans-LightItalic
    /GillSans-LightShadowed
    /GillSans-Shadowed
    /GillSans-UltraBold
    /GillSans-UltraBoldCondensed
    /Gill-Special
    /Giovanni-Bold
    /Giovanni-BoldItalic
    /Giovanni-Book
    /Giovanni-BookItalic
    /Glypha
    /Glypha-Bold
    /Glypha-BoldOblique
    /Glypha-Oblique
    /Gothic-Thirteen
    /Goudy
    /Goudy-Bold
    /Goudy-BoldItalic
    /GoudyCatalogueBT-Regular
    /Goudy-ExtraBold
    /GoudyHandtooledBT-Regular
    /GoudyHeavyfaceBT-Regular
    /GoudyHeavyfaceBT-RegularCond
    /Goudy-Italic
    /GoudyOldStyleBT-Bold
    /GoudyOldStyleBT-BoldItalic
    /GoudyOldStyleBT-ExtraBold
    /GoudyOldStyleBT-Italic
    /GoudyOldStyleBT-Roman
    /GoudySans-Black
    /GoudySans-BlackItalic
    /GoudySans-Bold
    /GoudySans-BoldItalic
    /GoudySans-Book
    /GoudySans-BookItalic
    /GoudySansITCbyBT-Black
    /GoudySansITCbyBT-BlackItalic
    /GoudySansITCbyBT-Bold
    /GoudySansITCbyBT-BoldItalic
    /GoudySansITCbyBT-Light
    /GoudySansITCbyBT-LightItalic
    /GoudySansITCbyBT-Medium
    /GoudySansITCbyBT-MediumItalic
    /GoudySans-Medium
    /GoudySans-MediumItalic
    /Granjon
    /Granjon-Bold
    /Granjon-BoldOsF
    /Granjon-Italic
    /Granjon-ItalicOsF
    /Granjon-SC
    /GreymantleMVB-Ornaments
    /Helvetica
    /Helvetica-Black
    /Helvetica-BlackOblique
    /Helvetica-Black-SemiBold
    /Helvetica-Bold
    /Helvetica-BoldOblique
    /Helvetica-Compressed
    /Helvetica-Condensed
    /Helvetica-Condensed-Black
    /Helvetica-Condensed-BlackObl
    /Helvetica-Condensed-Bold
    /Helvetica-Condensed-BoldObl
    /Helvetica-Condensed-Light
    /Helvetica-Condensed-Light-Light
    /Helvetica-Condensed-LightObl
    /Helvetica-Condensed-Oblique
    /Helvetica-Condensed-Thin
    /Helvetica-ExtraCompressed
    /Helvetica-Fraction
    /Helvetica-FractionBold
    /HelveticaInserat-Roman
    /HelveticaInserat-Roman-SemiBold
    /Helvetica-Light
    /Helvetica-LightOblique
    /Helvetica-Narrow
    /Helvetica-Narrow-Bold
    /Helvetica-Narrow-BoldOblique
    /Helvetica-Narrow-Oblique
    /HelveticaNeue-Black
    /HelveticaNeue-BlackCond
    /HelveticaNeue-BlackCondObl
    /HelveticaNeue-BlackExt
    /HelveticaNeue-BlackExtObl
    /HelveticaNeue-BlackItalic
    /HelveticaNeue-Bold
    /HelveticaNeue-BoldCond
    /HelveticaNeue-BoldCondObl
    /HelveticaNeue-BoldExt
    /HelveticaNeue-BoldExtObl
    /HelveticaNeue-BoldItalic
    /HelveticaNeue-Condensed
    /HelveticaNeue-CondensedObl
    /HelveticaNeue-ExtBlackCond
    /HelveticaNeue-ExtBlackCondObl
    /HelveticaNeue-Extended
    /HelveticaNeue-ExtendedObl
    /HelveticaNeue-Heavy
    /HelveticaNeue-HeavyCond
    /HelveticaNeue-HeavyCondObl
    /HelveticaNeue-HeavyExt
    /HelveticaNeue-HeavyExtObl
    /HelveticaNeue-HeavyItalic
    /HelveticaNeue-Italic
    /HelveticaNeue-Light
    /HelveticaNeue-LightCond
    /HelveticaNeue-LightCondObl
    /HelveticaNeue-LightExt
    /HelveticaNeue-LightExtObl
    /HelveticaNeue-LightItalic
    /HelveticaNeueLTStd-Md
    /HelveticaNeueLTStd-MdIt
    /HelveticaNeue-Medium
    /HelveticaNeue-MediumCond
    /HelveticaNeue-MediumCondObl
    /HelveticaNeue-MediumExt
    /HelveticaNeue-MediumExtObl
    /HelveticaNeue-MediumItalic
    /HelveticaNeue-Roman
    /HelveticaNeue-Thin
    /HelveticaNeue-ThinCond
    /HelveticaNeue-ThinCondObl
    /HelveticaNeue-ThinItalic
    /HelveticaNeue-UltraLigCond
    /HelveticaNeue-UltraLigCondObl
    /HelveticaNeue-UltraLigExt
    /HelveticaNeue-UltraLigExtObl
    /HelveticaNeue-UltraLight
    /HelveticaNeue-UltraLightItal
    /Helvetica-Oblique
    /Helvetica-UltraCompressed
    /HelvExtCompressed
    /HelvLight
    /HelvUltCompressed
    /Humanist521BT-Bold
    /Humanist521BT-BoldCondensed
    /Humanist521BT-BoldItalic
    /Humanist521BT-ExtraBold
    /Humanist521BT-Italic
    /Humanist521BT-Light
    /Humanist521BT-LightItalic
    /Humanist521BT-Roman
    /Humanist521BT-RomanCondensed
    /Humanist521BT-UltraBold
    /Humanist521BT-XtraBoldCondensed
    /Humanist531BT-BlackA
    /Humanist531BT-BoldA
    /Humanist531BT-RomanA
    /Humanist531BT-UltraBlackA
    /Humanist777BT-BlackB
    /Humanist777BT-BlackCondensedB
    /Humanist777BT-BlackItalicB
    /Humanist777BT-BoldB
    /Humanist777BT-BoldCondensedB
    /Humanist777BT-BoldItalicB
    /Humanist777BT-ExtraBlackB
    /Humanist777BT-ExtraBlackCondB
    /Humanist777BT-ItalicB
    /Humanist777BT-LightB
    /Humanist777BT-LightCondensedB
    /Humanist777BT-LightItalicB
    /Humanist777BT-RomanB
    /Humanist777BT-RomanCondensedB
    /Humanist970BT-BoldC
    /Humanist970BT-RomanC
    /HumanistSlabserif712BT-Black
    /HumanistSlabserif712BT-Bold
    /HumanistSlabserif712BT-Italic
    /HumanistSlabserif712BT-Roman
    /ICMEX10
    /ICMMI8
    /ICMSY8
    /ICMTT8
    /Iglesia-Light
    /ILASY8
    /ILCMSS8
    /ILCMSSB8
    /ILCMSSI8
    /Imago-Book
    /Imago-BookItalic
    /Imago-ExtraBold
    /Imago-ExtraBoldItalic
    /Imago-Light
    /Imago-LightItalic
    /Imago-Medium
    /Imago-MediumItalic
    /Industria-Inline
    /Industria-InlineA
    /Industria-Solid
    /Industria-SolidA
    /Insignia
    /Insignia-A
    /IPAExtras
    /IPAHighLow
    /IPAKiel
    /IPAKielSeven
    /IPAsans
    /ITCGaramondMM
    /ITCGaramondMM-It
    /JAKEOpti-Regular
    /JansonText-Bold
    /JansonText-BoldItalic
    /JansonText-Italic
    /JansonText-Roman
    /JansonText-RomanSC
    /JoannaMT
    /JoannaMT-Bold
    /JoannaMT-BoldItalic
    /JoannaMT-Italic
    /Juniper
    /KabelITCbyBT-Book
    /KabelITCbyBT-Demi
    /KabelITCbyBT-Medium
    /KabelITCbyBT-Ultra
    /Kaufmann
    /Kaufmann-Bold
    /KeplMM-Or2
    /KisBT-Italic
    /KisBT-Roman
    /KlangMT
    /Kuenstler480BT-Black
    /Kuenstler480BT-Bold
    /Kuenstler480BT-BoldItalic
    /Kuenstler480BT-Italic
    /Kuenstler480BT-Roman
    /KunstlerschreibschD-Bold
    /KunstlerschreibschD-Medi
    /Lapidary333BT-Black
    /Lapidary333BT-Bold
    /Lapidary333BT-BoldItalic
    /Lapidary333BT-Italic
    /Lapidary333BT-Roman
    /LASY10
    /LASY5
    /LASY6
    /LASY7
    /LASY8
    /LASY9
    /LASYB10
    /LatinMT-Condensed
    /LCIRCLE10
    /LCIRCLEW10
    /LCMSS8
    /LCMSSB8
    /LCMSSI8
    /LDecorationPi-One
    /LDecorationPi-Two
    /Leawood-Black
    /Leawood-BlackItalic
    /Leawood-Bold
    /Leawood-BoldItalic
    /Leawood-Book
    /Leawood-BookItalic
    /Leawood-Medium
    /Leawood-MediumItalic
    /LegacySans-Bold
    /LegacySans-BoldItalic
    /LegacySans-Book
    /LegacySans-BookItalic
    /LegacySans-Medium
    /LegacySans-MediumItalic
    /LegacySans-Ultra
    /LegacySerif-Bold
    /LegacySerif-BoldItalic
    /LegacySerif-Book
    /LegacySerif-BookItalic
    /LegacySerif-Medium
    /LegacySerif-MediumItalic
    /LegacySerif-Ultra
    /LetterGothic
    /LetterGothic-Bold
    /LetterGothic-BoldSlanted
    /LetterGothic-Slanted
    /Life-Bold
    /Life-Italic
    /Life-Roman
    /LINE10
    /LINEW10
    /Linotext
    /Lithos-Black
    /LithosBold
    /Lithos-Bold
    /Lithos-Regular
    /LOGO10
    /LOGO8
    /LOGO9
    /LOGOBF10
    /LOGOSL10
    /LOMD-Normal
    /LubalinGraph-Book
    /LubalinGraph-BookOblique
    /LubalinGraph-Demi
    /LubalinGraph-DemiOblique
    /LucidaHandwritingItalic
    /LucidaMath-Symbol
    /LucidaSansTypewriter
    /LucidaSansTypewriter-Bd
    /LucidaSansTypewriter-BdObl
    /LucidaSansTypewriter-Obl
    /LucidaTypewriter
    /LucidaTypewriter-Bold
    /LucidaTypewriter-BoldObl
    /LucidaTypewriter-Obl
    /LydianBT-Bold
    /LydianBT-BoldItalic
    /LydianBT-Italic
    /LydianBT-Roman
    /LydianCursiveBT-Regular
    /Machine
    /Machine-Bold
    /Marigold
    /MathematicalPi-Five
    /MathematicalPi-Four
    /MathematicalPi-One
    /MathematicalPi-Six
    /MathematicalPi-Three
    /MathematicalPi-Two
    /MatrixScriptBold
    /MatrixScriptBoldLin
    /MatrixScriptBook
    /MatrixScriptBookLin
    /MatrixScriptRegular
    /MatrixScriptRegularLin
    /Melior
    /Melior-Bold
    /Melior-BoldItalic
    /Melior-Italic
    /MercuriusCT-Black
    /MercuriusCT-BlackItalic
    /MercuriusCT-Light
    /MercuriusCT-LightItalic
    /MercuriusCT-Medium
    /MercuriusCT-MediumItalic
    /MercuriusMT-BoldScript
    /Meridien-Bold
    /Meridien-BoldItalic
    /Meridien-Italic
    /Meridien-Medium
    /Meridien-MediumItalic
    /Meridien-Roman
    /Minion-Black
    /Minion-Bold
    /Minion-BoldCondensed
    /Minion-BoldCondensedItalic
    /Minion-BoldItalic
    /Minion-Condensed
    /Minion-CondensedItalic
    /Minion-DisplayItalic
    /Minion-DisplayRegular
    /MinionExp-Italic
    /MinionExp-Semibold
    /MinionExp-SemiboldItalic
    /Minion-Italic
    /Minion-Ornaments
    /Minion-Regular
    /Minion-Semibold
    /Minion-SemiboldItalic
    /MonaLisa-Recut
    /MrsEavesAllPetiteCaps
    /MrsEavesAllSmallCaps
    /MrsEavesBold
    /MrsEavesFractions
    /MrsEavesItalic
    /MrsEavesPetiteCaps
    /MrsEavesRoman
    /MrsEavesRomanLining
    /MrsEavesSmallCaps
    /MSAM10
    /MSAM10A
    /MSAM5
    /MSAM6
    /MSAM7
    /MSAM8
    /MSAM9
    /MSBM10
    /MSBM10A
    /MSBM5
    /MSBM6
    /MSBM7
    /MSBM8
    /MSBM9
    /MTEX
    /MTEXB
    /MTEXH
    /MTGU
    /MTGUB
    /MTMI
    /MTMIB
    /MTMIH
    /MTMS
    /MTMSB
    /MTMUB
    /MTMUH
    /MTSY
    /MTSYB
    /MTSYH
    /MTSYN
    /MusicalSymbols-Normal
    /Myriad-Bold
    /Myriad-BoldItalic
    /Myriad-CnBold
    /Myriad-CnBoldItalic
    /Myriad-CnItalic
    /Myriad-CnSemibold
    /Myriad-CnSemiboldItalic
    /Myriad-Condensed
    /Myriad-Italic
    /MyriadMM
    /MyriadMM-It
    /Myriad-Roman
    /Myriad-Sketch
    /Myriad-Tilt
    /NeuzeitS-Book
    /NeuzeitS-BookHeavy
    /NewBaskerville-Bold
    /NewBaskerville-BoldItalic
    /NewBaskerville-Italic
    /NewBaskervilleITCbyBT-Bold
    /NewBaskervilleITCbyBT-BoldItal
    /NewBaskervilleITCbyBT-Italic
    /NewBaskervilleITCbyBT-Roman
    /NewBaskerville-Roman
    /NewCaledonia
    /NewCaledonia-Black
    /NewCaledonia-BlackItalic
    /NewCaledonia-Bold
    /NewCaledonia-BoldItalic
    /NewCaledonia-BoldItalicOsF
    /NewCaledonia-BoldSC
    /NewCaledonia-Italic
    /NewCaledonia-ItalicOsF
    /NewCaledonia-SC
    /NewCaledonia-SemiBold
    /NewCaledonia-SemiBoldItalic
    /NewCenturySchlbk-Bold
    /NewCenturySchlbk-BoldItalic
    /NewCenturySchlbk-Italic
    /NewCenturySchlbk-Roman
    /NewsGothic
    /NewsGothic-Bold
    /NewsGothic-BoldOblique
    /NewsGothicBT-Bold
    /NewsGothicBT-BoldCondensed
    /NewsGothicBT-BoldCondItalic
    /NewsGothicBT-BoldExtraCondensed
    /NewsGothicBT-BoldItalic
    /NewsGothicBT-Demi
    /NewsGothicBT-DemiItalic
    /NewsGothicBT-ExtraCondensed
    /NewsGothicBT-Italic
    /NewsGothicBT-ItalicCondensed
    /NewsGothicBT-Light
    /NewsGothicBT-LightItalic
    /NewsGothicBT-Roman
    /NewsGothicBT-RomanCondensed
    /NewsGothic-Oblique
    /New-Symbol
    /NovareseITCbyBT-Bold
    /NovareseITCbyBT-BoldItalic
    /NovareseITCbyBT-Book
    /NovareseITCbyBT-BookItalic
    /Nueva-BoldExtended
    /Nueva-Roman
    /NuptialScript
    /OceanSansMM
    /OceanSansMM-It
    /OfficinaSans-Bold
    /OfficinaSans-BoldItalic
    /OfficinaSans-Book
    /OfficinaSans-BookItalic
    /OfficinaSerif-Bold
    /OfficinaSerif-BoldItalic
    /OfficinaSerif-Book
    /OfficinaSerif-BookItalic
    /OnyxMT
    /Optima
    /Optima-Bold
    /Optima-BoldItalic
    /Optima-BoldOblique
    /Optima-ExtraBlack
    /Optima-ExtraBlackItalic
    /Optima-Italic
    /Optima-Oblique
    /OSPIRE-Plain
    /OttaIA
    /Otta-wa
    /Ottawa-BoldA
    /OttawaPSMT
    /Oxford
    /Palatino-Bold
    /Palatino-BoldItalic
    /Palatino-Italic
    /Palatino-Roman
    /Parisian
    /Perpetua
    /Perpetua-Bold
    /Perpetua-BoldItalic
    /Perpetua-Italic
    /PhotinaMT
    /PhotinaMT-Bold
    /PhotinaMT-BoldItalic
    /PhotinaMT-Italic
    /PhotinaMT-SemiBold
    /PhotinaMT-SemiBoldItalic
    /PhotinaMT-UltraBold
    /PhotinaMT-UltraBoldItalic
    /Plantin
    /Plantin-Bold
    /Plantin-BoldItalic
    /Plantin-Italic
    /Plantin-Light
    /Plantin-LightItalic
    /Plantin-Semibold
    /Plantin-SemiboldItalic
    /Poetica-ChanceryI
    /Poetica-SuppLowercaseEndI
    /PopplLaudatio-Italic
    /PopplLaudatio-Medium
    /PopplLaudatio-MediumItalic
    /PopplLaudatio-Regular
    /ProseAntique-Bold
    /ProseAntique-Normal
    /QuaySansEF-Black
    /QuaySansEF-BlackItalic
    /QuaySansEF-Book
    /QuaySansEF-BookItalic
    /QuaySansEF-Medium
    /QuaySansEF-MediumItalic
    /Quorum-Black
    /Quorum-Bold
    /Quorum-Book
    /Quorum-Light
    /Quorum-Medium
    /Raleigh
    /Raleigh-Bold
    /Raleigh-DemiBold
    /Raleigh-Medium
    /Revival565BT-Bold
    /Revival565BT-BoldItalic
    /Revival565BT-Italic
    /Revival565BT-Roman
    /Ribbon131BT-Bold
    /Ribbon131BT-Regular
    /RMTMI
    /Rockwell
    /Rockwell-Bold
    /Rockwell-BoldItalic
    /Rockwell-Italic
    /Rockwell-Light
    /Rockwell-LightItalic
    /RotisSansSerif
    /RotisSansSerif-Bold
    /RotisSansSerif-ExtraBold
    /RotisSansSerif-Italic
    /RotisSansSerif-Light
    /RotisSansSerif-LightItalic
    /RotisSemiSans
    /RotisSemiSans-Bold
    /RotisSemiSans-ExtraBold
    /RotisSemiSans-Italic
    /RotisSemiSans-Light
    /RotisSemiSans-LightItalic
    /RotisSemiSerif
    /RotisSemiSerif-Bold
    /RotisSerif
    /RotisSerif-Bold
    /RotisSerif-Italic
    /RunicMT-Condensed
    /Sabon-Bold
    /Sabon-BoldItalic
    /Sabon-Italic
    /Sabon-Roman
    /SackersGothicLight
    /SackersGothicLightAlt
    /SackersItalianScript
    /SackersItalianScriptAlt
    /Sam
    /Sanvito-Light
    /SanvitoMM
    /Sanvito-Roman
    /Semitica
    /Semitica-Italic
    /SIVAMATH
    /Siva-Special
    /SMS-SPELA
    /Souvenir-Demi
    /Souvenir-DemiItalic
    /SouvenirITCbyBT-Demi
    /SouvenirITCbyBT-DemiItalic
    /SouvenirITCbyBT-Light
    /SouvenirITCbyBT-LightItalic
    /Souvenir-Light
    /Souvenir-LightItalic
    /SpecialAA
    /Special-Gali
    /Sp-Sym
    /StempelGaramond-Bold
    /StempelGaramond-BoldItalic
    /StempelGaramond-Italic
    /StempelGaramond-Roman
    /StoneSans
    /StoneSans-Bold
    /StoneSans-BoldItalic
    /StoneSans-Italic
    /StoneSans-PhoneticAlternate
    /StoneSans-PhoneticIPA
    /StoneSans-Semibold
    /StoneSans-SemiboldItalic
    /StoneSerif
    /StoneSerif-Italic
    /StoneSerif-PhoneticAlternate
    /StoneSerif-PhoneticIPA
    /StoneSerif-Semibold
    /StoneSerif-SemiboldItalic
    /Swiss721BT-Black
    /Swiss721BT-BlackCondensed
    /Swiss721BT-BlackCondensedItalic
    /Swiss721BT-BlackExtended
    /Swiss721BT-BlackItalic
    /Swiss721BT-BlackOutline
    /Swiss721BT-BlackRounded
    /Swiss721BT-Bold
    /Swiss721BT-BoldCondensed
    /Swiss721BT-BoldCondensedItalic
    /Swiss721BT-BoldCondensedOutline
    /Swiss721BT-BoldExtended
    /Swiss721BT-BoldItalic
    /Swiss721BT-BoldOutline
    /Swiss721BT-BoldRounded
    /Swiss721BT-Heavy
    /Swiss721BT-HeavyItalic
    /Swiss721BT-Italic
    /Swiss721BT-ItalicCondensed
    /Swiss721BT-Light
    /Swiss721BT-LightCondensed
    /Swiss721BT-LightCondensedItalic
    /Swiss721BT-LightExtended
    /Swiss721BT-LightItalic
    /Swiss721BT-Medium
    /Swiss721BT-MediumItalic
    /Swiss721BT-Roman
    /Swiss721BT-RomanCondensed
    /Swiss721BT-RomanExtended
    /Swiss721BT-Thin
    /Swiss721BT-ThinItalic
    /Swiss921BT-RegularA
    /Symbol
    /Syntax-Black
    /Syntax-Bold
    /Syntax-Italic
    /Syntax-Roman
    /Syntax-UltraBlack
    /Tekton
    /Times-Bold
    /Times-BoldA
    /Times-BoldItalic
    /Times-BoldOblique
    /Times-Italic
    /Times-NewRoman
    /Times-NewRomanBold
    /TimesNewRomanPS-BoldItalicMT
    /TimesNewRomanPS-ItalicMT
    /TimesNewRomanPSMT
    /Times-Oblique
    /Times-PhoneticAlternate
    /Times-PhoneticIPA
    /Times-Roman
    /Times-RomanSmallCaps
    /Times-Sc
    /Times-SCB
    /Times-special
    /TimesTenGreekP-Upright
    /TradeGothic
    /TradeGothic-Bold
    /TradeGothic-BoldCondTwenty
    /TradeGothic-BoldCondTwentyObl
    /TradeGothic-BoldOblique
    /TradeGothic-BoldTwo
    /TradeGothic-BoldTwoOblique
    /TradeGothic-CondEighteen
    /TradeGothic-CondEighteenObl
    /TradeGothicLH-BoldExtended
    /TradeGothicLH-Extended
    /TradeGothic-Light
    /TradeGothic-LightOblique
    /TradeGothic-Oblique
    /Trajan-Bold
    /TrajanPro-Bold
    /TrajanPro-Regular
    /Trajan-Regular
    /Transitional521BT-BoldA
    /Transitional521BT-CursiveA
    /Transitional521BT-RomanA
    /Transitional551BT-MediumB
    /Transitional551BT-MediumItalicB
    /Univers
    /Universal-GreekwithMathPi
    /Universal-NewswithCommPi
    /Univers-BlackExt
    /Univers-BlackExtObl
    /Univers-Bold
    /Univers-BoldExt
    /Univers-BoldExtObl
    /Univers-BoldOblique
    /Univers-Condensed
    /Univers-CondensedBold
    /Univers-CondensedBoldOblique
    /Univers-CondensedOblique
    /Univers-Extended
    /Univers-ExtendedObl
    /Univers-ExtraBlackExt
    /Univers-ExtraBlackExtObl
    /Univers-Light
    /Univers-LightOblique
    /UniversLTStd-Black
    /UniversLTStd-BlackObl
    /Univers-Oblique
    /Utopia-Black
    /Utopia-BlackOsF
    /Utopia-Bold
    /Utopia-BoldItalic
    /Utopia-Italic
    /Utopia-Ornaments
    /Utopia-Regular
    /Utopia-Semibold
    /Utopia-SemiboldItalic
    /VAGRounded-Black
    /VAGRounded-Bold
    /VAGRounded-Light
    /VAGRounded-Thin
    /Viva-BoldExtraExtended
    /Viva-Regular
    /Weidemann-Black
    /Weidemann-BlackItalic
    /Weidemann-Bold
    /Weidemann-BoldItalic
    /Weidemann-Book
    /Weidemann-BookItalic
    /Weidemann-Medium
    /Weidemann-MediumItalic
    /WindsorBT-Elongated
    /WindsorBT-Light
    /WindsorBT-LightCondensed
    /WindsorBT-Roman
    /Wingdings-Regular
    /WNCYB10
    /WNCYI10
    /WNCYR10
    /WNCYSC10
    /WNCYSS10
    /WoodtypeOrnaments-One
    /WoodtypeOrnaments-Two
    /ZapfCalligraphic801BT-Bold
    /ZapfCalligraphic801BT-BoldItal
    /ZapfCalligraphic801BT-Italic
    /ZapfCalligraphic801BT-Roman
    /ZapfChanceryITCbyBT-Bold
    /ZapfChanceryITCbyBT-Demi
    /ZapfChanceryITCbyBT-Medium
    /ZapfChanceryITCbyBT-MediumItal
    /ZapfChancery-MediumItalic
    /ZapfDingbats
    /ZapfDingbatsITCbyBT-Regular
    /ZapfElliptical711BT-Bold
    /ZapfElliptical711BT-BoldItalic
    /ZapfElliptical711BT-Italic
    /ZapfElliptical711BT-Roman
    /ZapfHumanist601BT-Bold
    /ZapfHumanist601BT-BoldItalic
    /ZapfHumanist601BT-Demi
    /ZapfHumanist601BT-DemiItalic
    /ZapfHumanist601BT-Italic
    /ZapfHumanist601BT-Roman
    /ZapfHumanist601BT-Ultra
    /ZapfHumanist601BT-UltraItalic
    /ZurichBT-Black
    /ZurichBT-BlackExtended
    /ZurichBT-BlackItalic
    /ZurichBT-Bold
    /ZurichBT-BoldCondensed
    /ZurichBT-BoldCondensedItalic
    /ZurichBT-BoldExtended
    /ZurichBT-BoldExtraCondensed
    /ZurichBT-BoldItalic
    /ZurichBT-ExtraBlack
    /ZurichBT-ExtraCondensed
    /ZurichBT-Italic
    /ZurichBT-ItalicCondensed
    /ZurichBT-Light
    /ZurichBT-LightCondensed
    /ZurichBT-LightCondensedItalic
    /ZurichBT-LightExtraCondensed
    /ZurichBT-LightItalic
    /ZurichBT-Roman
    /ZurichBT-RomanCondensed
    /ZurichBT-RomanExtended
    /ZurichBT-UltraBlackExtended
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 150
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 150
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /PDFX1a:2001
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError false
  /PDFXTrimBoxToMediaBoxOffset [
    18.00000
    18.00000
    18.00000
    18.00000
  ]
  /PDFXSetBleedBoxToMediaBox false
  /PDFXBleedBoxToTrimBoxOffset [
    18.00000
    18.00000
    18.00000
    18.00000
  ]
  /PDFXOutputIntentProfile (U.S. Web Coated \050SWOP\051 v2)
  /PDFXOutputConditionIdentifier (CGATS TR 001)
  /PDFXOutputCondition ()
  /PDFXRegistryName (http://www.color.org)
  /PDFXTrapped /Unknown

  /CreateJDFFile false
  /SyntheticBoldness 1.000000
  /Description <<
    /FRA <>
    /JPN <FEFF3053306e8a2d5b9a306f30019ad889e350cf5ea6753b50cf3092542b308000200050004400460020658766f830924f5c62103059308b3068304d306b4f7f75283057307e30593002537052376642306e753b8cea3092670059279650306b4fdd306430533068304c3067304d307e305930023053306e8a2d5b9a30674f5c62103057305f00200050004400460020658766f8306f0020004100630072006f0062006100740020304a30883073002000520065006100640065007200200035002e003000204ee5964d30678868793a3067304d307e30593002>
    /DEU <>
    /PTB <>
    /DAN <>
    /NLD <>
    /ESP <>
    /SUO <>
    /ITA <>
    /NOR <>
    /SVE <>
    /ENU (Use these settings for creating PDF files for submission to The Sheridan Press. These settings configured for Acrobat v6.0 08/06/03.)
  >>
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


