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The State of the Artin
Typeface Design Protection

Edward Gottschall

Unauthorized copying of typeface designs is prevalent today
thanks to the ease and low cost of duplicating designs and
fonts photographically or digitally. Copying deceives the type-
face user, robs the designer of the rewards of his or her crea-
tivity, and cuts into the sales and profits of typeface manufac-
turers who have developed, promoted and invested in a new
typeface design. It can also result in inferior art being sold to
the user. Piracy, unethical copying, or whatever you wish to
call it, also discourages designers from spending their time,
effort and talent on a design when they fear much of their re-
ward may be siphoned off by the copyist. All this is true of
both text and display typeface designs. Some type manufac-
turers have eliminated or greatly reduced their releases of
display faces since they are the least profitable and the easiest
to copy.

There is no effective protection for new typeface designs in the
United States. In June 1976, a new copyright bill was passed
and it became law in January 1978. The original bill had two
titles. Title I effectively updated the old law in view of the new
technologies in many areas. The old law neither specifically
protected new typefaces nor precluded them. The new law
(only Title I of the 1976 bill became law) precluded coverage
for typeface designs since it was presumed they would be cov-
ered to a different degree in Title Il which dealt with the de-
sign of useful articles, such as television sets, toothbrushes,
typefaces, etc. But Title II never became law, thereby omitting
specific protection of typeface designs in the 1978 law and
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that is where we are today. A few feeble attempts were made
to remedy this injustice but none succeeded. A mid-1983
phone check with the Office of Copyright indicates no prog-
ress is likely in this area in the foreseeable future. Recently,
protection for computer software was written into law. Al-
though the digital descriptions of typeface fonts are covered
by law, the actual typeface designs are not.

Theoretically, one can get protection under design patent reg-
ulations and also have recourse to the courts via the common
law regulations concerning unfair competition. In the latter
case, one usually tries to prove deception (palming off a copy
as an original) or misappropriation of property that rightfully
belongs to someone else. In practice, neither design patent
regulations (which require too extreme a degree of novelty to
be commercially useful) nor the recourse to the courts have
proven effective. Unfair practice suits have proven costly to
pursue and difficult to win.

Industrial designs, including typeface designs, are protect-
able in various degrees under two international conventions,
an international agreement and a variety of federal laws in
many countries.

The two conventions and the agreement are:

The Paris Convention for the Protection of Industrial Property
(1883).

The Hague Convention concerning the International Deposit
of Industrial Designs (1934).

The Vienna Agreement for the Protection of Typefaces and
their International Deposit (1973).

The Paris Convention makes it possible for non-nationals
to protect a new typeface design for up to 15 years in France.
Non-nationals can file for protection and filing fees and costs
are nominal. The United States is a signatory to the Paris Con-
vention but, since it has no typeface design protection laws of
its own, companies in the United States must seek protection
in one or more of the other signatory states. The criteria for
protection are novelty and originality in Germany and novelty
in France as determined by an expert. No prior test is given to
a design submitted for protection. The questions of novelty or
originality will be raised only in the course of an infringe-
ment proceeding by an adversary. The protection is against
unauthorized reproduction. Filing for protection must be
done before the design is released to the public.
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The Hague Convention offers 15 years of protection and a
single filing covers Egypt, West Germany, Belgium, Monaco,
Morocco, The Netherlands, Switzerland, Spain, Surinam,
Tunisia, Vietnam, France, Indonesia, Lichenstein, Italy, and
East Germany. A company not based in one of these countries
would have to establish a subsidiary in one of them. The ex-
penses and tax considerations for such a company might
make protection under the Hague Convention cost more than
it is worth. Criteria for protection are novelty and originality
as determined by expert testimony. Filing for protection must
be done before the design is released to the public.

The Vienna Agreement: In many respects the Vienna
Agreement for the Protection of Typefaces and their Interna-
tional Deposit (done at Vienna on June 12, 1973) offers the
best protection for typeface designs. The problem is that as an
international agreement it is not effective. Five signatory na-
tions are required to make it effective so that a single filing
would obtain protection in all signatory nations. Only two,
West Germany and France, have signed it to date and the
prospects for three more signing in the near future are dim.
The Vienna Agreement offers 25 years protection for new
faces (file before releasing to public). The criteria for sustain-
ing protection are novelty and originality as determined by an
expert. Although lacking sufficient signatures to be interna-
tionally effective, the terms of the Vienna Agreement were
written into German Federal law July 6, 1981. The law is
known as the Schriftzeichengesetz (Type Design Law). It was
made possible by a revision of the 1876 law. France has also
incorporated the terms of the Vienna Agreement into her
Federal law.

Significantly, through the Paris Convention, non-nationals
of West Germiany and France can file for protection of new
typeface designs in either or both countries. This newly won
protection for new typeface designs in two major markets
has implications that stretch far beyond the borders of the
two countries.

Most companies that might appropriate other people’s de-
signs and which would have an important impact on the
market would be the large companies now coming into the
type field. No doubt some of these companies will be com-
pletely ethical. All are new to the graphic arts field but some
don’t know the ethical standards of it.
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But, such companies are in an international business and it
can be very effective to shut them out of one or two major
markets. West Germany and France are such major markets.
We have found in our discussion with some of these compa-
nies, who ask us directly, ‘Why should we bother to license
this when we could copy it?’ that we have to tell them that
they may not be able to market new typeface designs in West
Germany or France unless typefaces have been properly li-
censed. This creates more problems for them than they want,
and they agree that it is easier to license a face.

To determine all the routes to design protection under various
laws in different countries one would have to conduct exten-
sive research. By way of example, in West Germany, in addi-
tion to the Type Design Law referred to above, there is copy-
right law, a Trademarks Law, and a law against unfair
competition. Moreover, to assist in the interpretation of the
laws, there is the Vienna Agreement and the Code Morale of
the Association Typographique Internationale, (ATypl).

Many countries have laws permitting the registration and
protection of tradenames and trademarks. Such registration
(virtually all ITC tradenames are registered in the United
States and are being protected abroad as well) forces unethi-
cal copyists to use other names for the copied designs. This
makes the copies more difficult to sell since the new name
must be promoted and established and because of resistance
by ethically conscious buyers and type specifiers.

Ata spring 1983 meeting in Frankfurt a five-person commit-
tee wrestled with definitions of novelty and originality and re-
lated matters. The objective was to establish guidelines for the
trade and possibly the courts. Although the discussions were
concerned with the new German Type Design Law, the meet-
ing had international significance and is summarized here.
When the report of the meeting is finally edited and ap-
proved, it will be submitted to the ATyplI for possible adoption.

The members of the ATypl Working Group are: Dr. Walter
Greisner, Managing Director, D. Stempel AG, Chairman;
graphic designer Max Caflisch; Edward Gottschall, Executive
Vice President, I'TC; Professor G. W. Ovink and Professor
Hans Peter Willberg. The following summary is based on the
first draft of the minutes of the ATypl committee meeting.
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New At the Frankfurt meeting, it was suggested that a new
typeface design, even very slightly different from a pre-exist-
ing typeface, is considered new as long as it did not exist be-
fore. Even if a designer recreates an existing design with-
out foreknowledge that it existed elsewhere, the design

can be considered new. A typeface is considered new when
the design elements which make it original are not known
to experts in professional circles at the time of its filing

for registration. Under the terms of the German Typeface De-
sign Law a typeface is judged new or original on the basis of
its overall appearance. If a design is original it is also new.
However mere novelty does not make a design original.

Original Itwas also suggested at Frankfurt that a type
design be considered original if its distinctive features,
which establishes its aesthetic value, exhibit the result of an
individual’s creative activity, exceeding in its level of creative
design the average skill of type designers and the work of an
ordinary craftsman. An original typeface, then, exhibits a
greater difference from existing designs than does one that is
merely new.

The ATypl Working Group also considered six degrees or lev-
els of originality and is considering different levels or dura-
tion of protection for four of them. The first two, (exact copies
and copies with only cosmetic changes) would not qualify as
original nor do they deserve any protection. In German law,
levels of creativity play a secondary role, but establishing
such levels could offer guidelines to the experts and the
courts. Although the French require only novelty, they recog-
nize degrees of novelty and appear to use the word novelty the
way German law regards originality.

Experts Experts, or professional circles, are those who are
fully conversant with the design, production and use of print-

ing types.

Parameters of Originality A number of parameters that
characterize originality were also proposed at the Frankfurt
meeting. They define the elements of a letter design, or the
variables that can be manipulated by a letter form designer.
It was agreed, and is part of the German law, that the ultimate
determinant of originality is not in any one or any combina-
tion of elements but in the overall appearance of the design.
Nevertheless, it is the originality in handling one or several
elements, or in achieving a new combination of elements,
that can lead to a truly original overall appearance. Some

of the elements that contribute significantly to the overall
appearance are as follows:



154

Visible Language XIX 1 Winter 1985

Relationship of such elements as x-height, ascenders,
descenders, and capital height.

Shaping of curves (inner and outer shape) and of straight
strokes.

Form of serifs and/or joins and “feet”.

Specific characteristics that distinguish the alphabet as
awhole.

Distinctive special features in single characters, as the lower
case “t” in Futura, for example.

Extension (normal, condensed, expanded).
Fatness (color, weight).

Relationship of basic lines to the hair lines.
Letter extension—how it fills allotted space.

Relationship of Roman to Italic—(angle variation) difference
in color or weight.

Relationship of weights within the family.

Viewing Size It was agreed that to properly evaluate the
degree or lack of originality expressed by a typeface’s over-
all appearance the design should be viewed in a size and
manner consistent with the way(s) it would be used.

Walking a Tightrope One objective was to define ori-
ginality so as to admit truly original faces to some degree
of protection while denying protection to copies and
near copies.

An ATypl Clearing House Consideration is being given to
establishing an ATypl committee of experts that could give
some pre-court advice and guidance as to the probable level
of originality of a new design. Since designs can be registered
without having to establish their originality, this committee
would simply advise the designer or owner of a new face as to
its probable success in withstanding a challenge.



155

Electronic scrambling

Conclusion and outlook

Gottschall / Design Protection

A Copy Itcanbe assumed that a typeface is a copy if, when
compared in its overall appearance to a known and protected
typeface, it does not exhibit distinctive design features which
relegate the similarity of other characteristic features to sec-
ondary importance.

An excellent means of protecting a design from being copied
is to electronically scramble the information in such a way
that only the originator or an informed recipient can un-
scramble it, read it, and use it. Such techniques are currently
employed by a number of typesetter manufacturers to protect
their libraries from being unethically copied and sold by a
copyist. A number of systems for achieving this exist and new
patents for ways to protect data in computers are being devel-
oped. A recently patented scrambling/unscrambling method
uses a key of 16 selected digits. The key is known only to the
originator and an informed recipient. Without it the stored
data remains scrambled and useless. For all practical pur-
poses, this is a high degree of security and can protect all
designs—the old with the new.

There is no immediate prospect of United States law being
changed to afford protection to typeface designers nor does it
seem there is immediate prospect of the Vienna Agreement
securing the minimal five signatures to become internation-
ally effective. In Japan and Great Britain no meaningful prog-
ress is being made toward protecting new and/or original
typeface designs. Protection of new typeface designs currently
afforded by national laws and the Paris and Hague conven-
tion signatories is all we have or are likely to have for a while.
However, this protection can be real and, as more and more
new faces are registered in Germany, France and elsewhere,
the value of the protection will increase to all concerned.
Also, in the United States, one still has recourse under
common law on grounds of unfair competition and
misappropriation.
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The printer's mark of Aldus Manutius. Venice, 1450—1515.
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John Dreyfus Un nouveau tournant dans le dessin des caractéres

Au cours de ma vie professionnelle le dessin des caractéres a pris
deux tournants: d'abord celui de la photocomposition, dont
Charles Peignot a si bien percu les avantages et les inconvénients
qu'il a aussitét fondé I'Association Typographique Internationale;
ensuite, I'apparition des machines a écrire électroniques, du maté-
rial de bureau pour le traitement de textes, des lettres transfert et
des systémes vidéos; le tout faisant appel a de nouveaux dessins de
caracteres. A présent, il se dessine bien plus de caractéres pour les
ordinateurs que pour les presses et I'avenir est aux caractéres nu-
mérisés, aux techniques nouvelles et a une plus étroite collabora-
tion entre ingénieurs et dessinateurs de caractéres.

Hermann Zapf L'avenir des caractéres et I'approche scientifique

Depuis une vingtaine d'années les techniques ne cessent de chan-
ger dans le domaine du dessin de la lettre. Tous ces changements,
surtout I'imagerie électronique, ont contribué a changer mon atti-
tude et ma fagon de penser. Mais je reste convaincu qu'il nous faut
respecter les formes classiques et qu'il ne suffit pas de reproduire
purement et simplement ces produits de la gravure manuelle par le
moyen des techniques de numérisation. Ces techniques nouvelles
appellent des dessins nouveaux obtenus par les moyens actuelle-
ment disponibles.

Donald Knuth Les lecons tirées de I'expérience Metafont

L'auteur raconte ses expériences avec son systéme METAFONT
pour le dessin des caracteéres. Il commence par le prototype en
1977 et décrit les étapes successives qui le conduiront en 1984 vers
un systéme entiérement différent. En annexe, une meta-descrip-
tion de la lettre A dont Summer Stone a fait le logo du Séminaire
Alypl et qui montre comment ces formes peuvent étre définies en
termes d'ordinateur.

Jack Stauffacher Le Phoenix transylvanien: les caracteres Kis-
Janson a I'heure électronique

Nicolas Kis est un typographe et un savant qui vivait en Transyl-
vanie, une région de la Hongrie, au XVlléme siecle. Il fit I'appren-
tissage de la gravure et de la fonderie typographiques pour mieux
contribuer a I'éducation et a la culture de ses compatriotes. Ses tra-
vaux, notamment les réformes orthographiques qu'il introduisit
dans la traduction de la Bible, furent mal accueillis par sa commu-
nauté qui était calviniste. C'est pour financer I'impression de la
Bible qu'il se mit a graver des poincons pour diverses fonderies.
C'estainsi qu'un jeu de matrices attribué jusqu'ici a Anton Janson,
Amsterdam, est en réalité un des jeux de matrices qu'il avait frap-
pées pour imprimer sa Bible. Ce caractéres désormais célébre sous

Translated by Fernand Baudin
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le nom de Kis-Janson a fait I'objet de nombreuses copies et modifi-
cations a I'usage des techniques nouvelles. La comparaison de ces
versions récentes avec I'originale tend a cerner les caractéristiques
qui contribuent a la popularité renouvelée de ce caractére.

Matthew Carter Galliard ou la rénovation des caractéres Granjon

Le Galliard a été dessiné en vue de faire revivre les caractéres que
Robert Granjon taillait entre 1540 et 1590. Le but était de créer

un caracteére de photocomposition moderne, largement utilisable
parce qu' éminemment adaptable; ayant une base historique sol-
ide, mais nullement anachronique précisément parce qu'il n'en ex-
istait encore aucune version moderne. Loin d'étre la copie littérale
de tel ou tel caractére de Granjon, le Galliard est en réalité une
réinterprétation du style Granjon.

Stan Nelson Le moule a main, la justification des matrices, et la
fonte manuelle

Le premiére préoccupation d'un fondeur typographique était de
produire des caractéres aux contours nets, bien alignés et bien jus-
tifiés. Pour arriver a ce résultat les principales étapes consistaient a
fabriquer un moule a main exactement ajusté permettant de fixer
avec précision les matrices dans lesquelles on coulait le plomb.

André Giirtler/Christian Mengelt La recherche fondamentale et la
création des caractéres par rapport aux techniques de leur produc-
tion de masse

Les systémes de composition sur écran cathodique et au laser, les
progrés de |'imagerie typographique au cours des derniéres années
constituent une telle révolution en si peu de temps qu’ il est encore
bien difficile d'en prévoir toutes les conséquences. Une industrie
nouvelle, spécialisée dans la fabrication des caractéres est née et
cependant rares sont les créations vraiment originales en matiére
de caractéres au cours de la méme période de temps sur le marché
international. Tant du point de vue de la qualité que du point de
vue commercial on peut se demander quel est I'intérét d'une pro-
duction aussi massive sur un marché déja saturé de caractéres?
Méme si le dessin et la composition électroniques facilitent le
travail.

Edward Gottschall Ou on en est pour la protection des caractéres

Il faut une législation pour protéger les nouveaux caractéres et
pour établir qui est protégé contre les dommages causés par la pir-
aterie et par les copies illégales. Toute protection des marques et
des dessins manque et manquera aux USA. Mais en France et en
Allemagne de |'Ouest cette protection existe pour les caractéres
nouveaux et originaux aux termes de I'Arrangement de Vienne.
Toutefois les firmes américaines peuvent se réclamer de cette légis-
lation a la faveur de la Convention de Paris et, selon les circon-
stances, de la Convention de La Haye. Une commission de |'Asso-
ciation Typographique Internationale a établi quelques directives
permettant de définir la nouveauté et |'originalité d'un caractére
donné. Plusieurs systémes de protection électronique ont par ail-
leurs été mis au point pour la protection des caractéres numérisés.
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John Dreyfus Wendepunkte im Schriftschaffen

Ich habe im Laufe meiner Karriere zwei Wendepunkte im Schrifts-
chaffen erlebt: der erste war die Erfindung des Fotosatzes, dessen
Moglichkeiten, und Fallen, von Charles Peignot klar erkannt wur-
den und zur Griindung der Association Typographique Internation-
ale fuhrten; der zweite war das Erscheinen elektronischer Schreib-
maschinen und anspruchsvoller Wordprocessing Geréte, die,
zusammen mit Abreibebuchstaben und Video, die Notwendigkeit
neuer Schriften mit sich brachten. Heutzutage werden neue Schrif-
ten mehr fiir die Ausgabe als fiir den Druck gebraucht, und neue
Moglichkeiten erdffnen sich fiir Schriften, die besonders fiir com-
putergestiitzte Technologie entworfen werden miissen, und zwar
in enger Zusammenarbeit zwischen Engineuren und
Schriftkiinstlern.

Hermann Zapf Das Schriftschaffen in der Zukunft: Die Wissen-
schaft und Buchstabenformen

In den letzten 20 Jahren hat es dramatische Verdnderungen auf
dem Gebiet des Schriftschaffens gegeben. Diese Verdnderungen,
besonderns im computer-gestiitzten Schriftendesign, beeinflussen
meine eigenen Methoden und mein eigenes Denken. Ich bin fest
davon uberzeugt, daB wir die klassischen Schriften respektieren
sollten, und daR wir diese mit der Hand gechaffenen Schnitte nicht
auf die neue Technologie des digitalen Schriftsatzes tibertragen
dirfen. Diese neue Technologie verlangt neue Designlésungen, fiir
die man die heute bestehenden elektronischen Anlagen einsetzen
konnte.

Donald Knuth  Erfahrungen mit dem Metafont System

Diese Abhandlung befaft sich mit den Erfahrungen, die der Autor
mit dem Metafont System fiir Schriftendesign gemacht hat. Sie be-
ginnen mit dem Prototyp des Systems in 1977 und ziehen sich
durch verschiedene weitere Entwicklungsphasen hindurch, die
schlieBlich zu einem génzlich neuen System fiihren, welches fiir
1984 geplant ist. Im Anhang finden wir eine ausfiihrliche “Meta-
Beschreibung' des Buchstabens “A", den Sumner Stone fiir die
ATypl Logotype entworfen hat und in der gezeigt wird, wie derar-
tige Familien von Formen mit Hilfe eines Computers gezeichnet
werden kénnen.

Jack Stauffacher Der Phoenix aus Siebenbiirgen: Die Kis-Janson
Schriften im Zeitalter Digitalisierung

Nicholas Kis war ein Typograf und Gelehrter, derim 17. Jahrhundert
in Siebenbiirgen in Ungarn lebte. Er beschaftigte sich mit dem
Druckwesen und dem Entwurf von Schriften, weil er das Analpha-
betentum bekdmpfen und der allgemeinen Bevélkerung bessere
Bildungsmoglichkeiten zugénglich machen wollte. Seine Bemiithun-
gen, besonders in der Form einer Ungarischen Bibel, der er seine ei-
genen orthografischen Regeln zugrunde legte, wurden von den
Mitgliedern der reformierten Kirche nicht akzeptiert. Um das
Drucken seiner Bibel darstellen zu kénnen, schnitt Kis eine Anzahl
von Schriften fiir andere SchriftgieBereien. Es wird angenommen,

Translated by Inga Wennik
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dal eine Serie von Matrizen, die man bislang Anton Janson aus Am-
sterdam zugesprochen hatte, in Wirklichkeit von Kis geschaffen
worden war und die er verkaufte, um das Drucken seiner Bibel zu
finanzieren. Diese Schrift, heute unter dem Namen Kis-Janson be-
kannt, ist oft kopiert und fiir neue Druckverfahren umgewandelt
worden. Ein Vergleich der neuen Versionen mit der originalen
Schrift versucht, die Ziige der Schrift herauszustellen, die zu ihrer
andauernden Beliebtheit beitragen.

Matthew Carter Galliard: Eine moderne Neuzeichnung der Schrif-
ten von Robert Granjon

Die Schriften, die Carter wieder ins Leben zu rufen sucht, wurden
von dem franzdsischen Kiinstler Robert Granjon geschnitten, derin
der Zeit von 1540-1590 arbeitete. Mit der Galliard wollte Carter
eine praktische, arbeitsfreudige, anpassungsfahige, zeitgemale Fo-
tosatzschrift schaffen, die auf starken geschichtlichen Grundlagen
aufgebaut ist, die in keiner Weise anachronistisch ist, von der aber
noch keine echte moderne Version bestand. Das Resultat ist keine
wirkliche Kopie einer der Granjon Schriften, sondern eher eine
Neuinterprétation seines Stils.

Stan Nelson Das Entstehen einer GieBform, das Anpassen der Ma-
trize, und der HandguR

Das Hauptziel eines SchriftgieRers ist es, saubere, scharfe Schriften,
auf korrekt ausgerichteten Kegeln herzustellen. Entscheidende
Schritte zur Erlangung dieses Ziels sind u.a. die Herstellung einer
genauen, praezise eingestellten GieRform, das Anpassen der Matri-
zen und das GieBen

mit der HandguBform.

André Giirtler/Christian Mengelt Grundlegende Forschungs-
methoden und Formerneuerungen im Schriftschaffen—im Vergleich
mit technischen Entwicklungen in der Schriftenherstellung

Die Entwicklung von CRT und Laserschriftsatzgerdten hatinnerhalb
der letzten Jahre eine so rapide und revolutionare Entwicklung in
der Technologie der Schrifttrager mit sich gebracht, daB deren
Wirkung auf die ganze Situation in der Typografie in ihrem vollen
Ausmaf noch gar nicht abzusehen ist. Parallel zu dieser technischen
Revolution hat sich eine Designindustrie entwickelt, speziell fiir die
Herstellung von Schriften, aber nur sehr wenige echte Neuerungen
im Schriftendesign haben sich auf dem internationalen Fotosatz-
markt durchgesetzt. Es ist zu bezweifeln, daf die heutige Massen-
produktion von allen méglichen Schriften und die unaufhérliche
Ubersattigung des Schriftenmarktes weiterhin sinnvoll bleiben
wird, sowohl von der kiinstlerischen als auch von der kommerziellen
Warte aus, selbst dann, wenn eine solche Produktion mit dem
Gebrauch von Computern und computergestiitzten Zeichnern
praktisch erscheint.

Edward Gottschall Der gegenwartige Stand der Dinge auf dem Ge-
biet des gesetzlichen Schutzes fiir Schriftendesign

Esist absolut notwendig, die Entwiirfe neuer Schriften gesetzmaRig
zu schiitzen und zu bestimmen, wer vor dem Schaden, der durch
Raub und unehrliches Kopieren von Schriften entsteht, geschutzt
werden muB. In den Vereinigten Staaten sind auBerdem Gesetze fiir
den Design- und Firmenschutz erforderlich, da es dort keinen wirk-
samen Schutz fiir Designs gibt, und weil keinerlei Aussicht besteht,
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dal es einen solchen in der Zukunft geben wird. Die neuen Bundes-
gesetze in West Deutschland und in Frankreich bieten Schutz fiir
neue und erstmalige Schriftenentwiirfe aufgrund des Abkommens
von Wien. Amerikanische Firmen kénnen sich, unter Berufung auf
die Pariser Versammlung, auf diese Gesetze stiitzen und kénnen,
unter gewissen Bedingungen, Designschutz unter dem Abkommen
von Den Hague beanspruchen. Bei einem Treffen des Arbeitskom-
mittees der ATypl sind vor kurzem Richtlinien fiir die Definition von
neuheitlichen und originellen Schriftenentwiirfen ausgearbeitet
worden. Eine Reihe von Systemen sind entwickelt worden, die
Schriftenentwiirfe mit Hilfe elektronischer Verzerrungen der digi-
talen Informationen zu schiitzen suchen.
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ORBEAT - THAUMERZGEL, FTUo T YA V%5
LOWTFH/0Y-THRELICTAIRI - RATEY FOEE
FEEREASNBOERNDICELTWS., BESIC, COHL
OBIZFIERNTYLS, FICHIBFEEEFE> TSI
THA VEUEDY, BRITEEFICBRLTWOS,

KFIWK - HR=DT TARDF VEHBFURITS,
COBRIR, FBDARIx Vb - YRAT LT, P77y
b FHAUERELICRRZRLUS. 1977F0Tx k- &4
T IRFLNDBEFEY, TN DE DT EHEORENRE,
CCTEBEONICE<HIRY RT LEIBIFICEFTEBSNTC.

Translated by Margaret Tsai
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CTIZEYUDFIR=IIZ, “Ax - HE OLA—AW, ¥
T— AN VORE - BEEFTHFA VLI, FhENOEAER
BICEEDTIVEL—2—THERLIBT, REHRICES,

Iy Ab=T7— THEEBFESOLS VI INZFP AL
T 2—Iv UV YDTFTAIRIVER
ZOSR - FRFNMERRDONYH —HHED S JUNZT
(CEATWRARSS 77 —(BF D) TEHY, AXEZEE
TEHo o, BIEHAEEIIHITIEEE-—MARICLEFI O
EWAHEREENL, XFEOTFHA Y EERESEISR<EDY
(L& 1. BOBALICRRIFEEINTOBINYAYPY -
NA FIIFER SN, €DNA TUIZHRBEORFTROEES
BAMEL o, RELICBER8ICIERRICEAEDDNZH >
oo TONATIVAERIT2EEARBE TS0, FRISMMD
FHEFICc@FroEF e <o 1.
FPLRFIWA LA SV ZDDPEHBOBHIOT Y LY - Tv Y
VDOFIZKBREBEURBIFERRICFINNA TIVEERIT S
BEASDINEIIEFICEELOND, CORATIT
RESHNTUOBKis-JansonE Wb, —fRICEAFE LT
E—% L XIEFHICICEREEICEhETEBELBBENTOS.
BRIEDEF %L <SUESNICEF EHEBRUBEDOERICE—
DEDEHBRLIHNBDUBRFARICHET TARODDERE
ToTW3,

RYY-h—R TON—h - ISAVABELICAS K-
RA TDRAKAL

COHS—R - 2ATHBEIC, U cARON=k -5
SHAVTY. I5AVIBTISVRADP—FREHRRT, H
K¥1540FEHN S 1590FRICHBFIBOULEBTHS. BRIFFTH
DHS—F - RATHOHIICRELICISFY - RAT %L
N2, URIOFRAXEFEZERLIENEOHS, ©o&
HIRRARICBEL T,

ARy - RV DEFHFRIOMESE -

I hUY O IBRHEE EFHE

EFHFSEFIEEBEENOIC - H<EBFTD0HME-DBEHT,
COBEERICEBREOUACEINTS. EOOTERGRIFR
BO=DlF, F-o/c<ERICE- IcFREEY, BFHZEOF
<BHET, MHEFETHETS.

PYRV= AR/ DYRFPY - A5
TEARGREARERAT - THAUICLBEOEH

B MR A TRISIC K B RFTERRITOHRS

CRTELH— - RAT - €574 VOBFRUDREICEY, &
AT - A A=Y ORUERIMTIE, COWE, DRICKEHSHER
ARFTVD, COBFUICEROEHTRAR - 55741
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BONB3EHOBBEICLEEN DY, ChiFEE- LYSEN
FEDIIFEBYIC <O, CORMAREE EFTIC, AT - 71—
ZAEMEICHBR T YA VIENKB LI, H5-BHOEFH
LICRAT - THAVDEYMHER T+ — b - 8 TOMHIC
BSILTW2., REBEDZWRAT - 71 —2H'HHkE Hi5
SENTOBDEFEFGON RSB TDOAEED L O,

IKND—FK -3JY7 TRAT-TJ1—X-

THA U DOREIZBEFRT DS BDIREE.

—MRIZ, FHILOWARAT - T —R - THA U EBRORTH -
FMOEIE—ICLDEER<STNIREEEENAVINE
ERDTc, CTTUSTE, THAVERU—RBDREAEAE
RKLTOBH, EMRIEEHEICH T, JvE1—RFBOR
fEICIE, TONAERBRAETH>TH, ¥OTHA VU E2TFI
DFERIE, FITRKICBIFTWS, BT, BRIV,
LUOERBNPRBF THANLSE, 75V EAXUIFIV - T4
AVGThR) %, E7F - POU—X Y F(RBERE) TIREBSH
TW3., COBBICKY, PXYHhBEHERG/N)— - Oy
Va3 V(E&ES)DERENBITZ. X. HBRIBBETEIN—4H - O
INYY 3 VDTHA VREICNDbD> TOW3, BERTIE, =&
HESLICEBRRARIS 74 HEESHBEREESTIFTHLO
MIETEPIDRAT - T2 —R - THAVICBATIEBICE
YU, ¥OHAN - SAVERELIC. BRABBETIE, IhZE
T—HOYRFTLHEESN, COTAIRINV - AV T A—
V3 VEEFROLSVTUYVIORBTRESNTOS.,



