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ave tried to suggest, by example,
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& wmes..2d Zor producing eatertaining and meaningful programs about the

Zn chapter one I have preceatec a thacory that purports to provide
& raclonali basis for the use of cercain production techaiques. A work
2l ers oacan over television can never lcook the same as it dces in a
ne TV producer trying to present art over television, therciore,
television, such as camera movement or
wuesical accompaniment, to compensate for what is lost.

Chapter two consists of a script for an art program that I have
planned followiag the theory presented in chapter ome. In chapters
three and four I have described the various stages of planning the pro-

gram. Finally, in chapter five, I have tried to show how the program

its the theory and where compromises had to be made.
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IXTRODUCTION .

An essential part of this thesis is a recording of the musical
accompaniment to the program presented ia chapter II. It may be
obtained on tape from the Michigan State University Department of
Television and Radio or found oa RCA recording LM-2558 (monaural) or

LSC-2558 (stereo) entitled Studies in Imorovisation and performed by

Lukas Foss and the Improvisation Chamber Ensemble. The timings of the
music in the script are for the tape recording when played on a machine
with a hysteresis synchronous motor. If phonograph records are used,
however, and are played on a high quality turntable or changer, the
timings should not vary greatly.

The basis of this thesis is a script for a program called
"Teachers' Art." 1In preparing the script I have tried to present an
exampie of what I believe to be an.effective and entertaining presen-
tation of art (painting, drawing, prints, etc.) over television. Of
course, the script is not without flaws, but its real value lies not
in its value strictly as a program to be viewed but as a sample of
techniques that may be used in presenting art over television. Certain
principles or a theory must accompany techniques as a basis for their
dse. Chapter oﬂe is an outline of my theory of presenting art by
television.

To further help the reader to understand my planning of an art

program, and to show the circumstances under which this program took

shape, I have in chapters III and IV traced the development of the
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script from the time the idea was first conceived until it was put in
the final form as it appears in chaptéf‘II.

As will become evident in readiag chapter III, the early stages
of the script were first planned when it appeared that the program"
would be produced and music composed especially for it. During this
period a very basic (and not necessarily final) order of pictures
was established. This original order may also be of interest to the
reader since, from the strictly visual point of view, I believe it to

be superior to the revised one (arranged to fit the music I finally

used). It is, therefore, included as appendix C.



CHAPTER I B
A THEORY FOR THE PRESZINTATION CF ART OVER TELEVISION

In the text that follows I will briefly present my philosophy or
theory of how I plan television programs about art. I cannot completely
justify all parts of this theory on a logical basis, as to do so would
require a volume at ;east as large as this entire thesis. I will,
however, outline the basic elements of it and indicate some general
production procedures.

I do not feel that this is the only 'correct" theory of the pre-
sentation of art over television. Different television producers do
things in different ways. This is simply my theory and I believe that
its basis 1s sound., The program presented in script form in chapter II
was pianned according to this theory. Although the present chapter
will discuss general form and very basic production techniques, if the
reader wishes to examine specific techniques it is best to examine.the
script.

The theory.-- To understand my theory of presentation let us
consider for a moment what happens when a person looks at art. Most
art is shown in museums or at exhibitions. This is the way the art
used in the program in chapter II was originally displayed. When a
work is painted the artist usually intends that the viewer will see
it hanging somewhere, very likely in a gallery or other type of exhibit,
Little, if any, art is painted especially for use over television except

painted stage sets or illustrations of a text.

3
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Paintings and drawings intended for exhibition are best seen in
an exhibition. By best seen, I mean thé viewer most accurately sees
what the artist intends him to see. e can study form, texture, size,
etc,, and see it approximately &s the artist sees it. Colors are ﬁo;t
true, being affected only by the color of light in the room where the
work is displayed and by differences in people's eyes.

Probably in an exhibit, more than in any other means of presenting
art, the viewer considers each picture by itself with little regard to
influence from surrounding pictures. That is, a sequence or arrangement
is not intended to guide the viewer in his thinking about the pictures.
Pictures that are adjacent to each other will influence a viewer to
some extent. (A very large picture piaced next to a very small one
may accent the differences in size, for example.) In a gallery,
pictures are generally arranged in some logical groups but there is
little attempt to add meanings or impose new forms by arranging pictures
in a certain way. ' In most galleries viewers can wander as they please,
ecach person seeing the pictures in'a slightly different order. Each
person can spend as long or short a time as he wants to look at each
picture, he can view the pictures from different distances and study
various details at will, Since artists intend their works to be shown
in this manner, it is, in fairness to the artist, the best way to view
art.

] At first it would seem, therefore, that a television presentation
of art should try to recreate this 'best'" way as closely as possible
to be fair to the artist. This is not the case, however. When a TV

camera is pointed at a painting the image that appears on the television

screen is vastly different from the original painting. The picture has
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been changed by television trernsmission. Color, for example, is miss-
ing from the television image, or in ﬁhé case of color telecvision, at
least distorted somewhat. Textyre may be hard to distinguish over TV
as-wcll as small detail, relative size of the pictures, etc.. The ’
television image is at best an imperfect likeness of the original. The
experience of looking at the televised image will not be as aesthetically
satisfying as looking at the original. If, then, we make our television
camera take the place of the live viewer in a simulated “"gallery visit"
via television, the broadcast result will be much less sagiSfying than
a live visit. A person who sees the exhibit live would benefit little
from such a broadcast.

Thls is not to say that we never would want to show art over
television in this way. If a program were being produced in which a
museurr curator showed new acquisitions in hopes of interesting people
in coming to the museum, it would not be necessary to make the program
a more satisfying experience aesthetically since part of what we are
trying to do is create a desire fo¥ a more satisfying experience.

The televised 'visit" technique may be used effectively in an
incidental way in other types of programs. The NBC production called
"The Louvre" was a documentary of a museum. During the course of the
program the camera wandered about and looked at certain paintings.

Since the program didn't intend to present the paintings as works of
art so much as to point out that they are there during the course of
tracing the history of the museum, the technique was effective.

If, however, we intend to present a program about art itself and

show it through the imperfect medium of television, we must find a way

to make the experience more satisfying aesthetically even though it will
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never do the same kind of job as a personal visit, Television can
never replace a museum visit aad it shbﬁidn't try. Rather, it can
produce a result that will serve some of the same purposes as a visit
to those who are unable (or lack ambition) to make a personal visit ]
(i.e. it will expose them to art) and also be satisfying to the person
who frequently visits a museum since it is different from a visit.

How do we accomplish this? Since certain artistic elements are
lost or damaged in television transmission we must add elements from
other arts that are within the capabilities of TV transmission to help .
compensate for the loss. Since these new elements are different from
the ones lost, the resulting experience will be different than viewing

the original, but it may be no less satisfying.

The rnature of artistic elements.-- In order to understand the

artistic elements lost by TV transmission or added by it we should
first know something about artistic élements in general.

None of the arts have well dgfined artistic elements that compare
with the elements of chemistry. Chemists know that certain compounds
contain certain elements (such as hydrogen, oxygen, etc.). Of course
the physical elements of art (i.e. paint, canvas) can be analysed in
the same way. But it is not the physical elements only that make an
art object. The physical elements only make an object. These physical
elements must have certain properties to make them a work of art.

‘ The artist creates a painting (or any other work of art) by
arranging the physical elements in a certain way that is pleasing to
the viewer. To aid in talking about art or in instructing pecople in

its techniques, names have been given to certain physical elements that

have certain characteristics. For example, "line" refers to a strip of
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paint that is shaped a certain way, ''color" refers to the property of
certain materials to cause certain waﬁéiéngths of light to be reflected,
etc.. Similarly, music is concerned with vibrations in the air. The
names ‘pitch" and "rhythm,' for example, have been assigned to desig;ate
respectively the frequency of vibrations of the eir, and the temporal
arrangement of tones. In television, an art that works with many
physical elements including light, sound, and electricity, the term
shot'" for example is used to refer to a single picture.

These so called '"artistic elements' then are really names we use .
to talk about certain parts of a work of art. These parts are defined
not by their chemical composition but by certain other ways that relate

to what they do in a work of art. There are various levels of artistic

elements. TFor example, "cubism" is an element of overall organization

or style, 'mass' is the name that applies to many shapes, and "cube" is
the name of a single shape.

When talking about sulfuric acid, we can say that it contains
two parts hydrogen, one part sulfur, and four parts oxygen. These
elements are the building blocks of the chemical, sulfuric acid.
Artictic elemeats do not serve the same function. Art is not built
from line, mass, color, etc.. Hydrogen, oxygen, and sulfur all exist
by themselves and are coﬁbined to form sulfuric acid. The artistic
elements do not exist by themselves, but are properties of the physical
éiemcnts of art. The definitions of chemical elements are mutually
exclusive. Ouzygen is never hydrogen also. This is not the case with

all of the artistic elements. Something that is a line can also be the

color red.
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Talking about the elements of an art, therefore, is qdite
difficult, much more so than talking ;g;ut the chemical elements of a
certain compound. When we choose a set of elements to be the elements
of art we really mean that we will talk about art in terms of these'
elements, not that no other elements can be found. We could limit
ourselves to mutually exclusive terms but these would not be useful to
us. The purpose of naming certain properties or "elements'" is to aid
in talking about art. If we limit ourselves to mutually exclusive terms,
we limit ourselves so severely that we have not aided discussion of art.
very much. All painting could be talked about in terms of line and
form, for example. Color, texture, and other elements could be thought
of as properties of line and form. But it is more useful to work with
a larger list of elements. So, in choosing a list of elements we want
to choose the ones most useful to us. In order to discuss art and
television let me choose a list of elements for each and show how they

relate.

The elements of art and television.-- The book Art Today mentions

five elements of art that the authors call the plastic elements. These
are line, form, space, color, and t:exture.1 Form in the sense intended
in this case means shape or mass, not the general organizational plan
of a work of art. Line and color are self explanatory. Texture can be
of two types, actual and simulated. If simulated the illusion of
;exture will be created by the other elements and will therefore, be
dependent upon them. Space in sculpture and architecture refers to

depth or use of volume. In the two dimentional art we are discussing,

lRay Faulkner, Edwin Ziegfeld, and Gerald Hill, Art Today (3rd
Edition. New York: Henry Holt and Co. 1956), p. 288.
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it is simply an illusion caused by certein arrangements of éolor, line,
form, and texture. It can taerecfore ge defined in terms of the other
elements. For our purposes we nced not consider it a separate element
(it will not aid our discussioa). The elements of art we will use
then are line, form, color, and texture.

Now let us look at television. Ivor Montagu in Film World lists
four elements of film: image, speech, sound, and arrangement.2 I
think that we can usc these for television although perhaps not exactly
as Montagu uses them. .

Image, in the sense we will use it, means the single picture or
frame on a television screen. These pictures are put together in a
special sequence or arrangement. Whnen we were considering the appear-
ance of a work of art on a television screen toward the beginning of
this chapter we were considering only the element of image. All of the

elements of a work of art discussed above that "survive' being broad-

cast by television will be part of the single element of television we

Line and form in a painting often transmit fairly well over
television. There is poorer definition of line on TV than the eye can
make at a iive viewing, so a television shot that shows an entire
painting may not show fine line. Line and form may be distorted by
defects in the television scanning system, but usually this is not
;erious.

Texture may or may not be faithfully broadcast over TV, Actually

texture, in the physical sense is never transmitted by TV since the face

2Ivor Montagu, Film World (Baltimore, Maryland: Penquin Books Inc.,
1964), p. 172.
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£ the television picture tube never takes on a texture. The appearance

Hh

of texture, which is really what is most important to a picture (since

it is seldom touched) may be transmitted by photographing (with the
television camera) actual texture in the original or simulated texédre.
If a simulated texture in the originazl depends upon color or fine
detail that is not transmitted succeszsiully over television the TV
imaze will lack the textured acsearance. The element of color, of
course, cannot be traansmitted by black and white television and will be
distorted to varying degrees, depending upon conditions, by color
television.

The task of the television procducer is to use the elements of
arrangement, speech, and sound to make an aesthetically satisfying work
of art (television art) to compensate for the fact that our television
image is not the same as the original work of art.

In arranging images we must sequence the images in such a way
that two shots, by being adjacent to each other temporally, express
an icdea different from that expressed by the two shots individually.

Sergei Eisenstein in The Film Scnse (and in other articles) cails this

3 . . . .
montage. We can make images adjacent in two ways. First, we can

take a rnew entirely different image by introducing a new shot from

3Sergei M. Eisenstein, The Film Sense (New York: Harcourt, Brace
and Company, 1942) p. 69. Actually Eisenstein's definition is,
YRepresentation A and represcntation B must be so selected from all the
possible features within the theme that is being developed, must be so
sought for, that their juxtaposition -- the juxtaposition of those
very elemencs and not of alternative ones -- shall evoke in the percep-
tion and feelings of the spectator the most complete image of the theme
iteelf." He is talking to the director who is choosing shots to express
a particular theme. We are considering a situation where some shots
(the paintings) are given and we must arrange them so that certain
themes emerge. My definition of "montage," then, fits this situation.
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another camera by a take, dissolve, or fade out and fade in. Or, we
can change certain elements within ad'i;age. In a program involving
people or other mobile subjects this latter change can be accomplished
by moving either the subject or the camera, or both. Since paintinés
are motionless, we can only move the camera on art programs. By moving
a camera in to take close-ups or panning across part of a picture we
can focus the viewer's attention on certain portions of the art and
make him "see" things he might otherwise miss. This, and t?e other
techniques to be discussed, can actually help an inexperienced art .
viewer to understand a work of art better than he might in an art
museum if no one is guiding him.

The sequencing of various camera shots and camera movements must
be used to add emotional impact to art by making an ever changing
experience that builds to certain climaxes. Logical progressions based
on similar forms and themes must follow each other with pictures seem-
ingly "growing" out of each other or suddenly "destroying" each other
by effective use of the principle of montage. In this way the art
becomes a living thing in spite of distortions caused by the medium
and will not disappoint even an experienced art lover. These sequences,
however, should still do justice to the artist. I think that attempts
at "telling a story" and other too '"cute'" devices impose overly strong
artificial meanings on the artistsi work. A technique that is valuable,
ﬁowever, when more than one copy of a work of art is available (i.e.
where photographs of the art are available) is to switch to a close-up
or long shot of a picture by taking the long shot on one camera and the
close-up on another and cutting (by dissolve, take, etc.) to the new

shot, thereby avoiding another camera move. This can help prevent a
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constant in and out motion of cameras dollying to close-ups and out

again for long shots.

Many times, however, I thiank that pictures are best shown without
the use of many close-ups or camcra moves. At first the television'
procducer migat equate this with shcooting a play, for example, using
mostly long shots. This is not the case. The artist has provided a
composition, a frame, just as the TV cameraman shoots. Sometimes this
composition is a "long shot," other times a Yclose-up." We do not
always neced to create new frames when showing art over television.

4 problem arises when the art is not in the three by four ratio
of television. I believe that ia 2 program where art as art is being
showa (rather than illustrations for scme other purpose), it is
desireble to preserve the artist's form and "shoot off’ provided a
suitable neutral backing material is used. Pictures quite close to the
three by four ratio can be cropped slightly to avoid having to "shoot
off," but I see nothing wrong with showing a vertical or squarz picture
as the artist intended it. Sometimes an interesting effect can be

lting down a long vertical picture or panning across an

e

cbteined by t
xtremely long one, but this is not a necessity all of the time.

If used sparingly, various special devices can create interesting
effects. Note that in picture 24 of the program in chapter II I intend
several photographic copies of the picture to be mounted on a large
drum (to minimize distortions caused by sharp curvature of a small one)
which is rotated to make the dancing effect of the abstract figures
seem to come alive and dance about to the wild musical accompaniment.
Ocher cffects can be used that move pictures, create multiple images,

distort lines, etc. Care must be taken not to overdo these effects to
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the point where the art is destroyed or overshadowed by the éffect
itseif and the effect, not the art, i; all that is conveyed to the
viewer.

Sound and speech could really be nut together under the single
heading of sound. However, as we will sce shortly, speech does not
serve the seme purpose as other sound, so we will maintain Montegu's
distinction. In the context of art programs we are really most con-
cerned with speech and nmusic. Ixcept in special instances, I believe
that usz of special non-musical sound effects produces too arcificial -
a result that detracts from the artist's work.

Words can be used to describe an arcist's life, discuss his
style, or simply to introduce the art. I Zfeel, however, that unless
an art program is intended to be primarily instructional in nzature,
spoken passages should be used sparingzly when art is being chown. (In
the prozrom in chapter II, I used néne at all during the art sesments).
Art must be allowed to speak for itself, perhaps with the aid of music.
Explecining it literally while it is being shown is somewhat comparable
to the behavior of a person who tells a joke and then cuplains it in
case anyone missed the point. Also, I gquestion the value of reading
poetry or otHcr literature while showing ert unless the art is intended
{(by the artist or writer) to illustrate the text or unless the relation-
ship is very obvious. A text tends to impose too strict a cognitive
éeaning to the art end the result is that the literaturc becomes most
prominent with the art taking second place. A program about literature
could better be accompanied by art thaa vice-versa although even this

technique scens of doubtful value since the mental images evoked by

literature are perhaps more meaningful, in respect to the literature,



than the visual ones found in art. chink that music uses the aural

potential of television best as an acccmpaniment to art.

For some recason not yet fully expleined by musicians, philosophers,
or psychologists, music has a very strong cmotional appeal, stronge£ to
many than visual art itself even under the best of conditioms. Music
conveys general emotional feelings, nct specific cognitive ideas as
does literaturce. The emoticnal effect of music (or of paintiag) cannot
be accurately described by words.4 Thae two complement each other in a
way that literature and art do not. Hcowever, as Eisenstein ecmphasizes,.
the musical line and the visual one mwust be planned as carefully as are
two lines of a musical score.

How should music fit the visual elements? Tirst, the musical

changes should match the changes in visual elements. Musical phrases

must match shot sequences. But the music should also match the charac-

.
)

ter o the paintings being shown as well as match the visual movement.
Yow does music, a temporal art, relate to painting, a spatial one?

John F. A. Taylor, comparing the rhythm of poetry (which we can consider
as we would music) with what he calls the rhythm of painting, csays,

'the parts of the image are simultaneous; the parts of the lgoet'gf line,
2s the line is heard, are successive. How then should the one be
thought to represent the other? Very simply: it fixes on the structure
of the sequence, and omits its tcmporality. hough time and space

-

differ, the order of the sequence is in both the same....To hear the

Susanne K. Langer, Philosophy in a New Key (Mentor Books, no.
1D101; New York: The New Zmerican Library of World Literature, Inc.,
1959) p. 199.




5
line is to hear that pulsec; to sce the image is to see it.'"” To him

the repetition of certain visual forms corresponds to the repetition

of certcin poetic (or, I think, musical) forms.

Iy

Eisenstein admits of an even closcer connection between music aand

really have much connection with the music, Eisenstein states, "The .
objections at first sound quite reascrnable. And then we realize that

an extrencly important factor has beca ignored, namely, that the motion-

imultancously (with the exception of those cases where the composition

is calculated to create just such an

n

2ffcct). The art of plastic
composition consists in leading the r“>cc*‘*tor s attention throush the
exact path and with the cxact secuence prescribed by the author of the

s applies to the eye's movement over the surface of a

1

compcsition. Th

canvas if the composition is expressced in painting, or over the surface
17

oZ the screen if we are dealing with a2 film-Zframe."

Eisenstein shows in very eleborate detail in the final chepter of

“he Film Scase how he plans shots and music to fit each other. His

methods are too long to explain here, but the point is that consideradle

5Jo‘nn F. A. Taylor, Desicn and Enpression in the Visual Arts (Hew
York: Dover Publications, Inc., 19064) p.

.
YSergei M. Eisenstein, The Film Scnse, trans. Jay Leyda (New York:
Harcourt, Brace and Company, 1942) p.69.
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planning should be done to fit pictures and music together. Camera

moves, as well as shot changes, must occur with the music. Waen the
rusic beccmes more intense the camera caa dolly in to examine some

..

detail. As the nusic 'Yrelaxes"

the camera can dolly out. "It is
interesting to note that somectimes the cifect of a move itself, and not

the ncw composition it creates, is most important in eupressing a

particular feeling. In this case we are matching visual oo-
visual compocition with the music.

nat folilows, limitations imposed.

i
I3

Occasionally, as in the program

by the eort and music available crecte situetion where a shot must be

£

he music, or a certain shot

ct

taken that does not coincide well with
sequence will not exactly match the musical mood. The producer must

attempt to £it pictures and sound together as closely as possidle,

however.



CHAPTER II

A SCRIPT OF THE PROGRAM "TEACHERS' ART"

The script that follows is intended
use by a television director for whom its
too "fussy" and detailed. It is arranged

Figure 1. Layout of Script of

for the reader, not for actual

organization would probably be

A

as follows:

"Teachers' Art."

Camera 1 Fade in Full frame 0:00 Fekekdccklclciciciiiciokeiok
edekededededoiciciokdolekoiok
Wdcddkdkddeiciekdokdokk 3
dededcdolekdekickdclciekkek
dekdedkdcleiickodookedoicick
Kededekekkedekeicioicidoickk
Camera 3 Dissolve Medium shqt o There is an old saying tha
host "those who cgh, do, thos
who can't, tkach." We wiJ]l
attempt to prove that falsge
by showing/a group...
A B c D E
A. The number of the camera intended.
B. A description of the shot.
C. The audio. For music, the times listed are for the playback
(on a synchronous machine) of a tape on file with the
Michigan State University Department of Television and Radio.
For those using RCA record IM-2558 or LSC-2558, the opening
. and closing titles are side two cut three (fading out at the
given times) and the music for the art segments is side two
cut one.
D. The art being shot in the art segments.
E. The number of the work for use in discussion later. (If a

work is used more than once it has a different number for each

occurrence.
program are not numbered.)
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The works used at the opening and close of the
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The discussion segment is of an informal type and, therefore, is

e
-

not scripted in advance.

A floorplan for the studio immediately precedes the script. The
set is designed to recall a large artists' studio where students worl;.
Many artworks should be scattered about on easels and against the chairs.
The lighting should be contrasty and just "spot" certain areas including,

of course, the host and guests.

The following is a key to the symbols used in the floo.rplan:

(v‘”‘} Large armchair with guest seated in it.
o

@ Large armchair for the host.
@ Small armless chair.

Large round coffee table.

~_ 7>

% Easel with art.
Flip stand.
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Vertical roll drum for credits.

Horizontal roll drum for special effect.

» The host in spot from which he starts opening
: announce. (The dotted line shows his

movement during the opening announce.)

y""‘?
ﬂ‘ Television camera.

o=
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Figure 2. Studio Floorplan for the Production of "Teachefs' Art"

s =3 %\
SCALE ‘HN 1FT,



21

10 uOTIBTDOSSY uoTILOINPI IIAY UeSTYITH 2yl pue

uoTIeTI0SSy uorieonpy ueldTydTl o9yl £q [IeF Isel

poxosuods 3TqTyxa ue jo jaed axoM saianjotd
oYy, °*saayoeal £q pOILoad e 2Ia2M eyl

sjurad pue ‘s3uimeap ‘sButjured jJo dnoad

e Burmoys £q 9siey eyl aaoxd ol jduwije

TTIN 94 ,,'4yoeod ‘3,ued oym osoyl ‘op

+fued oym 9so0y3, eyl Zurkes pio ue ST 2I9YJ,

\

€e:0

00:0
S)ITPAId I0F DTSNK

350y JO 30US WnIpoy

Isoy

I9oNpoIg

9TITL - wnip TT0Y

owexy TINnJ

ut opeJy

ano apeg

xa2dng

ut opeq

€ eIoue)

7 rvasue)

1 eIdwe)

Jay otpny

uotaydTaoso(q 104s

*ON elowe)



213 Jnoqr I3 pue $3I0A 24l JO OWOS SSNISIP
IITA ‘uoTieTd0sSsy uoTiwdnpy uedTydTy 243 JO
103201Tp suorielax dtTqud oyl ‘unoay o3uoo) pue
‘weadoad wﬁru utr saeodde yroa osous JuTIAe ue
JIOSWIY PpUT UOTILLO0SSY UNTIvdnpy Iy uedTyory

oy3 go juoptsoxd ‘(XIIYASYD SINICJ) UdIv[ UBA

ugop $2an327d 959171 JO OWGS D98 2 ADITY

LN SHIvA IS0

ooty

(CRANKTS

\

*spoolfqus Sutw yo siaoyoed)

woay poajdoooe 9104 syIon ‘jae ynwealy moys

911 ut poaeadde jae 9soys SIDOal 2yl Jo 3Isoul
y3dnoyaty *4Larsaoatun yduoary 1ooids opead
“STOADT SnoTara JO SUOTINITISUL Ul sIdPdedl Lq
soucouomc:ugmc:uuoﬂﬁ<.mcﬁtﬁﬁsm<uuo:u

ut Juey o3 soanjord Lurinoos Jo wsodund o)

.

s3song

1110 TedAdX 03 Ino LK[1oq

ooy

vocadpaasoq aoyg

‘o eaoue)



23

.

\ (*MIVID SIM NI SIIS

1.5011) .w:oEcouﬂ>co s,ucu yo sixed xoyjo pue
‘£a3snput ‘sanjeu uo poseq soanjoatd Lpjraty
pt.e s+ ev50d£y Kugu Jo sjyoviaisqe Jo dnoad e
‘puodoy *suroy uzumy yo suoTidvaisqe pre ofdood
Jo soan3oTd 008 TITA OM 18I °*SUOTIIOOS

99143 OJUT POPIATP ST Jae DYf, *D[qudsud
2atud 91y £q uvodn poastaoidir pue ssojp

eral £q aos eope xo urog oTseqg e uodn pase
uogjesTAodNT U ST OLSMM STUY L TRITOM, PO
CoTquaSUL Ineizy) uoTlestaoxdug oy pue

ssog seyny £q powroyadd 393uInd € Pajoa[os

aABY °M ‘31w &'}) 03 JuSUTURAROdDdT TEedTSNU I0g

("VUswO STIOVI MV SWHYIS TOT MV M0 SLI

O, SUIVM ISOH) *uosxdd 2A[IR0ID B se I0ydra)

3504

se 3sal Ino apeg

3soy Jo joys
SUOT WNTPOW YJITA SAOT{0F

pue JuCT. S:INL] Lroun)

oLpuy

¢ }: “:,:ﬁ.v. N

o vaoue)



24

S 420

00:0

Jay

oTpny

owexy TIng ut ape;g

IN0 opeJ MOTS
A110op doag
auexy TINJ 03 Ino AT[Op HOTS

so£o pue osou dn 2so0[) ur apeg

B G U S

Z eaoue)

1 eBIauwe)

uot 3dTX080( 3048

ToN vaoue)



1

25

L0 T

6°66:0

Jay

oTpny

B 0OARY

I ©3aomnae dues 29Ul Jo uoded

sq0ys

ut oI

13071 3e

proy 03 urt

(*3aomn oy go Adoo

) O S

ITIA eadwed yoed eyl p

2J0W J0 OM] uoym we

OUYMISTd pur 2ouerlISUT STUI ul)

awery TIng

uou ony dn-9soT)

A110p doag
SIOpINOYS pue

A1Top ©93e1Ipo

aweaJ TN

DATOSSI(

ey,

DATOSST(Q

uvotadraosey a0yg

Z eaodwe)

1 vaoue)

€ eaouwe)

*ON eJIou




26

91

621

LT 1

3397 av 1ard jo spuvy dn

~9S0T2 0] UT AJTop @jeTpouiul

owexy TN

3307 aoddn

Je udw 901yl jo dn=-9so07)

oweay TIng

QATOSSI(] 7 rvaoue)

DATOSSIP MOTS 1 eIswcr)
9ATOSSTIP

nois Axop € vaoawe)

33y

oTpny

uotridraosoQg 30ysg

“ON eIouir)



27

1¢:¢

swexy 1Ind

sweay TIny o3 Ino L[10Q

s1apinoys

pue peay Jo joys 3so0]

9ATOSSTIQ

9ATOSSIQ

1 exsue)

¢ eaamwe)

Ty

oTpny

uoT3dTIdsag 3oys

*ON elaue)



28

01

71:¢

%0:¢

6%:¢

[ARxA
8€:¢

SE:¢

ININIAON IS¥IA A0

swe1y TInF 03 3Ino A11op IY3TIS

sweay IInF 231nb 30N

aweay 1Ing
peay 3321 dojl dn-9so1)

peey wojjoq dn-2so1)

Ino apeg

9ATOSSI(

el
el

el

Z eiduw)

1 exsue)

€ eIaue)

7 easue)

otpny

uotadradsaq 3Joys

“ON eaoue)



29

0€:0

6°6Z:0

G°61:0

00:0

Je L11op doag
A1o3eTpaumy ut £yfoQ

swexy 1Ing

suweiy TIny 3joys Suog

Ino apeg

ey,

ut °apedq

1 easue)

€ eIdwe)

3y

oTpny

uot3diadsag joys

“ON exaue)



30

‘el

10:1 £110p doag

Areaeypaumt uy £170Q

9ATOSSTI( € eIdWE)

ur oped Z eaduwe)

31y

L%:0 sweiy TInJg
§°ve:0 fueiy TIng
oTpny uotjdiaosaqg 3oys

*ON elaue)



31

61:1

G°€0:1

awexy [Ind

Queay TIng

9ATOSSIQ

el

7 easue)

1 easuwe)

orpny

uo13diadsag 3oys

*ON exaue)



32

A1o3eypoummy uy AT10p MOTS

91 aweay 1Ind 9ATOSSI( 1 eadwe)

0€:1 sweiy [Ing OATOSSIp 3Ise] € easue)

oTpny uot3dTaoseqg 30ys *ON eaoue)



33

‘0C

80:2 awexy 1Ind 9ATOSSTI(Q € easuwe)
GG:1 aweay TInd dATOSSTIQ 7 easue)
3y orpny uotradradssag 3oys *ON eI2WER)



§°%6:¢ duexy TIng
S°6%:T 1y81x 12ddn dn-aso7)
9%:e 3391 xaddn dn-aso1)
Le:c swexy 1Ing

ey, 1 eaaue)

EN AR € exaue)
ajeL 7 ®eaIdue)
9ATOSSIQ 1 exaue)

FET]

orpny uot3dtadosoaqg 3joys

*ON exoue)



35

(°pe3e3jo1 2q pINOYS WNIp 2N U0
pue ATuo 2an3oTd duo uo pauely urdaq
pPINOYs eIdwe) ‘uwnip 931e] B punoie
pue 03 pu@ pajunow 2q PInoYys
21n301d sTYl Jo sa1dodo [BIDADG)
€2:¢ J93SeJ pue I231seJ
1101 uwayl wunap [1ox LATMOTS

0z:<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>