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Maria BUGNO 
University of Cambridge 
 

Mind the gap: differences between text and pictures in the Edo period shunpon production 
 

This paper investigates the relationship between text and pictures in the Japanese early-modern erotic textual 

production known as shunpon. So far, these texts have been usually considered as a ‘distinct’ entity, separated 

from the rest of the Japanese early-modern literature, mainly because of their sexually explicit nature. Hence, 

the current conception about shunpon as a ‘genre-like’ production needs to be questioned, by showing the 

existence of a variety of types of erotic texts that appeared in Edo period Japan, and how they relate with 

different existing genres. Then, physical’ patterns in page layout that can be identified in shunpon will be 

examined, according to different period of publication, textual contents and authorship.  

 

In particular, the paper will focus on the interaction between sexually explicit pictures and non-sexually explicit 

texts in a number of shunpon published from the seventeenth up to the nineteenth century. Despite some of the 

works that will be examined have so far been considered as ‘pornographic’ because of the explicit nature of the 

pictures, texts have often been neglected. The examination of the textual part of some selected shunpon altogether 

with the comparison of their pictures should enrich our understanding of the narrative strategies at play in the 

combination of texts and images in erotic works. Another aspect that will be further investigated is the role of 

dialogues inserted within pictures. The case-studies that are going to be object of analysis are shunpon inspired 

to The Tale of Genji appeared in the 17th and the 19th century, Nanshoku yamaji no tsuyu (1730), and sex manuals 

appeared in the second part of the 17th century, such as Narihira tawamuregusa (1643) and Kōshoku tabi makura 

(1686).  
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Linda H. CHANCE 
University of Pennsylvania 
 

Well-worn Words and Images: Kosode Robe Pattern Books as Literary Genre 
 
Between 1666 and 1820, publishers offered books, called hiinagatabon, of designs for bespoke kosode robes. Their 

drawings sometimes turned words into decorative elements, or alluded to the world of classical poetry, and can 

be seen as commoditizing literary references for feminine consumption. The collaboration of important graphic 

artists and poets in these texts, particularly around the late seventeenth century, suggests, however, that these 

were not entirely trivial works. They depended on the availability to an expanded public of traditional literary 

images based on Heian period prose and poetry. 

 

This paper considers the aesthetic and didactic roles that hiinagatabon had in common with the broader literary 

field, especially during the Genroku era (1688-1704), when commentaries on costume in the Heian classics also 

appeared. Most kosode pattern books have prefaces that lay out a justification for their contributions to the 

contemporary scene and are themselves graphically pleasing. Tachiba Fukaku (1662-1753), a haikai poet with 

over a thousand followers, provided an elaborate preface with multiple literary allusions for one such, the 

Hiinagata matsu no tsuki (Pattern book of the moon through pines, 1688), and participated in other volumes as well. 

Previous research on the hiinagatabon has been geared to issues in textile dyeing, thus is mostly silent on the 

question of the purposes of or audiences for these opening statements. The illustrations of robes that follow, 

while not narrative, can show a kind of sequencing, for example, by season. Notes around the pictures often 

specify colors, but may also identify the subject. Within this variety of text-image relations, we may lose sight of 

the strong literary vector that pervades these pattern books and that might aid us in comprehending the breadth 

of popular writing—useful, ornamental, profound, trivial, and everything in between—that characterizes early 

modern Japan. 
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Elena FOLLADOR 
University of Cambridge 
 

Gluten-free literature: visual representations of rice cakes and saké in the seventeenth-
century text Shubeiron 
 

In the course of the 17th century, two texts bearing similar titles and plots make their appearance in the Japanese 

printing market: Shucharon 酒茶論 (‘Saké and Tea Dialogue’), from the Kan’ei era (1624-1644), and Shubeiron 酒

餅論 (‘Saké and Rice Cakes Dialogue’), which is usually dated around the Kanbun era (1661-1673). Despite 

their appearance as ‘dialogues’, both works end up describing wars – namely, imaginary wars fought by 

anthropomorphic foods and drinks. 

 

One of the main differences between the two texts, however, is the absence of illustrations in Shucharon and 

their presence in Shubeiron. Furukawa Mizumasa argues that the decline in popularity of the former in favour of 

the latter is attributable precisely to the more captivating nature of the illustrated book. This paper will take a 

cue from this claim, by investigating the possible role that the images had in the consumption of Shubeiron and 

analysing the way in which these interact with the written part of the text. By doing so, it will seek to clarify 

whether their inclusion was purely driven by the publisher’s commercial need to meet the expectations of 

contemporaneous readers. In other words, were the images meant merely to beautify the text and/or to package 

the book in a page layout that was reminiscent of other popular genres?  

 

Shubeiron is also one of the very first instances of a text with a graphic rendering of anthropomorphic foods and 

drinks. The illustrations, however, alternate between scenes in which the characters are represented as 

humanised soldiers and scenes where they are mere edible, inanimate things. How do these different renditions 

dialogue with the corresponding passages in the written text? Does this interplay add information to it at any 

point?  This paper will try to answer these unresolved issues. 
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Thomas GAUBATZ  
Northwestern University 
 

Illustrations in the Hachimonjiya Style: Spatializing Narrative in Early 18th-Century Comic 
Fiction 
 

At the turn of the 18th century, the Kyoto publisher Hachimonjiya, aided by illustrator Nishikawa Sukenobu and 

writer Ejima Kiseki, became the leading publisher of comic fiction (ukiyo-zōshi) through a series of innovations 

in how texts were produced, formatted, and marketed. This included a new and influential style of illustration 

distinguished by two main characteristics: the use of text within the image to represent character speech, and 

the depiction of multiple, distinct narrative scenes within a single image. This paper examines the origins and 

evolution of this style from the perspective of text-image relations, with a particular focus on the use of multiple 

scenes within the same image. 

 

While both characteristics have been convincingly traced to the influence of late 17th-century illustrated 

playscripts (eiri kyōgenbon), this style also transformed subtly as it was adapted to comic fiction. I begin by 

comparing these two genres, observing that in the latter case the narrative and temporal connections between 

the scenes are less clear; this also distinguishes the Hachimonjiya style from the medieval technique of “different 

times in the same image” (iji dōzu), which maintains a sense of linear narrative temporality. Tracing the evolution 

of this visual technique from Hachimonjiya’s Keisei iro-jamisen (The Courtesan’s Amorous Shamisen, 1701) to 

Keisei kintanki (Courtesans Forbidden to Lose their Tempers, 1711), I find that it parallels a shift in narrative 

style away from long, integrated plots and toward shorter, discrete scenes or vignettes, unified thematically and 

juxtaposed spatially rather than linked temporally. Situating both tendencies in the context of Hachimonjiya’s 

efforts to standardize the material paratext of print fiction, I argue that this style was a direct product of a 

commercial drive to rationalize creative production into smaller, more flexible units that could be easily 

produced and freely combined. 
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KOBAYASHI Fumiko 
Hosei University 
 

‘Yo-kai Watch’ in Tokugawa Japan 
 
Some of you may know ‘Yōkai Wocchi (Yo-kai Watch)’, a popular video game, manga and anime among young 

children both in and outside of Japan. Started in 2012 and 2013 as a manga and a video game respectively, its 

popularity has resulted in many awards including yearly Nihon Game Taishō since 2012, Kodansha Manga Shō 

in 2014 and Shogakukan Manga Shō in 2015. Many works of the series in these media have been released, as 

well as spin-off games, manga, anime, and cinema since. 

 

The basic framework is that the protagonists, who have obtained watches which enable them to see yo-kai who 

cause trouble in people’s daily lives, solve the problems by making friends with them. Several works were 

published in the late 18th century, in form of encyclopedia, which had similar concepts to these, likening 

problematic people or phenomena to goblins. The first work was published as sharebon with illustrations called 

Sengaikyō by an anonymous author; then the idea was taken into an illustrated kyōka anthology, Ehon Sankaikyō 

edited by Manzōtei Morishima Chūryō (1754-1810) and kibyōshi, Bakemono Yamato Honzō and Kaidan Momonjii by 

Santō Kyōden (1761-1816), which means the idea was developed beyond genres and physical formats. Also, 

they were not just produced by an author and an illustrator, but, in the case of the kyōka anthology, by poets 

participating in a collaborative work. I will explore them to find resemblance in the way of expressions in both 

texts and images. 

 

Finally, I will mention another example of the sharing of the same kind of concepts by contemporary and 18th-

century works: short anime named Kaishain which compare typical office workers to shells through punning, and 

an illustrated kyōka anthology Ehon Mitate Kaizukushi edited by Manzōtei likening various kind of things to shells. 

It will further demonstrate how similar are the ways that people enjoy ‘visual punning’ after more than 200 years. 
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Lawrence E. MARCEAU 
University of Auckland 
 

Aesop Illustrated: Image and Text in Three Early-modern Japanese Translations of the 
Fables 
 

Illustrated versions of Aesop’s Fables survive in three formats in early modern Japan: the three-fascicle edition 

published in Kyoto in 1659 by Itō San’emon, a series of six manuscript illustrated handscrolls, produced in 

Kyoto ca. 1650-1675, and a children’s book retold by Tamenaga Shunsui and illustrated by Utagawa Sadashige 

(Kuniteru I), published in Edo by Chōjiya Heibei in 1844. The texts of the first two are nearly identical, while 

Shunsui’s text has been adapted for juvenile readers. The illustrations of all three versions display a range of 

differences, based in part on the genre of the work in question. Other factors play a role in the form and content 

of the illustrations, as well as in the dynamics we perceive between text and image. 

 

In this presentation I shall introduce each version of the Fables within its temporal and generic context, while 

also highlighting how the three versions differ. One conclusion I find relates to the reception of the mid-

seventeenth century illustrated handscrolls. When we compare them with the 1659 edition, we can identify 

several places in which the illustrations depict violent acts in a surprisingly benign manner, suggesting that 

reader/viewers may have been more sensitive to violent scenes than consumers of the commercially produced 

1659 edition. My presentation will conclude with a discussion of the 1844 edition, Shunsui’s final published 

work, and one that appeared in the wake of the 1842-1843 arrest and punishment of both Shunsui and Chōjiya 

Heibei. The didacticism of the work suggests production as a form of “community service” by publisher and 

author, in atonement for their publications of ninjōbon (novels of often illicit affairs) and erotica. The fact that 

the Fables, originally translated by subsequently banned Christian missionaries, appear unidentified in this work, 

also suggests Shunsui’s covert resistance even while complying with official commands. 
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MATSUBA Ryoko 
The British Museum 
 

The Sounds of Edo 
 

This paper explores expressions of sound used in Edo-period visual print culture to facilitate a deeper 
understanding of the material. 
 
One example of the sounds of the Edo period can be found in theatrical print materials. Kabuki, in particular, 
had strong connections with contemporary visual print culture. Deep connections link the visual art of kabuki 
and the visual arts of woodblock prints and illustrated books. However, one of core element of kabuki is sound. 
In fact, kabuki hyōbanki (annual kabuki critiques) often commented on actors’ voices revealing how important 
the quality of the particular voice was to the audience. Moreover, when actors perform a dance, kabuki musicians 
relay a story while singing background music. Sounds, voices and story line held strong connections on the 
kabuki stage. Here I examine how printed material conveyed these connections and how they influenced 
performances.  
 
Poems are a literary subject and is expressed with sound as well. Numerous poems evoke pictorial scenes when 
depicted with visual images. Poems also played an important role in conveying the beauty of scenery as well as 
specific scenes in stories. I also explore essential connections between poems and pictorial materials. Rhythmical 
sounds in poems are easy to remember and help to disseminate texts and images widely. 
 
Finally, I focus on fukidashi or speech bubbles. Fukidashi are a tool to convey sound expression in human voices 
in 2D media, and are employed in contemporary manga. I discuss the historical roots of fukidashi and the way 
in which it was represented in popular print culture. By doing so, I argue that theatrical and literally materials 
and their strong connection to sounds played a crucial role in creating certain distinctive features of 
contemporary manga and graphic novels.  
 

 



10 

 

 

Laura MORETTI 
The University of Cambridge 
 

The Art of Repackaging. Rethinking Word and Image in Urokogataya’s Picturebooks 
 
Kusazōshi picturebooks display a distinctive page layout where text and image inhabit the same space. This mise 

en page triggers an immediate association with graphic prose and generates the expectation of a close interaction 

between the verbal and the visual. Indeed secondary literature one the subject has highlighted that we are not 

dealing with illustrated books, because in kusazōshi the writing is normally secondary to the pictures. This paper 

challenges this received view by examining picturebooks issued around the 1770s by the commercially successful 

publisher Urokogataya Magobee. I shall focus on two kusazōshi that adapt seventeenth-century bestselling 

fictional works, namely Ikkyū oshō / Satori no kunenbō (1772) and Chikusai (1770s?). I shall also touch upon Chikusai 

Junsai / Nidai no homare isha (1772).  

     In my analysis of Ikkyū oshō / Satori no kunenbō I shall investigate how the illustrations work as verbatim 

quotations from the source text Ikkyū banashi (1668) and how half-folio, discrete images are repackaged for the 

picturebook medium. This is done with a view to understand what, if anything, changes in the relationship 

between the verbal and the visual dimensions when moving from ancillary images into substantive ones. Chikusai 

offers a more creative approach in appropriating the story of the quack doctor Chikusai. The examination of 

selected double-page spreads will delve into an understanding of how multifarious the interplay between word 

and image can be in the kusazōshi medium.  
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Joshua S. MOSTOW 
University of British Columbia 
 

Teaching Narihira: Ise monogatari in manga and early-modern ehon 
 
The canonical text Ise monogatari (The Ise Stories, 10th cen.), along with other classics such as The Tale of Genji 

(Genji monogatari, ca. 1008), has been adapted to the picture-book genre. In Tokugawa Japan, the Ise was the 

first example of a printed and illustrated native text published (1608). This first edition was the Saga-bon edition, 

with a selection of forty-nine illustrations, largely drawn from and imitating the earlier illustrated scroll and codex 

tradition.  

 

Laura Moretti has recently published on a later version, Ise fūryū: Utagaruta no hajimari, published by Urokogataya 

around 1766. Moretti argues that children may have been among the works target audience. Following on 

Moretti’s analysis, I will compare the Saga-bon and Utagatari to three manga versions. I will start with an analysis 

of two versions from the 1990s, one in the shōjo (girls) style, written and illustrated by Hosomura Makoto for 

the NHK manga de yomu koten series; the other in more of the shōnen (boys) idiom, Komikkusutorī Watashi-tachi no 

koten 12: Ise monogatari, with a “scenario” written by Yanagawa Sōzō and and Mizusawa Yōko, and drawings by 

Maruyama Kei. I will then turn to Kuragane Hiroshi’s 2013 version for the “Manga Classical Literature” (Manga 

koten bungaku) series from the publisher Shōgakukan, a work in the “gag” genre. 

 

Among the points of analysis will be episode selection, distance from or inclusion of the source text verbatim, 

the handling of the poems, the degree of influence of the pre-modern pictorial tradition, apparent pedagogic 

purpose(s), and the influence of the manga sub-genre (shōjo, seinen, gag) on all these aspects. Do all these texts, 

pre-modern and modern, have a pedagogic function and, if so, is it to the same purpose? If children are included 

in the target audience, how is this manifested? Finally, to what extent do these versions aim at conveying a 

specific text, and to what extent are they interested in inculcating a more general “cultural literacy”? 
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SATO Yukiko 
Nihon University 
 

Kusazōshi as ‘Visual Fiction’ 
 
The kusazōshi produced in the Edo period (from late 17th century to 19th century) are works of fiction formed 

from pages of co-existing text and image. In this paper I consider the connection between words and pictures, 

and the visual effect of written script. 

In akahon, an early-period genre of kusazōshi, text is generally short. Hachi-kazuki hime, a digest edition of a  

medieval tale, has main scenes expressed in images, with short explanation and speech inside spaces within the 

pictures. After akahon, kurohon and aohon, displayed longer text. The text would recount several events, whilst 

the images depicted but a few. Characters’ speech was inserted next to them. This resulted in two types of text 

on the page: long narrative, understood without illustration, and short phrases closely related to, and meaningless 

without, the image. Late-period kusazōshi (gōkan) expanded narrative text, and decreased the presence of short 

phrases within the pictures. Sometimes the order of a storyline differed in text and image. Sequence of events 

was expressed by image, not necessarily by text. In Ishinomakura Shunshō-shō (Santō Kyōden, 1816), an illustrated 

scene where a character witnesses a killing has merely the words “Clear understanding will come later”; the end 

scene reveals all when the character recollects the incident. Showing an advance image fills the reader with 

anticipation for the final explanation, mirroring the strategic narrative method of Kabuki’s Danmari (characters 

search in silence in the dark) and Danmari hodoki (mystery of the Danmari scene is revealed later).  

In gōkan, script as well as image can give a visual effect. Wind, rain, darkness etc. are sometimes drawn using 

script. Script is text and at the same time image.  

Script style is also important. In Horikawa-Uta Onna Saru-mawashi (Ryûtei Tanehiko, 1814), words of a song 

based on Gidayū bushi (type of Edo-period music) use not the usual script style of Gōkan, but that of Gidayū 

songbooks, thus giving the feeling of hearing Gidayū during the story. This use of script style to give an “audio” 

quality to the text is similar to the sound effect expressions of modern manga. 
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Satoko SHIMAZAKI 
University of Southern California 
 

Voices, Sounds, and Silence: Performance and the Visual-Textual Spaces of Gōkan 
 
Contemporaneous media and technologies often play an important role in shaping visual, oral, auditory, and 

spatial features of the two-dimensional spaces in graphic literature. As scholars have pointed out, cinema, 

television, photography, and radio were important to the early development of manga both in terms of its visual, 

auditory, and structural organization and in its reception. In the early modern period, performative culture—

ranging from kabuki theater to popular songs and street performances—played a similarly instrumental role in 

organizing the visual and auditory properties of popular early modern illustrated prose fiction. Kyokutei Bakin 

writes, for instance, that he had to draw on the images and sounds of the kabuki stage to depict battle scenes in 

his yomihon (reading book) Nansō Satomi hakkenden (The Chronicle of the Eight Dogs, 1814-1842), which lay outside 

his everyday imagination (Ken’i hyōbanki, 1818). Furthermore, a significant number of nineteenth-century gōkan 

(combined booklets) were produced as collaborations between a publisher and a theater in advance of a specific 

production, and were created in a manner that trained readers to imagine, through reading, what the coming 

play might be like in its staged form. In this talk, I examine soundscapes relating to the kabuki theater and other 

performative genres that are called up through both the text and the pictures in gōkan, showing how they 

contribute to the construction of a sort of virtual experience of the theater that played an important function in 

the gōkan as a genre, and indeed in other illustrated forms of prose fiction of the early modern period. 
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Haruo SHIRANE 
Columbia University 
 

Intermediality, Voice, and Motion in Text/Image: The Implications of Dojoji engi Painting 
Scroll and Picture-Telling 
 

The Dojoji engi Painting Scroll (emaki) appears slightly prior to the Edo period, but the etoki (picture-telling) 

practice extends far into the Edo period and reveals many elements that are implied in Edo print culture, 

particularly storytelling practice as it relates to visual images, as well as modern day animation. This presentation 

complications the notion of intermediality, looking at the intersection of: 1) different types of text (textual 

representation), 2) different types of visual images (painting, etc.), and 3) different types of voices (dialogue, 

prose description, etc.). Equally important, I argue, none of the above can be separated from speech, motion 

(movement of the page or scroll), and performativity.  
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Ellis TINIOS 
University of Leeds 
 

The construction of gōkan 
 
 
Gōkan (richly illustrated serial novels) represent the final stage in the development of kusazōshi. The genre 

flourished from c.1807 into the second decade of the Meiji era. Some 2500 gōkan titles are listed in the Union 

Catalogue of Early Japanese Books. The genre reached maturity in the1820s. The best-known example of the 

fully developed gōkan is Nise Murasaki, inaka Genji, but it had many high-quality predecessors and distinguished 

successors. The illustration of gōkan was the exclusive domain of ukiyo-e artists. It should be no surprise 

therefore that they enriched the illustrations for their readers by depicting the protagonists in many gōkan with 

the features of the current stars of the kabuki stage.  

 

Gōkan characteristically contain four distinct components, in each of which text and image interact in different 

ways. These components are: (1) eye-catching, colour-printed covers that depict lead characters; (2) a 

monochrome ‘title page’ on the inside front cover that may incorporate motifs in its decoration that allude to 

an aspect of the story; (3) one or more pages finely printed in black and shades of grey that serve as an elaborate 

‘frontispiece’ that introduces the most important characters to the reader with minimal accompanying text; and 

finally (4) the body of the book, printed throughout in line only, and consisting entirely of densely transcribed 

texts embedded within complex images. (Most gōkan also contain back matter, usually a single sheet pasted onto 

the inside back cover of each volume. It names the publisher and lists other publications available from him.) 

The distinct strategies employed to link text and image in each of the four components will be examined. 

Additionally, the ways in which links were established between the visual information contained in each 

component will be considered. 
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TSUDA Mayumi 
Keio University 
 

The role of text and image in kusazōshi 
 
Kusazōshi—woodblock-printed books that appeared during the middle of the 17th century—differed from other 

fiction in the way that they combined text and image on the same page. In my research I have examined this 

distinctive means of expression in a variety of works ranging from early akahon through to gōkan, which are 

generally viewed as the peak of literary achievement in this genre (e.g., Ehon Tōkaidō, Izu Atami onsen engi, Gozonji 

no shōbaimono, Zendama akudama, Imotarō he nikki banashi, Nise Murasaki inaka Genji, Oborozuki neko no sōshi, Oshiegusa 

nyōbō katagi, Gosekku osana kōshaku, Chirizuka monogatari; Hinazuru sasayu no kotobuki). The trend in recent years 

to analyse text and image independently of each other has helped to reveal the structure of such works and the 

intention of the author. In this presentation, I will explore the use of text and image in kusazōshi by focusing on 

the character of Momotarō in akahon and in two works which depict the world of Momotarō – Imotarō he nikki 

banashi by Koikawa Harumachi and Hinazuru sasayu no kotobuki by Santō Kyōzan. 
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Aafke VAN EWIJK 
Leiden University 
 

How to summarize? Biographies of famous warriors in pictorial digests 
 
During the Edo period (and early Meiji period) many textual/pictorial synthesizing digests of the life of famous 

warriors were published. They introduce historical or legendary episodes in a word/image ratio of about 1:2 or 

1:3 to children and others with limited literacy. The source of such biographies was not a single, more difficult 

or longer text, but consists of a range of media (for example, written and recited war-tales, several forms of 

theatre, other print material).  

 

This paper will ask how these short biographies summarize and organize narrative(s). What information is 

delegated to text, and what to pictures, and how do these elements relate to each other? I want to reject the idea 

that these books are only ‘simplifications’ of more sophisticated literary texts, with images being a compromise 

towards a lack of literary abilities on the side of the reader. I will ask how text and image fill the semantic gaps 

created by reliance on the one hand on predominantly textual sources and on the other hand on predominantly 

pictorial sources. The images are in conversation with other media that ‘specialize’ in visual language (such as 

theatre, warrior-prints), and this is not necessarily reflected in the written text. One can for example think of the 

vivid descriptions of clothing and weaponry in war-tales: these can conveniently be expressed in images instead 

of text. However, left out of the written text, or in the absence of written text, these visual elements are also up 

for alterations and cues from other visual media, resulting in new meanings.  

 

Furthermore, these books include assumptions about cognitive skills and textual/visual (or cultural) literacy of 

the intended audience(s). The default position in Western discourse seems to be that ‘picture-books’ are ‘books 

for children’. While this is problematic, this also raises the question if the early modern biographies under 

discussion try to reach out to children, apart from considering a lower level of literacy (for example, a different 

literacy, abstraction, point of view, presumed interest or experience).  

 
My case-studies will consist of Edo period and early Meiji period primary sources that deal with the twelfth-

century general Minamoto no Yoshitsune (1159-1189) and his famous side-kick, the warrior monk Benkei.  
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Jonathan ZWICKER 
University of California, Berkeley 
 

Individuality in an Age of Reproduction: Notes on the Actor's Image in Nineteenth-Century 
Japan 
 
This talk examines the question of how individuality was conceptualized in nineteenth-century actor prints by 

focussing on a disjuncture between how individuality as an attribute of the actor's face was conceptualized in 

the early nineteenth century vs. how the individuality of the print designer's hand came to be central to the 

connoisseurship of these prints at the end of the century.  Taking as my starting point an illustration by Utagawa 

Toyokuni from Sakuragawa Jihisuke's 1793 kibyōshi Asahina chaban Soga I will examine how questions of likeness 

and representation emerge within Toyokuni's own work and how those questions came to be ignored in the late 

nineteenth and twentieth century as Toyokuni's work was reimagined as the nadir of Japanese print making. 
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Roundtable 
 

The roundtable will feature Jan Baetens, Jaqueline Berndt, Adam Kern, Maria Nikolajeva, Sharalyn 
Orbaugh, Nicole Rousmaniere, and Timon Screech. 
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