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It is rather commonplace to say that art plays a crucial role in The Winters
Tale. But the part it is given — even in the literal sense — is so extraordinary and
overwhelming that this statement scems necessary 10 ensure that the present paper
may bec fclicitous. The introduction of theological overtones is purposciul here:
the denouement of the play brings an interesting case of artistic transubstantiation:
a work of art is changed into a living character. We witness a most profound
metamorphosis, which is, in fact, thc most spectacular one of the whole scries of
transformations effected in the last act. Such conversions were Shakespeare’s spe-
cialty and, indecd, his art. Critics have long since noted that; with refcrence 1o
our drama, it was handsomely verbalized by Baldwin Maxwell 1969: 1334: “[the]
meeting of all farmers’ daughters [in Greene's Pandosto, Shakespcare’s main
sourcc] is transformed by Shakespearc, the artist, into the magnificent sheep-shear-
ing scence. Also, Shakespeare introduces the character of Autolycus, missing In
Greene.” (see also Zbierski 1938: 514)

Consequently, an artist is endowced with powers to influence and even alter the
reality (if only for a while), which (another commonplace) makes him equal to a
magician. Just as Faustus dcsires 10 achieve the status of a “demigod” by mcans
of magic, so an artist seems to reach for a semi-(or quasi-)magical mastery. The
artist (either a poet or a member of a theatrical company) is allowed a kind of
creativeness which makes it legitimate to model and shape alternative reality
(Zbierski 1988: 513). Both Paulina’s and Leontes’s insistence on the legality of
the former’s acts illustrate the illusive border between the domains of art and
magic: “If this be magic, let it be an art/Lawful as eating” (Shakespeare 1991: 159;
V. iii. 110-111). Shakespeare’s Last Plays, being so much concerned with the
miraculous, are sometimes treated as a continuation of and a variation on the
theme of art and magic, and how the artistic receives the force of the magical
until the dimension of artistic white magic is acquired. We can find an appropriate
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comment 1n the now classic cssay by J.M. Nosworthy 1958: 66: “as Shakcespeare
procccded with the romances, he gave increasing promincnce to music. The Winter's
Iale is quantitatively far in advance of its predecessors, yet only a relatively small
proportion of the play has musical embclishment whereas music informs the action
of The Tempest at all points.”

Out of the whole range of art, music is not the only representative in our play.
As Mary L. Livingston (1969: 346) aptly remarks, “most readers notice that The
Winter's Tale contains an astonishin g number of art forms: a tragedy, a comedy, a
pastoral, a talc, a drcam-vision, a statue, songs and ballads ..., a shepherds and
shepherdesses’ dance, an anti-masque, a pocm, a picture, and suggestions of a play
within.” Also, most rcaders will register that the majority of them arc squccezed
into the latter part of the drama, that occurring after the location is moved 1o the
shorcs of Bohemia (by no means is it 1o say that only Bohcmia is a place where
art 1s successfully practised). This points to a most significant trait of the structural
framework of the play: the division into two disinct scgments scparated by the
choric part of the character of Time. The two sections differ in the presentation
of the dramatic world: the initial one looms morbid and awe-inspiring, being a
placc from which not only art but also divine grace 1s removed. To emphasizc this
aspect, I suggest that we view it as an atiempt at rendcring reality within the dra-
matic form. On the other hand, the part that follows, studded with numerous
miracles and wonders, demonstrates the power of fiction. Naturally, thesc two
worlds merge in the end producing a bridge over the stage’s edge where both the
onstage and offstage audiences arc allocated the same position and artificc becomes

onc with rcality. Joan Hartwig 1972: 5-6: 21 also traces this Interesting cffcct of
theatrical communication:

The sporting quality of the last plays derives from a heavy stress on artifice,
and this stress forces the audience 1o see the art as art, disallowing a falsc
fusion between art and life. Toward the end of the play we seem to find the
two disparate worlds have merged; yet when we leave the theater they scp-
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prencurs, intent on ‘cmptying the audience’s purscs’ vtxit_h their songs.” .(Hartw1g
1972: 118) Therc must be, nevertheless, an audience w11‘11{1g 1o spenq .lhcu‘ moni)lf
and give attention to the performance to mc_et_lhe: [chcﬂpus conditions of' suc]
an cxchange. And this audience scems (o be missing in the first part of The Winter's
e.

“ Lcontes’s jealousy transports him beyond any social contract. .l\‘/lorcovc*r,r.he
rejects the voice of the divine. His lack of faith, necessary for art, magic and religion
to be cffective, bars any artisite activity in Sicihia. At the same umc,_lho_ugh, I?,contes
stagcs a show — Hermione's trial — and consistcntIy. prqceeds with I1t. 'I_‘h}s sl}ow
is ruincd not only becausc of the actors’ insubordination (a most Sl-rlkmg‘ dl‘{d
shocking, indced, example of which 1s Mamillius’s d(.:ath),‘ b}:t pnmanly‘t{cvz,al}be
Leontes turns out to be a falsc artist, or — paraphrgsmg his “we are m_ockc} with
art” (Shakespearc 1991: 157; V. 1. 68), a mock arust._Slanley Ca'vell (1987.: 15;16_)
calls Lcontes’s production a “theatcr of jealousy” which leads him 10 scc In his
wifc, the chicf character in what becomes a tragedy, “Ehe graf:,ti .. of (‘:unnm‘g
artifice (‘practised smiles’) and of crotic favour (‘Paddlmg.palms“)‘ (Balt(:zhollfbc
1980: 129). Through his madncss, Lcontes percerves realn.y as [a! stagz‘ [ng,
playing parts, [which] implics an cxtcrnal C()mrollcr,‘a.nd be!ng a c_uck_o!d 'ﬁpun_lsl
morc on being cast to play the part than upon a dcflc_lenc_y in }he- 1n({1v1dua s wi
or personality.” (Hartwig 1972: 107) This is cchoed in Sicilia’s ironic address 10
his son:

Go, play, boy, play: thy mother plays, anfl 1

Play t00; but so disgrac’d a part, whose i1ssuc
Will hiss me to my grave: contempt and clamour
Will b¢e my knell. Go, play, boy, play.
(Shakespearc 1991: 16; 1. 11. 187-190)

Lecontes wants to take control; he desires to be the director, rather than a
merc actor. Howcver, he achieves his cnds by prepareing a perlormance and car-

arate again. In the process, we have experienced the unique pleasure of
having our imagination touched and revitalized.

The important impact at the end of cach of these tragicomedics is the
audicnce’s renewed awarcencess of art as 2 focusing agent for rcality.

It seems to hold true for onstage and offstage audiences alike.

A Shakespcarcan artist is acutely aware of his social role and his social busincss.
The social milicu is of paramount Importance in any analysis of character. Ac-
cording to Robert Weimann 1981: 26, “A dramatic personality is wasted until his
privatc qualities are successfully (or otherwise) tested in public. The testing itself

. not the qualitics as such (as a given condition or heritage), is thc dramatic
sourcc of the character.” Some of the dramatic personages who are such ‘social
artists’ mirror the artistic conditions of Shakespeare’s contemporaries, if somewhat

in a distorted way: “playwright and stage manager in Elizabethan times were like
Autolycus: simultancously artists (treated, however, like craftsmen) and cntre-

rying it out till the climax in which Hermionc, unexpef:tedly both to lihc un-\flllmg
spectators and the director himself, is pronounced guilty. The f()l‘lll In whu‘.h }he‘
spectacle is arranged is “like an old tale [that] should be hooted at (Shalf?beedrc
1991: 159; V. ii. 116-117), to borrow Paulina’s words from the las-t act, which aptly
describe the audience’s reaction (protests against accusing _Herrr}lt?nc of adultery).
First of all, Lcontes’s choice of actors and dramatic genre is definitely wrong. Th'e
roles he allocates to his actors arc misapplied in any sense one can think of. IE IS
best illustrated by the way Hermione is iconized by her husband and b): the fate
of Mamillius. When Camillo inquires about the nature of the Qucen’s malady
(as it is figuratively presentcd by the King), Leontes answers: “Why, he lhal‘ wc.arIs
her like her mcedal, hanging about his neck, Bohemia” ('Sl_lakespcal:e 1_991. 22; L.
ii. 307-308), which an appropriate note in the Arden qdmon explains m'lhe fol—
lowing manner: “as if she werc her own miniature portrait pendant about hls_neck..
The belittling of such a morally and aesthetically great character' as Hem‘uone IS
instantly apparcnt here, espccially in view of what 1s to come in the last scene
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wherc she will be revealed as a large statue in a spectacle staged by a truc manager.
Furthermore, another of the important actors is, again, underestimated by the fatal
director and is not able to bear his part. Mamillius, virtually the only character
in the first part who is able to tcll stories (cf. Shakespeare 1991: 31; 1I. i. 25-26),
like a poct or artist, is completely disrcgarded by his father and, suffcring {from
emotional imbalance, diecs. With his death, all tokens of art are remagved from
Leontes’s environment, which is aggravated by the rcported death of the other
miscast actor: Hermione. Certainly, this was not the epilogue that the jealous tyrant
envisioned.

Apart from the two characters who are so tragically abused, there arc some
heroes who consistently attempt to resist Leontes’s folly and redirect the show he
preparcs. These are, of course, Paulina and Camillo. However, Sicilia remains deaf
and blind to their spceches and dumb shows as exemplified in Camillo’s prologue-
like cxhortation to the King, which contains theatrical (artistic) overtones:

If ever I were wilful-negligent,

[t was my folly: if industriously

I play’d the fool, it was my negligence,
Not weighing well the end: if ever fcarful
1o do a thing, wherc 1 the issue doubted,
Whercof the exccution did cry out
Against the non-performance, ‘twas a fear
Which oft infects the wisest: these, my lord,
Are such allow’d infirmitics that honesty
Is ncver free of. But, bescech your Grace,
Be plaincr with me;

(Shakespeare 1991: 20; 1. ii. 255-265)

and Paulina’s intention to arouse Lcontes’s conscicnce with the image of the
“naked new-born babe” (Shakcspeare 1992: 39; 1. vii. 21): “The silence often of
g;)rc iInnocence/Persuades, when speaking fails.” (Shakespeare 1991: 42; I1. ii. 41-

The change of the locality, marked by the passage on the sea and Antigonus’s
dream, in the form of a masque, still infected by Leontes’s false art leads us to
the fantastic world of Bohemia (fantastic also in the geographical sense: Bohcmia
is pictured with a scaside) which seems to sever completely any links with the
cruel Sicilian universe. Antigonus dies a most surprising death while his compan-
ions are drowned in the sea. They rcpresent Leontes’s foul theatre and must not
be granted entry into a place where true art prevails (at least, in most of the Bo-
hemian scenes). Furthermore, their deaths are extraordinary, indeed: Antigonus is
presented as one who makes his “Exit, pursued by a bear” (Shakespeare 1991: 69;
I11. iii. 58). William H. Matchett (1969: 101) sees in it an instance of underscoring
the fantastic atmosphere of Bohemia: “Shakespeare chooses to bring the bear on
- stage and thercby cuts in upon audience response with an inevitable reminder that
this Is art, not life.” Also th¢ Clown’s report of the ship’s sinking points to a
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wondrous event, partially by virtue of somcwhat extravagant language: “the ship
boring the moon with her main-mast, and anon swallowed with yest and froth, as
you'd thrust a cork into a hog’s hcad.” (Shakespeare 1991: 71; IIL i1. 91-94)
Morecover, these incidents bring about another important occurrence in the play:
the miraculous recovery of the royal daughter: she survived the voyage and was
spared by the cnraged bear. The rccovery is also symbolic as the girl was given a
name and was no longer an anonymous “ncw-born babe™.

A more formal introduction that adds to the atmosphere of fictionality in this
part of the play is Time’s prologue. The prcrogatives of time, particularly its power
to “slide/O’cr sixtcen years” (Shakespeare 1991: 75; IV. i. 5-6) and the scnsc of
obscrvation: “I witness to/The times that brought them in” (Shakespearc 1991: 75;
IV. i. 11-12) scem to overlap with those of an artist: “remember well// mentioned
a son 0’ th’ king’s, which Florizel// now name to you;” (Shakespeare 1991: 76; 1V.
i. 21-23) (my italics). Professor Zbierski (1988: 513) goes even further in the rec-
ognition of artisitc attributes in the character of Time; he says that by producing
such a witncss who was present when the world came 1nto bemg, Shakespcare -
the poet — reminds one of the creative freedom granted to an artist', which, again,
stresscs the idea of art as one of the governing principles of The Wzmers lale in
general, and Acts IV and V in particular. Thus, it seems fairly valid to treat Time
as an alter cgo of the (or a) playwright, or at least “as the controller of cvents”
(J.H.P. Pafford, “Appendix I”, in: Shakespeare 1991: 168).

The famous sheep-shearing scence which is the core of the recipient’s sojourn
in dramatic Bohemia brings along a plethora of dances, songs, ballads, ctc., which
makc this world so benevolent since music was considered an instrument of divine
love and order, and dancc, being ordered movement, a force opposing chaos (Nos-
worthy 1958: 60). This festival necds a director who is responsible for the scquence
of events, costumes, and properties. Naturally, it is the graceful Perdita who be-
comes the Mistress of the festivity and its chief actress. Not only does she organize
everything, but takes care of the guests who freely cross the border between the
stage and the auditorium: “[in the sheep-shearing scene] almost everyonc is dis-
guised, and ... part of the sccne’s structure rescmbles the masque, a sophisticated
court cntertainment.” (Hartwig 1972: 130) Characteristically, the piling up of Icvels
of disguise is rcminiscent of thc Elizabethan theatrical convention which allowed
boys to dress up as women who, as heroines in a drama, sometimes put on the
mask of a man. Herc, no cross-scxual disguise (in the dramatic world) is nccessary,
but the irony of this section of the play (cf. Hartwig 1972: 130) is that Perdita is
dresscd as the Queen of the festival while she (and everybody else except the Clown
and his father) believes she is the Shepherd’s daughter, while she in fact is a royal
daughtcr, while — in the eycs of the theatrical audience — she is a boy playing a
femalc role. The role of the dircctor and the protagonist is complimented by that

! The original Polish version has it in the following way:

Shakespeare powoluje si¢ na ‘Swiadectwo™ czasu przy stworzeniu $wiata, co nosi w sobie znamig
kreacyjnej poetyki, wyplywajgcej z estetycznych konsekwencji neoplatonizmu i baroku. ... Czas jest
tutaj nie tylko “$wiadkiem” powstawania $wiata, ale takze ‘Swiadkiem poety”. Jest w tym wypadku
Shakespeare rzecznikiem poetyki. kiéra nie miescita si¢ w ciasnych granicach mimetyzmu ... .
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of a prologuc who presents the playwright’s artistic programme (as it is understood
by Zbierski 1991: 498). Of coursc, I am referring now to the celebrated dcebate
between Perdita and Polixencs, so aptly described by H.W. Fawkner (1992: 117)
as “a discursive tablcau”. The sercnity of the whole festival is disturbed by the
revcaling of the King’s identity and his stcpping between Pcrdita and
Florizel/Doricles. But even here, where art is apparently conqucred by lite, Perdita
Is secn as one skillful in magic: Polixenes calls her “fresh piece/of excellent witch-
craft” (Shakespeare 1991: 114; IV. iv. 423-424) and “enchantment” (Shakespeare
1991: 115; IV. iv. 435). It reminds the reader/spectator of Leontes’s perception of
Paulina and anticipates their mutual worry of the legitimacy of Paulina’s ‘magic’
in the last scene.

Before the complication occurs, however, we will witness the appearance of
another director or artist: Autolycus. Likc Leontes, he is also a mock artist because
he cheats people and picks their pockets, which is morally unacceptable. In Bo-
hemia, however, the harm donc by Autolycus is completely insignificant (the fes-
tival does not scem to lack anything although the Clown who was to buy the ne-
cessary utensils and food was robbed of the money by Autolycus). Conscquently,
his mockery is of a different kind and, ultimatcly, will play 1ts part.

Autolycus introduces himsclf as, among othcers, a puppet master: “he [=Auto-
lycus] compassed a motion of the Prodigal/ Son” (Shakespeare 1991: 86-87; 1V.
1. 93-94), which notes provided by J.H.P. Pafford translate as “went round with
a puppet show™. As we know, this is onc of the many guises he assumes; it does
characterize his personality, though, and cmphasizc the artist in whatever he does.
A number of critics have noticed it; Joan Hartwig (1972: 346) points to his part
as a dircctor in the sheep-shearing scene: “Throughout the pastoral interlude he
acts as artist, stage managcer, variously costumcd actor, and commentator.” Further-
more, she underscores Autolycus’s share in adding to the sense of fictionality in
Bohemia: “The pun and metaphor (like disguise) are his tools and with them Au-
tolycus transforms lifc into artifice which he sells back to the Clown on a literal
level.” (Hartwig 1972: 119) It looks like a distorted version of what Paulina will
offer Leontes in the final scene. Stanley Cavell (1987: 14) may have had this hy-
pothesis in mind when he wrote: “l emphasize Autolycus as an artist figure, in
balance with the solemnity of the Giulio Romano artistry at the play’s close.”
Morcover, Autolycus’s show is also nccessary to neutralize the effect of Polixenes’s
Intericring with his son’s affair (Frank Kermode (1963: 35) makes a similar point,
too).

Autolycus’s art is not high. He dcals in songs and ballads which “reprcsent the
lowest imaginative expression” (Livingston 1969: 346), and which used to scrve as
drinking-songs (cf. Nosworthy 1958: 63). Therefore, his directing is acccurately
called ‘an intcrlude’ prepared by a “’fallen’ Apollo, a pedlar of ballads” (Hartwig
1972: 117) who charms thc country folk with a kind of false magic: “they throng
who should buy f[irst, as if my trinkets had becen hallowed and brought a benediction
- to the buyer” (Shakespeare 1991: 123; IV. iv. 601-603). This spectacle is soon over-
shadowed by more serious matters which require a true and mature artist. Polix-
enes’s attempt at scparating Florizel and Perdita cchoes the events in Sicilia: like
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Leontes in his conviction about Hermione, he is blind and does not rccognize
Perdita’s truc identity despite her resemblance to her mother. In Bohemia, for-
tunatcly, the climatc is conducive to artistic activity and this is wherc Camillo
comcs in to stage a multilayered performance (or the young couple, who become
his actors: “it shall be so my care/To have you royally appointed, as if /The scene
you play werc mine.” (Shakespeare 1991: 122-123; [V. iv. 592-594). As Wilbur Sand-
ers (1987: 94) observes, “This wisc old fox is very much nceded by the young lovers.
They have a ship, but no destination. They have parts to play, but no costumes.
Camillo supplics all these commoditics, on his own terms and at his own price.”
His aim is more complex, as this same spectacle is simultancously intended for
another audience: Leontes and Polixencs. In the words of Roy Battenhouse 1930:
135, “Camillo’s strategy turns flight into mission ... [and it] accords ... with Camillo’s
love for Polixcnes and Leontes alike.”

Camilio’s art is from thc beginning compared with religion and medicine.
Leontes turns to him with the following address: “priest-like, thou/Hast clcansed
my bosom: I [rom thec dcparted/Thy penitent reform’d.” (Shakespearc 1991: 19;
I. ii. 237-239) For this rcason, his artistic position is special, equal to that of
Paulina, who — as we know — calls hersclf Leontes’s physician (Shakespearc 1991:
46; 11. iii. 54). No wondcr that these two characters are given promincnce in the
final section of the play where the action is taken back to Sicilia so that Leontes’s
tableau of sorrows (“A saint-like sorrow”, Shakespeare 1991: 135; V. i. 2) can be
painted out.

Camillo’s task is to restorc the good rclations between the two monarchs. He
is the only person to do that as he is recognized as a most faithful and trustworthy
servant by both of them. Furthermore, he docs not abuse this trust. Lastly, he is
truly an excellent stage managcer, capable of pulling a number of strings at a time
and maintaining control throughout. Incidently, as it were, he has the privilige of
making Apollo’s prophccy come true restoring the heir (and the daughter) to
depresscd Leontes. This scene is reported to us by the Third Gentleman who pre-
sents it in very vivid and figurative terms. Nevill Coghill (1958: 39) finds them
quitc natural and is far from diminishing the artistic merit of these lincs (Shake-
speare 1991: 146-151; V. ii. 2-112): “if we admire Donne and Crashaw, [wc| should
not gird at the conceits of the Three Gentlemen.”

Their excited accounts contain references to what might be termed as play-ac-
ting; the First Genleman, describing the mecting of Leontes and Camillo offcrs
to his listeners the picturc of a dumb show: “there was speech in their dumbncss,
language in their very gesture; they looked as they had heard of a world ransomed,
or onc destroyed” (Shakespeare 1991: 146-147; V. ii. 13-15). There is morc stage
busincss to come in the description of the Third Gentleman: “There was casting
up of cyes, holding up of hands” (Shakcspeare 1991: 148; V. ii. 47-48). The whole
‘soodly show’ was best summed up by the First Gentleman who stressed that “this
act was worth the audicnce of kings and princcs; for by such it was acted.” (Shake-
speare 1991: 149; V. ii. 79-80) All present at this exchange of incredible news agreed
that the spectacle they witnessed was “like an old tale” (Shakespeare 1991: 147,
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V. 1i. 28; 62) thus attaching weight to the fictionality and artistry of the performance
at lcast partially prepared, and cnacted, by Camillo.

A similar thought occurred to Paulina when she staged her grand play. The
fantastic naturc of the event is plastically echoced in the theatrical metaphor: “That
she 1s living,/Were it but told you, you should be hooted at/Like an old tale” (Shake-
spearc 1991: 159; V. iii. 115-117). As in the case of Camillo’s masque, it accentuates
the 1dca of art. It is less spontancous than that of her future husband, though.
“As the stage dircctor, she has recmained outside the emotional renewal of the
othcrs, carefully controlling the art of the revelation.” (Hartwig 1972: 133) Her
mastcry and authority is so ovcerwhelming that, like Prospero on his island, she
“seats her audience, draws curtains and calls for music” (Sanders 1987: 115). Also,
the language she uses when she addresses her actress is somewhat reminiscent of
the magic formulae of Prospcro: expressions arc short and mostly imperative (cf.
A.E Bcllette 1978: 73). Nevill Coghill (1958: 40) observed that “when ... Hermione
Is bidden to descend Shakespcare does not allow her 1o budge; against all the
invocations of Paulina he piles up colons, twelve in five lines; it is the most heavily
punctuated passage 1 have found in Folio.” This passage, beginning with: “Music,
awake her; strike!” (Shakespcare 1991: 159; V. iii. 98), compels Leontes to “marvel
at the art of her words which make the image move.” (Livingston 1969: 344).
Furthermore, the miraculous awakening of Hermione brings other than merely
artistic or magic connotations thus complimenting these two roles of Paulina. She
can additionally be viewed as a priestesses performing the act of transubstantiation
on the altar. According to the Third Gentleman, the royal company departed to
Paulina’s gallery in order to sce the statue of Hermione and with the intention of
having supper there: “there they intend to sup.” (Shakespeare 1991: 151; V., ii. 102-
103) A quasi-religious reading of this scene scems justified to a degree.

Paulina “achieves, with the confident skill of ... a good playwright, the fusion
of illusion and reality into joyful truth.” (Hartwig 1972: 116) The truth is full of
significant changes: Hermione and Perdita are brought back to life in the Sicilian
court; Leontes and Polixenes’s [riendship is restored; the Shepherd and the Clown
become gentlemen, while Autolycus turns into an honest man. There is one more
transformation which simultancously affects thc main artists of the play, re-
sponsible for all the other political, social and moral metamorphoses: Camillo and
Paulina are married by Leontes, which Stanley Cavell (1987: 217) sees to be “lo-
cated as the art, the human invention, which changcs nature, which gives birth to
legitimacy, lawfulness.” Although they may seem to be absolved, in this way, from
their artistic duties, Leontcs, no longer “sadder” but still “wiser” has learnt his
lesson and trcats this marriage as a guarantee of future happiness, asking Paulina

to continue her directing: “Good Paulina,/Lead us from hence” (Shakespeare 1991:
161; V. 111, 151-152).
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