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THE AESTHETIC DIMENSION: A WEAK LINK IN THE
DISCOURSE OF APPLIED DRAMA/THEATRE IN
EDUCATION

Shifra Schonmann

This paper is aimed at encouraging the reader to look at the
aesthetic dimension, a weak link in the discourse of applied
drama/theatre in education. Its aim is to urge the professionals not to
be content with the predominance that is given to the social, the
political and the therapeutic dimensions. The main argument is that
although drama/theatre education is now being viewed as a multi-
leveled discourse, the true appeal and the beauty of drama/ theatre in
education lies in its power to embody magic of theatre and drama as
artistic and aesthetic ways of expressing the human mind and spirit.
Expanding the utilitarian function of theatre at the expense of the
aesthetic dimension is to risk losing the whole enterprise.
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Opening.

As a tool to gain self-confidence, develop self-exploration and self
transformation, build understanding of others, and to enhance the capability
of expressing ideas clearly without fear, drama/theatre education is almost
instinctively offered by us drama educators and researchers who are working
in any educational setting. It has also been offered as a good tool to deal with
moral education: cultural pluralism, affairs of war and peace as well as many
other diseases of society. When examining the large variety of articles in the
book edited by O'Toole & Donelan in 1996 [23] and ten years later the book
edited by McCammon & McLauchlan (2006) [20], and almost ten years later
books edited by Schonmann, (2011; 2015) [32; 33], one can easily learn that
drama/theatre education is being viewed as a multi-leveled discourse. The
intriguing rainbow of thoughts exposes clear inclination towards expanding
the utilitarian function of drama and theatre in education.

Drama as education, a phrase that Bolton coined thirty years ago [4]
surprisingly, includes many of the forms of applied drama/theatre that have
been developed since then. Applied drama/theatre is typically proposed for
young children at kindergarten as well as for school-age students. However,
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it embraces the range of young adults and old people, the healthy and the
sick, free persons and prisoners. The large target population and the wide
range of aims expected to be achieved by using drama and theatre as
education demonstrate the depth and the breadth of the field. To the outsider,
a stranger to the field, this may sound simplistic, sometimes even naive, and
perhaps rightly so. How could applied drama/theatre be a cure for almost all
the social and the personal disabilities that flesh is heir to? However, to the
insiders, to those who are familiar with the field there is no such question.
Rather there is a controversial discussion about the language in use.

In this work I set up in Part One to explore the language used by
professionals. My questions are: How do professionals, researchers and
practitioners speak about the work they are doing? What language do they
use to describe their projects? Why is it that most of the time there are
apologetic nuances in the written work as if the language were unable to
express well the idea behind the practice? What they are stressing? What is
lacking from their discourse? Does it matter?

After identifying the aesthetic dimension as the weak link in the
discourse of applied drama/theatre, I will (in Part Two) offer how to enrich
the discourse with aesthetic terms and concepts. I will discuss their relevance
and importance in developing the field, arguing that language sometimes
conducts actions. Standing on the shoulders of giants in the aesthetic field, I
will advocate the reclaiming of the artistic-aesthetic dimension, placing it at
the core of the applied drama/theatre discourse.

Part One. The Language Used by Professionals: Does it Matter?

This part examines how the field of applied drama/theatre is perceived
by its professionals - the researchers and the practitioners. It is based on a
meta-analysis of contemporary research and written documents that were
displayed in various professional written corpuses, reflecting the research
and the practice in the field.

In 2005 I began to analyze programs of the major conferences in
drama/theatre education: AATE (American Alliance for Theatre and
Education), IDEA (International Drama Education Association) and IDIERI
(International Drama in Education Research Institute) and INRAE (the
International Network for Research in Arts Education). These are considered
to be main international professional gatherings in the field (most of which I
have attended). I have been looking into the headings that express the topics
that were discussed. My data show that the majority of the topics were
concerned with the by products that drama and theatre can produce, but not
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with the artistic and/ or the aesthetic dimensions of the field. Sometimes I
wonder if we fail to see the wood for the trees (Schonmann) [30].

In the «Drama Way Project», a comprehensive work by Jouni Piekkari
and others (2004; and see also Piekkari J. (Ed) 2005) [24; 25], I found a good
attempt to compile a «mini» dictionary. The Drama Way Project gathered
some of the main genres of participatory and applied drama. There are
altogether seventeen different forms of theatrical ways of how to use drama
in various educational and therapeutic systems: Drama-in-Education (DIE),
Theatre-in-Education (TIE), Forum Theatre, Legislative Theatre, Theatre-
for-Awareness / Theatre-for-Development, Devised Theatre / From Fact to
Fiction, Play Back Theatre, Sociodrama; Celebratory Drama, Hospital
Clownery, Site-specific Theatre, Drama Myths and Ritual Forms of
Performance, Live-Action Role Play (LARP), Street Theatre, Community
Theatre or Theatre in the Community, Text-based Amateur Theatre,
Improvisation & Drama.

All of them are celebrations of human interaction and creating and
sharing meanings together. Many of the genres overlap, and the lines
between them are therefore often blurred. However, the common
understanding is that each of them emphasizes different aspects of theatre-
making.

So, where is the problem that I want to approach?

Based on the assumption that the language one uses conveys his/her
thoughts and affects his/her actions (Lakoff & Johnson) [18] it is obvious
that, looking at the words used to describe, explain and research the above
forms, is an important source of evidence of how the field of applied
drama/theatre is perceived and operates.

A few representative examples cited from the above mentioned Drama
Way Project, are as follow:

— Drama in education refers to the use of drama as a tool for
education.

— TIE refers to the use of pre-written and rehearsed theatre
performance as a tool for learning.

— Forum theatre has been used widely to tackle issues such as racism,
substance abuse, sexual prejudice or bullying/school violence. Its target is
the empowerment of individuals and groups.

— Legislative theatre is used as a tool for local or national democracy
and public decision making, to help the people to participate in politics.

— Theatre-for-Awareness / Theatre-for-Development- theatre -as a
tool for participatory development aiming at social change.
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— Devising theatre techniques have often been used to create plays
with young people on the themes chosen by them.

The image is clear: applied drama/theatre is perceived as a tool for or a
target of learning and empowerment, personal development, discussing
themes, social change and decision making. The terminology used amongst
drama workers, leaders, and researchers is very instrumental. What is
definitely missing in the discourse or let us say, rarely used, is the aesthetic
dimension.

Here is my claim: participatory and applied drama/theatre employ their
main ideas and, accordingly their terminology, to the instrumental and the
practical achievements that have been borrowed from the social,
psychological, and communication fields. Their «card index» as shown
above, contains not even one word on aesthetic or artistic achievements. In
the language used to describe their essence there is usually very little or
nothing at all about the art we are teaching or creating, or the theatre we want
them to be able to enjoy and not to be theatre-illiterate (Schonmann) [30].

In the edited book by MaCammon and McLauchlan [20] Universal
mosaic of drama and theatre: The IDEA 2004 dialogues, a book that
contains 34 articles covering a wide scope of research and practice in the
field, we can see the same tendency.Looking at the headings of the papers,
examining their contents, we are assured that the objectives as set out by
Saxton & Miller [28] have been fully achieved. But that is exactly my point:
analyzing the objectives [28, p. 9] one cannot find the word art or the word
aesthetic; they are notably missing from the discourse. In Bresler [5], the
significant and the inspiring International Handbook of Research in Arts
Education they are notably missing from the table of contents, 13
sections, 1627 pages. Along with this line, when we examine the
contemporary research conducted by me (Schonmann) [32], Key concepts in
theatre drama education, we can find only a short section titled: Aesthetics
and ethics. In The wisdom of the many: Key issues in arts education,
international yearbook for research in arts education (Schonmann) [33], we
can find only a short section titled: Morals, ethics and aesthetics. Tang,
O’Farrell, & Bolden [34] set out to interrogate «Significant Themes in Arts
Educationy in the data represented by the collaboratively developed contents
of the above book, The Wisdom of the Many. Their detailed report was
guided by the following research question: What is significant in
contemporary international arts education? Their analytical process
produced nine themes each of which appeared to represent an interest that
was shared within the field. Themes that were written by 104 scholars
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included Construction of Knowledge, Embodiment, Transformation,
Personal Wellbeing, Identity, Social Cohesion, Social Justice, Democracy,
and Multiculturalism. By no means do they claim that discussion in the field
is limited to these nine themes. However, we can be surprised to find that a
number of issues that we recognized as important, including some that were
raised in the book, did not find their way into the identified themes, aesthetic
is one of them.

I want to be clear. I am not saying that there is no aesthetic dimension
in the projects themselves. I did not research that, I do not know. What I am
saying is that the aesthetic dimension is a weak link in the discourse, it is
almost missing from the language used to talk about the projects, and thus
we may have a firm basis to suspect that it is not well developed, it has not
received enough attention. It is certainly not at the core of the applied
dramatist's concerns.Let us take a closer look and examine a few examples of
the ways in which many professionals speak about the work they are doing:

Theatre and Drama for Empowerment: The Immigrant Experience.
This is a story of the PUENTE theatre told by its founder, Lina de
Guevara [12, pp. 321-324], who emigrated from Chile to Canada in 1976.
She realized that having worked in the theatre all her life, theatre should be
her vehicle of communication. With five other women, also Latin American
immigrants, they created a play to tell their stories. In all their plays they
included a moment of audience participation, because they felt that it was a
good way of building bridges. Their main objective was: «to share the power
of the stage and reclaim the tradition of popular celebration in which
everybody had a creative role to play» (Guevara). [12, p. 324]

Here is my point, the entire paper deals with the strong notion of the
importance of telling personal stories to empower the self, to enhance the
sense of belonging and pride in one's heritage. Again, I am not suggesting
that the work itself is lacking aesthetic dimension, I cannot know. However, I
can point out the frequent use of social-psychological language that is used
and the absence of the aesthetic dimension from the discourse.

Using Drama to Achieve Social justice: Anti-bullying project in
Elementary Schools, written by George Belliveau [2, pp. 325-335], is another
example of emphasizing social justice with elementary students. With the
collaboration of a group of twelve pre-service teachers he created and
presented a thirty-minute anti-bullying play. In addition, the same twelve
pre-service teachers worked closely with classes, assisting the students in
developing their own anti-bullying plays. The research behind this initiative
for social justice was to examine what kind of an impact (if any) did the
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University of Prince Edward Island drama project have on the elementary
student participants? The project is clearly and efficiently elaborated.
However, while analyzing the themes and the ideas of the project one can
find that the discourse related to beliefs and attitudes. «Snapshots of students'
stated beliefs, feelings, and perceptions on bullying offers valuable and
informative insights to educators and policy makers» [2, p. 332] and the
findings: «This project had a very positive impact on their classes... not only
did the use of drama help the students express themselves and learn about
bullying, but it also allowed them to look at this kind of learning as fun.» [2,
p. 330-331]

These findings are only snapshots of students' stated beliefs, feelings
and perceptions, as Belliveau himself honestly declared in his comprehensive
work, but it is also typical of others who present their findings, mostly clear-
cut claims of achieving the purposes.

The American Red Cross has developed a resource for schools called
«Master of Disaster». One unit, as O'Connor reports [22, p. 360] is «Facing
Feary, is designed to empower sixth-grade children and their teachers to deal
with a new disaster, i.e. terrorism. The role of Osama Bin Laden is also
presented in another project to restrain fear (Schonmann) [31], all in the
name of being able to help children and adults to cope with fear, to channel
their stress and the anger. Only few will see how this kind of drama is
potentially dangerous and can feed fear (Ramamoorthi). [26, p. 370]

So where does it lead us? Why is it that almost any project of applied
drama/theatre always deals with negative aspects of society such as bullying,
smoking, drinking, bad driving, and, even when dealing with topics such as
protecting the environment, the negative aspects are at the front? Maybe the
answer should be in the light of the instrumental essence of the field. Most
types of applied drama/theatre concentrate on changing attitudes, changing
behaviors, transformation of...A large amount of the professionals argue
that drama will evoke profound transformation in students. The literature I
have mentioned so far along with Nicholson's book [21] Applied drama: The
gift of theatre, characterize applied drama/theatre as a promising growing
field that can make positive difference in the lives of other. However I
wonder. Are we really think that a brief project can do it? Is this not against
what is known in psychology and social studies?

It is time to ask ourselves: Does cultivating the utilization dimension of
applied drama/theatre really help to give value to the work that we are doing?
Why do we, educators and researchers, almost not see any cultivating of the
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aesthetic? And most important, if we do add an aesthetic aspect to the
discourse, will it matter? In what sense?

Part Two. Challenges to Aesthetic Discourse: How Can Aesthetics
Give Meaning to Applied Drama/theatre?

If, so far, I have depicted 'a half-empty glass' I'll move now to the
'half-full glass' by first mentioning that there are works that have already
tried to deal with the role of the aesthetic in drama theatre education. Among
them are Bailin [1, pp. 423-432], Jackson [16, pp. 161-170], Rasmussen &
Gurgens [27, pp. 235-244], Haseman [14, pp.201-211], Greenwood [11,
pp-47-53], and Klein & Schonmann [17, 60-74].

Let us take a closer look at Haseman's work. He gives us a clear
description of process drama in his chapter The poetics of process: Process
drama online, in which he puts the process drama in the broad context of
applied drama and, within this frame, he counts its advantages. The reader
can learn very easily about the merit of this form: «process drama as a potent
means of making both art and meaning, and who, over the years, have come
to use it as an effective form of applied theatre» (Haseman). [14, p. 202] As
the chapter unfolds, Haseman specifies the points of intersection between the
live interaction of process drama and the mediated interactivity of online
environments. The most powerful claim is that «Both fields recognize that
the aesthetic of drama and the way elements of drama are used will shape
the success of the work in hand.» [14, p. 203] To turn to the poetics of the
process he claims that «it is only by considering the interplay between
dramatic tension, character, story, language, physicality and mood which
secure an effective dramatic focus that a compelling online drama will be
secured.» [14, p. 210] This is a possible way to articulate a claim in the
language that is so often forgotten.

Most important to bring up in this context is the special issue on
aesthetics in drama education, edited by Martin-Smith [19, p. 4], as a guest
editor of the Journal of Aesthetic Education. The fact that a well-known
journal opens its doors to twelve researchers trying to put this issue on the
map was an encouraging step in the direction that I find most necessary.

It is assumed that the experience of theatre can be distinguished from
real life experience. The big question is therefore how will we be able to
ensure that the participants in applied drama/theatre will be able to make this
conscious differentiation? Furthermore, how will they learn to be able to
relate forms to meaning? Understanding theatre and enjoying theatre are
active processes that go through a profound development of the abilities to
grasp questions of application, generalization and symbolism. These are only
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a few of the basic elements of the aesthetic dimension, to start with. Note,
that as such they are too often missing from the discourse of applied drama.

I will try to demonstrate my intention of how we might insert an
aesthetic lens into our discourse by looking briefly at three concepts:
«aesthetic distance», «catharsis» and «conventionsy.

Aesthetic distance.

Almost one hundred years ago, Edward Bullough [6, pp. 87-118] was
the first to define distancing as the lie between our own self and its affections
[6, p. 89]; that is, our perceptual, emotional state. For Bullough, the ideal
degree of distance, which forms the basis of his general aesthetic principle, is
the «least amount of distance without its disappearance.» [3, p. 49] Thus, it is
proposed here to look at the aesthetic distance as a balance based on
Bullough's understanding: «All art requires a distance-limit beyond which,
and a distance-limit within which only aesthetic appreciation becomes
possible» (Bullough). [6, p. 89]

It is proposed here to look at the aesthetic distance as a point of
departure for a meaningful discourse of applied drama while dealing with
questions of perception and participation involved in drama-theatre
experiences.

Aesthetic distance relates to the spectator's perception of the theatrical
event and to the special involvement between audience and stage. As adults,
we may cry when we see an emotional scene, especially when it touches our
own personal lives, but we know that we are emotionally involved in a
theatrical experience and not in a real life situation. An adult spectator will
not run toward the stage to stop an act of murder, but a child might. The
aesthetic stance inhibits our motor activity and helps to process our feelings
(Holland) [15], therefore when the child loses aesthetic distance he sinks into
the as if situation as though it were a real life situation.

In the context of this paper, the questions to be asked include: How can
an understanding of the nature of aesthetic distance open up a new vision to a
large variety of projects planned under the umbrella of applied drama? How
to develop dramatic experiences in which the aesthetic distance should be
applied not to the actor-spectator but to the participants as persons and the
role/s they are playing? How can we work to build an aesthetic distance
between them and the situation in which they are involved?

Nicholson [21] worked towards this direction in her exploration how
the theatricality of autobiographical play «protected the performance by
creating an aesthetic distance between them as people and their own
autobiographical stories.» [21, p.96] Cultivation of people’s ability to operate
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aesthetic distance will enable them to participate in drama-theatre
experiences with emotion, without losing themselves in the fiction.

While operating applied drama, we might achieve a psychological
experience, a sociological experience but there will be no aesthetic
experience if the aesthetic distance is not fully understood and put up in the
front of the discourse.

Catharsis.

Catharsis has been at the center of theoretical and practical discourse
for hundreds of years yet it still needs clarifications and adaptations.
Although Aristotle mentioned that catharsis was the purging of only two
specific emotions, pity and fear, it is now believed that catharsis can
encompass many more distressing emotions such as shame, embarrassment,
anger and grief. Excitement is stirred up within the spectators leading to the
release of a number of emotions. This venting of one's feelings is not harmful
to the spectators; on the contrary, it serves their emotional balance to control
their behavior. It helps to maintain the equilibrium of mind, and to overcome
fear. Catharsis in this sense is perceived as supporting one's emotional life,
and helping a person to function better outside the walls of the theatre.

Placing the concept of catharsis at the center of the participant's
experience as an emotional and cognitive phenomenon provides an
opportunity to share one's feelings within a protected environment at an
artistic event and among peers.One of the major lessons from looking at the
arts, as we have learnt from Elliot Eisner [8] is «how to secure the feelingful
experience that slowed perception makes possible; the arts help students
learn how to savor qualities by taking the time to really look so that they can
see.» [8, p. 24] My point is to clarify the idea of cathartic power as power to
evoke a feelingful experience.

Despite the voices that were heard in the 1970s, claiming that the idea
of catharsis is considered passé by most researchers in social science,
psychology and psychiatry, I argue along with Scheff [29, p. 21], that the
closing of the debate over catharsis has been premature. My point in
examining catharsis as playing a central role in any conceptual framework of
theatre and drama in education is to say that its emotional and cognitive
elements are at the heart of the theatrical experience. We need to enrich our
discourse with images and arguments of how to create catharsis, knowing
that it has a therapeutic influence that helps to release emotions as well as
having powers of clarification. Insights that are acquired through cathartic
clarification are equivalent to the acquisition of emotional knowledge
(Winston). [35, p. 65] However, the fundamental mystery of catharsis still
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remains unsolved. «The strange contradiction of pleasure through pain» in
Edith Hamilton's words, «still continues to concern some of the most brilliant
minds the world has known... Pity, awe, reconciliation, exaltation - these are
the elements that make up tragic pleasure» (Hamilton) [13, p. 166].

Conventions.

While catharsis is associated with emotions and with moral values,
conventions do not necessarily have emotional or value connotations, though
sometimes they may not be free of them. Conventions are based upon the
behaviors and manners dictated in advance that have been absorbed by the
audience of a specific culture. Unlike real life, in theatre one can break the
rules of nature and turn them into conventions. Thus, one can hang a
cardboard picture on a wall and claim it is the sun. However, it is impossible
to 'break’ the rules that refer to the interaction codes of conduct among
people because these are practiced on stage as they are practiced in everyday
life. This concept should stand at the basis for understanding conventions.

Theatre cannot do without conventions. In order to render the fictional
world in full and vital expression the art of theatre uses methods of iconic
representation and sets of changing conventions (Burns). [7, p. 83] In fact,
many claim that no iconic sign in a theatrical text is free from convention. A
crucial question in this context could be: How can one help a child or any
other participant in applied drama/theatre to «read» or to «interpret»
conventions properly? What would be considered as «properly» in aesthetic
terms?

Since every sign has a meaning and this meaning is never an
independent entity, we need to understand the nature of the path that the
child or adult is walking along when s/he transforms sense into meaning. In
other words, what are the different ways that the child or the adult
participating undergoes in his journey to decode the conventions on stage?
S/he should see the object or the sign, s/he has a sense of it and only then is
s/he able to accord it meaning and might be able ultimately to express her/his
understanding. This complicated process should play a central role in our
discourse since this matter is associated with our understanding of how an
image is constructed in our minds, how one actually perceives art.

Closing.

Some claim that the notion of creating a theory of aesthetics is logically
doomed, since aesthetic essence escapes definition. Defining a set of
necessary and sufficient attributes of a work of art is not feasible, since that
would reflect a restricted conception of art whereas, in its essence, art is
limitless. Others claim that the main question is not «What is art?» but rather
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«What concept or idea does it express?» This kind of a claim can be based on
Wittgenstein, who stated that playing games is an indefinable activity and
yet, collectively, we refer to the common properties of a play activity. In the
same vein, I suggest that we need not aim to define aesthetics in our
discourse, but we should identify and explain common attributes of a
phenomenon (such as «aesthetic distancey», «catharsisy and «conventionsy)
that enables us to include our work in the category of art. The task of
providing a verbal formula to explain the artistic and aesthetic value of our
work lies at the core of this paper. New meaning to the enormous work that
is being done will emerge from new exploration of language.

I can lean on Erich Fromm's idea in his seminal book The Forgotten
Language:

Let us assume you want to tell someone the difference between the taste

of white wine and red wine. This may seem quite simple to you. You

know the difference very well; why should it not be easy to explain it to
someone else? Yet you find the greatest difficulty putting this taste
difference into words. And probably you will end up by saying, «Now
look here. I can't explain it to you. Just drink red wine and then white

wine, and you will know what the difference is» (Fromm) [9, p. 11].

Fromm explains, «You have no difficulty in finding words to explain
the most complicated machine, and yet words seem to be futile to describe a
simple taste experience» [6, p. 17].

By adopting Fromm’s understanding for the purposes of our
discussion, I identify the «forgotten language» in the context of applied
drama and theatre, as the aesthetic language.

If «WE TALK ABOUT» the work we are doing not only in terms of
psychologies, sociologies or therapeutics but also as arts professionals we
might be able to establish the essential conditions that enable a successful
field of knowledge to flourish. If we continue the discourse in the field
almost ignoring the aesthetic dimension we risk losing the whole enterprise
because the only justification of our field is its being a hybrid phenomenon,
that is to say: emerging as a cultural, social, psychological, pedagogical and
aesthetic entity.

I have tried to claim in this paper that, by its very nature, applied
drama/theatre is utilitarian yet the aesthetic is its poetic justification. In
Variations on a Blue Guitar, Maxine Greene [10] expresses some principles
that should guide us:

«Our core concern, of course, is with aesthetic education; but we do not

regard aesthetic education as in any sense a fringe undertaking, a
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species of ‘frill’. We see it as integral to the development of persons -

to their cognitive, perceptual, emotional, and imaginative development.

We see it as part of the human effort (so often forgotten today) to seek a

greater coherence in the world.» [10, p. 7]

Art adds significance to our lives and to the world; it helps us organize
our world. At the heart of the idea of creating an aesthetic experience is the
desire to increase our pleasure. Enlivening the «forgotten language» is the
key ingredient to bringing about an aesthetic experience.
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ECTETUYHHWUI BUMIP: CJIABKA JIAHKA Y JIMCKYPCI IIIO10
MHNPAKTUYHOI'O 3BACTOCYBAHHA EJIEMEHTIB
JAPAMU/TEATPY B O

udpa lllonmann

V' cmammi niokpecnroemobca HeoOXiOHICMb 3A0XOUEHHs yeazu uumaya 00
00CTIOJNCEHHS eCMEMUYHO20 SUMIPY, CLAOKOL TaHKU y OUCKYPCT 000 NPAKMUYHO20
3aCMOCY8aHHs enemenmie opamu/meampy 6 oceimi. Mema cmammi nonseae y
NepeKoHaHHi npogecionanie ne OMPUMYBAMUC OYMKU U000 GUIHAHHS OOMIHYIOYOT
poni  coyianvbHo2o, NONIMUYHO20 ma mepanesmuynoco eumipie. 1 onoenum
apaymMeHmom Ha KOPUCHb Ybo20 € me, Wo Xo4a OpamamuyHa/meampanbia oceima
CbO2OOHI € npeomemom 6azamopieHeso20 OUCKYpCy, iCmuHHa npusadausicmn i kpaca
BUKOPUCTNAHUX y npoyeci oceimu enemenmie Opamu/meampy noasieac y ix
MOACTUBOCTNI BMINUMU MA2TIO Meampy | Opamu K XYOOICHIX Ma eCMemuyHuX wisixie
BUpAdICeHHs. T00CbK020 po3ymy ma 0yxy. Pozwuptolouu npaxmuuny @yukyino
meampy 3a PAXyHOK eCMemuyHO20 6UMIpy, MU PUBUKVEMO NOPYMUMU 020
yinicHicmeo.

Kniwouosi cnosa: ecmemuyne, NpakmuyHe 3ACMOCYBAHHS — €eMEHMIE
opamu/meampy, 0ceima, ecmemuyHa OUCMAHYIA, KAMAPCUC, KOHBEHY].

ICTETUYECKOE USMEPEHUE: CJIABOE 3BEHO B TUCKYPCE
IO MPAKTUYECKOMY NPUMEHEHUWIO 3JIEMEHTOB JIPAMBbI
/ TEATPA B OBPA30OBAHUHN

udpa lllonmann

B cmamwe nodueprusaemcs neodXo0umMocms nooOwpens GHUMAHUSL Yumamers
K UCCe008aAHUIO ICMEMU1ecKo20 usmeperus, ci1aboeo 36eHa 6 OucKypce no nosooy
NPaKmu4yecko2o NpuMeHeHusi d1emMeHmos opamvl / meampa 6 obOpaszoganuu. Llens
cmamuu cocmoum 8 yoedxcoenuu npo@eccuoHanio8 He npuoepICUBaAmvbCs MHEHUs O
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OOMUHUpYIOWell  PONU  COYUANbHO20,  NOAUMUYECKO20 U MEPANeSMU1ecKo20
usmepenuti. InasHbLM apeyMeHmoM 6 NOIb3y SMO20 AGIAEMCs MO, 4mo Xoms
Opamamuueckoe/ meampanivHoe 00paz0eanue Ce200Hs ABNAEMC  NPeOMenom
MHO20YPOBHEB020  OUCKYPCA, — UCMUHHAS — NPUBLEKAMEIbHOCHb U Kpacomad
UCNONL308AHHBIX 6 npoyecce 00pPA308aAHUA  AEMEHMO8 opamvl / meampa
3AKNIOYAEMCS 6 UX BO3MOJNCHOCIU GONIOMUMb MASUI0 meampa u Opamvl Kax
XYOOHCECMBEHHBIX U ICMEMUYECKUX NYymell BbIPANCEHUs. Uel08eYecK020 pa3yma U
oyxa. Pacwupsis npakmuueckylo @yHKyuio meampa 3a cuem 39CMemuuecKo2o
UBMEPEHUSl, Mbl PUCKYEM HAPYUUMb €20 YEeLOCIHOCHTb.

Knrouesvie cnosa: scmemuueckoe, Npakmuieckoe NPUMEHEHUE DJIeMEHNOs
opamvl / meampa, 06pazosarue, 3cmemuieckas OUCMAanYusl, KAMapcuc, KOHGEHYU.
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