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TEACHING CREATIVITY TO CHILDREN THROUGH
THE PERFORMING ARTS: DEVISING

Sonya K. Baehr

Educators continue to emphasize that creativity is one of the
most important skills our children should be learning in order to
succeed in a post-industrial world.

Skills connected with creativity include: critical thinking,
problem solving, collaboration, empathy, curiosity, imagination,
flexibility, ability to communicate with others, and the willingness to
take risks and tolerate failure.

The author’s twenty five years of experience in founding and
running a performing arts program for children ages nine through
fourteen supports the thesis that the best way to teach creativity is by
giving children the experience of being creative.

In offering children opportunities to explore and become
comfortable with these critical skills, arts education programs that
focus on devising (creating original material) are particularly
effective.

When children are taught the tools artists use to create original
works in the fields of music, dance, and drama, and are given the
freedom within a supervised structure to use these tools to create
their own, original works, they begin making relationships between
domains.

Manipulating the forms and structures of musical, narrative,
and choreographic composition requires connecting conceptual
thinking with kinesthetic experience.

Working across disciplines, children are able to experience the
way elements of time and space interact, and they make choices that
govern this interaction in order to achieve the group goal of a
successful performance piece.

This kind of educational experience empowers children to
believe in their own ability to create new structures. It requires them
to explore ambiguity, to take risks, and by recognizing multiple
perspectives, to learn to balance their individual choices with the
group’s decision. By teaching our students to think creatively, we
teach them how to have confidence in their own ideas, and we give
them valuable tools they can apply to all other areas of their lives.

Keywords: Teaching creativity, Devising with children, Arts
Education, Twenty first century skills.
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As we progress into the twenty first century, educators are emphasizing
that creativity is one of the most important skills our children should be
learning in order to succeed in a post-industrial world. Many books are being
written on the subject of how to teach children to become innovators, in the
hope that they will be leaders of the next technological revolutions that are
sure to come. In the United States there is a strong emphasis on STEM
education: Science, Technology, Engineering, and Mathematics. Tony
Wagner, in his book Creating Innovators lists some of the skills that are
crucial for success in our new global economy. They include: critical
thinking, problem solving, collaboration, empathy, curiosity, imagination,
flexibility, ability to communicate with others, and the willingness to take
risks and tolerate failure. These are qualities that are powerfully nourished by
the arts, and some educators have insisted that the acronym STEAM should
be used instead of STEM, to include Arts as a critical component of the
curriculum.

T. Wagner admits that it is easier to “talk about how to kill
creativity” [10, p. 23] than it is to identify how best to teach it. Indeed,
educational systems have been structured to teach students quantifiable
knowledge, a product that can be measured and assessed after it has been
absorbed. In the new digital age, facts can be obtained instantaneously from
the internet, significantly changing educational priorities. However, many
school systems have resisted refocusing their efforts to teaching the creative
process itself. It is much more difficult to assess how well students have
assimilated a process than it is to test and assess a product. In spite of this
resistance, I would maintain that progressive educators have known how to
teach creativity since the days of the United States philosopher and educator,
John Dewey [3], and that the arts have always had an important place in
curriculum designed to teach children how to be creative. As A. Saebo,
L. McCammon, and L. O’Farrell assert in their paper Creative Teaching -
Teaching Creativity, “the best way to enhance creativity is through the
process of being creative.” [9, p. 210]. In offering children opportunities to
explore and become comfortable with the skills Wagner lists as critical, arts
education programs that focus on devising original material are particularly
effective.

How can we define creativity? Psychologist Mihaly Csikszentmihalyi [1]
describes creativity as “...the interaction between a person’s thoughts and a
sociocultural context.” [1, p. 23] resulting in the ability to “....bring into
existence something genuinely new that is valued enough to be added to the
culture” [1, p. 25]. According to M. Csikszentmihalyi [1], human knowledge
is conveyed by symbols “bundled” into discrete domains, such as calculus,
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medicine, music, or law, each domain having its own set of rules; “its own
system of notation” [1, p. 37]. The person who is able to learn the rules of a
domain and successfully manipulate them will gain a certain level of facility
within a chosen field. However, the person who can make connections
across domains and freely manipulate a variety of sets of rules will not only
gain in self-confidence, but will also be able to combine seemingly unrelated
ideas into something new. This person will be able to grasp “the relationship
between relationships” [1, p. 141], a quality that Daniel Pink [8], in his book
A Whole New Mind, cites as equally crucial for successful conductors,
composers, scientists, doctors, and chief executive officers of large
corporations. The creative thinker recognizes patterns that recur within
domains and can relate them across the boundaries of specific disciplines,
making new connections between these various patterns and sometimes
creating new domains altogether. This suggests that interdisciplinary work is
extremely valuable in teaching creativity.

In The Arts and Human Development, Howard Gardner [6] describes
the importance of play to human growth. During play “...the child may try
out a variety of roles, define and solve problems, (and) understand more fully
the structure and functioning of objects. In this sense, play is virtually
synonymous with development, the route to competence” [6, p. 165].
Gardner describes art as a “goal directed form of play” [6, p. 166], during
which a child becomes able to express his own life experiences perceiving,
making, and feeling, through symbols. His growth and development will
depend on his ability to gain greater experience with a variety of codes and
styles, acquire a greater technical facility, develop “a finer appreciation of
the interpersonal communication process” [6, p. 168] and an understanding
for the subtleties of relationships between individuals. It is this progression
performing arts programs that focus on devising strive to nurture.

When children are taught the tools artists use to create original works
in the fields of music, dance, and drama, and are given the freedom to use
these tools to create their own, original works, they begin making
relationships between domains. Manipulating the forms and structures of
musical, narrative, and choreographic composition requires connecting
conceptual thinking with kinesthetic experience. Working across disciplines,
children are able to experience the way elements of time and space interact,
and they make choices that govern this interaction in order to achieve the
group goal of a successful performance piece. This kind of educational
experience empowers children to believe in their own ability to create new
structures; it gives them self-confidence. This is the foundation for the
creativity training used in the summer program I founded in 1990 at the
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Polytechnic Preparatory Country Day School in Brooklyn, New York. The
program successfully serves children aged nine through thirteen and the
curriculum is centered on devising, that is, the creation of new material.

The program focuses on group creation of short, original, musical
theatre performance pieces, providing the children with the opportunity to
cross the barriers of various artistic domains and to draw connections
between all of them. When children are offered the opportunity to devise
their own material they learn how to work with ambiguity, they learn how to
be flexible, and they learn how to work well together as a team. This in turn
helps the children to develop strong problem solving skills and the ability to
express their ideas effectively. Jessica Davis Hoffman [2], founder of the
Arts In Education Program at the Harvard Graduate School of Education
underscores this capacity for arts to encourage creativity in her book, Why
Our Schools Need the Arts. “The arts enable students...to experience their
own ability to invent and carry out change. (This) imagination...may serve
students well in non-arts subjects, for example, in imagining alternative
approaches to a science challenge” [2, p. 56]. These are skills that contribute
to academic achievement and are crucial for success in any field in the
twenty-first century.

In the program at Poly Prep, drama directors choose folk tales or myths
from a wide variety of cultures. They tell a single tale to each group of
children. The challenge for each group is to create a performance piece,
structured with a beginning, middle and end, from this tale. The tale might be
translated into a different time or place from its origin, depending on the
group’s vision and on what aspects of the tale they feel are important. The
children decide who the characters should be, create their dialogue, original
songs (both melodies and lyrics), sections of dance or special physical
movement, and the design elements of the set and costumes for the show.
Theme and wvariation, exposition and development, cannon, rhythmic
variation, crescendo and decrescendo; all these compositional elements can
be experienced equally through the media of dance, drama, vocal, and
instrumental music. These are some of the structural tools that the children
learn to manipulate. The adults model the collaborative process for the
children, each one contributing to the creation of the piece through the media
of his or her discipline. The task of creating the piece has no obvious
solution; the children must work together to discover the best way to present
their story to an audience. They must decide what aspects of the story are
most important to include. There is a built in discipline of scheduled
performances, so the work must be completed within a limited amount of
time. The children will perform their own final product for several audiences
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of both their peers and their families, so their involvement is intense. Their
work is guided by the adult teaching artists, but the process is a collaboration
and each group experience is unique, determined by the dynamics of the
children with the material and with each other.

In choosing successful staff members for our program it has been
important to find artists who are highly skilled in manipulating the rules,
procedures, and symbols of their unique domain, be it dance, drama, music,
or design. In addition, they should be both performers and creators in their
own right. Music directors must also be composers. Dance teachers should
not only perform themselves, but also choreograph their own work with
adults. Drama directors devise and write their own original material with
professional actors in addition to their work with children. Therefore they
understand the creative process first hand and can be true collaborators with
their students as well as instructors. Of course they take an active hand in
guiding the flow of the process. But they do this by establishing an
experimental framework within which the students can explore. The teachers
pose the artistic questions in such a way that the students will be able to find
a variety of answers. It is then up to the group to choose which solutions will
best serve the needs of their production.

With all children in the group participating in each part of the creative
process, children are able to find outlets for their individual talents, as well as
to discover talents they didn’t know they had. Each student gets the chance
to try on many different roles as they work on their scenes. Characters are
built collectively through the ideas of many performers. If the group and the
director decide that something worked when one student played the role, the
next person to try that part will keep the previous stage business and then add
his or her own new ideas. The dialogue is rarely written down, leaving space
for changes as each new person plays a scene. The only materials that need
to be codified are the melodies and lyrics the children create for their songs.
Children write down trial lyrics during group sessions or on their own at
home. Often, too much material is created, and the group must edit out
pieces that they liked, presenting everyone with a difficult choice.

Throughout the creative process, and especially at the beginning,
students are continually assessing their collective work. Our teaching artists
help the children to balance their individual choices with the group’s
decisions. First of all, the teachers and the program’s counselors must
provide an environment in which all students feel they can trust each other,
so that even a shy student will feel free to take the risk of expressing his
ideas to the larger group. Group trust exercises, daily games and interactions
during free time carefully guided by the staff provide a space in which each
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student feels valued and recognized within the program. Not every idea will
be accepted by the larger group, but if one member of the group does not feel
comfortable sharing her idea, the group has lost a valuable resource. The
children must decide how to “voice” their piece. Where should the story be
expressed by a single speaker? Where would it better be expressed by duets
(in dialogue or in song) or by trios, quartets, or larger groups? This adds
complexity to the element of group dynamics, and calls on children’s
personal, or emotional intelligence as they navigate these decisions. To
prepare the group, the first few days of the program are devoted to team
building exercises. To successfully complete these exercises, each person
must balance their own private vision with that of the others, and find a way
to compromise so that everyone is included. Those who are rigid and who
have trouble giving up their own vision or imagining new ways of doing
things will have difficulties with exercises like these, but this is one way to
learn what Tony Wagner [10] describes as “team based leadership” [10, p.
22] in his book The Global Achievement Gap. The hierarchical process of
simply taking direction from a boss (or a teacher) gives way to a
collaborative team process, in which leadership takes place through influence
and consensus.

T. Wagner [10] cites the need to be flexible, to take risks, and even to
embrace failure as a part of the creative process. Not every idea will work,
but it is often impossible to know this unless the idea is first tried out. This is
true in the business and scientific communities as well as in the performing
arts. The children learn that it is acceptable, even necessary, to fail from time
to time, and that often the outcome will not be clear, and the process will be
clouded with ambiguity.

At the end of each week, there is time for each group to share some of
their new material by performing it for the other groups in the program. This
assessment process mirrors the actual workshop and “preview” process used
by artists to refine their work in the professional world. It offers the children
a chance to assess their own work and imagine how it could be improved.
Children are asked to serve as audience members for the other groups and
also assess the work of their peers. Teachers introduce a piece by asking the
audience to watch for key elements that the performers are exploring. For
example, the audience might be asked if the narrative is clear to them, or if
they can understand the dialogue or lyrics. They might be asked to comment
on the way the piece was staged, or if characters have been clearly
developed, or still seem unformed. Is an audience amused by what is
supposed to be a serious moment? The way the questions are posed helps the
children learn how to comment constructively on what they have seen in a
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supportive rather than critical manner. Many times, groups have decided to
change elements of their pieces based on the assessments they have received
from their peers in these sessions of sharing. In addition, the children are
living the intensity of the performance experience and learning how to cope
with the new level of tension, excitement or anxiety it may provoke in them.
They are also deepening their sense of reliance on each other as teammates in
facing the audience. If there have been tensions between group members,
they now understand clearly that they must overcome their differences and
work more closely together in order for their performance to succeed.

The ability of each child to communicate his or her thoughts and
feelings is developed through the basic training in drama that takes place
through the process of creating the performances. The use of the face, voice,
gesture, and body language in the expression of emotions is examined and
explored. Children who have identified and practiced the expression of our
various human emotions are better equipped to interact effectively in a wider
variety of life situations. As Howard Gardner [6] states in his seminal book,
Frames of Mind, “The less a person understands his own feelings, the more
he will fall prey to them. The less a person understands the feelings, the
responses, and the behavior of others, the more likely he will interact
inappropriately with them and therefore fail to secure his proper place within
the larger community” [6, p. 254]. The contemporary psychologist Paul
Ekman [4] has made a business of offering classes to corporate executives on
the ability to read people’s thoughts and emotions through their facial
expressions and body language. His research is widely available in his many
books, Emotions Revealed among others. This basic training should be a part
of every child’s education, so that they are confident and flexible in their
ability to negotiate the public expression of thoughts and emotions. The
ability to read and understand social signals is essential to effective
communication and is crucial in the development of empathy.

When children themselves are consciously choosing to portray
characters with strong emotions they are manipulating the elements of
human expression and are able to safely play with levels of feeling from the
extreme to the mild without risking the repercussions that might come from
expressing these emotions in other contexts. John Dewey recognized this
need in his book, Art as Experience. When emotional impulse “takes the
indirect road of expression instead of the direct road of discharge...the effect
is to give objective fulfillment to the emotion” [3, p. 81]. Releasing repressed
emotions and expressing them in a safe environment can often liberate
children from the desire to engage in anti-social behavior in other contexts.
When a child can get attention by playing a villain on the stage, he can focus
on other ways of distinguishing himself in his life at home or in school.
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In creating characters for themselves, children frequently play their
idealized versions of themselves. Perhaps they have been studying ballet and
see themselves in the role of a beautiful dancer. For a few weeks they are
allowed the satisfaction of living that dream, and even if they are never
destined to become a professional dancer the happiness of the experience is
deeply fulfilling for them. Others, who are shy in their regular school
personas, choose outspoken roles and allow themselves to successfully take
the focus of a large audience. The stage role gives them permission to try out
a different persona. When they return to school, they feel more comfortable
speaking up on their own behalf when called upon to do so, even if they still
remain undemonstrative by nature. The self-confidence that these children
develop stays with them when they leave the program and return to their
normal academic environments. They are freer to accept their weaknesses
and better able to recognize and build on their strengths.

Arts programs and teachers are often judged by the quantifiable
technical excellence of their students. Creativity training through the arts
differs in significant ways from programs designed to make students
successful competitors in arts disciplines. In performing arts curriculum that
focus on creativity, children will learn and improve their technical skills, but
this will be only one aspect of the program. Instrumental programs that focus
on virtuosity of technique, but which do not provide opportunities for
students to compose and play their own works do not empower students to
express their own ideas. The same can be said for similar dance and drama
programs. Students whose technical abilities may not be as strong are
quickly discouraged and can be left with negative feelings about their work.
Students who are successful may experience such pressure to compete that
they, too, are left with negative feelings. If self-expression is not encouraged
or valued, students get the message that their own experiences and
perceptions are not important. A hierarchy is set up in which the student is
always receiving directions from others, but never gets to experience what it
would be like to create a direction for himself. Without this experience it is
much more difficult to make the leap from follower to leader in later life,
whatever field the student may choose. These opportunities to create original
works are not intended only for students who might become professional
performers. The focus is on releasing the inherent creativity and self-
confidence of all students.

The American educator Eliot Eisner [5] states that “The problem in our
schools is that activities whose syntactical structure is rule-abiding dominate
the curriculum to the wvirtual exclusion of...structure-seeking
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activities....Following rules and applying algorithms do not match the kinds
of problems with which most people must deal in life....Life’s problems
almost always have more than one solution...” [5, p. 28]. In guiding students
to create their own unique structures, teachers should be able to live with
ambiguity themselves, and rather than impose their solutions to a problem,
allow the children to find their own. Successful teachers come to their classes
with a high degree of organization and structure, which they then proceed to
alter and adapt to fit the children’s contributions, so that each class is a
creation of both the students and the teacher. The teacher expects that the
children will have had certain experiences as a result of the class, but what
the children create in response to that experience is left open ended. The
process can be repeated endlessly. The product, however, will always be
different.

By its very nature, a program such as this does not produce easily
quantifiable data as provided through competitive tests or audition scores.
There is no single answer or solution to the problem of creating something
from nothing. As Eliot Eisner [5] points out in The Kind of Schools We Need:

“When we care about the journey, and the student’s experience...when
we recognize that learning...requires multiple sources of data, multiple
forms  of  representation, and the use of  multiple
intelligences. ..Statistical comparisons may be relevant for some
outcomes but surely not for the ones we are likely to care about the
most” [5, p.114].

Our educational system remains torn between the desire to assess
standardized products of quantifiable knowledge, and the desire to teach
creativity. But teaching creativity requires that we structure and advocate for
a process that will always produce a different product.

At its first world conference on Arts Education in 2006, UNESCO
proclaimed “Creativity is our hope” (www.unesco.org) and affirmed the
goal of fostering creative educations for both developed and developing
countries. Investing in arts education programs such as the one described in
this paper is one way to achieve this goal. Since I founded the program at
Polytechnic Preparatory Country Day School, others like it have been
instituted in New York City and in many other states and cities in the United
States, seeking to foster in children “...a willingness to imagine
possibilities...explore ambiguity...and recognize and accept multiple
perspectives and resolutions” [5, p. 99], qualities that E. Eisner [5] identifies
as fundamental to the artistic process and crucial to the development of
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creativity. When we involve students in artistic problem solving, we make
them partners in the learning process. Because they are creating their own
work rather than performing someone else’s, they are deeply engaged.
Instead of being told what to think, the students must discover answers for
themselves through their own critical thinking. They must be flexible and
willing to take risks and tolerate failure. By teaching our students to think
creatively, we teach them how to have confidence in their own ideas, and we
give them valuable tools they can apply to all other areas of their lives.
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HABYAHHSA TBOPYMM 31IBHOCTSM JITEA 3ACOBAMMA
BUKOHABYOT'O MUCTEIITBA: PO3POBKA

Cons K. beep

Tledazozu  npooosdicyiomv  Hazonowtygamu, wo meopyicms € O0OHICIO 3
HAUOIIbWL  BANCIUBUX HABUYOK, AKI Hawii Oimu NOGUHHI 3000ymu, wob Oymu
VCRIWHUMU 8 NOCMIHOYCMPIATLHOMY CEIMI.

Hasuuku, noe’sizani 3 meopuicmio, 6KIIOYAIOMb: KPUMUYHE MUCTEHHS,
BUpIWEHH  Nnpobrem,  CHIGNpaylo,  CHIGNEPENCUBAHHS,  OONUMIUGICIb,  YABY,
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CHYYKICMb, GMIHHA CRIAKY8ATUCA 3 THUUMU TI00bMU, 4 MAKOIC 20MOBHICIb 835MU HA
cebe pu3uK ma nomepnimu nopasKy.

Jleaoysamv n’smeb pokie 00c8idy aemopa y CMEOPeHHI ma 6NPO8AONCEHHI 6
JHCUMMsL NPOSPAMU  BUKOHABHO20 Mucmeymea 0is Oimetl 8ikom 6i0 Odeg'smu 00
YOMUPHAOYAMU POKI6 NiOmeepodicyioms me3y Npo me, Wo HAUuKpawuil cnocio
Haguumu oimeti 6ymu meopuumu — 0amu im MONCAUBICIL MEBOPUTHU.

OcgimHi npoepamu 6 2amy3i Mucmeyms, wjo 30CePe0N’CeHi HA PO3POOKAX
(CMBOPEHHAX OPUSTHALHUX Mamepianie) GUPIZHAIMbCS 0COONUBON epeKMUBHICTIIO,
OCKIbKU 60OHU NPONOHYIOMb OimsaM HA200y 00CHiONCyeamu ma 36uKamu 00 Yux
HeoOXIOHUX 6MiHb.

Konu dimu eusuaromv iHcmpymenmu, KOmpi Mumyi 6UKOpUCMosyioms Ojis
CMEOpeHHsl OpUSTHATLHUX POOIM Y 2any3sax My3uku, mauyio ma opamu, i im
HAdaemuvesi €80000A Yy GUKOPUCHMAHHI YUX [HCMPYMeHmie Ol MBOPEHHs CB0IX
61ACHUX OPUCTHANBHUX PpO6IM Ni0 HA2AA0OM HACMABHUKA, 6OHU NOYUHAIOMDb
b6yoyeamu 8iOHOCUHU MIdHC OOMEHAMIL.

Mauinyniogannss  gopmamu ma CmpyKmypamu My3uyHoi, Onucogoi ma
Xopeozpaghiunoi KomMnosuyil euMazae NiOKMOUeHHsI KOHYENMyaibHO20 MUCTEHHS 3
KinecmemuyHuM 00Cc8iooMm.

Tpayrrouu 6 pisnux Jucyuniinax, oimu 30amui 6I0UYymu, K came eiemMeHmu
uacy i npocmopy 63aEmo0ioms Midc cob0io, i 6OHU POOIIMb GUOIP, AKUL PE2YIIOE Y0
83A€MO0il0 015l  00CACHEHHs CHINbHOI Memu — YCHIUMHO20 BUKOHAHMA MEOPY
Mucmeymaa.

Takuii oceimuiii 00c6i0 HAOUIAE Oimell HACHA20K NOBIPUMU Y CBOL GIACHI
MOACIUBOCTI OISt CMEOPeHHA Hosux cmpykmyp. Lle eumaeae 6i0 nux docnidxcyeamu
HeACHOCMI, PUUKYBAMU, I, BUSHAIOUU PI3HI MOYKU 30Dy, GUUMUCH 30ANAHCO8Y8AMU
c601 IHOUBIOYANbHI sapianmu 3 epynosum supiwennam. Haguarouu nawux cmyoenmis
MUCTUMU MEOPHO, MU GUUMO IX HAOYEAMU GNEBHEHOCMI 8 CB0IX GIACHUX [0esX, | Mu
oaemo im yinHi 3acobu, AKi BOHU MOJCYMb 3ACMOCO8Y8AMU 8 YCiX cghepax c6020
orcummsi.

Knrwuosi cnosa: wuasuanns meopuyum 30i6HOCmAM, po3podKa 3 OimvMu,
Mucmeybka ocima, Ha8UUKU 08AOYAMb NEPULO2O CTNOTTMINAL.

OBYYEHHME TBOPYECKHUM CIIOCOBHOCTSAM JETEN
CPEJCTBAMMU UCHIOJIHUTEJIBCKOI'O HCKYCCTBA:
PAZPABOTKA

Cons K. baep

Iledacozu npoodondicarom noduepkusamv, Ymo MEOPUECmE0 SABNAEMC OOHUM
U3 Haubonee 8AMNCHBIX HABLIKOG, KOMOPble HAUWU Oenu OONICHbL NOLYUUMb, YMOObl
OblMb YCREWHbIMU 8 NOCHIUHOYCIPUATLHOM MUpe.

Hasvixu, césazantble ¢ mMEOPYECMBOM, GKIIOUANM: KPUMUUECKOE MbIULIEHUE,
peweHue  npobiem, COMPYOHUHECMEO, CONEPENCUBAHUE,  TTHOO3HAMENbHOCD,
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6000padicerue, 2ubKOCMb, YMeHue odwamvcs ¢ Opyeumu a0bMu, d MAK’Ce
20MOBHOCMb 838Mb HA CEO5L PUCK U NOMEPNEeNntb NOPAdICEHUE.

Jsaoyamv namv nem onvlma asmopa 6 CO30AHUU U BHEOPEHUU 8 ICU3Hb
NPOSPAMMbL UCHOTHUMENTLHO2O UCKYCCMEA Ol Oemeti om 0esimu 00 YemblpHAoyamu
JIem NOOMBEPAHCOAIOM Me3UC O MOM, WMo JYHull Cnocod Hayuums Oemeu Oblmb
MEOPUECKUMU — 0aNb UM 803MONCHOCHL MEOPUNTb.

Obpazoeamenvhvie NpoSPaMMbl 6 0ONACU UCKYCCME, COCPEOOMOUeHbl Hd
paspabomkax —(CO30aHUU  OPUSUHAILHBIX  MAMEPUATO8) OMAUHAIOMCS  0CO00U
ahhexmuenocmvio,  NOCKONLKY  OHU — Npeonazaiom  OemsM  GO3MOICHOCHIDb
uccnedosanv U NPUBLIKAMb K IMUM HEOOX0OUMBIX YMEHUSM.

Kozoa 0emu uzyuarom uncmpymenmol, KOMopvle XyO0HCHUKU UCROTb3VIOM Olist
CO30aHUs OPUSUHATLHLIX pabom 6 obnacmu My3vlKU, MAHya u Opamvl, U um
npedocmaginsiemcs c800600a 8 UCNONL30BAHUU IMUX UHCIPYMEHMOS8 Osl CO30AHUA
CBOUX COOCMBEHHBIX OPUSUHANBHBIX pabom  No0 HAO30POM HACMAGHUKA, OHU
HAYUHAIOM CIMPOUMb OMHOULEHUS. MENCOY OOMEHAMUL.

Manunynuposanue popmamu u cmpyKmypamu My3vlKaibHOU, ONUCAMENIbHOU U
Xopeocpaghuueckoii  Komnosuyuii  mpedyem  NOOKIOUEHUs.  KOHYENMYAIbHO20
MbIUAEHUsL C KUHECeMUYeCKUMU ONbLMOM.

Pabomas ¢ paznuunvix oucyuniunax, 0emu CHOCOOHbI NOYYECMBOBAMb, KAK
JNEMEHMbL BPEMEHU U NPOCMPAHCIEA G3AUMOOCUCMEYIOM MeXCOy COOO0U, U OHU
denaiom 8v100p, KOMOpbILL pe2yiupyem 5mo e3aumoodelicmeue OJisi OOCUNCEHUS
obweil yenu — YCnewno20 6bINOIHEHUs NPOU3EEOCHUs UCKYCCMBA.

Takoii 0bpazosamenvrulii onvim Hadeisiem demell 8000yuLesIeHUeM NOBEPUMD
8 C80U COOCMBEHHBLE BO3MOICHOCTIU OISl CO30AHUSL HOBbIX CIMPYKMYp. Dmo mpebyem
OM HUX UCCILe008amb HEACHOCHIU, DUCKOBAMb, U, NPUSHABAS. PA3IUYHbIE MOYKU
3pEHUst, YHUMbCS OANAHCUPOBAMb C80U UHOUBUOYATbHBLE BAPUAHMbL C 2PYNNOGHIM
peweruem. OOy4as HAWUX CMYOEHMO8 MbLCIUMb MEOPYECKU, Mbl VUUM  UX
o6pemanms YEEPEHHOCMb 6 CE0UX COOCMBEHHBIX UOeX, U Mbl OdeM UM YeHHble
cpedcmea, KOmopble OHU MO2YIM NPUMEHSMb 80 8CEX Chepax C80ell HCUZHUL.

Knrouesvie cnosa: o6yueHue meopyecKuM CHOCOOHOCHAM, pA3pabomka ¢
Odembmu, Xy00ducecmeeHHoe 00PA308aHue, HABLIKU 08A0YAMb NEPEO2O BEKA.
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