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DRAMA IN PERSONAL GROWTH AND IN TRAINING
OF SOCIAL ROLES

Krystyna Pankowska

Drama is an educational method whose basis is to play new and
difficult roles in various roles in order to understand their essence and to
gain or deepen knowledge about the world, about oneself and about other
people. The educational space of drama is a special experience due to the
concentration of role interactions in life topics and situations. Drama,
therefore, is part of this trend of thinking about human education, which
draws attention to the human inner experience, its diversity, contacts
between people and their influence on the spiritual maturity of a person.
The techniques evoked in drama were created thanks to the observation
and use of specific human development processes and the specificity of
human social functioning. Therefore, even a young child is equipped with
specific drama properties, which are manifested in play, in playing roles.
Role plays are even a specific developmental imperative of the child. By
playing roles, the child gets to know the world and its laws, and has the
opportunity to test his or her skills and emphasize his or her individuality.
Also in the life of an adult, the role is both potential and ubiquitous. For
man does not only have specific predispositions to play roles,but in reality
he plays them constantly in life. During the course of one's life each
person, reaching its successive stages, learns different social roles - the
role of a child, the role of a pupil, a student, etc. Looking for an answer to
the question what is the phenomenon of drama, I suggest to look at one
aspect, namely the ability to play roles as a specific human property. This
issue needs to be looked at from an anthropological, psychological,
sociological and philosophical perspective.

Key words: Drama, roles, experience, play, child, development, life
stage, social roles.

Drama is an educational method whose basis is to play new and difficult
roles in various roles in order to understand their essence and to gain or deepen
knowledge about the world, about oneself and about other people. Brian Way, an
English drama expert, pointed out that the answer to many simple questions
could take one of two forms: information or direct experience. The first type of
answer belongs to the category of academic education, the second type is
appropriate for drama. As an example he gives obtaining an answer to a question:
"Who is a blind person". A simple encyclopaedic definition may be the answer.
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An alternative answer, on the other hand, appears at the moment of following the
instruction: "Close your eyes and without opening them, try to find a way out of
the room full of different equipment." The first answer contains a concise piece
of information that can help the intellect to be satisfied. The second answer goes
beyond mere information and moves the heart and soul in the same way as the
mind. (Way, 1990 [1967], p. 17).

The educational space of drama is a special experience due to the
concentration of role interactions in difficult life topics and situations. Drama,
therefore, is part of this trend of thinking about human education, which draws
attention to the human inner experience, its diversity, contacts between people
and their influence on the spiritual maturity of a person. The Latin source of
experience links its meaning to the trial, passage, crossing or even to the threat
and danger. It is not difficult to notice that it semantically approaches the specific
experience gained from the old initiation rituals, which are no longer present in
our culture. Such an experience was seen as a necessary condition for the
development of the self. Today, experience is also an invaluable value at all
stages of growing up to maturity, as it leads to the internalization of experienced
states and experiences, which become the building blocks of identity and
constitute a special weapon, and at the same time a protective shield in difficult
life situations.

Hans Georg Gadamer points out that the dialectic of experience is not
fulfilled in the closing-off knowledge, but in the openness to the next experience.
Each experience is unique, each one also changes the view of reality ("nothing is
the same as it was before"), at the same time causing a change in the person
functioning in it. Assuming that every new experience is a kind of questioning of
the existing knowledge, it is also a crossing of the border of possibilities which
until now seemed to be impossible to cross. In drama, this is realistic even in
relation to so-called border experiences, as it is governed by the principle of
conventionality in a fictitious simulation, and not by reality as such. Drama,
which always has the character of direct interactions, guaranteeing the unity of
the person(s) with the experience, therefore fulfils the basic condition for the
experience to be talked about at all. In the final effect, understood as life training,
it is a polyphonic form of multiplying experiences and acquiring meanings
leading to a change in attitudes, divided into voices. This dynamics activates the
dormant potential of a human actor on the life stage. In drama, the dependence of
changes on the subjective activity of people is immediately visible. The
participants of the workshop activities, gaining new experiences, then have a
chance to transfer their effects into "post-drama" spaces, i.e. into real life.

The techniques evoked in drama were created thanks to the observation and
use of specific human development processes and the specificity of human social
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functioning. Looking for an answer to the question what is the phenomenon of
drama, I suggest to look at one aspect, namely the ability to play roles as a
specific human property. This issue needs to be looked at from an
anthropological, psychological, sociological and philosophical perspective.

Entering roles is a result of natural human predisposition, which has already
been pointed out by the experts of developmental psychology, including the
Polish psychologist and pedagogue Stefan Szuman. During the observation of
young children we can see how spontaneously they take on a role. By playing
with the doll, the child takes on the role of the mother, treating it -the role of a
doctor, playing with cars, takes on the role of the driver, police officer, etc. This
is a spontaneous action of the child, not imposed by anyone. S. Szuman describes
the behavior he observes and says that the child immediately externalizes what he
or she has thought in speech and in playing various situations. (Szuman, 1962).
The child improvises these situations, because there is no previously written
script which they themselves create while playing. Observing a child, we also see
his or her absorption and involvement. However, a child does not need an
audience, he or she is an actor, a spectator, a director, a stage designer — so he or
she is a total theatre artist or, to put it another way, a total person of drama.

Therefore, even a young child is equipped with specific drama properties,
which are manifested in play, in playing roles. In these plays, the child evokes
and updates a wide range of ideas, which consist in a "pretend" introduction,
assuming the conventionality of the situation, of what a child already knows
about the world, including the world in which adults live and work. These plays
are an attempt at combining the already learned facts and situations into a new
whole, with commitment, physical, mental, constructional and creative activity.
In this way, the previously acquired experiences are transformed into concrete
actions, and the resulting experiences become the child's own experiences, which
nothing can replace in the process of their development.

Role plays, in the literature of the subject called thematic (imitative,
functional, fictional or role plays), are even a specific developmental
imperative of the child. (Pankowska, 2000). A child deprived of the opportunity
to observe the social environment and social functioning associated with thematic
plays is not able to develop properly, as confirmed, among others, by the cases of
so-called "feral children". By playing roles, the child gets to know the world and
its laws, and has the opportunity to test his or her skills and emphasize his or her
individuality. In the case of older children, the social value of playing roles also
enters into the pre-school age (a child, as a director, assigns roles: I will be a
teacher, you a student, I will be a salesperson, you a customer).

The subject matter and content of role-playing depends on the conditions in
which the child lives. In role-playing the child recreates and transforms reality,
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corrects it according to his or her own ideas, but also compensates and
supplements it with fiction. At the beginning, however, the child usually limits
themselves to reproducing what they managed to remember and isolate from their
previously acquired contacts with reality. They first mimic simple actions, and
then learn how to combine them into cause and effect relationships. On the one
hand, they improve in the ever more concrete performance of tasks observed in
life, and on the other hand, they gradually move on to attempts to break away
from specific situations and objects, to give them substitute meanings, and thus
enter the stage of symbolisation. M. Debesse, pointing to the transition from
simple role plays to those that incorporate creative invention, says that a child
starts to generalize his or her roles, e.g. playing the role of a doctor, a child does
not play a specific doctor, but a "doctor in general", who is in a specific situation
and has relations with other people. In such a game, the child learns to separate
certain situations and activities from other phenomena and combine them into a
logical whole. They also learn to distinguish in a human being, an animal or an
object which they play the characteristic features belonging only to this object.
This is the basis for a conscious play, undertaken with understanding, that fulfils
important developmental functions.

The child therefore takes on a role with some initial knowledge of the
nature of these people's activities and the things they will be playing in the game.
This knowledge comes from direct contacts, from stories, from reading books,
from watching films. Therefore, the child's sources of knowledge are diverse; it
can be assumed that playing roles will not bring anything new to this knowledge,
that it will cover only what the child is already familiar with. This is not true,
however, as by playing the role children reach a higher level, which gives this
knowledge a more conscious and generalised character. Never is the child's
theme play the same, it does not repeat itself, which is not due to lack of skills,
but to the imperative of enriching experience, trying out new possibilities.

By participating in role plays, the child also gets to know the world of
social relations much more complex than those available in his or her non-play
activity. In these natural processes of self-creation through roles, the child first
perceives their action, but this action is at the same time the action of another
human being, another person whose role they have taken on. In this way, a child's
own actions are objectified by the attitude and conduct of someone else. The
child learns more about the life and complexity of the situations he/she
encounters by following the different life situations and playing different roles.
(Okon, 1987). By recreating the phenomena derived from life in a play the child
makes attempts to associate individual episodes and links them into a consistent
sequence of events, trying to assign a specific role to specific people who occur
in these situations. What they know only from hearing and seeing, they meet in

127



2 (83)-2018 JlyXoBHicTb 0cO0MCTOCTi: METO/10J10Tis1, TeOpis i MpakTHKa

their own way and directly in play. Therefore, the synthesis of imaginary and real
life, the synthesis of a child's previous activity in the world, as well as the
synthesis of the absorption of the world and self-expression and expression are
important in children's playing of roles.

A child of preschool age is already able to distinguish between a role and a
fictitious situation in play and reality. For example, in the case of playing shop,
when an adult involved in a game wanted to pay with real money, they heard
from children: ma’am, this is only a game, candies are not real and money is also
"pretend". Another example: one dad found his four-year-old son sitting in the
first chair in a row and playing the train. Dad kissed the child, to which the son
reacted spontaneously: "Daddy, you are not allowed to kiss the locomotive,
because the wagons will think that it's all not true." Therefore, children
consciously move from the real world to the fictitious world. And everything can
be done in a fictional role. What a child cannot do in reality can be achieved by
playing roles. (Szuman, 1962, p. 50).

In these plays, the child does not only imitate real life processes, but also,
as a director, adapts and transforms them. They create new situations, highlight
those moments which, in their opinion, are most important and correspond to the
characteristics of a given person or situation. The child's plays are therefore
similar to the theatrical play seen on stage, where the director makes available to
the audience only certain generalised human problems. For both the role plays of
a child and the stage art, there are not only images and fictitious situations, but
also certain problems presented. In play, these problems broaden a child's
horizons of thought and are a prototype of a child's future, serious actions in their
psychological structure.

Drama is connected with the art of theatre, with which it is linked by the
phenomenon of a role. The concepts of theatre are used today by various human
sciences, including philosophy and sociology, which formulate such metaphors
and comparisons as "the world as a scene of life", "human being as an actor",
"theatrical and social role", "the actor's mask and the mask that life imposes on
human beings". In this terminology, the analogy between the actor and a human
and the world they create is emphasized. The task of both drama and theatre,
which can be expressed in these different categories and versions, is first of all to
search for the truth about human beings and the world around them, to search for
different dimensions of becoming human.

Luis Vives, a great Spanish humanist and educator of the Renaissance
period, was one of the first to present the anthropological theory of theatre in
Fabula de homine. The content of the fable is as follows: At the Olympus, Jupiter
prepared a sumptuous feast for the gods, with an abundance of ambrosia and
nectar, food and drink guaranteeing the immortality and eternal youth to the
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gods. However, in order to make the meeting even more sumptuous, after the
feast Jupiter invited the gods to a theatrical performance specially prepared for
them. He built the stage and the decorations himself — "the whole world, the
world so big, so ornate, so diverse and so beautiful". He also called the actor,
who was Man created by him. This actor entered the stage and played the whole
world - he played plants, appeared "in the shape of a thousand wild animals, it
was a lion angry and raging, it was a wolf predatory and always hungry, it was
again a harsh wild boar, a cunning fox, a lustful and dirty pig, an anxious hare, a
jealous dog or a stupid donkey. In the next installment, in the next act, the man
returned to the stage to play himself, in various forms, in various functions and
roles, personal and public. However, it was not the end of the theatrical play of
Man - in another act the surprised and astonished gods saw how "suddenly he
appeared transformed in their own form, crossing the borders of human nature
and expressing himself in a pure reason". Finally, Man played the role of Jupiter
himself and played it so perfectly that the astounded gods "thought in excitement
and confusion that it was their ruler and father who came onto the stage". There
was no end to the applause, and as a reward for his playing, Man, after taking off
his stage costume, was invited to take a place among the gods. The gods were
curious "about how Man played the plants, wild animals, gods, the ruler of gods-
Jupiter on the stage. They wanted to know what methods to use, what gestures."
Man answered questions, and the gods began to treat him as a true "fellow citizen
of their kingdom." They understood that "Man is everything", because he can
play everything, can impersonate everything. (Suchodolski, 1981).

Vives' fable shows the deepest truth about a man who can play himself and
the whole world, the one he found as nature, and the one he himself created as
civilization, as culture, and the metaphysical world of gods. Vives is also one of
the first to point out the fact that taking on roles belongs to the nature of man.

A young child already has this ability, but in the later stages of human
development the willingness to play a role changes. With growing up and in
accordance with developmental principles, the role becomes internal. According to
G. Santayana, the expression of an adult is an immobile mask. But also in the
life of an adult, the role is both potential and ubiquitous.

After all, it happens that an adult also throws off their mask when no one
sees them, when they get rid of shame related to the role of "being an adult". And
often in their thoughts they play imaginary situations "what would happen if",
play roles and formulate appropriate behaviours in relation to the situation.

However, regardless of the degree of spontaneity in behaviour, roles are
also defined by certain characteristics. For example, Jerome S. Bruner, analysing
both the determination and certain potential of human nature in many roles,
writes that: "In every person there is their own cast of characters — ascetic and
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maybe a glutton, a pedant, a frightened child, a boy, even an observer, sometimes
a Renaissance man. The great plays are such an internal cast spread out among
individuals, translating an internal drama into an external drama, transforming an
internal cast into dramatis personae". (Bruner, 1971, p. 68).

Contemporary psychological research confirms this potential of roles in
human behaviour. Eric Berne, who conducts research in psychotherapeutic
groups, observes certain behavioural traits during the research: people change
their body postures from time to time, their voice and their way of expressing
themselves change. Berne does not use the notion of role, but says that probably
every person has a certain repertoire of ego states, which are the psychological
reality of an individual, and he calls them Parent, Adult, and Child. "At any time,
each person in a community will show the state of ego of a parent, adult or child,
while being able to change one state of ego for another." Berne says that
everyone carries their parents and, as an adult, a little boy or girl within them.
(Berne, 1997).

However, it is not only about the potential multiplicity of human roles. For
man does not only have specific predispositions to play roles, but in reality he
plays them constantly in life. Shakespeare already used the metaphor of the role
in relation to people as actors on the life stage. In the twentieth century, however,
this metaphor, of the role and man in life's theatre, made a staggering career in
social science. Jean Duvignaud, theatre and drama theoretician, says: "The fact
that in a complex society an individual can play multiple social roles (be a
construction manager, a football goalkeeper and, at the same time, a trade
unionist) shows that many roles can interweave in the life of one person and that
every person takes part in different ceremonies; during these ceremonies, the
individual identifies himself with a type of person determined by tradition and
behaves in accordance with the manner of conduct which this identification
imposes." (Duvignaud, 1991, p. 75).

So there is no escape from the role. Simply put, in real life every person,
always and everywhere, more or less consciously, plays a role, and it is in these
roles that people know each other and themselves. What is more, there is no
escape from playing roles, there is even their specific social imperative. A person
in their intended period of life is forced, whether they want to or not, to play their
numerous social roles and to play them in a specific way, making an appropriate
impression on their surroundings.

It is therefore no longer a metaphor of life as a theatre, present in the
European consciousness for centuries, but the use of specific categories from the
aesthetics of theatre for research on society. It was considered to be the main
model and principle of explaining all social facts. Therefore, a person has been
placed as an actor on the scene of social dialogue, where, playing numerous roles
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in contact with other people, they use specific techniques and means in order to
make an intended impression on them. Taking on roles would therefore be based,
among other things, on a willingness to meet the expectations of a particular
environment, which takes place as a result of both unconscious and conscious
human actions.

The theory of social roles, the development of which is linked to such
names as George Herbert Mead, Florian Znaniecki or Erving Goffman, is crucial.
In this theory, the role that determines the system of social relations acts as a
normative model or as a tool for making impressions.

When several people meet, they always first define the situation, i.e.
distribute the roles they will play in relation to each other," says Znaniecki. This
situation is similar to the theatrical one: "Just as Hamlet can only be imagined in
relation to the King and Queen, Ophelia, Polonius and all other characters, we
define ourselves in the same way, and can be defined by others, in the process of
overlapping our conduct with that of all those who accompany us on the journey
of life." (Znaniecki, 1986, p.17). Therefore, the social environment always
implies the existence of specific social roles. This is because individual people
usually occupy some position/role in a given social environment. For example,
the position of father, mother, wife, husband, son, brother, etc. in a family can be
indicated. There are certain behavioural patterns associated with certain positions
(e.g. how and what to say in certain situations, in turn how to behave or even
how to dress), certain privileges (what to expect from others), certain
requirements (what tasks to fulfil). All these elements of an individual's position
define his or her social role. During the course of one's life each person, reaching
its successive stages, learns different social roles — the role of a child, the role of
a pupil, a student, etc. As people grow up and mature, their environmental circle
expands (it may be a family, a school or some more general cultural and social
circle), thus increasing the number and type of social roles they learn and at the
same time play in their lives.

Goffman's theory is therefore based on the belief that people are guided in
their actions by the desire to make a good impression on others. People are
therefore constantly playing in front of each other in order to present themselves
in the best possible light. This is connected with the fact that a person can never
free themselves from the presence of other people and the overwhelming
tendency to shape themselves in relation to them. "Other people are our constant
companions on the journey through life - faithful, constant spectators — and none
of us would be able to build a self that was not closely connected with the other
"selves", playing their roles on the same stage." (Goffman, 1981, p. 89). So the
presence of others transforms every human activity into a performance. Even
those who are not directly present among us are still exercising their influence.
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Social psychologists are interested in exploring how and why our thoughts,
feelings and behaviours are shaped by these external social environments, full of
persons in their roles.

The model of "drama" human functioning in the light of various scientific
theories has been outlined. This clashing and meeting of different positions
testifies to the vitality and value of the role in the world of people, and the
juxtaposition of different perspectives of human functioning in the space of life
links the pedagogy of drama with deeper assumptions about the nature of the
human world.

The Renaissance philosophy already proclaimed man as an actor in a world
theatre with an almost unlimited choice of roles, although created by God, but
with divine intervention largely suspended. This infinity was to provide a human
being with the freedom to reach the essence of humanity, and the taking up of a
role and the way in which it was to be played was to become the realization of
human freedom. The privilege of man is, as Juan Luis Vives said, "that he does
not receive a role, that he can be everything". However, the fable of man does not
only talk about the properties granted to man; it also talks about their activation,
about the potential of a man who can exceed himself, his individual life, his
limited time and space of existence towards unknown worlds, towards specific
parallel worlds and infinite possibilities. Towards multiplying life and reaching
for the impossible. Therefore, this fable indicates the possibility of human
transgression. It points out that human humanity is based on the fact that while
being the same, a man becomes still different, that being limited to a specific
form of being, a man becomes everything. The above picture also conveys a
more general message for education: towards transgressional education,
including education through drama.
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POJIb JTPAMMU Y PO3BUTKY OCOBUCTOCTI TA Y HIAI'OTOBLI 10
BUKOHAHHS COLTAJIbHUX POJIEA

Xpucrunna IlankoBcbka

Hpama — ye memoo 6uxoeamns, 6 OCHOBI AKO20 JNEHCUMb GIOMEOPEHHS HOBUX |
8AJICKUX poJiell y pI3HUX eapiayisx, wjo6 3posymimu ix cyme i ompumamu abo noeaubumu
3HAHHA npo ceim, npo cebe ma npo inwux moden. Hasuanvnuii npocmip Opamu €
0cobUBUM 00CBI0OM 3a80AKU KOHYeHmpayii 63aeMo0ii poneu y HCUmMmesux NUMAHHAX Md
cumyayiax. Tomy Opama € HacmuHOl0 YbO2O0 HANPSAMY MUCIEHHS NPO OCeImy n0oel, sAKd
36epmac yeazy HA GHYMPIWHIN 00C8I0 TOOUHU, U020 PIZHOMAHIMHICMb, KOHMAKMU Midc
J00bMU ma iX 6naué Ha OyxXoeHy 3spinicme a0Ounu. Memoou, wo bepyms nouamox 6
opami, Oynu cmeopeni 3aB0SKU  CNOCMEPEdICEHHIO MAd BUKOPUCMAHMIO  KOHKDEMHUX
npoyecie JHOCbKO2O PO3BUMKY ma cneyugiyi coyiarbHo2o QYHKYIOHYEBAHHS HOOUHU.
Tomy Hasime 01 ManeHbkoi OUMUMU  XAPAKMEPHUM €  HASGHICMb  CHeyu@iuHux
opamamuinux 1acmueocmen, SKi NPOAGIAIOMbCA 6 2pi, y 6uKouauui poneu. Ponvogi
iepu — ye we U ocobnueull imnepamue po3eumxy Ooumuny. Ipaiouu pons, oumuna nisnae
cgim ma 1020 3aKOHU, MAE MOJICIUBICIL GUNPOOYBamuU C60I HABUUKU MA NIOKpeciumu
cgoto  iHougioyanvuicme. Taxooc y owcummi 00pocioi MOOUHU pOb € AK NOMEHYIHOI,
mak i ecrooucywor. bo nwoduna He minbKu mMae neeHi CXumbHOCMi epamu poni, HAcnpagoi
60HA nocmitino epac ix y dcummi. Y npoyeci c6020 JHCUMMSA KOJCHA NIOOUHA, OOCASAIOUU
11020 NOCHIOOBHUX emanis, GUUMbCA epamu pisHi coyianvHi poai— poiab OUMUHU, pPOJb
yuns, cmydewma mowo. Y nowyky 6i0nogioi Ha NumawHs, WO make (heHomeH
opamamuzmy, 5. NPONOHYIO 36ePHYMU Y8A2Yy HA OOUH ACNEKMm, d Came HA 30aMmHICMb 2pamu
PpOnb AK ocobaugy eracmusicme moounu. Lleu acnexm npobaemu 00cniodiceHHs HeoOXiOHO
poszensdamu 3 AHMPONONOSIYHOL, NCUXO0N02IUHOI, coyionoziunoi ma @inocoghcvroi mouok
30py.

Knwwuosi cnosa: opama, poni, 00csid, epa, OumuHa, po36UMOK, eman HCUmms,
coyianbHi poi.
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POJIb IPAMBI B PASBUTHUH JIMYHOCTHU U B IIOJAI'OTOBKE
K UICHHOJIHEHUIO COIIUAJIBHBIX POJIEN

Kpuctuna IlankoBckasn

Hpama — smo memoO 6ocnumanus, 8 OCHO8e KOMOPO2O JeHCUMm B0CHPOU3EeOeHUe
HOBbIX U MAXCENbIX POJell 8 PA3HBIX 8apuayusx, 4moOvl NOHAMb UX CYMb U NOAYYUNMb UL
yenyoume 3HaHus o mupe, o cebe u o Opyeux moosax. Yuebwoe npocmpancmeo Opamvl
SAGNAEMCL  OCOOEHHLIM  ONBIMOM  011a200apsi KOHYEHMPAyuu  63auMoOeicmeus ponei 6
JfCUBHEHHBIX  gonpocax u  cumyayusx. Ilosmomy Opama sensemcs  UACMblO MOS0
HAnpaeneHus, MvlulieHus 06 o6paszosanuu Jn0O0el, Komopas obpawaem 6HUMAHUE HA
GHYMPEHHULl ONbIM  4el0BeKd, €20 pPA3HO0Opasue, KOHMAKMbL MeNCOY MOObMU U  UX
6UsIHUEe HA OYXOBHVIO 3pelocmb yenoeeka. Memoovl, bepywue nayanro 6 Opame, Oviiu
co30anvl  6razodaps — HAOMOOEHUr0 U UCHONb30BAHUIO — KOHKPEMHbIX — NPOYeccos
YenoBeuecko2o  pazeumus U - Cneyuuke  COYUAIbHO20  (DYHKYUOHUPOBAHUS  HeN0BEKd.
Tlosmomy Oadce Onsi  MANeHbKO2O —pebeHKa XApaKmepHO — Haiuyue  CheyuduuecKux
Opamamu4eckux ceoucme, KOmopbvie NPOSGIAIOMCS 6 uzpe, 6 ucnoiHenuu ponei. Poneevle
ucpbl — 9mo ewje u 0cobwill umnepamue pazeumus pebeuxa. Hepas poaw, pebenok
nosHaem Mup U €20 3AKOHbl, UMeem GO3MOJICHOCMb UCHbIMAMb C60U HAGLIKU U
NOOUEpKHYMb €010  UHOUBUOYANbHOCMY. Takdice 6 JICU3HU  63POCI020 UYeN06eKd pPOJib
AGNAEMCs KAK NOMEHYUanbHot, max u eezdecyujei. Ilomomy umo uenogex He MOIbKO
uMeem onpeoeneHHble CKIOHHOCMU UZPAMb PONU, HA CAMOM Oelle OH NOCMOSHHO uzpaem
ux 6 ocusnu. B mpoyecce  ceoeul  JicusHu  KadCcOwlll  4enogeKk,  0ocmucas — ee
NOCIeO0BAMENbHBIX  IMAN0S, VUUMCS USPAMb  PA3IUYHBIE COYUATbHBIE POAU — POTb
pebenra, poib yyenuxa, cmyoenma u momy nodoonoe. B noucke omeema na 60npoc, umo
makoe penomern Opamamusma, s npeonazard 0Opamumev 6HUMAHUE HA OOUH ACHEeKm, d
UMEHHO HA CROCOOHOCMb USpame poib KAK 0coboe ceotucmeo ueiogekd. Dmom dacnekm
npobnembl  UCCIe008aHUs — HEOOXOOUMO — pAccMampuéams ¢ AHMPONOJIOSUHECKO,
NCUXON02UHECKOT, COYUONO2UUECKOU U PUIOCOPCKOT MOYEK 3PEHUsL.

Kniouesvie cnosa: opama, poau, onvim, uepa, pebeHOK, pazeumue, MAN JHCU3HU,
coyuanvHvle poau.
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