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MUSICAL SPACE AND WORKS OF UKRAINIAN COMPOSERS
IN THE ASPECT OF STYLISTIC DIALOGUE

The purpose of the study is to determine the value-semantic importance of the creative works of Ukrainian
composers as an artistic and meaningful foundation of the music art of Ukraine. The article reveals the domination of the
laws of polyphonic musical thinking, which determines the origin and specificity of music language of Ukrainian
contemporary composers, as well as the direction of its evolution. The methodology of the study consists in the use of
the principles of the system and musical-historical methods, as well as the method of musical and stylistic analysis. This
methodological framework makes it possible to review a wide and inhomogeneous, in the aspect of style, space of
compositional practice in modern Ukraine from the point of view of organizing function of polyphonic thinking. The
scientific novelty of the research consists in the systematization of the polyphonic laws of musical thinking as a style
coordinate of contemporary musical creation. In this case, polyphony is understood as a general principle of musical
thinking as a whole, which is the basis of constructive and artistic music art from its origin. Conclusions. The variety of
musical styles and genres of contemporary Ukrainian composer's creation (V. Silvestrov, M. Skorik, Y. Ishchenko,
A. Kozarenko, K. Tsepkolenko, Y. Gomelskaya) present the various aspects of implementation of polyphonic patterns.
Each of the composers finds new expressive possibilities of polyphony in the context of today's musical thinking. The
composers consider polyphony as the basis of artistic thinking, which is always relevant to the stylistic evolution of music —
up to the "polyphonic Renaissance" of the XX century.
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3aezopodHsa ManuHa ®edopieHa, oKmMop MuUcmMeumeosHascmea, rnpogecop, rnpoghecop kaghedpu meopii
My3uku ma komnosuuii OdecbKoi HayioHanbHOI My3uyHoi akademii Im. A. B. HexdaHosoi

My3U4HUI NpOCTip Ta TBOPYiCTb YKPAiHCLKMX KOMNO3UTOPIB B acneKTi CTUNbLOBOro Agianory

MeTa gocnimxeHHs1 nonsrae y BU3HaYeHHi LiHHICHO-CMMUCIOBOrO 3HaYeHHs1 TBOPYOCTi YKPATHCLKUX KOMMO3UTOPIB
AK XYAOXKHBbO-3MICTOBHOI OCHOBM MY3WYHOrO MucTeuTBa YKpaiHW. Y cTaTTi BUSBMEHO NaHyBaHHSA MONiOHIYHUX 3aKOHO-
MipHOCTEWN MY3MYHOrO MUCIEHHS, SiKi BU3Ha4YaloTb BUTOKM Ta cneumdiky My3M4HOI MOBW Cy4aCHMX YKPAiHCbKMX KOMMNO3K-
TOpIB, a TaKOX CMPAMOBAaHICTb i eBontouil. MeTogonoria gocnigXeHHA nonsarae y BUKOPUCTAHHI NPUHLMMIB CUCTEMHOIO
i MY3U4YHO-ICTOPMYHOIO METOAIB, @ TakoX MeTody My3M4HO-CTUNBOBOro aHanidy. Taka meTogonoriyHa 6a3a gae Moxnu-
BICTb ONS po3rnsagy LUMPOKOro i HEOOQHOPIAHOrO B CTUNBOBOMY BiQHOLLUEHHI MPOCTOPY KOMMO3UTOPCHKOI MPaKTUKN B Cy-
yacHin YkpaiHi 3 no3uuin opraHi3dytoyoi yHKUii nonidoHiYHOro MucneHHsa. HaykoBa HOBU3Ha JOCNIOXEHHS Nnonsarae B
cuctemaTtusadii NoniPoHIYHMX 3aKOHOMIPHOCTEN MY3UYHOTO MUCIEHHSI SIK CTUMBbOBOI KOOPAMHATU Cy4acHO! MY3UYHOT
TBOpYOCTi. [onipoHis B gaHOMY BMNaaKy pPO3yMIETbCA AK 3aranbHUA MNPUHLMMA MY3UYHOTO MUCMEHHSA B LINOMY, SIKUN €
KOHCTPYKTUBHOIO | Xy4OXXHBbOT OCHOBOIO MY3U4HOIO MUCTELTBA BiJ CBOIX BUTOKIB. BUCHOBKW. Y Pi3HNX MY3UYHUX CTUNAX i
aHpax yKpaiHCbKOI KOMMO3NTOPCBKOI TBOPYOCTi cydacHocTi (B. CunbeecTpos, M. Ckopuk, 0. IweHko, O. KosapeHko, K.
LlenkoneHko, KO. Nomenbcbka) NnpeacTaBneHi pisHi acnekTn BTINEHHs NomnioHIYHMX 3akOHOMIpHOCTeN. KoxeH 3 kommo-
3MTOpPIB 3HaXOAMTb HOBI BMpPa3Hi MOXMIMBOCTI NONIGOHIT B yMOBaxX Cy4acHOro My3W4HOro MUCHEHHS i iHauBIAyanbHOT op-
raHisauii MyaunyHoro npoctopy. Komnoautopu ouiHioiTb nonicpoHito sk 6a3y Xy4oXKHBOTO MUCIIEHHS, SKa 3aBXaWU aKkTya-
NbHa AN CTUNBbOBOI €BOMIOLT My3MKM — ax A0 «nonidoHiyHoro PenecaHcy» XX cToniTrs.

Knto4yoBi cnoBa: My3nyHui npocTip, NonidoHis, NONICTUMICTMKE, My3UYHWUI CTUMb, My3U4Ha MOBA, MUCIIEHHS.

3aez20podHsisi ManuHa ®edopoeHa, DOKMOP UCKyccmeosedeHusi, npogheccop, npogheccop kaghedpbl meopuu
My3bIku u Komrosuyuu Odecckol HayuoHanbHOU My3bikaibHOU akademuu um. A. B. HexdaHoeol

My3sblkanbHOe NPOCTPAHCTBO M TBOPYECTBO YKPAUHCKMX KOMNO3UTOPOB B acnekTe CTUNIeBOro guarnora

Llenb uccnegoBaHusi cocTouT B onpeaerneHy LeHHOCTHO-CMbICIIOBOrO 3Ha4YeHUsi TBOPYECTBA YKPaUHCKUX KOMIMO-
3UTOPOB KaK Xy[OXECTBEHHO-COAEPKaTeNbHON OCHOBbLI My3bIKanbHOrO UCKYCCTBa YKpauHbl. B cTaTbe BbISIBNEHO rOCMNOACTBO
NONMPOHNYECKUX 3aKOHOMEPHOCTEN MY3bIKanbHOTO MbILLIIEHMS], KOTOPOE ONpPeaensieT UCTOKU U Crelnduky My3biKarbHOro
S3blKa YKPAMHCKMX COBPEMEHHBIX KOMMO3WTOPOB, @ TakkKe HamnpaBIieHHOCTb ero aponouuni. MeTtogonorusi nccnenoBaHus
3aKII0YAETCS B MCMOSMB30BaHMN NMPUHLMIMNOB CUCTEMHOIO U My3blKanbHO-MCTOPUYECKOrO METOAOB, a TakkKe MeToaa My3blkarb-
HO-CTMINEBOro aHanusa. Takasi MeTofornormyeckass 6asa 0aéT BO3MOXHOCTb PacCMOTPEHUS LUMPOKOTO M HEOAHOPOAHOMO B
CTWUINEBOM OTHOLLEHUM MPOCTPAHCTBA KOMMO3UTOPCKOM MPAKTVUKM B COBPEMEHHON YKpauHe C Mo3uLmiA OpraHnaytoLLen pyHK-
UMKU NONMOHNYECKOrO MbllneHusi. HayyHas HOBM3HA UCCNeNoBaHWs 3aKMioYaeTcst B cucTemaTu3aumm nornmgoHNYecKnx
3aKOHOMEPHOCTEN My3bIKaIrIbHOMO0 MbILLMIEHUSI KaK CTUIEBOW KOOpAMHATbl COBPEMEHHOMO My3blKaribHoro Teopyectsa. IMonu-
POHMSI B JAHHOM CIy4ae NMOHMMAEeTCs1 Kak OBLLMIA NMPUHLIMM My3bIKaibHOMO MbILLFIEHWUS B LIENIOM, KOTOPbIN AIBNSIETCH KOHCTPYK-
TUBHOW W XYLOXECTBEHHOW OCHOBOW My3bIKarbHOr0 UCKYCCTBa OT CBOMX WCTOKOB. BbiBoAbl. B pa3nuuHbIx My3sblKarnbHbIX
CTUMAX M XaHpax YKpanHCKOro KOMMO3UTOPCKOro TBopyecTBa coBpeMeHHocTH (B. Cunbeectpos, M. Ckopuk, HO. VweHko, A.
KosapeHko, K. Lienkonenko, HO. lomenbckasi) npeacTaBneHbl pa3nnyHbie acnekTbl NPeTBOPEHNS MONMMMGOHNYECKUX 3aKOHO-
MepHocTel. Kaxaplil M3 KOMNO3UTOPOB HAXOAMT HOBbIE BblpasuTeslbHbIe BO3MOXHOCTU NONMMGOHMN B YCITOBUSIX COBPEMEHHO-
ro My3blKanbHOr0 MbILLNEHUsi. KOMNO3MTOpb! OLEHMBAKOT NONMUEOHMIO Kak 6asy Xy[4OXKEeCTBEHHOINO MbILLIEHWS, KOTOpas BCe-
rfa akTyarnbHa ans CTUIEBON 3BOOLMM MY3bIKM — BNIOTb A0 «nonud)oHuyeckoro PeHeccaHca» XX ctoneTusi.

KnioueBble cnoBa: My3blkanbHOE MPOCTPAHCTBO, NOMUMOHNSA, NOMUCTUMMUCTUKA, MYy3blKamnbHbIA CTUMb, MYy3bl-
KanbHbI A3bIK, MbILLIEHKE.
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The process of global "confusion of tongues" which is a characteristic feature of contemporary artis-
tic thinking shows an internal and profound idea of stylistic dialogue, polyphonic in its essence. "Polyphony”
of musical text reveals the multipartite nature of contemporary musical thinking, striving for the process of
"analysis-synthesis" of each musical language element. The language of music is a multilevel structure. In-
formational significance of any component (sound, rhythm, harmony, melody, timbre, register, texture) pro-
vides a wide range of patterns matching different creative aspirations. This dialog provides a multiplicity of
stylistic tendencies, which is the leading feature of musical area at the turn of the XXI century.

The history of music is a single line of musical thinking, based on various forms of space and time
coordinates implementation: polyphony is represented as the horizontal axis and homophonic-harmonic as-
pect as the vertical one. The musical space between them fills all the elements of musical language with the
artistic sense in specific “genre and style” systems. From one sound to the general system of musical space
organization, there appears a system of dialogue between objective and subjective patterns. Objective pat-
terns get a real form of its existence only through the subjective aspects of their implementation, i.e. artistic
creativity of the composer.

A sound as an independent unit of the musical language suggests a multiplicity of combinations.
V. Silvestrov’s cantatas, A. Kozarenko’s oratorios, K. Tsepkolenko’s chamber symphonies, instrumental mu-
sic written by M. Skorik, Y. Ishchenko, J. Gomelskaya disclose various aspects of the artistic thinking in the
entire scale of the dialectical process in the musical space of Ukraine. For example, Y. Ishchenko reveals a
unique trend in his works. Composer builds a line based on the original refraction of classical symphony and
polyphonic logical independence of musical layers. His music combines the folklore background with the
freedom of techniques and means of contemporary musical writing. A special "colouring" of Ishchenko’s
manner of composing implies an unusual aspect, so-called "the vocal nature of the utterance”, combined
with “multitimbral” nature of his works.

The overall context of Ishchenko’s artistic interests has identified a wealth of genre pursuit and an
amazing capacity of stylistic parameters that are in line with general art trends of the XX and XXI centuries,
concentrated in the classical heritage of Shostakovich, Prokofiev, Bartok, and Honegger. On the other hand,
Y. Ishchenko finds the starting point in the mainstream of musical culture development that reflects the spe-
cific features of Ukrainian polyphony, vocal and choral in its nature (O. Dychko, V. Silvestrov, A. Kozarenko,
I. Karabyts, A. Havrylets). The composer supposes that B. Liatoshynsky and A. Shtogarenko’s musical lega-
cy had a direct impact on the formation of his views.

In Yuri Ishchenko’s own opinion, expressed in the personal conversation with the author, the insepa-
rable unity of polyphonic, rhythmic and folk principles can be emphasized in the composer's musical lan-
guage. Perfectly possessing polyphonic writing techniques, he focuses his attention both on the layer stratifi-
cation of the texture and imitating technigue. In general, many-sided use of polyphony attaches richness and
intense dynamics of musical thought to his works. One of the most important formative factors is composer’s
intrinsic sense of the timbre of the instrument. The timbre of the instrument plays a special role in the for-
mation and development of the musical material. The imagery of Y. Ishchenko’s musical language is closely
connected with concreteness of intonation turns and Ukrainian folk singing tradition in all its genre diversity
and richness of tradition. Constructive methods of writing, peculiar features of thematic material and the
basic principles of its development, specific character of composition and texture are largely determined by
composer’s national mentality.

In the history of music, one era follows another; the process of reciprocal influences between differ-
ent stylistic parameters is typical for art as a whole and reflects the internal dynamics of individual artistic
phenomena. In this aspect, we can mention A. Kozarenko, who is entering into his artistic maturity now.
Composer immediately asserted himself as a bright creative individuality, with his own specific author’s posi-
tion. According to the composer, the pursuit of technical experiments has exhausted itself. The level of com-
plexity of the musical structure has reached its perfection. If we do not find other ways, we will get a stale-
mate. Kozarenko says that the primary objective of the composer today is to put technological structures to
the service of music itself. A huge complex of composing techniques and technical means should obey pure-
ly musical laws, which served the basis for appearing music as a form of art.

The basis of this historic transition is the search for new expressive potential in the laws of polypho-
ny. The composer evaluates polyphony as the basis of artistic thinking, which has always found the source
of its existence in any art "parallel" of stylistic evolution — up to the "Renaissance polyphony" of the twentieth
century. The basis of his artistic positions is sonoristic interpretation of Polish and Lithuanian micropolyphony
techniques. Kozarenko treats them with great admiration and supports the idea of a canon as the most effec-
tive method of layer formation. Technique of classical polyphonic method (canonical imitation), which is a
vivid example of European thinking, can revive musical texture diagonally, vertically and horizontally. Based
on a simulation technique of polyphony, the composer subtly combined it with the folk nature of melodic cells
forming the canon. Matching layers form a complex and rich vertical chain and reveal the constructive pure
coloring of fourth and fifths consonances, which is specific to Ukrainian melodies.

We find the similar combination of the different lines of artistic thinking in the works by Arvo Part,
based on monodic sound as a constructive element of music space. J. Tavener uses the transparency of the
amazingly beautiful Greek choral chants of meditative type possessing naturalness and surrounding sound
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against a bass background of fauxbourdon type («Song for Athene», 2003 "Three antiphons", 2004, «Love,
bade me welcome», 2004 ).

M. Skoryk intensifies the coloristic role of individual groups as a way to saturate musical texture with
a special romantic spatiality. Skoryk’s neoromanticism is a kind of a "stylistic mask," here the mask is used
as a symbol of romantic sublime beauty, which is another aspect of music expressiveness comprehension.
V. Silvestrov, immersed in memories of the early romantic poetry of the Spirit, seems to connect the styles of
musical thinking with the "roar of world space,” deciphering layers of various centuries, from the first sound
ever to the cosmic level of music as the sound of the World.

A. Kozarenko’s art demonstrates the fundamental idea that the national folk tradition is the most via-
ble sphere in the disclosure of music beauty resources. Relying on the natural character of folk art and trying
to avoid quoting, composer plunges into that aspect of folklore, which is possible only at deep penetration
into the genetics of national thinking. Paying a special tribute to Ukrainian folklore, the composer reveals the
prospect of the t folk wave golden age in the course of modern national music culture development. The
ways of its blossoming find their roots in the works by V. Silvestrov, A. Zagaykevich, W. Kaminsky, B. Froly-
ak, V. Runchak and many others. National tradition of A. Kozarenko’s musical language is not related to the
technology of his structural techniques formation, which is so significant for M.Skoryk, Y. Ishchenko,
O. Dychko (Ukraine), P. Rivilis, T. Chiriac (Moldova), V. Gauvrilin, G. Sviridov (Russia), G. Kancheli (Georgia)
and others. Folklore "skeleton" of his music is deeply based on its expressiveness and originality of the au-
thor's statements, which is a natural feature of the talented creator’s artistic thinking. A thoroughly selected
layer of archaic polyphonic techniques in their original form forms texture in his works. They are voiced in
intonation "open spaces” of Ukrainian melos. Thus, there is a centuries-old continuous germination of linguis-
tic regularities of European classical polyphony into the bowels of Ukrainian national culture. In this particular
context, the identity and integrity of the national creative thinking of Ukrainian school of composition histori-
cally evolved. It is a natural way of a national musical culture formation, where the representatives of profes-
sional music (M. Glinka, N. Lysenko, M. Berezovsky, E. Grieg, Dvorak, Moniuszko, Chopin, Liszt, George.
Gershwin, I. Albeniz, Sibelius and others) selectively relied on different layers of folk music. The mentioned
principle of folk foundations and professional polyphonic techniques dialogue is an inexhaustible source of
cultural development of any nation in its specific national expression. This way the basis of spatial-temporal
context is determined.

As the analysis of A. Ishchenko and Y. Kozarenko’s creative positions showed, the multiplicity of
ideas about space can be presented on the ground of the functional role of the sound. A special projection of
sound into the musical space of polyphony is reviving in modern music, defining its basic position. Namely,
the sound is an equitable point of the series, the theme is tonally free unfolding serial circle, and the lines,
voices and layers, arising on this basis, divide musical texture into layers, outlining clear timbre-register pa-
rameters of musical material of the work. Often the composition generally starts from one sound, and thereto
turns back to complete the composition. Thus, such a sound, opening and closing the whole composition
works plays the role of the main tone as a substitute to the support function of prima of nonexistent tonic tri-
ad. Like the tonic, this sound is a kind of a reference point, but not in the system of functional gravity, but in
terms of the spatial coordinates of the artistic whole. This method, which is specific for contemporary music,
often becomes typical for composer's musical writing as a whole.

Here we can mention the scores of A. Honegger, numerous compositions of Barték and P. Hindemit
and among Ukrainian composers similar technique are often used by V. Silvestrov, M. Skoryk, K. Tsepkolen-
ko V. Runchak.

Relations between layers and the logic of their germination into polyphony are subject to the principle
of a single deployment in each of them and complementary asynchronous relationship between them. We
find such free choice of musical space projection in the works of young and talented composer J.
Gomelskaya (Odessa). She is the author of written works belonging to various genres, including chamber
music, ballets, symphonies, etc. Her creative pursuit is aimed at expanding the presentation and updating
the range of ways of searching new aspects in the musical language system, types of texture, forming pro-
cesses and logic of the musical drama. Thus, a talented composer deploy scorecard of a genre from her
personal point of view. One can highlight the breadth of her "genre outlook." The composer seeks to update
the musical space of any genre within the range of her creative interests.

Julia Gomelskaya finds a special facet of her writing manner, the specifics of the language and im-
agery distinctiveness in every of her works. All works by Gomelskaya have the program titles that seem to
project the figurative and notional colour as one of the possible aspects of their perception. Many pieces
have certain imaginative subtlety in their titles: "Shout" (1988), "Unwhispered words" (1994), "Floridas"
(1995), "Memento Vitae" (1996), "Tear-stained autumn" (1996), "Winter Pastoral" (1996), "From the bottom
of the soul"(1997), "Behind the shadow of sound"(2000), "... herbarium ... music of recalls "(2000), "The Tri-
umph of adrenaline"(2001) etc. Perhaps the author tends to emphasize the psychological orientation and
veiled imagery of her work in a stream of thoughts, memories and dreams. It is a complex world of a thought-
ful and cogitative artist, and we are witnessing the birth of the imaginative vision of her world. Some of the
tittes have analogies with the literary source, like "Carl and Clara" (2003), "Jane Eyre" (2008). Other works
reflect the genre orientation, like "Strimpellata-Sounds" Chamber Symphony (premiered in Switzerland,
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2007). The composer herself noted the richness of personal experience, calling her works "the markers of
their time". In a private conversation, she told me, "They are small creative milestones of life, reflected in
music. Listening to them, | just remember the history of their creation, my feelings, emotions, excitement,
anxiety and emotions of that period, the events that took place "behind the scenes”, and why it is embodied
in the music in this peculiar way."

Of the total amount of methods and means, forming the individual musical language of each piece
we can identify one aspect which is common for Gomelskaya’s style, it is spaciousness as a defining aspect
of expression for the composer. The sound organization system of every work is developed as if from the
height of cosmic perception. Therefore, all the constructive elements are organized from "chaos" of new
sound matter into stable, rational and logical structures. Organizing and structuring of sound material creates
the preconditions for the emergence of a special kind of musical space polyphony in which purely polyphonic
technigues become a peculiar system of coordinates. The composer does not aspire to a gradual conquering
of space as in the classical imitative polyphony, and she does not separate the texture into layers, which is
very typical for the twentieth century polyphony. In Gomelskaya’'s works we observe polyphony both horizon-
tally and vertically at the same time within the entire range of a possible "sound world" of a work. Uniqueness
of her effective solutions is combined with complete freedom of choice. The most unexpected combinations
of sounds in clusters are arranged in a perfectly chosen texture relief. The projection of a relief and specifics
of its design is the basis of the formation process, fixing the main stages of the dramatic composition.

In conclusion, it should be noted that even selective analysis of the works of Ukrainian composers ef-
fectively proves that each of them forms a deep personal understanding of the logic of musical space organi-
zation. Its constituent elements (sound, series, tone, rhythm, texture, etc.) find their starting point, falling into
orbit of the logic of musical drama deployment as a unique author's original thinking, as one of the brightest
examples of contemporary art of composition.

Cmamms Haditliwna do pedakuii 05.01.2016 p.
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MUSICAL INDICATORS OF HISTORICAL PROCESSUALITY
IN THE PARALLELISMS OF THE DEVELOPMENT OF CHINA AND EUROPE

The purpose of given work is to discover musical signs of historic knowledge in connection with the reality of
chronological parallelisms of musical development of China and Europe of the Middle Ages and New Time. Methodolog-
ical basis of the work is an idea about a tone of epoch, put forward by G.Hegel and evolved in the conception of Renais-
sance by A.Losev. Scientific novelty of the study is determined by the fact that for the first time it indicates synchroniza-
tion of culture reformations of development of China and Europe, provided that, historically interaction and interinfluence
were excepted. Conclusions. "New relationship” (after C. Jung) reveals itself — "semantic acausal relationship", which
allows to understand the regular nature of chronological coincidences in the history of music culture of China and Europe.

Keywords: music genesis of the historic knowledge, parallelisms of the development of China and Europe, new
relationship — semantic acausal relationship, historic process, historic continuum.

JTro BiHysiH, doKmop Mucmeumeo3Hascmea, npogecop, NMPOPEKMOop KoHcepsamopii yHisepcumemy 8 TsiHb LllaHb

My3M4Hi Noka3HUKM iCTOPUYHOI NpouecyanbHOCTI B napaneniamax po3suTtky Kutato ta €sponu

MeTta po60TnU. BUSIBNEHHSI My3MYHNX O3HAK iCTOPMYHOIO 3HAHHS Y 3B’A3KY 3 peanisiMM XpOHOJOrYHMX napa-
neniamis MysmyHoro po3suTky Kutato Ta €ponu CepefHboBivds i HoBoro yacy. MeTtononoriyHoo OCHOBOIKO € YsB-
NEeHHs Npo ayx enoxu, BucyHyTe . lerenem i po3suHyTe B koHUenLii PeHecaHcy A.Jlocesum. HaykoBa HOBU3Ha po6oTu
BM3HA4YaETbCA TVM, LLO BMepLUe BKa3daHa CUHXPOHiKa KyrnbTypHUX NepeTBopeHb po3BuTky Kutato i €Bponu, npu Tomy, Lo
iCTOPUYHO BUKIOYanacsa B3aemogis i B3aemoBnnue. BucHoBku. BusiBneHo «HoBui 3B’A30k» (3a K. KOHrom) — «cmucno-
BV HeAeTepMiHOBaHWI 3B’A30K», KM A€ 3MOry yCBiAOMMWTW 3aKOHOMIPHUI xapakTep cniBnafiHb B iCTOPii My3n4HOI
KynbTypu Kutato Ta €sponm.

KntoyoBi cnoBa: My3nyHa reHesa iCTOPUYHOrO 3HaHHSA, napaneniamu po3suTky Kutato ta €Bponu, HOBUN
3B’130K — CMUCNOBUIA HegeTepMiHOBaHWIA 3B’A30K, iICTOPMYHA NpoLeCcyanbHiCTb, iCTOPUYHUIA KOHTUHYYM.

JTro BuHusiH, dokmop ucKyccmeosedeHUsl, MPogheccop, MPOPEKIMOP KOHcepaamopuu yHusepcumema 8 TsHb LLlaHb

My3bikanbHble MOKa3aTenu MCTOPUYECKOM mpoueccyanbHOCTUM B napannenusmax pasutua Kutasa u
EBponbl

Llenb pa6oTbl. BrisiBrieHne My3bikanbHbIX MPU3HAKOB UCTOPUYECKOTO 3HAHUST B CBA3U C peanmsiMm XPOHONOMMYECKUX
napannenMaMoB MysblkanbHoro pas3sutusi Kutas n Eeponsl CpegHeBekoBbs 1 HoBoro BpeMeHu. MeToaonornyeckom oCHo-
BOM sIBNSIETCS NpeacTaBrieHne 0 ayxe arnoxw, BblaBuHyToe . [erenem n passuToe B koHuenuun PeHeccaHca A. JloceBbim.
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