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TepmuHonoruyeckass mpodjieMa HMHTEPIpPETalMM W ONHCAHUS MaMATHUKOB
uckycctBa JlampHero BocToka, mogHmManach B paboTax Kak POCCHUICKHX, TaK H
3apyOexxHbIX HccienoBareneil HaunHas ¢ 1970-x romos (B.I'. Benoszepoma, E. B.
3aBajackas, K.®@. Camocrok, S. Bush, W. Fong, J. Silbergeld). Tem He MeHee, ecnu
NPUMEHUTETIPHO K apXUTEKType d3Ta MpolieMa OrpaHHYMBAETCS HCIIOJIb30BAaHUEM
JIOKQJIbHBIX HAa3BaHUI CTPOMTENBHBIX JJIEMEHTOB WIM MaTEpUalioB, KOTOpHIE
BCTPaMBAIOTCS B pa3pabOTaHHYIO CKYCCTBOBEIYECKYIO CUCTEMY aHalM3a MaMATHHKA,
TO (opmanbHOE NpPUMEHEHHE pa3padOTaHHBIX B paMKax 3aIlaJHOEBPONEHCKOTO
HCKYCCTBO3HAHMs METOJIOB aHAJIN3a K KUBOMMCHBIM namsaTHUKaM [lanbHero Bocroka
HE BCerja IO3BOJSET MOHATh €ro ocobeHHocTH. CyIlIecTBOBAaHHE MHOTOBEKOBOM
TpPaauIMM 3HATOYECTBA, C(POPMUPOBABLICHCS BHYTPHU HATbHEBOCTOYHON TpaauIUH
Ka3aJoch OBl JOJDKHO OBUIO pEHIMTh 3TOT BOINPOC, OJHAKO, TMPSAMOW MEpeHOC
BOCTOYHOW 3CTETUYECKOM TpaJHULUU U €€ TEPMHUHOJIOIMH HE MOYKET yJIOBIETBOPUTH
TpeOOBAHUSAM HCKYCCTBOBEUECKOTO UCCIIEJOBAHUSI.

JIBuKEeHHE K CHHTETMYECKOMY IIOAXONY, OYEBHUJHOE Y COBPEMEHHBIX
ucclieioBaTeNneii, JEeMOHCTpUPYET HaWOOJBIINN TOTEHIHMAT KaK METOJOJIOTHS
HCCIIEIOBAHUSI ~ NMAaMATHUKOB  HMCKyccTBa  JlampHero  Boctoka. Onnako,
[IPEBAJUPOBAHUE OPUTMHAIBHOM TEPMHUHOJIOTMM Ha KHUTAaHMCKOM, KOPEHUCKOM WIH
ATIOHCKOM SI3bIKaxX Hapsay ¢ YriyOJEHHBIM M3y4YE€HHEM TEOPETHUYECKHX MCTOYHHUKOB,
HE00X0MMOE JJISl TOJIHOLIEHHOTO TPUMEHEHHUS 3TOr0 METOAd, 3aTpPyAHSET €ro
UCTOJIb30BaHUE B paMKax yueOHoro kypca. Takum oOpa3oM, 3a1adya BBHIPaOOTKU Kak
METO/1a, TAaK M S3bIKA ONHCAHUS NMaMATHUKOB MCcKyccTBa JlanpHero Bocroka ocraercs
[IO-TIPEKHEMY aKTyaJIbHOM.

B nanHOM uccienoBaHMM C LIEJBIO IIPOAHAIM3UPOBATH TEPMUHOJIOTHYECKUE
0COOEGHHOCTH ONMCAHUS W aHajih3a MaMATHUKOB KHUTAWCKOH >KUBOMUCH OBLIO
IIPOBEJIEHO M3YyYEHUE JIEKCUKM U METOAOJIOTMH ONMCAHMS M aHajau3a Ha MaTepuaie
Hay4HBIX cTaTeil 1 MoHorpadueil mo uckycctpy JlaapHero Boctoka pyccKOSI3BIYHBIX
ucclieioBaTeNieil ¢ YacTMYHBIM NpUBJICUEHHEM (yHIaMEHTaIbHBIX paboT Ha
aHIJIMHACKOM sI3bIKEe (KaK BTOPOM s3bIKe mperonaBaHus). Kpome Toro, Ha paboumx
CeMHMHapax Cco cTylneHTaMmu-uckycctBoBegamu HIMY BIID Obuta  npoenena
anpoOaryst 1 00CyXIeHUE OTIEIbHBIX METO/IOB.
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The problem of terminology in interpretation and descriptive narration
concerning the monuments of the Eastern art has been recognized by researchers
since 1970s (V.G.Belozyorova, E.V. Zavadskaya, K.F. Samosyuk, S. Bush, W. Fong,
J. Silbergeld). Nevertheless, if in the architectural studies this problem is often limited
to the use of indigenous terminology for the architectural elements or materials that



are peacefully interconnected with a framework of the Western art-historian analysis;
similar applications of the Western analytical methods to the Far-Eastern paintings
does not always provide results that lead to the proper understanding of its specific
features. The existence of an ancient institution of connoisseurship within the Far
Eastern cultural tradition would seem to solve this problem, however, the direct
transfer of the traditional Chinese or Japanese aesthetic approach and its terminology
could not satisfy the requirements of the art historian analysis.

A trend toward a synthetic methodology that is evident in the modern
scholarship seems to be the most promising as a tactic for the studying of the Far
Eastern art. However, the common use of the terms in original Chinese, Korean or
Japanese languages along with an in-depth study of theoretical sources that is
necessary for the satisfied application of this method makes it problematical for the
educational course. Thus, the task of developing of both—methods and language—for
the analysis of the Far East art remains as relevant as ever.

This study, with the aim to analyse the terminology and methods of
description and analysis on the example of the Far Eastern paintings, examine the
lexicon and methodological approaches presented in the texts of Russian researchers
and some fundamental works in English (as is the second language of the teaching
program). In addition, discussions on different methods and terms were conducted
through the seminars with art students of the Higher School of Economics.



