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TOWARD A SEMANTIC TAXONOMY OF AUTHENTIC CHINESE ART TERMINOLOGY
AS A BASIS FOR A CHINESE-UKRAINIAN ART THESAURUS

Background. Ukrainian society has shown a sustained and multifaceted interest in classical and contemporary Chinese
art. However, the democratization of discourse around Chinese art has led to inconsistencies in terminology.

Objective. This paper aims to develop a semantic taxonomy for the authentic Chinese art terminology and use the same
structure for compiling a Chinese-Ukrainian and Ukrainian-Chinese thesaurus of classical Chinese art that would resolve existing
inconsistencies in Ukrainian discourse on Chinese art and may be useful for various target groups.

Methods. A cognitive terminology approach is used to define the conceptual taxonomy of the authentic Chinese art
terminology. Within this structure, onomasiological and semasiological approaches are used. A study of phonological,
morphological and semantic adaptation is used to define the status of authentic Chinese art terms in contemporary Western
discourse on Chinese art. Historiographic descriptions, notes on sociolinguistics and observations of extralinguistic factors
influencing the field are provided throughout this practice-led research.

Results. The paper proposes a conceptual taxonomy for the classical Chinese art terminology that will inform the
macrostructure of the future bilingual thesaurus. Its core and secondary authentic terminology categories are to be supplement
with two vocabularies of Western origin: borrowed Western terminology and a list of obsolete Western terms. A standard entry
pattern for the future thesaurus is introduced. Ultimately, a number of secondary findings may guide linguists willing to contribute
to preservation and research of Asian cultures and educational efforts on this subject in Ukraine.

Concluslons. The study highlights the need for a standardized approach to Chinese art terminology in Ukraine. By
aligning terminographic practices with findings in onomasiology and semasiology of Chinese art terminology and by recognizing
that many terms have become internationslisms, the research lays the groundwork for a comprehensive thesaurus. This will
support clearer communication, academic rigor, and cultural awareness in the Ukrainian discourse on classical Chinese art.
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borrowings.

Background

Ukrainian society demonstrates a consistent interest in
Chinese art, viewing it as a source of aesthetic inspiration,
an object of scholarly analysis, and a medium for cultural
dialogue. The proof of this interest is a variety of museums'
and collectors' activities, a number of scientific papers and
academic conferences, publications in media, and the books
on the subject by Ukrainian authors and translated from
other languages. Ukrainian universities include topics on the
history of Chinese art in their curricula and encourage
students to write qualification papers on Chinese art. Private
initiatives to popularize Chinese art are also worth
mentioning, such as videos on user-generated content
platforms and postings on personal social media pages.

A generally positive phenomenon of democratizing the
discourse on Chinese art results in a less favourable one. It
is the unregulated use of its terminology, often accompanied
by semantic shifts (Lohvyn, 2023). Subsequent use of
unregulated terminology perpetuates the chaos.

Paradoxically, not all practitioners in the field perceive
the current situation as chaotic. Similarly, the recent in-depth
(that could be otherwise called comprehensive) studies of
the Ukrainian terminology (Kazymyrova, Turovska, &
Yatsenko, 2023) have missed the subject of Asian arts and
cultures terminology. There are no publicly available concise
guides or thesauri on Asian art in Ukraine. The few high-
quality terminographic works related to visual art (Sivers et
al, 2011) and museum practice (Minenko, & Karpov, 2013)
ignore the subject of Asian art.

World-wide, history and historiography of Chinese art
constitute a thriving field of study. Every fundamental
paper systematically addresses the evolution of art
terminology on a bigger or smaller scale. A fine example of
the latter is a new book by Zhang and De Laurentis,
focusing on "only" 35 terms due to the complex nature of
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the subject (Zhang, & De Laurentis, 2023). A comprehensive
Chinese-English  project of Chinese Iconography
Thesaurus has been launched by Victoria and Albert
Museum, UK (https://chineseiconography.org). As of June,
2025, it features almost 11000 illustrations. Yet, the same
field is not as much popular with linguists.

This study evaluates abilities of terminographers to meet
the needs of target groups in Ukraine to harmonize the
Ukrainian-language terminology of Chinese art. It is one of
several problem-oriented studies aimed at pinpointing the
core vocabulary of classical Chinese art with a further goal
of creating its thesaurus for the Ukrainian users.

The article will focus on unique features of the Chinese
art terminology to propose a classification for its core and
secondary categories. To provide a comprehensive
overview of the topic, the article will highlight Western
scholars' approaches to borrowing authentic terminology of
classical Chinese art into European and Uralic languages
and a brief historiographic overview of the use of such
terminology in Ukraine over the past 75 years. Eventually, it
will introduce a preliminary macrostructure for a future
thesaurus, a pattern for its standard entry and suggest
possible methods to provide translations and definitions for
various categories of terms.

Methods

Within the framework of the study, the method of
participant observation was employed to identify key
challenges, difficulties, and issues associated with the use
of terminology related to classical Chinese art among art
historians and museum professionals. Based on a
qualitative analysis of the nature of the identified
complexities, an inductive approach was adopted to
formulate a generalized characterization of terminological
usage within the aforementioned professional groups.

© Logvyn Marta, 2025
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To gain a deeper understanding of the current state of
the terminology usage and to uncover patterns in its
functioning, a historiographical review was conducted,
examining the usage of terms across various social contexts
and countries. This review enabled the tracing of how, in
different historical periods, certain social groups developed
terms to denote specific artistic concepts, while others
engaged in efforts to interpret them. In turn, this made it
possible to identify the interrelations between linguistic
means and extralinguistic factors influencing the
development of terminology of classical Chinese art both in
the country of its origin and in the Western countries.

The subsequent stage of the research was dedicated to
constructing a semantic taxonomy of the original
terminology of traditional Chinese art, which served as the
foundation for structuring a future thesaurus. During the
development of the dictionary entry template, both
onomasiological and semasiological approaches were
integrated. This allowed for the consideration of principles
guiding the selection of terms for conceptual designation, as
well as the potential for their interpretation by target users.

Working with Asian Artefacts in Ukrainian Museums
and Cultural Institutions

Researching and presenting Asian artefacts and
intangible cultural heritage in museums and other cultural
institutions of Ukraine, specialists involved face language-
related challenges. Yet these challenges differ for principal
and "secondary" agents in the field.

The researchers who major in Asian culture are the
principal agents. In museums that house collections of Asian
art, these specialists conduct research on collections, curate
permanent and temporary exhibitions of Asian art, write
explanatory texts for these exhibitions, compile museum
publications, and popularize Asian art through academic
articles, media interviews, and publications on social media.
As a result of their efforts, authentic terminology of Asian art
can permeate the public sphere and even become part of
the urban language landscape, appearing on posters for
museum events (Lohvyn, 2024).

Museum staff specializing in Asian cultures demonstrate
a wide range of Asian languages proficiency. Not all of them
speak Asian languages, though some are proficient in one
or more Asian languages, acquired through different means
from undergraduate and graduate university studies (a
minority) to self-study and learning a certain language as a
mother tongue at home. Most of these specialists have
academic backgrounds in history, art history, museology, or
education.

In Ukraine, there are no independent museums for Asian
art. Asian collections are housed within multidisciplinary
museums (such as The Bleshchunov Museum for Private
Collections and The Museum for the Western and Eastern
Art in Odessa) and historical and architectural complexes
(Zolochiv Castle in the Lviv region). So the specialists in
Asian art often face challenges in selecting terminology for
communication with scholars and other museum staff within
their institutions. For instance, councils on research and
methodology (Ukrainian, Haykoso-memoduyHa pada) that
review reports on artefact attribution may require an
introductory explanation of the history of authentic art forms
before addressing the part of the report that presents new
scholarly findings.

For introducing Asian art to a broad audience, many
decisions on communication strategies (including the use of
art terminology and original scripts) are made through
collegial consensus within the institution. For example, in
some contexts, the use of authentic Chinese terminology or
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even Chinese characters on exhibition posters or lecture
slides is seen as a way to add clarity to the presented
material and demonstrate professionalism of museum
curators. In other contexts, however, the same practice may
be viewed as an excessive and the one that potentially
exclude some cohorts of audience.

Edutainment activities, which comprise inclusivity
programs, create another challenge: texts about Asian art
written in simplified language, as well as curatorial lectures and
guided tours with sign language interpretation, require extra
guidelines for using culturally specific terms. The nuances of
popularization efforts fine tuned to diverse needs are to be
addressed separately and are out of scope of this paper.

The abovementioned subtleties bring us to the
conclusion that the extralinguistic factors constantly
influence the discourse of museum specialists majoring in
Asian art. Yet their qualification allows them to maintain high
standards of communication on Asian art tailored for various
communication settings.

However, the museum scholars who may potentially be
involved in working with Asian art artefacts are far more
numerous than those who specialize in Asian art and/or speak
Asian languages. These are the "secondary" agents. The
cohort includes all researchers at museums, restoration
centres, and other cultural institutions across Ukraine. Their
responsibilities include providing initial consultations on items
brought in for expertise; filling scientific passports for
artefacts; rearranging museum archives containing expert
consultations; and formulating hypotheses about the country
of origin of under-researched items in the collection before
passing them on to a specialist. While deeper research into a
specific artefact or phenomenon may be initiated locally,
some workflows are of national significance. The digitalization
and rearranging of museum archives and databases became
especially relevant with the launch of the new information and
communication system Peecmp My3etiHo2o ¢poHOy YkpaiHu,
the Register of the Museum Depositories of Ukraine
(https://museum.mcsc.gov.ua/about).

In all these professional contexts, terminology of
authentic styles, genres, and technical characteristics of
Asian visual art becomes an integral part of discourse and
documentation.

Thus it is important to identify and analyze sources of
Asian art terminology for restorers, museologists, and art
historians in Ukraine. To some extent, general knowledge
acquired from university-level art history courses provides a
foundation. Articles by contemporary art historians in
accessible languages also may serve as sources of
terminology. Another important method used by museum
professionals is searching for analogies via Google Images
and artificial intelligence (Al), and exploring related
publications, including those in foreign languages. Machine
translation is often used to read online publications in
European and Asian languages. However, the quality of such
translations in the arts domain is inconsistent, and translations
from Asian languages into Ukrainian often pass through
English as an intermediary. This cascade of translations
distorts Asian terms and creates occasionalisms. A museum
professional unfamiliar with the region's art may mistake
these for terminology. Even fluency in European languages
and reading original texts does not guarantee accuracy. For
example, someone who has just learned the English term
hand scroll but is unfamiliar with Chinese art may not realize
that the accepted Ukrainian equivalent is 2opuzoHmarnsHul
cysit (literally, "horizontal scroll").

As it was mentioned above, currently, there are no
concise yet comprehensive reference materials on Asian art
in Ukraine.
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The author of this article approaches the issue as a peer
and not as a detached observer focused on identifying flaws
for the sake of criticism. To verify insights and initiate
collaborative efforts to improve the situation, the author
initiated a roundtable discussion by inviting museum
professionals and independent researchers who had
worked with Asian artefacts and intangible cultural heritage
for the purpose of their preservation, comprehensive study,
and popularization in Ukraine.

Roundtable discussion and follow-up

On March 27, 2025, a roundtable titled "Terminology of
East Asian art in the practice of Ukrainian museums" was
held on Zoom platform, followed by in-depth interviews with
some participants (Lohvyn, 2025, p. 196). Despite the title
referencing "East Asian", the roundtable brought together
researchers whose interests span various cultures of Asia
and the Islamic. Participants included eight representatives of
Ukrainian museums, the Workshop for Academic Religious
Studies, and an independent researcher representing
museums and cultural institutions of Dnipro, Kyiv, Odessa.
Their educational and professional backgrounds covered
museum studies, art history, music history, pedagogy, history,
and historiography. Aside from the organizer, none of the
participants were philologists proficient in Asian languages,
since such specialists are underrepresented among
Ukrainian museum professionals. However, all participants
spoke at least one foreign language, and one researcher
was fluent in several Turkic languages.

The roundtable participants shared approaches to
research and a common understanding of the challenges in
terminology usage: searching for visual analogies on web-
sites of museums and auction houses (often using machine
translation to read accompanying texts), consulting with
foreign colleagues (typically in English), and using artificial
intelligence (Al) tools. One participant mentioned using five
Al systems. However, the same specialist and other
colleagues demonstrated profound interest and respect
towards every Asian culture's representative, especially
towards the cultures that were victims of genocidal practices
of the past. These specialists were also concerned by the
influence of dominant languages and cultures of certain
regions on minority cultures.

In contrast, the same specialists perceive academic
monographs and articles as less convenient sources, since
searching for a few terms might require reading dozens of
pages. Similarly, older dictionaries and reference books without
clear categorization are seen as slow and inefficient to use.

The roundtable addressed the internal sociolinguistic
factors in Ukraine that complicate the work of museum
professionals, namely the Ukrainian-Russian bilingualism
and uneven transferring to the Ukrainian language in official
communication. While local cultural authorities previously
paid little attention to implementation and support of the
Ukrainian language, they now may demand a particularly
purist use of Ukrainian from their subordinates.

The discussion revealed a tendency among respondents
to use Asian art terms as direct (phonetic) loanwords during
research, documentation, and internal communication. This
way they intend to explicitly mark a particular artefact as a
product of the culture that created it, thereby avoiding
potential confusion with phenomena of neighbouring
cultures. Also, interpersonal communication in work settings
often features the spontaneous creation of professional
jargon based on a mix of languages: the Asian language of
the artefact's origin, Slavic languages, and sometimes
Romance and German languages (depending on a newly-
discovered valuable source and its vocabulary).
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Ideally, museum professionals would like to align
Ukrainian terminology with "international" standards, by
which they typically mean the English-language
terminology.

However, in various museum programs aimed at the
general public, museum professionals prefer to use terms
rooted in the European artistic tradition. For example, even
if a work is labelled waHbwytd (shanshui) in museum
documentation, a researcher is likely to refer to it as nedzax
(landscape) or kumaticbkuti netizax (Chinese landscape)
when addressing an "average" tour group.

Overall, the analysis of responses revealed several
needs of museums and other cultural institutions for
consultations with philologists, especially those specializing
in Asian languages and cultures. The four most important
needs are:

e Information on
languages;

e Recommendations for translating the
significant literary works of the region;

e Standardization of Ukrainian-language terminology,
including guidance on which terms are preferable and which
are outdated or poor-quality borrowings from third
languages (mostly English, Russian, and French)

e Reference materials on artistic terminology in the
format "authentic term in Ukrainian > definition in Ukrainian,
the authentic term in original script" with easy navigation
between sections

In summary, some observed practices and requests
contradicted one another. Fulfilling one set of conditions
may preclude fulfilling another, complicating the work of a
terminographer. The compromise yet professionally sound
decisions a terminographer can make in these
circumstances will be addressed later.

It is important to note that the future thesaurus is
intended to become a useful tool for more professional
groups and their possible tasks, such as learners of Chinese
and Chinese-Ukrainian translators working on texts on
Chinese art by Chinese authors. Although their needs are
out of scope of this paper, it is still worth to keep them in
mind. A thesaurus constructed of Ukrainian terms will be
inutile for learners of Chinese and specialists of this
language aiming to advance in culturally-specific artistic
vocabulary. Fortunately, an electronic format allows for easy
cross-referencing without compromising any thesaurus
elements and their purposes.

Thus, addressing the challenges in harmonizing
Ukrainian-language Asian arts terminology would require
the involvement of philologists specializing in phonology,
onomastics, translation strategies, realia, terminology,
terminography, historical linguistics and history of literature
of at least each major language of the region.

This complex task should be divided into measurable and
time-related tasks that individual philologists can handle.

In response to the request for guidance on transcription
systems, it was emphasized that existing systems do not
teach the language or pronunciation. Therefore, museum
professionals and art historians should accept the
conventional nature of such representations. To ensure
consistent communication and facilitate workflow, it was
recommended to choose one of the currently relevant
transcription systems, adhere to it, and always indicate
which system is used in each completed document. This
would allow future users to transition smoothly to another
system if needed.

transcription systems for Asian

titles of
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The temporary nature of the acceptable transcription
systems was suggested as an idea worth considering for
colleagues preferring the direct loanwords. Adapting a certain
spelling and pronunciation of a term "once and for all" and
sticking to it after the change of transcriptional principles will
hardly bring clarity to communication both within the scientific
community and towards broader audiences.

To address the issue of languages that have no set
transcription systems in Ukrainian, it was advised to add
notes that the terms in a certain document reflect an author's
perception of pronunciation of a certain individual or a group
of individuals (mostly artists, musicians and other creators)
or follow the spelling in their writings. To help the efforts of
preserving minority languages and cultures, a concept of an
author-specific dictionary was introduced for the museum
specialists to consider as further work tasks and
collaboration projects with philologists.

Terminology and terminography: foundational questions

Following the discussion on transcription systems, the
roundtable organizer went back to the topics of terminology
and terminography of Chinese art, which are subject of
their research and form the core of this article. These
topics inevitably raised an array of intermediary tasks for
the researcher.

To identify the distinctive features of authentic terminology
of classical Chinese art. To examine the adaptation and
usage of authentic Chinese art terms across various
European languages. To investigate if there is a standardized
global framework for Chinese art terminology outside the
Sinosphere. To assess how the findings on terminology
usage can inform the structure and content of a future
multilingual thesaurus of Chinese art. To trace the historical
development and current usage of Chinese art terminology in
the Ukrainian language, and to evaluate the extent of
scholarly attention to the matter on part of Ukrainian
lexicologists, lexicographers, and terminographers.

To address these issues, it is necessary to review the
basic concepts of terminology (as a vocabulary and as a
science), terminography, and language borrowings.

Terminology as a discipline is tied to logic, ontology and
cognitive science (Valeontas, & Mantzari, 2006, p. 2-3). It
analyzes professional vocabularies, proposes for the
structure of concepts and their relationships, and proposes
for new terms.

Terminology as a vocabulary of terms (Harping, 2010;
L'Homme 2014, p. 334) is defined by several core attributes:

e Coherent system of concepts of a certain discipline or
activity (ontological aspect);

e Systems of concepts reveal subordination and other
forms of relations (logical aspect) as follows:

a. Mutual exclusivity of meanings within a shared level
of precision (in a category of colours, red is not green,
green is not red);

b. Univocity. Each term should be free from excessive
informational load and nuances, although;

c. hyperonyms and hyponyms are inevitable
phenomena (landscape is a hyperonym and marina is a
hyponym, thus every marina is a landscape but not all
landscapes are marinas);

e Semantics of morphological elements of some terms
may suggest their meanings (chiaroscuro that derives from
Italian "bright-dark" prompts that the term is related to
contrasts of light and shadow);

e Neutral tenor.

In most disciplines, terminology can be divided into
theoretical and practical categories. Theoretical terminology
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often includes abstract concepts that are harder to define
and understand, while practical terminology refers mostly to
objects, states, processes, tools, and methods that are
easier to observe and define. The terminology of any
discipline is organized into a structure upon which new
concepts and corresponding terms can be built. Some
terminology might be applicable in several fields thus
becoming interdisciplinary.

Terminography is closely related to terminology. Its tasks
are systematic description of existing terminologies
(vocabularies), the recommendations of preferred
terminological choices, the standardization of definitions,
and the proposals for new terms. Unlike general
lexicography, which is usually descriptive in nature,
terminography adopts a prescriptive or at least proscriptive
approach (Bergenholtz, 2003; Bergenholtz, & Kaufmann,
2017), since standardization of terms is necessary for
precision and consistency in communication within
specialized domains and interactions with general public.
Needs of target groups define the structure and scope of the
therminographic product (Alberts, 2001).

Language borrowings are necessary to fill in the
conceptual gaps in a recipient language. Their categories
are direct loanwords (that keep the original phonetics and/or
spelling in the recipient language), loanshifts (a loanword
gets a semantic extension in the language it permeates),
calques (literal translations of foreign words or their
elements), and loan blends (combinations of borrowed and
native words). Borrowings from one donor language into
many languages are internationalisms (Wexler, 1969).

Origins and features of Chinese art terminology. A
proposal for semantic taxonomy

Engaging in painting, calligraphy, decorating with refined
and rare objects, seeking mystical experiences were
privileges of the Chinese elite. It was the elite who shaped
the value system and aesthetic principles of classical
Chinese art, developing its special language. Thus, both the
practice of certain arts and discourse on them are markers
of elitism, and its terminology bears the traits of a prestige
language. (Kahane, 1986, p. 496).

One of the most striking features of this terminology is its
ancient origin, especially in the case of more abstract terms.
These terms are rooted in authentic Chinese natural
philosophy concepts (Bush, & Shih, 2012, p. 6), which is
now most commonly associated with Daoism. Chinese
natural philosophy is characterized by synaesthesia: it
projects the characteristics of time and space onto human
physical and mental activities, including creativity. Thus,
some terms may carry connotations of emotional exaltation
and mysticism. For example, the term S&J qi yun, "spirit
resonance" first appears in i i 3 Glhua Pinla, The
Record of the Classification of Old Painters by Xie He
(479-502), where it describes dynamism and inspiration in
painting (Xie, n.d.). However, it was soon applied to
calligraphy and even music and literature. This term can also
be used to describe a person as inspired and full of creative
ideas like in a quote attributed to Ren Bonian describing his
friend Wu Changshuo & B i (1844-1927): fH A A1, %
J&AH S Talent in the heart, spirit resonance in the artistic
creations (Zhao, 2018, p. 66). This brings its usage close to
fields that nowadays belong to psychology and social
anthropology. Thus, part of the theoretical terminology of
Chinese art is interdisciplinary in nature.

Some of the more "tangible" terms may also have extensive
historical lineages. For example, the term {2 pomo, broken
ink first appears in 34 Hic Lidai Minghua Ji, Record of
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Famous Painters through the Ages by Zhang Yanyuan ik izt
(815-907). (Zhang, Y. (n.d.). Lidai minghua ji [Famous
Paintings Through the Ages]. Chinese Text Project]. [5Kk Ziz.
(nd). AL EL, B+ 5. P EE 2B E AR
(https://ctext.org/wiki.pl?if=gb&chapter=722335&remap=gb).
Similarly, the term =ity san yuén fa, the method of three
distances was introduced in the 11" century by the famous
artist Guo Xi ¥FEE (1020-1090) in his treatise #k % = F
Linquan Gaozhi, Lofty Record of Forests and Streams (Guo,
n. d.). Interplay and mutual influence of literature and other
arts make them share terminology like #{ didngu, literary
quotation, classical allusion, art motif. Therefore, not only
the theoretical but also practical terminology has an
interdisciplinary group of terms.

This lexicon is complemented by a number of specific
terms and idioms such as 7“5 zhaihéo, studio title (a studio
title, that, in its turn, may become an artist's sobriquet), F5%€
tabi, worn-out brush (as a self-deprecatory term for one's
creations), and W[ hédong, creating against hardships (it
implies that someone warms fingers and brush with their
breath), IIfi # linchi, to practice calligraphy (hints to
anecdotes about Zhang Zhi (?-192) and Wang Xizhi (303—
361). Classifiers like Il fi for scrolls/paintings and J5 fang
for seal prints also belong to this "miscellaneous”
vocabulary. These lexes and idioms denote unique
concepts, practices, and categories, hint to famous creators
of the past. They carry emotional connotations and/or are
part of an etiquette vocabulary. Although not defining
techniques or suggesting critical assessment of an artwork,
these culturally-specific and morphology-specific words and
phrases have onomasiological ties to the artistic practices
and are inseparable from the discourse on Chinese art. For
brevity and consistency it is proposed to call this category
herein "idiomatical".

The titles of the above-mentioned famous treatises, as
well as the established motifs and classical subjects in
Chinese art, such as # i [ii] 22 & Cdntéong Nao Xué Tu,
Children's Mischief in a Village School and & W L i [
Qingming Shanghé Tu, Along the River During the
Qingming Festival belong to the domain of specific
onomastics and inevitably enter the vocabulary of a person
proficient in Chinese art history. Many of the classical
painting motives derive from the classical Chinese poetry
titles and quotes. For example, the title FE{T.34144 & Hanjiang
Da Diao Tu, A lonely fisherman on a cold river is a
paraphrase of a quote I fHHEAE Y, MEVFEILE Lone boat,
an old man in straw cape and hat, Fishing alone in the cold
river snow, from a poem by Liu Zongyuan #5% G (773-819).
(The English translation is quoted after Burton Watson
(Watson, 1984, p. 282).)

At first glance, the wide range of application and
emotional load of many lexes and idioms might argue
against classifying them as terminology. However, the very
nature of art presupposes that creativity and perception of
artworks are connected to emotions. These specifics should
be reflected at least in a certain group of terms.

Despite contact with other cultures, the development of
Chinese visual art has been marked by unique techniques
and a strong adherence to tradition. Due to the Chinese
culture's deep reverence for antiquity, and the prestige
associated with practicing ancient arts, the archaic terms
have remained relevant and have survived to the present
day. These terms have largely preserved their ancient
morphology and, in some cases, syntax, while accumulating
numerous interpretations. Many of these concepts and
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phenomena were borrowed into the neighbouring cultures,
thus into their languages.

The democratization of cultural processes in the 20th
century, the adoption of Western concepts in artistic
practices and art criticism, and the shift from the classical
Chinese language to the colloquial [H1if baihua in literature
have not diminished the importance of ancient terms in
Chinese-language discourse on art. To this day, the global
community of Chinese art scholars continues to study and
popularize (Li, & Liu, 1999, p. 780 —781; Sernelj, 2021)
classical literary works that form the theoretical foundation
of Chinese classical art. The research of the famous tableaus
like Along the River During the Qingming Festival i 1-im ]
(Su, 2013) may shed light onto nuances of their names and
stimulate reconsidering the possible translations of the said
names. Educational efforts are not narrowed to academic circles.
Many Internet resources attempt at compiling "lists of important
terms that will help to sound like a connoisseur”, where about 2/3
of terms are still authentic Chinese (Yikougi dudong
Zhongguohua "shuyu" [Understanding Chinese painting
"terminology" at a glance]. (n. d.). Masters Art [In Chinese] [—
A EECARE”. (n.d.). (http://www.mastersart.org/i
ndex.php?m=content&c=index&a=show&catid=201&id=3058).

The uniqueness of concepts and phenomena determines
another characteristic of the Chinese art terminology: it is
culturally bound and often lack direct equivalents in other
languages. While filing in the conceptual lacunae in
languages of the region like Japanese and Korean about a
thousand years ago, these terms still fall into the category of
conceptual lacunae in other languages.

In summary, the core terminology of Chinese art has
ancient origins, denotes unique concepts and phenomena,
might serve as interdisciplinary terminology and functions as
a prestige language. Its taxonomy, formulated taking into
account both ontological and semasiological aspects and
correlations, might be presented as four categories that
cover more subjects than merely styles, techniques, and art
criticism criteria. The two core categories are theoretical and
practical terms, and the two adjacent categories are
onomastics and culturally specific terms, idioms, and verbal
etiquette formulas peculiar to the Chinese discourse on art.
While practical terms are emotionally-neutral, the theoretical
ones along with idioms and some onomastics may have
markers of various speech tenors from poetical language
and religious discourse to colloquial and self-deprecatory
expressions.

Last but not least, the Western lens of art criticism has
complimented and enriched the authentic Chinese art
terminology with its theoretical and practical terms. Western
concepts like imagery = % yixiang and composition 4 [l
goutu are now crucial for understanding contemporary
Chinese discourse on both innovative and traditional Chinese
art (Division of the Humanities, University of Chicago, 2019).
Therefore, the Western concepts (both theoretical and
practical) must be considered the fifth category.

Comparative terminology and international practices.
Authentic Chinese art terms as internationalisms

To approach the question of which uses of Chinese
terms might serve as positive examples for revising the
terminology of classical Chinese art in Ukrainian, it is useful
to turn to comparative terminology.

Historically, European scholars and traders imposed
their own classificatory frameworks on East Asian art (Lynn,
2016). However, over the past 75 years, original Chinese
terms have gained global recognition (Pope, 1947, p. 388—
417). This shift is part of broader globalization and



CXIAHI MOBU TA NITEPATYPMU. 1(31)/2025

~ 83 ~

decolonization trends, leading to hybrid evaluative
approaches that blend Western and Chinese concepts. Yet,
some conservative communities, such as some art dealers
and collectors, may stick to outdated, culturally insensitive
terminology (Oriental Antiques UK, 2023). Terminology of
Asian art — Frequently used terms and their meaning
(https://orientalantiques.co.uk/terminology-of-asian-art-
frequently-used-terms-and-their-meaning/).

Chinese art terms enter other languages through
phonetic borrowings, calques, and descriptive translations,
undergoing transformations shaped by the recipient
language's phonology, morphology and semantic fields of
native art terms. Borrowed into multiple languages, these
terms become internationalisms.

English offers numerous examples of various ways of
borrowing: bird-and-flower painting as a calque for 1t i,
and Xuan paper as a loan blend for ‘= 4% Xuanzhi. 1.2
gbngbi might be rendered as either gongbi (loanword) or
meticulous brush (calque), thus creating synonymy. The use
of pinyin, standardized by the UN in 1984, facilitates such
borrowings without conforming to English phonetics and
spelling. The choice between loanword(s) and calque(s) is
dictated by the communicative settings.

French texts show inclination to calques, such as
peinture de fleurs et d'oiseaux for 1t % 1| huanido hua. Some
authors combine calques highlighted by quotation marks
with pinyin, using the latter as a foreignizing device rather
than suggesting its regular usage in the French language.
For example, a popular text on the Guimet Museum site
(Musée Guimet (n.d.)) explains that calligraphy and painting
are referred in Chinese as "fraces d'encre", moji ("ink
traces", moji) and "jeux d'encre”, moxi ("play of ink", moxi).

The same approach is often observed in Italian texts:
Coppa di forma rara, che riprende la forma delle "coppe
alate" (yushang) ma ne varia la forma dei manici e presenta
dimensioni maggiori della media.”" (Cup of a rare shape,
which resembles the shape of "winged cups" (yushang) but
the shape of its handles differ and it is larger in size than the
average cups of this kind.) (https://www.maotorino.it/it/
archivio-catalogo/grande-coppa-ovale-2/).

Punctuation marks and font styles are used to highlight
and organize pieces of information within these borrowings.

Hungarian terminology for classical Chinese art would
deserve a special study due to its special contexts, both
linguistic (an isolation of Hungarian as the Uralic language
surrounded by Slavic and Germanic languages) and
geopolitical (state control in the countries of the so-called
Socialist camp). Yet some scholars maintained their
intellectual autonomy and contributed to the development of
new approaches in the world art history. Miklos Pal (1927—-
2002), a renowned sinologist and art historian intended to
research and represent Chinese art through its original lens
(Fajcsak, 2003, p. 437-439). His book A sarkany szeme
(The Eye of the Dragon: An Introduction to the Iconography
of Chinese Painting, 1973) was translated into German,
French, and Polish thus contributing to creating and
sustaining art history internationalisms of Chinese origin.
This scholar avoided pinyin-based terminology in his
Hungarian-language publications, using poetic or
descriptive phrases instead. Nowadays the Hungarian
sinologists and art historians either use loanwords as
original pinyin forms (gongbi) — particularly in more recent or
internationally oriented academic contexts — or descriptive
Hungarian phrases (extended calques).

Overall, the most widespread borrowing methods in many
languages of Europe are loanwords and calques. Slow shifts
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towards the use of loanwords might be observed within
professional communities, but it was not possible to trace
either "local standards" or "international standards" for the
Chinese art internationalisms in the languages of Europe.

Having reviewed the history of authentic terminology and
its transformations in other languages, it is worth to briefly
outline the historical factors influencing the development of
Ukrainian sinology and the evolution of the Ukrainian
terminology used to denote authentic Chinese artistic
practices in Ukrainian-language discourse.

The development of Ukrainian sinology experienced
prolonged artificial interruptions (Kiktenko, 2002, pp. 147—
149). The popularization of Chinese culture saw a brief
boom in the 1950s during the period of "great friendship"
between the USSR and the newly established PRC. Soviet
foreign policy pragmatism stimulated interest in Chinese
culture within Soviet Ukrainian society, employing all
available propaganda tools, including museum exhibitions
(Rudyk, 2023, p. 32). Publications on Chinese art appeared
in the Ukrainian SSR, but due to internal processes of
centralization and Russification in the USSR, researchers
often chose to write in Russian (Biletsky, 1957). An art
historian and museologist Platon Biletsky (1922—-1998), a
future academician, used a mix of Western and authentic
Chinese terminology: on one hand, netizax (landscape) as
a more universal term (Biletsky, 1957, p. 102), and on the
other, 8 maHepe "eyHb-6u" — "npunexHol kucmu” (in the
manner of 'gunbi' — 'meticulous brush)' to interpret the
Chinese term and highlight its uniqueness (Biletsky, 1957,
p. 110), although one may notice some issues with
transcription in this example.

The deterioration of Soviet-Chinese relations in the
1960s negatively  influenced the cross-cultural
communications. Fortunately, some research and
publishing processes continued by inertia, and in 1965, the
Kyiv Museum of Western and Oriental Art (now the
Khanenko Museum) published a catalogue of Chinese
paintings from its collection (Kryzhytsyi, 1965). It featured
Ukrainian catalogue entries and the introductory text by the
head of the museum's Asian Art Department, Oleksandr
Kryzhytsky (1903—-1981), fully duplicated in Russian. An
introduction consists of nearly 7000 words; approximately
125 single lexes and compound phrases in this text are
either art terms cysit (scroll), myw (ink) or characteristics
given by the author to the object of his study, the Chinese
paintings in the museum's collection: eenuyHa npocmoma
(majestic  simplicity), 65azopodHa cysopicmb (noble
austerity). Some Chinese complex terms and famous
quotes are easily recognizable in their Ukrainian variants.
Seeing mpuedHicmb xueonucy, Kaniepagii ma noesii
(triunity of painting, calligraphy, and poetry) one may easily
identify the authentic term =42 san jué, the three perfections
[of painting, calligraphy, and poetry] and iozo sipwi kap-
MUHHI, @ KapmuHu criogHeHi noeaii (his poetry is picturesque
and his paintings are full of poetry) one can easily translate
backwards as wH A iHE, HHHRE deriving from Su Shi's
appraisal of Wang Wei's creations. Considering that
Kryzhytsky was not proficient in Chinese so he relied on
others' translations and explanations of terms and phrases,
his attempts at conveying the semantics and form of
authentic terms and ancient quotes were rather successful
and even poetic. Therefore, at the time of its publication, the
museum catalogue served as a reliable source of knowledge
on Chinese painting history and the related terminology in
Ukrainian. Many of the terms appearing in the catalogue are
relevant to this day.


https://portal.issn.org/resource/ISSN/2786-5983

~ 84 ~

B 1 C H WU K KuiBcbkoro HauioHanbHoro yHisepcurety imeHi Tapaca LleBueHka

However, the next generation of museum researchers
and art history lecturers who began working in the 1970s
resorted to the Russian language in their research and
educational activities.

In post-Soviet society, the release of political pressure,
emergence of new information sources, and a certain
identity crisis induced a new wave of interest in Chinese
culture, along with broader exposure to Western discourse
on the subject. A new generation of Ukrainian sinologists
took a proactive stance, creating professional associations
and university departments but focused primarily on
language, philosophy and history. The study of Chinese art,
and especially its terminology, remained peripheral to
sinologists' interests.

As previously noted, the democratization of discourse
led to a chaotic usage of Chinese visual art terminology. It
was mostly borrowed via Russian and English and often
contained hints to mysticism without adequate explanation
on the history of terms. Outdated terms coined by
Europeans to denote Chinese cultural phenomena also
resurfaced, such as "Foo dog" for guardian lion sculptures.
(Rakhno, 2022, p. 104).

At this stage of describing the dynamics of terminology
usage, we approach the issue of the approximate
prevalence of certain terms and the ways they are borrowed
into Ukrainian from "relay" languages. Examples of
borrowings from Chinese into Ukrainian include the same
donor-language terms discussed for English. For instance,
2yHbi or roH6i (gongi) is a phonetic borrowing. Calquing is
observed in the term keimu i nmaxu (flowers and birds),
although the variant nmaxu i keimu (birds and flowers) is
also common, likely due to indirect borrowing, from Chinese
via English, preserving the word sequence of the English
term bird-and-flower yet choosing plural forms for the term's
constituents. As it was outlined before, depending on the
communicative context, synonymy may occur: the same
term may appear as a calque in one situation, as a loanword
in another, and as a descriptive phrase in the third.

Currently, there are no studies summarizing the use of
Chinese art terminology in the Ukrainian academic
environment. A notable attempt to fill a terminological gap is
appendices to a dissertation by an art historian Dr. Olha
Novikova on Chinese porcelain in Ukrainian museum
collections (Novikova, 2021). These appendices include
over 300 lemmata on Chinese art and culture, grouped into
categories: forms of Chinese ceramics; porcelain marks;
geographical names and names of ceramic production
centres; technical and technological characteristics and
decorative methods of applied arts; colours and shades;
styles, genres, and motifs of visual art; titles of famous
literary works on art; proper names of cultural figures,
historical and mythical characters; and types of Chinese
ceramics according to old-fashioned European
classification. In most entries, the scholar provides simplified
Chinese characters, their pinyin transcription, and
Ukrainian-language explanations, sometimes including
English and French equivalents. Some entries are illustrated
with one or two images, enhancing both the informative load
and attractiveness of the work. The thematic grouping and
organization of the terminological appendices resemble a
thesaurus. The entries mainly belong to the onomastics and
terminology of visual art, literature, and religion. Overall, the
selection of vocabulary, illustrations, and explanatory
methods aligns with the pragmatic goals of the dissertation
and aims to help readers grasp its core content. The
frequency of a term's use in Chinese or, as a borrowing, in
Ukrainian is not relevant for such a specialized text, but
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about one-tenth (approximately 30 words) can be considered
the most frequently-used terminology of Chinese art.

Unfortunately, the existence of only one thesaurus
compiled single-handedly by one art historian as a
secondary material of the dissertation reflects lack of
attention to the matter on part of both art historians and
philologists. Ideally, these professionals should combine
their efforts to systematically compile such reference
materials and disseminate them among diverse groups of
potential users. Yet, as Rufus Gouws admits, "the
lexicographic practice is much older than lexicographic
theory" (Gouws, 2018, p. 217), so the case of almost non-
existent Ukrainian terminography works on Asian art falls
into the category of "natural" processes within the discipline.

Going back to the questions that arose after roundtable
discussion, it is safe to conclude that the subject of
discourse on the authentic Chinese art and its current
terminology in both the Chinese language and the
languages of Europe is multifaceted and intricate. It was
influenced by many extralinguistic factors throughout its
history. The usage of the same terminology in Ukraine for
the last 75 years followed the international trends overall but
on a smaller scale and encountered more unfavourable
extralinguistic conditions.

The aforementioned observations prompt new avenues
of inquiry. How do these findings may be reflected in the
structure and the scope of the future thesaurus? Is it
appropriate, given the current situation of borrowings from
third languages, to conduct a stern revision of previous
borrowings? Should the role of the terminographer be limited
to descriptivism? How can the proscriptive intentions of the
terminographer be implemented? Should a section on
common erroneous terms be included? What proportion of
a future terminographic product should be devoted to
onomastics? What methods should a terminographer apply
to create a product that not only satisfies the needs that
linger for a long time but proposes something that will be
relevant and attractive in the future?

Results

It is worth to consider the terminology of Chinese visual
art in Ukrainian not only as the Chinese-language realia but
also as internationalisms and an already existing niche
professional vocabulary within the Ukrainian language. Under
such conditions, a revolutionary revision of the field's
terminology does not seem appropriate. However, a relevant
and feasible task is the terminographic documentation of
internationalisms of Chinese origin along with resolving
inconsistencies and clearing unnecessary elements that
developed in secondary borrowings. It is also possible to
create a category of erroneous obsolete terms complimented
with adequate and up-to-date substitutes. Such a revision
could help preventing the recurrence of undesirable forms. As
a Ukrainian terminologist Turovska admits, "The current
situation in Ukraine requires the creation of dictionaries whose
terms would meet several criteria: 1) most fully reflect the
essence of the concept; 2) fully comply with the norms and
rules of modern Ukrainian literary language; 3) be agreed
upon and satisfy both specialists in a particular field and
linguists (Turovska, 2018, p. 61).

From the above, it follows that a single therminographic
product may require different approaches (proscriptive and
prescriptive) to its various sections. What framework would
be appropriate for such a thesaurus? What pattern its entries
should follow depending on their category?

The future thesaurus of Chinese art terminology should
follow the six semantic categories taxonomy. Its four core
categories should be authentic Chinese art terminology and
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adjacent names, titles, idioms, and general lexes. These
four core categories are theoretical, practical, onomastic,
and idiomatic vocabularies. The two supplementary
categories should include the contemporary Chinese
terminology of the Western origin and a list of obsolete
European terms that used to denote authentic Chinese art
phenomena. The authentic Chinese art practical terms
category should include subcategories of genres; styles and
brushwork methods; elements of a composition; colours;
artistic materials, building a hierarchical structure
(https://lwww.ifla.org/files/assets/hg/publications/profession
al-report/115.pdf; Harping, 2010). The onomastics should
be divided into two categories a) titles of literary works only
(often famous treatises on art) and b) titles applicable to both
the famous works of art and canonical literature works. The
latter category should be organized by genres of painting.
The names of classical subjects and artistic motifs often
originate from literary works. This allows consulting with the
sinologists who research literature and drama and make this
part of the art thesaurus cohesive with some literature and
drama onomastics. Ties with these disciplines also allow for
the use of emotionally charged vocabulary. Names of
religious and legendary subjects may correlate with
theonyms, hagionyms and other onomastics of religion and
folklore studies. Onomastics will inevitably bring up the issue
of choosing the transcription system for proper names.

The part labelled "“idiomatic" although not being
homogenous from either onomasiological or semasiological
point of view, should have no special substructure except for
the alphabetical order. Only a few of terms may ever enter
the databases of Ukrainian museums, yet these terms are
crucial for successful communication in the field, so they are
important for learners and translators.

Lemmata in all the categories and subcategories should
be organized in an alphabetical order.

At this stage, it is hard to estimate the number of lemmata
in each category. It is reasonable to assume though the ratio of
some categories. The list of obsolete terms should be the
shortest part of the thesaurus, followed by onomastics. The
practical part seems to be the most numerous.

While the last category's thesaurus entry bilingual structure
should follow the simple pattern "an obsolete Ukrainian term —
a term in the language of its origin (French, English) — the up-
to-date Ukrainian substitution" (IFLA Working Group on
Guidelines for Multilingual Thesauri (2009). Guidelines for

multilingual ~ thesauri  (https://www.ifla.org/files/assets/hqg/
publications/professional-report/115.pdf). International
Federation of Library Associations and Institutions

(https://lwww.ifla.org/files/assets/hg/publications/profession
al-report/115.pdf), the other five categories should follow a
more complex "Chinese — Ukrainian" pattern. An electronic
format will allow for cross-referencing and easy search for
both Ukrainian and Chinese categories and lemmata.

A complex thesaurus entry should consist of the
following elements in the following order:

Term in Chinese (Simplified and Traditional characters
separated by a slash followed by pinyin transcription).

Ukrainian equivalent(s) containing all possible variants
suitable for various communicative situations, marked
correspondingly.

Category

Definition in Ukrainian elaborating on history of a term,
related anecdotes.

Example of usage in Chinese, possibly with the
Ukrainian translation.

Related terms in Chinese (synonyms and antonyms
marked correspondingly).

ISSN 1728-242x (Print), ISSN 2786-5983 (Online)

While striving for unambiguity and consistency, thus
preferring to shorten the number of possible Ukrainian
equivalents, it is advisable to think of possible field and
circumstances of a term usage that may dictate the search
for synonyms.

While Ukrainian equivalent should use the synchronic
approach, the definition in Ukrainian may contain suggestions
for using a diachronic approach. Even within a selection of
practical terms, depending on communicative pragmatics, a
tendency toward synonymy emerges. For documentation,
phonetic borrowing may be used, while for popularization, a
calque accompanied by an explanation using familiar European
art terms may be more appropriate. All these nuances should
be included in the Definition category.

It is necessary to elaborate on the synchronic and
diachronic approaches. The synchronic approach involves
working with the semantic field relevant to contemporary
Chinese culture representatives. It is suitable for
contemporary discourse on the history of Chinese art and
the works of contemporary traditionalist artists, for
translating such expressions from modern Chinese into
Ukrainian, and for institutional documentation in museums
and controlling institutions. It is important to use modern
Ukrainian vocabulary without literary tropes, emotional load,
or deliberate archaisms.

The diachronic approach has significant practical value
for translating ancient literature. Here, it is considered
appropriate to use everything that is undesirable in the
synchronic approach: literary tropes, emotional descriptions,
dialect lexes, and archaisms. Sources for archaisms may
include monuments of Ukrainian literature that reflect on the
nature of creativity and mention artists, e. g. writings by
Meletius Smotrytsky (1577-1633) and loanikii Haliatovskyi
(1620-1688). However, this recommendation is presented
as a hypothesis and requires preliminary comprehensive
examination considering cognitive frameworks of old
Ukrainian literary works.

Discussion and conclusions

The exploration of Chinese visual art terminology within
the Ukrainian linguistic context reveals a nuanced and
multifaceted landscape. The current terminological corpus in
Ukrainian is not a blank slate but a layered system
comprising internationalisms, secondary borrowings, and
niche professional vocabulary. This complexity suggests
that a targeted and pragmatic approach focused on
documentation, clarification, and refinement is both feasible
and beneficial.

The proposal to develop a comprehensive thesaurus
structured around six semantic categories reflects a
thoughtful response to the needs of various potential users:
translators, educators, museum professionals, and
scholars. The taxonomy that divides terms into six
categories (theoretical, practical, onomastical, idiomatical,
Western-origin Chinese terms, and obsolete European
terms) provides a robust framework for organizing
knowledge. Particularly notable is the emphasis on practical
terms, which are expected to form the main body of the
thesaurus and require a hierarchical structure to reflect their
internal complexity.

The thesaurus structure and its entry patterns are to be
tested by both the participants of the round table mentioned
in this paper and larger and more diverse target user groups:
art historians, translators, educators. Feedback forms and
follow-up roundtable discussions will be helpful in refining
this terminographic product. Collaboration with groups
developing the Ukrainian state language standard and
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Chinese-Ukrainian corpora appears to be perspective for all
parties involved.

Further research and development of the Ukrainian
thesaurus for Chinese visual art terminology should focus on
interdisciplinary collaboration, comparative studies, corpus-
based analysis, digital platform creation, educational
(including special needs) integration, diachronic enrichment,
terminological standardization, and user-centred design to
ensure accuracy, usability, and cultural relevance.

Acknowledgements. | am especially grateful to Prof. Natalia
Darchuk for her detailed consultation on terminographic methods and
for highlighting the importance of terminology related to emotional
responses to art. My thanks also go to Dr. Beatrix Mecsi for her
valuable perspective on the use of Chinese art terms in Hungarian,
which added a unique dimension to the study. Appreciation is
extended to Prof. Oxana Asadchikh, whose advice on Japanese-
language transcription systems for Ukrainian was particularly helpful
for museum researchers. For their active engagement and thoughtful
contributions, | thank the participants of the roundtable discussion
Nataliya Andrushchenko, Iryna Barsuchenko, Iryna Glyebova,
Ihor Khodzhaniiazov, Anton Kistol, Dr. Vitali Shchepanskyi, and
Zoya Shynchuk. Such a meaningful discussion would not have taken
place without the important guidance from sociologist Dr. Artemii
Deineka on how to conduct focus group meetings. A valuable
consultation on the 17" century Ukrainian literature was provided by
a historian Yuriy Mishchenko.

Sources of funding. This study did not receive any grant from
a funding institution in the public, commercial, or non-commercial
sectors.

References

Alberts, M. (2001). Lexicograhy versus Terminography. Lexikos 11
(AFRILEX-reeks/series 11: 2001), 71-84

Beletsky, P. A. (1957). Chinese art: Essays In A. Kryzhytskyi (Ed.). State
Publishing House of Fine Art and Music Literature of the Ukrainian SSR
[in Russian]. [Beneukwn, M. A. (1957). Kutaiickoe uckycctBo: Ouepku. B
A. Kpbikuukuin (Pea.). FocynapcTBeHHoe M3aaTenbCcTBO M306pasnTensHoro
MCKycCTBa U My3blkarnbHon nutepatypbl YCCP].

Bergenholtz, H. (2003). User-oriented understanding of descriptive, proscriptive
and prescriptive lexicography. Lexikos, 13(1), 1-20. https://doi.org/10.5788/13-0-722

Bergenholtz, H., & Kaufmann, U. (2017). Terminography and lexicography:
A critical survey of dictionaries from a single specialised field. HERMES —
Journal of Language and Communication in Business, 10(18), 91-125.
https://doi.org/10.7146/hjlcb.v10i18.25413

Bush, Susan, & Shih, Hsio-yen. (2012). Early Chinese Texts on Painting.
Hong Kong University Press.

Division of the Humanities, University of Chicago. (2019, April). Wu Hung
explains how Western concepts have drastically shaped the history of
Chinese art.  https://humanities.uchicago.edu/articles/2019/04/wu-hung-
explains-how-western-concepts-have-drastically-shaped-history-chinese-art

Fajcsak, G. (2003). The Historiography of Chinese Art in Hungary(He sci
nponucHi nimepu). Acta Orientalia Academiae Scientiarum Hungaricae,
56(2/4), 429-442.

Gouws, R.H. (2018). Internet Lexicography in the 21st Century. Theorie,
Empirie, Dokumentation. In Stefan Engelberg et al. (Ed.), 1st ed., De Gruyter,
2018, 215-36.

Guo, X. (n. d.). Linquan gaozhi [Lofty Message of Forests and Streams].
Chinese Text Project [In Chinese] [FEE. (n. d.). MUREEL. hEIFTEFE T
141, https://ctext.org/wiki.pl?if=gb&chapter=430059&remap=gb]

Harping, P. (2010). Introduction to controlled vocabularies. Terminology for
art, Architecture and Other Cultural Work. Getty Publishing.

Kahane, H. (1986). A Typology of the Prestige Language. Language,
62(3), 495-508. https://doi.org/10.2307/415474

Kazymyrova, I. A., Turovska, L. V., & Yatsenko, N. O. (2023). Ukrainian
theoretical terminology studies in the context of Slavic experience. Institute of
the Ukrainian Language of the NAS of Ukraine [in Ukrainian]. [Kasumuposa, 1. A.,
TypoBcbka, J1. B., & AueHko, H. O. (2023). YkpaiHcbke meopemuyHe mepmi-
HO3HaBCmMEO Ha Mili Cr08'siHCbK020 00c8idy. IHCTUTYT yKpaiHCbKOi MOBU
HAH Ykpainu].

Kiktenko, V. O. (2002). Essay on the history of Ukrainian Sinology. 18th —
first half of the 20th century: research, materials, documents. A. Krymskyi
Institute of oriental studies. National Akademy of Sciences of Ukraine
[in Ukrainian]. [KikTeHko, B. O. (2002). Hapuc 3 icmopii ykpaiHcbko020 Kumae-
3Haecmea. XVIIl — nepwa nonosuHa XX cm.: OocrniOxeHHs1, Mamepiaru,
dokymeHmu. BuaaBHuuTeo IHCTUTYTY cxono3HascTBa HAH YkpaiHu].

Kryzhytskyi, O.V. (Ed.). (1965). Kyiv State Museum of Western and
Oriental Art: Chinese painting: Catalogue. Mystetstvo [in Ukrainian].

ISSN 1728-3817

[Kpwxuupkuin, O. B. (Pepn.). (1965). Kuiscbkuti depxxasHuti My3etli 3axiOHO20
ma cxiOHoeo mucmeymea: Kumalicbkuli xueonuc: kamanoe. MncteuTso).

Li, Z., Liu, G. (1999). Zhongguo meixue shi juan: Weijin Nanbeichao bian
[History of Chinese aesthetics: Wei, Jin, Northern and Southern Dynasties].
Anhui Art Publishing House [In Chinese] [Z57%)%, XIZH4. (1999). A [E 4
S BRI, A ZBEAR AR

Lohvyn, M. (2023). Problems of translation, interpretation, and usage of
terminology of traditional Chinese art in the contemporary Ukrainian
information space. In L. L. Antonyuk, V. O. Kiktenko and others (Eds.).
Chinese Civilization: Traditions and Modernity (pp. 309-312). Liha-Pres [in
Ukrainian]. [IToreuH, M. tO. (2023). MNpobnemn nepeknagy, TNyMayeHHs i 3a-
CTOCYBaHHSI TEPMIHONOTiI KATaNCbKOro TpaauLiNnHOrO MUCTeuTBa B Cyyac-
HOMY yKpaiHCbkOMYy iHdopMauiiHoMy npocTopi. Y  J1. J1. AHTOHIOK,
B. O. KikteHko Ta iH. (Pea.). Kumalcbkka yusinisauisa: mpaduuii ma cy4ac-
Hicms (c. 309-312). Liha-Pres].

Lohvyn, M. (2024). Titles of temporary exhibitions of Chinese fine art at the
Khanenko Museum: Success of translation and communication practices. In
L. L. Antonyuk, V. O. Kiktenko and others (Eds.). Chinese Civilization: Traditions
and Modemity (pp. 72—74). Liha-Pres. [in Ukrainian]. [lorsuH, M. tO. (2024). Ha-
3BU TVMYaCOBKX EKCMO3uLii 06pa3oTBopyoro MuctelTea Kutato B Mysei XaHeH-
KiB: yCniX nepeknagaubkux i KOMyHikaTMBHWMX npaktuk. Y J1. J1. AHTOHIOK,
B. O. KikteHko Ta iH. (Peq.). Kumaticbka yusinisauis: mpaduuii ma cydacHicmb
(c. 72-74). Liha-Pres. https://doi.org/10.36059/978-966-397-442-2-18].

Lohvyn, M., & Kirnosova, N. (2025). Terminology of East Asian fine art in
the practice of Ukrainian museums. In H. Semenyk (Ed.). Philology of the
21st Century: New Research and Prospects (pp. 195—196). PPC "Kyiv University"
[in Ukrainian]. [oremH, M., & KipHocosa H. (2025). TepmiHonozis obpa3om-
8opyo20 mucmeuymea CxidOHoi A3ii 8 npakmuui my3eis YkpaiHu. Y I'. CemeHok
(Peq.). ®@inonozia XXI cmonimms: Hoei OoCniOXeHHs | nepcriekmueu
(c. 195-196). BINL, "KuiBcbkuii yHiBepcuteT"].

Lynn, R. J. (2016). The reception of European art in China and Chinese art
in Europe from the late sixteenth through the eighteenth century. International
Communication of Chinese Culture, 4(4), 443—456. https://doi.org/10.1007/
s40636-016-0067-9

L'Homme, M.-C. (2014). Terminologies and taxonomies. In J. R. Taylor
(Ed.), The Oxford handbook of the word (pp. 334—-349). Oxford University
Press. https://doi.org/10.1093/oxfordhb/9780199641604.013.008

Minenko, L. M. (Comp.), & Karpov, V.V. (Ed.). (2013). Museology:
Dictionary of basic terms. Fenyks, National Military History Museum of
Ukraine [in Ukrainian]. [MiHeHko, J1. M. (Ynopsga.), & Kapnos, B. B. (Pea.).
(2013). MyseesHascmeo: criogHuk 6a3o8ux mepminis. Perikc, HavuioHanbHuiA
BiliCbKOBO-ICTOPUYHUIA My3€el YKpaiHu].

Novikova, O. V. (2021). Chinese porcelain in Ukrainian museums: History
of collections and attribution of works (Registration Ne 0823U100373)
[Doctoral dissertation in Art Studies, National Academy of Fine Arts and
Architecture] [in Ukrainian]. [Hosikosa, O. B. (2021). Kumaticekuti cpapghop &
My3esix YkpaiHu: icmopisi konekuyiti ma ampubyuisi meopie [Ouc. a-pa Hayk 3
MUCTELTBO3HABCTBA, HauioHanbHa akagemis 06pa3oTBOpYOro MucTeLTea Ta
apxitekTypu]. IHCTUTYUIHWIA peno3nTapiit HauioHanbHoi akagemii o6pasoT-
BOpYOro mucreutBa Ta apxitektypu 0823U100373. https://uacademic.info/
ua/document/0823U100373].

Pope, J. A. (1947). Sinology or Art History: Notes on Method in The Study
of Chinese Art. Harvard Journal of Asiatic Studies, 10(3/4), 388-417.

Rakhno, K. (2022). Demons in Chinese roof ceramics. In L. L. Antonyuk,
O. V. Bohomolov, V. O. Kiktenko and others (Eds.). Chinese Civilization:
Traditions and Modernity (pp. 104-107). Liha-Pres [in Ukrainian].
https://doi.org/10.36059/978-966-397-347-0-27. [PaxHo, K. (2022). Yoptn B
nokpiBenbHii kepamiui Kutato. Y J1. J1. AHToHIoK, O. B. Boromonos, B. O. Kik-
TeHko Ta iH. (ped.). Kumadlcbka yusinizayisi: mpaduyii ma cy4yacHicmb
(c. 104-107). Liha-Pres. https://doi.org/10.36059/978-966-397-347-0-27].

Rudyk, H. (Ed.). (2023). Art of Asia and the Islamic World. Safran [in
Ukrainian]. [Pyawuk, . (Pea.). (2023). Mucmeumeo Asii ma icramcbko20
ceimy. CadpaH].

Sernelj, T. (2021). The problem of the authenticity of the aesthetic concept
giyun shengdong: Xu Fuguan's analysis and interpretation. Asian Studies,
IX(XXV), 1, 159-180.

Sivers, V. A., Platonov, B. O., Kravchenko, N. I., Nesterenko, P. V.,
Yukhymets, H. M., Revenok, N. M., & Shpetna, O. D. (Eds.). (2011). Art
expert's glossary of terms. NAKKKIM [in Ukrainian]. [Ciepc, B. A., MNnatoHos, b. O.,
KpaBuyeHko, H. I., Hectepehko, M. B., KOxumeupb, I'. M., PeBeHok, H. M., &
WnetHa, O.A. (Pen.). (2011). CnosHuk mepmiHie MucmeumeosHasys-
ekcriepma. HAKKKiM].

Su, S. (2013). Qingming shanghe tu wu da mituan [Five mysteries of "Along
the River During the Qingming Festival"]. People's Digest, 3 [In Chinese] [75 F+#Z.
(2013). (iEM LIy FoRwER] A RSCH, 3.

Turovska, L. (2018). Ukrainian terminology studies in the 21st century:
Main research directions. Ukrainian Language, 1(65) [in Ukrainian]. [Typos-
cbka, J1. (2018). YkpaiHcbke TepMiHO3HaABCTBO XXI| CT.: OCHOBHI HanpsMku Ao-
cnimxeHb. YkpaiHceka moea, 1(65)].

Valeontas, K., & Mantzari, E. (2006). The Linguistic Dimension of
Terminology: Principles and Methods of Term Formation \ 1st Between Art
and Social Science, (pp.1-20). ELETO. https://www.academia.edu/
2317735/the_linguistic_dimension_of_terminology_principles_and_methods
_of _term_formation_ Kostas_Valeontis_Elena_Mantzari_2006



CXIAHI MOBU TA NITEPATYPMU. 1(31)/2025

~87 ~

Watson. B. (1984).The Columbia book of Chinese poetry: from early times
to the thirteenth century. Columbia University Press.

Wexler, P. (1969). Towards a Structural Definition of Internationalisms.
Linguistics, 7(48), 77-92. https://doi.org/10.1515/ling.1969.7.48.77

Xie, H. (n. d.). Guhua pinlu [A Record of Ancient Paintings]. Chinese Text
Project [In Chinese] [#f#F. (n.d.). o @ g%, & E #2457 it kil
https://ctext.org/wiki.pl?if=gb&chapter=321627&remap=gb].

Zhang, T., De Laurentis, P. (2023). Understanding Chinese calligraphy: 35

Zhang, Y. (n. d.). Lidai minghua ji [Famous Paintings Through the Ages].
Chinese Text Project(Vol. 10) [In Chinese] [#KEZiz. (n. d.). A4 L, 51
% . b E B F kil & . https:/ictext.org/wiki.pl?if=gb&chapter=
722335&remap=gb].

OTpumaHo pepakuiet xypHany /| Received: 30.06.25
NMpopeueH3zoBaHo / Revised: 01.08.25
CxBaneHo po Apyky / Accepted: 29.10.25

key concepts. Hubei Fine Arts Publishing House.

MapTa JIOIBUH, acn.

ORCID ID: 0009-0002-3497-7007

e-mail: marta.logvyn@gmail.com

KuiBcbkui HalioHansHUI yHiBepcuTeT imeHi Tapaca LLeB4yeHka, KuiB, YkpaiHa

[0 CEMAHTUYHOI TAISCOHOMI'I' AB__TEHTVI‘-IHO'I' TEPMIHONOTIT KATANCbKOIO MUCTELITBA
AnA CTBOPEHHA KWTAUCBKO-YKPAIHCbKOIO TE3AYPYCA OBPA30TBOPYHOIO MUCTELTBA

B ¢ Ty n . YkpaiHcbke cycninbcmeo demoHcmpye cmilikuli i 6aczamozpaHHuli iHmepec Ao k/lacu4HO20 Ma cy4acHO20 KumalicbKo20 Mucmeymea.
OdJdHak demokpamu3auisi ucKypcy npo kumalicbke Mucmeymeo npu3seesia 00 mepMiHOI02i4HOI Hernoc1idoeHOCMI, W0, y C8OH0 Yepay, CrIPUYUHSIE
ceMaHMu4Hi 3cyeu.

Mema uiei po6omu — po3pobka ceMaHMuU4YHOi MaKCOHOMII aemeHMuU4YHOI mepMiHonozii kumalicbko2o Mucmeymea U eukopucmaHHsi yiei
cmpykmypu 055 yknadaHHsl KumalicbKo-yKpaiHCbKO20 ma yKkpaiHCbKO-KumalicbKo20 me3aypyca Klacu4Ho20 Kumalicbko20 Mucmeymea, sikuli ycyHe
nomoyHy HernocnidoeHicmb i cmaHe y npu2odi pi3HUM yinbLosuM epynam.

Me 10 au. [nsa cmeopeHHs1 KOHUenmyasnbHOi mMaKCOHOMIi aemeHmMuUYHOI kKumalcbKOi MUucmeybKoi mepmiHo102ii UKOPUCMOBYEMbCS KO2Hi-
mueHuli nioxio y mepmiHonogii. Y mexax cmeopeHoi cmpyKmypu 3acmocoeyrombcsi OHoMmacionoz2iyHuli i cemacionoziyHuli nioxodu. focnioxeHHs
¢oHono2iyHoI, MopgbosiozidyHOi ma cemaHmuyHol adanmauyii sukopucmosyembcsi, Wo6 HaGamu sIKICHy XxapakmepucmuKy eXumKy asmeHmMuYHuUxX
KumalicbKux mMucmeybKux mepmidie y cyyacHomy 3axiOHOMy OUCKYypci npo kumalickke mucmeymeo. Po6omy donoeHroromsb icmopioz2paghiyHi
onucu, Homamku 3 coyiosliH2eicmuku ma crnocmepeXeHHs1 3@ M03aMOBHUMU YUHHUKaMU, W0 ensiueaoms Ha 2asy3b.

Pe3ynbTaTtu. Y pobomi npedcmaeneHo ceMaHMuU4YyHy mMaKCOHOMIO mepMiHosIo2ii Knacu4Ho20 Kumalicbko2o Mucmeymea, sika cmaHe
OCHOB0OK MaKpoCmpykmypu 080MO8HO20 me3aypyca. OCHO8Hi ma Opy20psiOHi Kame20pii aemeHMuU4YHUX MmepMiHie OOMOBHSIMbLCS CMUCKOM
3acmapinoi mepmiHonoezii 3axidHo20 noxodxeHHs1. 3anponoHoeaHo cmaHAapmHy Modeslb C/I08HUKO8OI cmammi Ansi MalibymHb020 me3aypyca.
Onuc noxioHux eid 0cCHo8HO20 JoCidKeHHs1 Mompe6 OKpeMuX Yinbosux apyn me3saypyca Moxe cmamu opieHmupom Ons niHaeicmis, siki npacHymb
donyyumucs do 36epexeHHs1, docnidxeHHs1 i nonynsipusayii Kynsmyp A3ii @ YkpaiHi.

B v c HoBKWM. focnidxeHHs nidkpectoe Heob6xiGHicmb cmaHAapmu3oeaHo20 nidxody do mepmiHonozil kKumalicbkko2o Mucmeymea 8 YKpaiHi.
Y3200)xeHHs1 mepMiHo2padhidyHOI Npakmuku 3 pe3ysibmamaMu OHOMAaciosl02i4HoO20 ma cemaciosnio2iyHo20 aHanizy mepmiHonozii kumalicbko20
mucmeymea, a makox eu3HaHHs ¢pakmy, ujo 6azamo mepmiHie cmanu iHmepHayioHaniamamu, cmaHe meopemMuYHOK OCHOBOK Osisi yKla0aHHS
KoMMJieKcHo20 me3aypyca. Lia mepmiHozpaghiuHa npaysi cnpusmume egpekmuseHili KOMyHikayii, skocmi akadeMi4Hux AocnidxeHb i deMoHcmpauii
KynbmypHoI 4ymiueocmi e ykpaiHcbkoMy QUCKYPCi Mpo Knacu4He Kumalicbke Mucmeymeo.

Knw4yoBi cnoBa: kumalicbka Moea, YyKpaiHCbka Moea, Kumalicbke mucmeuymeo, mepmiHozpadghisi, oHomMacmuka, ¢bpa3eoJsioais,
ceMaHmuKa, MOBHi 3arno3UYeHHSsI.

ABTOp 3asiBMsie Npo BiACYTHICTb KOHANIKTY iHTepeciB. CnoHcopu He Gpanu yyacTi B po3pobneHHi gocniaeHHs; y 36opi, aHanisi un
iHTepnpeTaLii AaHVX; y HAaNUCaHHI PyKOMUCY; B pilLieHHi MPo NybrnikaLjito pesynbTaTis.
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