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BCTYII

TepmiHosoriuHa cuUcTeMa SIBISIE COOOI0 JOCUTH CKJIAJHUN JICKCUYHHUH ILIACT,
TOMY IO TEPMIHOJIOTiSl OyJb-sKil rajmy3i 3HaHHS 3HAXOAUTHCA y CTaHl MOCTIAHOI
KUTBKICHOT 1 $IKICHOI 3MiHM. 3acTapiBaioTh, BUXOIATh 3 YKUTKY OJIHI TEPMIiHH,
BUHUKAIOTh 1 CTBOPIOIOTHCS 1HIII, IO MO3HAYAIOTh HOBI MOHATTS a00 OUIBII TOYHO
nepesaloTh 3MICT CTapuX, BHUHUKAE 1 BaplaHTHICTh SIK BIIOOpaXKEHHS OJMHIET 3
(dbyHIaMEHTaIbHUX BIIACTUBOCTEH MOBHOI CHCTEMU

My3u4Ha TEPMIHOJIOTIS € OJHHUM 3 HaHWIIKaBIIKMX 00 €KTIB JIIHTBICTUYHOTO
nociimxeHHs. [locrtiiiHa 3MiHA CKiIaay MY3WYHOi TEPMIHOJIOTIT HAa BCiX eTamax ii
PO3BUTKY, a TAaKOX HAasBHICTh CHELU(PIYHUX BIIACTUBOCTEH MY3MYHOTO TEPMIHY
CTBOPIOIOTH HIMpOKe noJje g gociaikeHs (O. B. Anpommncbka, O. JI. becekipcka,
C. bynuk-Bepxona, A. I. l'opemuukin, €. B. eiicuep, I'. K. XKyxona, FO. O. Kiinarckas,
O. ITaBnoBa, H. Ps6oBa, b. Crota, H. I'. Tkauenko, A. M. UepemcuH).

[IpaBunpHUN NepeKIIa]l TEPMIHIB K KIFOYOBUX OJMHUIIb CHEI[IAIBHOTO TEKCTY
€ HEOOXI1JHOI YMOBOIO TOYHOCTI MEPEKIaay BChOrO CIHEIIaIbHOTO TEKCTY. Tum
4acoM, TIpu poOOTI 3 TEKCTaMHU 332 My3WYHUM (aXxOM y HECIEeIaICTIB JOCUTh YacTO
BUHUKAIOTh TPYIHOIl, MOB'SI3aH1 3 IPABUJIBHUM PO3YMIHHSM 1 IEPEKIIAI0M TEPMIHIB.
ToMy My3u4Ha TEPMIHOJIOTISI SIK OO €KT MEpPEeKIany ITOCHIKYETbCS YUCEIbHUMU
nepekiano3HaBusamu (A. I'. AnicimoBa, X. T. beit, I1. A. I'paceBuu, A. O. KonecHuk,
O. O. llleBuyk).

AKTYaJIbHICTh BHBUYCHHS CHEIM(IKK TEpeKyay My3HUYHUX TEPMiHIB
3yMOBJIEHA CKJIQJIHICTIO TIEpeKyIaay TepMIHONOrIT Oyab-sKOi ramgy3l B3arajii Ta
MY3UYHOT TEPMIHOJIOTIT B IIJIOMY, @ TAKOX MOCTIMHUM PO3BUTKOM TEPMIHOJIOTII Li€i
rajysi, 1O TOBHHHO BijoOpakaTHCS B aHali31 HAWOUIBII aKTyalbHUX JDKEpen 3
TEOopii My3UKHU, IO MICTATh TaKi TEPMIHHU.

MeTa JOCHIDKEHHS TIOJSITAa€ Y BHSIBICHHI  CTPYKTYPHO-CEMaHTHYHHX
XapaKTEPUCTUK AHTIINCHKOMOBHOI MY3WYHOI TEPMIHOJIOTIi Ta aHali3i CrmocoOiB ix
BIJITBOPEHHS YKPATHCHKOIO MOBOIO.

Merta po6oTH 00YMOBITIOE TIOCTAHOBKY TaKUX 3aBAAHb!



— BUBYUTHU MY3UYHY TEPMIHOJIOTIIO SIK MOBHE SIBUIIIE;

— JOCIITUTH TpOoOJIeMH Ta CIOCOOM BIATBOPEHHS MY3MYHOI TEPMIHOJIOTI] Y
nepeKIIai;

— BU3HAUYUTHU JUCKYPCUBHI XapaKTEPUCTUKHU TEKCTIB 3 TEOPIi My3UKH;

— TPOCIIJKYBaTH TEMAaTHYHY OpraHizaifilo aHrJIHChKOMOBHOI MY3WYHOT
TEPMIHOJIOT11 Ta OCOOJIMBOCTI CEMAaHTUYHUX 3aB’SI3KIB MK MY3MUHUMHU TEPMIHAMU;

— BHUBYMTHU CTPYKTYPHI TPYIH aHINIIHCHKOMOBHOI My3UYHOI TE€PMIHOJIOTI;

— MPEICTAaBUTH €KBIBAJICHTU Ta OCOOJIMBOCTI IX 3aCTOCYBAHHS MPU MEpeKIial
MYy3UYHO1 TEPMIHOJIOT;

— MOKa3aTu MepeKiaganbki TpaHchopmarllii sk 3acid BIATBOPEHHS MY3HYHOI
TEPMIHOJIOTIT TIPU MEepEeKIIaIl.

O0’€KT IOCHIKEHHS] — aHTJIIHCbKOMOBHA MY3H4YHA TEPMIHOJIOTIS Y TEKCTax 3
Teopii My3UKH B OpPUTIHAJI Ta MEPEKIIa/il YKPaiHCHKOK MOBOIO.

IIpenmer [MOCTIHKEHHI —  CTPYKTYpPHO-CEMAaHTHYHI  XapaKTEPUCTUKU
aHTJIIMCLKOMOBHOT My3UUYHOI TEPMIHOJIOT1I Ta 3ac00M ii nepeaadi mpu nepexsial.

Martepianom nociimpkenns € 100 ¢parMeHTiB TekcTy i3 migpyunnka Music
Theory for Dummies («Teopiss My3uKH JUIsi YaHHKIB»), IO MICTATH BIAMOBIIHY
KUIBKICTh MY3MYHUX TEPMIHIB, Ta iX TMEpeKIaau YKpaiHChKOIO MOBOIO, BUKOHaHI
aBTOPOM KBaTi(iKaIiiHOI pOOOTH.

VY Xoai AOCHIKEHHSI BUKOPUCTAHO HACTYMHI METOMAM. OIHCOBHUI METO/I,
CTPYKTYpHUH METOJ Ta METOJ, KOMIIOHEHTHOI'O aHajli3y JO03BOJIIOTh BU3HAUUTU
CTPYKTYpHI Ta CEMAHTUYHI XapaKTEpPUCTUKH MY3UYHUX TEPMIHIB, METO]
MEePEeKIAAANBKOTO aHalli3y BHUKOPHCTOBYETHCS 3 METOK BHSBJICHHS 3aco0iB
NepeKyIaay TEPMiHIB yKPaiHCHKOIO MOBOIO.

HaykoBa HOBM3HA OJIEep)KaHUX pE3yJIbTATIB MOJSITa€ y TOMY, IIO BIEpIIE
3po0seHo crnpoly TIPYHTOBHOTO CTPYKTYPHO-CEMAaHTUYHOIO aHAJI3y MYy3HYHOL
TEPMIHOJIOTIT Ta BHU3HAYEHO OCOOJMBOCTI BIATBOPEHHS MY3WYHHMX TEpPMIHIB
YKpPAiHCbKOI0 MOBOIO IIUIIXOM 3aCTOCYBaHHSI €KBIBAJEHTIB Ta MepeKIagalbKi

TpaHchopmarii.
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IIpakTyHe 3HAYEHHS OJEPKAHUX pE3YyJbTaTIB IMOJATAE B TOMY, WIO
BU3HAYECHHS CTPYKTYPHO-CEMAaHTUYHUX OCOOJMBOCTEH MY3MUYHOI TEPMIHOJIOTII
cIpusie PO3B’S3aHHIO TPOOJIEM Teopii TUCKYpPCy Ta TEPMIHOJOTIYHOI Teopii, a
MepeKIaIo3HaBYUN  aHaIi3 MY3MYHOI TEPMIHOJOTI € BHECKOM B  TEOPIIO
MEePeKIa03HaBCTBA Ta KOMYHIKATUBHY JIIHTBICTHUKY.

[IpakTuHe 3HAa4YeHHS OJEP)KAHUX PE3YNbTATIB TAaKOXK BU3HAYAETHCA
MO>KJIMBICTIO 3aCTOCYBaHHSI PE3YJIbTaTiB JAOCTIIHKEHHS Yy Kypcl Mepekiiago3HaBCTBA
Ta JIEKCUKOJOTil aHrmiiicbkoi MoBU. OTpuMaHi JaHI MOXYTh OyTH BHKOPHCTaHi
nepeKyiaaqaMu-pakTAKaMy  JUIsi TIOIIMPEHHS JIOCBIAy Ta MOKpAIIeHHS SKOCTI
nepeKiamy.

Crpykrypa kBajgigikaniitnoi podorm maricrpa. Ksamidikauiiina poOota
MaricTpa CKJIaJIa€ThCs 31 BCTYIY, TPHOX PO3JLIIB 13 BUCHOBKAMHU JIO KOXKHOTO 3 HUX,
BHUCHOBKIB JI0 BCI€i pOOOTH, TPhOX CHHUCKIB BUKOPUCTAHUX JIXKEPEN, TPhOX TOJATKIB
Ta PE3IOME.

VY nepuiomy po3iiai BU3HAYEHO TEOPETHYHI 3aCaAy AOCTIIKEHHS: PO3IIIIHYTO
NOHATTS Ta OCOOJMBOCTI NEpPeKIaay MY3HUYHOI TEPMIHOJIOIIT Ta BH3HAYEHO
JTUCKYPCUBHI OCOOJMBOCTI TEKCTIB 3 Teopli My3uku. Jpyruii po3min poOoTu
MPUCBAYEHO JIHTBICTUYHUM XapaKTEPUCTHKAM MY3MYHOI TEPMIHOJIOTIi, 30Kpema,
BUSIBJICHO TEMaTU4HI TPYyNH, CEMAaHTHYHI 3B’SI3KM 1 CTPYKTYpHI MapameTpu
aHTJIIHCHKOMOBHOI MY3M4YHOT TepMiHOJorii. Tperiii po3ain poOOTH MPUCBIYCHO
MepeKIIaIo3HaBUOMY aHaIi3y MY3MYHOI TEPMIHOJIOTII Ta BHU3HAYEHHIO 3ac001B ii

BIITBOPEHHS TIPU NIEPEKIIA/I].



PO3/ILI 1
TEOPETUYHI IEPEJYMOBH BUBYEHHS MY3WYHOI
TEPMIHOJIOTTi Y MOBO3HABCTBI TA MTEPEKJIAJIO3HABCTBI

1.1 My3u4Ha TepMiHO0JIOTisl AK MOBHE SIBUILIE

BypxnuBuii po3BUTOK Hayku 1 TexHIKM Ha Mexi XX—XXI cT. 3yMOBHUB
dbopMyBaHHS pI3HUX HAYKOBHX Taly3ei, KOXKHA 3 SIKHX Ma€ XapaKTEepPHY PO3TalTyKEeHY
TEPMIHOCUCTEMY, 1110, y CBOIO 4Yepry, 3yMOBHWJIO HEOOXIJHICTh I1HBEHTapHU3allii,
BIIOPSIKYBAaHHS Ta HOpMaJi3ailii TEpMiHIB, Hacammepes THX, IO € CKJIAJHUKAMU
CHUHTE30BaHMX rayry3eBux IuionwH [33: 1]. BuBueHHs kareropusallii 3HaHb 1 JOCBITY
MI3HABAHOTO CY0'€KTa € OJHIEI0 3 HAWBAXIMBIMIUX MPOOJIEM Cy4acHOI JIHTBICTUKH,
OCKUJIBKH «KaTEropii B iX yHIBEpCaIbHOCTI BUPAXKAIOTh BCIO JOCIIIKYBaHY 00JIacTh»
[10: 24]. Kiracudikariist 3HaHb y CIEIliaTbHAX 00J1aCTIX 3IHCHIOETHCS 3a JOMOMOTOI0
TEPMIHOJIOTI.

Tepminosoris € simpom MoBH Hayku. ChOro/IHI BOHA MPUBEPTAE BCE OUIBIITY
yBary yKpaiHChKUX Ta 3apyOXKHUX JOCIHITHUKIB, K1 JAIOTh «OJHE 3 MPIOPUTETHUX
MICIIb Y CHCTeMI HAYKOBUX JTUCHHUIUIIH» TEPMIHOJOTIT SK HAYKOBIM JMCIMILIIHI
[31: URL]. 3naune wMicime B LMUX JIHIBICTHYHMX JOCHIKEHHSX BiIBOIUTHCS
BUBYCHHIO TEPMIHOCHUCTEM, 1[0 BUHUKAIOTh B PE3YyJIbTATI CTPIMKOTO PO3BUTKY HOBUX
HAYKOBUX HANPSMKIB, Y4 HOBHX BUPOOHUYMX 200 CychinpHUX pearii [17: 3].

CnoyaTky TEpMIHOJIOTIA K JWCLUMIUIIHA Maja CyTO MpPAaKTHUYHI 3aBJaHHS —
CTaHapTU3AIlII0 HAYKOBO-TEXHIYHUX TepMiHiB. [IoHATTS TepmiHoorii Oyio Brepiie
3anponioHoBane E. BrocTepom, iH)XK€HEpOM 3 BETUKHUM 1HTEpEecOM 110 1HGOpMaIiiTHIX
TEXHOJIOT1i, aKTUBHUM €CIIEPAHTHUCTOM 1 TPUOIYHUKOM OJTHO3HAYHOTO MPOdECiiftHOTO
CHUIKYyBaHHsA, skuii y 1968 pori po3poOuB TeEOpit0 TEPMIHOJIOTII Ha OCHOBI
JekcukorpadiyHOro JOCBIAYy CKJaJaHHs CIOBHHKA, 10 MaB Ha3By «The Machine
Tool» [64: 165]. 3 yacom, B TepMmiHOJOril, OYyB BUAUICHUNA HAMPSIMOK, 3aBIaHHS
AKOTO  BKJIIOYAJM  TEOPETHUYHHUWA  ONUC  BJIACTHMBOCTEW  TEPMIHOJOTII  Ta

TEPMIHOJIOTIYHUX cucTeM [22: 4].



3)

Taka cutyarliss BU3Ha4Ya€ HasBHICTh 0araTO3HAYHOCTI y BHU3HAYEHHI CaMOro
NOHATTA TepMminoJiorii. 3okpema, Ha aymky JIx. C. Celmkepa, HeoOX1THO
PO3PI3HATH TP 3HAYCHHS CIIOBA «TEPMIHOJIOT 1N

1) mekCHYHI OJUHMII CIIELiaJbHOrO MPEIMETHOTO OIS,

2) misIBHICTh, TOOTO HAOIP MPAKTUK 1 METOJIB, 110 BUKOPUCTOBYIOTHCS IS
300py, OMHKCY 1 TPEICTABICHHS TCPMIHIB,;

3) teopis, ToOTO Habip MepeyMOB, apryMEHTIB 1 BUCHOBKIB, HEOOXITHUX IS
MOSICHEHHS B3a€MO3B’S3KIB MK MOHSTTSAMHU 1 TEPMIHAMU, SIKI € (QyHIaMEHTAIbHUMU
JUTS Y3TOJDKEHOT AisutbHOCTI [69: 3].

JIBa mepiux BU3HAYEHHS BKJIIOYAIOTh BUKOPUCTAHHS MOHSTTS «TEPMIHOJIOT1SD)
N0 BIJHOIIEHHIO 10 CYKYITHOCTI TEPMIHIB, & TPETE BU3HAUAE TEPMIHOJIOTIIO K HAYKY,
NOB’sI3aHy 3 TEOPETUYHUM OIKMCOM BJIACTUBOCTEN TEPMIHOJIOTII Ta TEPMIHOJOTTYHUX
CHCTEM.

LleHTpanbHUM MOHATTSAM TEOpli TEPMIHOJOTI € MOHATTS TepMiHy. [loHATTA
«TEPMiH» TOXOJUTh BiJl JIATUHCBKOrO terminus ¥ os3Havae «Mexa, KOPIOH»
(CIC:570). Hatm ditky jgediHililo TepMiHa JOCUTh CKJIQJHO, OCKUIBKH B
YKpPaiHCHbKOMY  MOBO3HABCTBI ~ ChOTOJIHI ~ BIJICYTHE HOTO  3arajJbHONPUMHSITE
BU3HAYCHHS, AKE O BUpPaXalo 3MICT TepMiHiB. Pi3HomaHiTHI nedinimii TepmiHa,
3alpONIOHOBAHI B HAYKOBIH JIiTepaTypi Ta CIIOBHHMKaX, He BuuepmnHi [53: 37]. 3a
cinoBamu X. T. beit, icHye Benuka KiIbKICTh BU3HAYEHb TEPMIHOJIOTII; OJIHAK, ICHYE
CIIJIbHA JyMKa, [0 TEPMIHU € «CHellaIbHUMU MOBHUMHM OJUHULISAMHU B
cHemiagizoBaHux o0nacTsax abo Talmy3dx JIOACHKOTO 3HAaHHS». TepMIHOJIOTIS €
BXKJIMBOIO JICKCUKOIO Ha KOXKHIN MOBI Ta MOXKE XapaKTEepU3yBaTH PO3BUTOK HAYKH 1
TEXHIKH TIEBHOTO CycHiabcTBa [63: 22]. Po3riissHeMO BU3HAUCHHS TOHSATTS TEPMIiHY
OUIBIII JETAIBHO.

S.T. Map’sHKO BHUTIyMauye TEpMIH SIK MOBHY OJMHHIIIO (cioBO abo
CJIOBOCTIOJIYYEHHS), 110 CITIBBIJIHOCUTHCS 31 CIEIIAIBHUM IMPEAMETOM Ta MOHSATTIM
PO HHOTO, BXKUBAETHCS B rally3l HAyKH, TEXHIKU, BAPOOHUIITBA, BUKOHYE OCOOIUBY
¢yukmiro [33: 5]. 3a «CJIOBHUKOM JIIHIBICTHYHMX TEPMIiHIB» TEPMiH — II¢ MOBHA

OJAMHUIIA abo CIIOJIYYCHHSI MOBHHUX OJWHHUIbL, IO BHUPAXKAE YITKO OKPCCJIICHC IIOHATTA
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MEBHOI Tramdy3l HayKd, TEXHIKH, MUCTEITBA, CYCHIJIbHO-TIOJITUYHOTO JKHUTTS
(CJIT: 195). 3a BuzHaueHusm O. O. PedopMaTchkoro, TepMiHM — 1€ «CHEHiadbHi
cioBa, OOMEXEHI CBOIM TPU3HAYEHHSM, CJIOBa, SKI HAMararThCsi OyTH
OJHO3HAYHMMHU SK TOYHE BHPaKEHHS IIOHATh 1 Ha3MBaHHA peucii» [42: 76].
B. Il. /lanmiieHko yBaxkae, 110 TepMiH Tpeba pPO3YMITH SK MOBHY OJMHHUINIO abo
CIIOJIyYCHHsI MOBHUX OJIMHMIIb CIHEIlaabHOI chepr BXKHUBaHHS, SKE € Ha3BOIO
CHEIIAJIBHOTO TOHATTA ¥ BUMarae jaediHiiii, ToOTO HAroJomeHO Ha JAe(iHITUBHIN
¢yHnkmii Tepmina [19: 15].

JIOT1KO-JIHIBICTUYHOI CIIBBIAHECEHOCT] CIECIIIAJIBHOIO IOHATTSI 3 MOBHOIO
onuHuliero notpumyethesi JI. becekipchka, sika po3risgae TEPMiH SK MOBHY
OJIMHUIIIO YW TIOETHAHHS MOBHHUX OJMHHWIIb, NPEACTABICHY B 3MICTOBOMY ILIaHi
HAYKOBHMM, TCXHIYHHM YH IHIIMM cHoelialbHuM moHaTTaMm [8: 34]. BimmosimHo,
X. ®enpbep NpoNOHyE BU3HAYEHHS TEPMIHY B KOHTEKCTI JIOTIKO-JIIHIBICTUYHOIO
MIIXOMY: TEPMIH — 11€ KyMOBHUU CUMBOJ (MOBHA OJIMHULISI, TPyla MOBHUX OJMHUILB),
KWW BUPAXKa€ MEBHE MOHITTS B KOHKPETHIM ramy3i 3HaHHs» [66: 54].

HaykoBui (GopmyJior0Th BUBHAUEHHS TEPMIHY 3aJI€KHO BIJ TOTO, SIKI KpUTEpil
PO3pI3HEHHS TEPMiHY ¥ 3arajJbHOBXHBAHOT MOBHOI OJMHUII € rOTOBHUMH. OCHOBHI 3
HUX — II€ 3B S30K 13 HAYKOBUM IOHSATTSM Ta 31 3HAUCHHSIMH 1HIIIMX TEPMIHIB y MeXax
MIEBHOI CUCTEMH, BUCOKHI PIBEHb a0CTparyBaHHs, 3B 30K 13 MIEBHOK HAYKOBOIO a00
npodeciinoro gisuibHicTIO [44: 57]. ToMy B po0OTI HiATPUMYETHCS BH3HAUCHHS
TEpMiHY K MOBHOI oauHuI, 3anponoHoBane O. JI. [TonomapiBum: «TepMmiH — 1€
OJIMHUIIS 1CTOPUYHO CPOPMOBAHOT TEPMIHHOI CHUCTEMHM, IO BU3HAYAE TOHSITTS Ta
HOro Miciie B CMCTEMI 1HIITUX IOHSATb, BUPAKAETHCA CIOBOM a00 CIOBOCIOJIYKOIO,
CIIY>KUTh ISl CHUJIKYBAaHHS JIFOJICH, MOB’SI3aHUX €IHICTIO CIeliali3allii, HaJIeXUTh 10
CIIOBHMKOBOI'O CKJIay MOBH ¥ MiAMOPSAKOBYeThCs 11 3akoHam» [41: 91]. Artop
3a3Havae, 10 OCHOBHA cdepa 3aCTOCYBaHHS TEPMIHHOI JIGKCUKHU — O(IIliAHO-T17T0BUM

ta HaykoBui ctuii. [lormsais O. [l. [lonomapiBa notpumyerbest i H. CtaxoBchbka

[47: 277].



Sk 3a3nHauae M. B. MenBinp, € Taki KpuTepii BUIJIEHHS] TEPMiHIB:

1) TepmiH oBUHEH OyTH aOCOIIOTHO OJHO3HAYHUM, Y OyJb-IKOMY KOHTEKCTI
BUPAXaTH JIUIIE OJTHE TTOHATTS;

2) ¢dopManbHa CTPYKTypa TEpPMIHIB TMOBHUHHA BIJTBOPIOBATHU 3B’SI3KH MIiXK
MOHATTSAMU; 1€ JOTOMOXKE y 0ararbox BUMNAAKaX 3HAXOJUTU B TEKCTaxX 1H(opmaIliio
Ipo Ti KJIacH MPeIMETIB, SIKi MPsIMO HiJe HE Ha3BaHi,

3) nmoBuHHA OYTH MOXJIUBICTh (hOpPMaATBHUX TEPETBOPEHb TEPMIHIB 3 METOIO
OTPUMAaHHS HOBHUX TEPMIHIB I IO3HAYECHHS HOBOYTBOPEHUX TOHAT;

4) MOXJIMBICTh aBTOMATHYHOI'O TEpPEKIaay TEPMiHIB 3 MPHPOJHUX MOB Ha
1H(popMaIiiHy MOBY 1 HaBMaKu;

5) TepMmin noBuHEH OyTH KopoTkuM [34: URL].

ITepeBakHa OUTBIIICTH JOCIIIHUKIB BBa)KAIOTh TEPMIHAMHU JIMIIIE IMCHHUKHU Ta
CJIOBOCITOJTYYCHHSI, MOOymoBaHi Ha ixHiM ocHOBI [20: 24]. Take TBep/HKCHHS Mae
NIJCTaBU, TO-TIEepIIe, KaTeropiss IMEHHHMKA HACTUIBKM PO3BHHEHA B €BPOIEHCHKUX
MOBax 1 BOJIOJII€ HACTUIBKU MIMPOKUMH CEMAaHTUYHUMHU MOMIIUBOCTSMH, 1110 3/1aTHA
BUUEPIIATH OCHOBHUM CKJIaJl TepMiHoioriyHuX HaitmenyBanb (ACJIT: 11), mo-apyre,
BUCOKHI CTyMiHb a0CTPAKTHOCTI TEPMIHOJIOTI € I11e OJJHUM apTryMEHTOM Ha KOPHUCTh
IMEHHHUKA: «TEPMIHOJIOTIS SIBJISIE COOOI0 HE CyMy IMEH pealIbHUX peueH 1 i, a IeBHY
CUCTEMY Ha3B MOHATH Hpo pedi 1 aii. ToMy B HIMPOKOMY CEHCl CIOBa €JUHUM
JIEKCUKO-TPAMaTUYHUM 3acO00M, SIKH BUpaka€ HAyKOBO-TEXHIUHI TMOHATTA TPO
IPEIMETH, SIKOCTI, il B TePMiHOJIOTIi, € iMeHHUKH» [61: 89]

@opMyBaHHS, PO3BUTOK, KOJIM(DiKallisi TEPMIHOJIOTIT 3HAYHOIO MIPOIO 3aJI€XKaTh
HE TUIBKH BiJ CYyTO JIIHTBICTHYHUX TEHJCHIIH, a W BiJl M03aMOBHUX YHWHHHKIB.
TepMmiHosoriss Mae poO3BUBATHCA Ha 0a3l JIepKaBHOI HAIIOHAJIBHOI MOBH,
KOPHUCTYBATHC ii IGKCHYHUMH PeCypcamu, CIIOBOTBOPUUM MOTEHIIIAJIOM, 3aTy4ar0un
i TOIUTBHI 4y)KOMOBHI 3ano3udeHHs [52: 1].

TepmiHu pi3HUX Tally3eld 3HaHb 00’ €THYIOTHCS B TEPMIHOJIOT1 HAYKH, TEXHIKH,
BUPOOHUIITBA, SIKI OB’ A3aH1 MK COOOIO CKJIAJIHUMH Pi3HOPIBHEBUMH BiTHOIICHHSIMH
[33: 6]. Toxx HaWBaXIUBIIIMM ACIEKTOM CHCTEMAaTH3allii TEPMIHIB € CHCTEMHICTh,

TOOTO, B3a€MO3B'A30K MOHATH NEBHOI Tramy3i 3HaHb [2: 13]. Ockinbku Oyab-ska
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TepMiHOCHCTEMA € KOAU(DIKOBAHOIO TIJCUCTEMOIO CICIIATbHOT JIEKCHKH, 1 ii
eJIeMEHTH (TEpPMIHM) MO3HAYaAIOTh IOHSTTS, SKI TNepeOyBaloTh y IEBHUX POJO-
BUJIOBHX BITHOCHHAX, TO ICHYIOTH IEBHI 3B’SI3KM MK TepMIiHAMH BCEpeIUHI Ti€l uu
1HIIOI TEPMIHOCHUCTEMHU, a TaKOXK MPO 3B’SI3KM 3 IHIIMMH MiACUCTEMaMU MOBHU
[20: 21]. Ha aymky O. C.T'epzia, TEpMiH «IIUTKOM 3YMOBJICHHH CHCTEMOIO TOHSTH
NIEeBHOI HAYKHU; 11032 CUCTEMOIO TIOHSTH ITEBHOT HAYKH TEPMiH He icHye» [14: 14].

OTxe, y TepMIHOJOTIT JOCHTh BaXKIWBUM € TOHATTS TEPMIHOCUCTEMHU.
J. C. JloTrTe BKa3zye Ha Te, 1[0 TEPMIHCUCTEMA «IIOBMHHA SIBIISITH COOOI0 HE MPOCTY
CYKYITHICTh CJiB, @ CUCTEMY CJiB a00 CJIOBOCIOIYY€Hb, IEBHUM YUHOM MIX COOOIO
noB’s3anux» [30: 73]. Ilim Tepminocuctremoro B. M. CepreBHiHa po3ymie
YHOPSAKOBaHY CYKYITHICTh KOJIM(IKOBAaHUX HalMEHYBaHb, 110 BKIIOYAE MTO3HAYCHHS
PI3HUM YHHOM B3a€MOIOB’SI3aHMX HAYKOBUX IMOHSATH OJHIET MEBHOI Traiy3i 3HAHHS
[46: 66]. He3Baxaroun Ha Te, MO y Cy4YaCHOMY TEPMiHO3HABCTBI CHCTEMY TEPMIiHIB
HEPIJKO IMEHYIOTh TEPMIHOJIOTIEI0, TEPMIHOJOTISI — II€é HE CHUCTeMa TEpPMIiHIB, a
CYKYIHICTb TEPMIHIB, 1110 BXOJATh y NEBHY TepMiHOJIOTIUHY cuctemy [39: 148]. Tox,
3a JI. B. Xapuyk, miJ1 MOHATTSAM «TEPMIHOJOTTYHA CUCTEMa» BapTO PO3YMITH CUCTEMY
TEPMIHIB Ha IMO3HAYEHHS HAYKOBHUX MOHATH MEBHOT ramy3i 3HaHHs [56: 55].

TepmiHocucTemMa — 1€ «cucTeMa TEPMIHIB MEBHOI raiy3l HayKd, TEXHIKH,
MHUCTEITBA Ta 1H., sIKa Ma€ JIEKCUKO-CEMAaHTHYHI ¥ CJIOBOTBIPHI 3B’S3KH MIiXK
HOMiHAIIMU-TepMiHaMu» [12: 183]. SIkiio TepMiHOCHCTEMa HEBIOPSAKOBaHA, BOHA
3aTPUMY€ PO3BUTOK HAYKH, SIKy OOCIYTOBYE, MTPU3BOAUTD 10 TOMIJIOK Y TTPAKTHYHIN
nistmeHOCTi [53: 39].

My3uka — MHUCTENTBO OpraHi3ailii My3M4HHX 3BYKIB, Hacamrepen y 4acoBiit
(pUTMI4HI1ii), 3BYKOBHCOTHIN Ta TeMOPOBIil 1mikayii. My3uuyHUM MOKe OyTH MPaKTUYHO
OyIb-sSKHil 3BYK 3 TEBHUMH aKyCTUYHUMH XapaKTEPUCTUKAMH, SKi BIATOBIIAIOTH
€CTETHIIl TI€T UM 1HIIOI eMOXH, Ta MOXKE OYTH BIITBOPEHUM.

B cy4acHOMy JKHTTi, 3 pO3IIMPEHHSM TEXHIYHUX MOXKIMBOCTEH, MYy3HKa
OTOYYE JIFOJMHY BCIOAU — B CYTIEPMApKETi, B MAIINHI, B CIIOPT3ai, BAOMA. 1i BIIMB
Ha HACTPIM MIATBEPHKEHO BUYEHHUMHM, a 3[aTHICTh MiJBUINYBATH PO3YMOBI pPECypcH

Maiike He BUKIIMKA€ Y HUX CyMHIBIB. barato mtozeil maioTh 0a30By My3W4HY OCBITY,
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HalmpocTim 6a30B1 3HAHHS BKJIIOYEHO JI0 KypCY 3arajibHOT HIKUIbHOT OCBITH. Buina
OCBITa TMOTJUOIOE Il 3HAHHSA B KypCl KyJbTYpOJIOTii, a pemrTy 3a0e3nedye JT0BiYHa
JIOACHKA JOMUTIUBICTD. SIK pe3yibTaT — CKIAQIHO 3HANTH JIOIWHY, siIka O HEe 3Haja
3HA4YCHb CIIIB 2ama, akopo, cum@onis uu conama [21: 25].

My3u4yHHUii TepMiH PO3YMIETBCA B pOOOTI K BY3BKOCIECIiaJbHE TOHATTSA B
MY3HIll, OCKUTBKH «TEPMIHOJIOTiSI MHCTELTBA, JITepaTypH, 1CTOpii Taki, M0 MpH iX
BUBYCHHI 3a3BUYali HE MOXXHa MPOBECTH MEXKY MIK TEPMIHOM 1 HETEPMIiHOM»
[50: 70].

My3u4yHa TepMiHOJIOTIYHA CHCTEMAa € €IHICTIO TPbOX JIAJIEKTUYHO
B3a€MOIIOB’SI3aHUX M1JACUCTEM:

1) BacHe TEpMIHOJIOTII, sIKa CKIIAJA€EThCS 13 JIEKCUKO-CEMAaHTUYHUX BapilaHTIB
CJIB 3arajJbHOBXHBAHOI MOBH, SIKI BHOKPEMIIIOIOTH SK MY3H4YHI TEPMIHH 32
JIOTIOMOTO10 1€(p1HITUBHOIO aHAIII3Y;

2) HOMEHKJIATYpH, Ka CKJIAJAEThCSA 3 TEPMIHOJIOTTYHUX OAUHUIb, K1 MAIOTh
IHTEepHAIlIOHAIBHUM XapaKTep B My3U4YHIA TEPMIHOJIOTIT i Bi10OpaxaroTh cerudiky
MY3UYHOTO MUCTEIITBA;

3) BiIacHe CEMIOTUYHOI MIJICUCTEMH MY3WYHOI TEPMIHOJOTIi, SKa MICTUTh
OykBeHi, udpoBi 1 BIacHe 3HaKOBI cuMBoIIiuHi mo3HaueHHs [38: URL].

OcHoBHUMMHU c(epaMu 3aCTOCYBAHHSI MY3UYHUX TEPMIHIB € HAyKOBUH 1
nyONIIUCTUYHUN CTUl. Y CYyTO HAyKOBUX TIpalsiX, HAYKOBO-TIOMYJISIPHIA Ta
HaBYaJIbHIN JIITEpaTypl My3UUHI TEPMIHU BKUBAIOTHCS Y CBOEMY MPSAMOMY 3HAY€HHI
[45: 244].

Bech ckiian My3udHOI TEPMIHOJIOTIT MOXKHA pPO30MTH Ha OKpeMi TpyInu, B
KOXHY 3 SIKUX BXOJSTh TEPMIHHU, 00’ €/IHaHI 3a OJIHIEIO CIUIBHOIO 03HaKow. My3uKa,
SK OJIMH 3 BHJIIB MHUCTEIITBA, BUBYAECTHCS 1 TEOPETHUYHO OOTPYHTOBYETHCS PI3HUMH
muctumiinaMu. KokHa 3 HMX KOPHUCTYETHhCS TEBHUMHU TEPMiHAMH, XapaKTEPHUMHU
TUIBKK ISl Hel. AJie € BelMKa rpyna TEepMiHIB, CIUIbHA JJIS BCIX JAMCIUILIIH.
OO0'enHaBmM 11 TEPMIHM B TPYNH 3a TEMATHUYHOIO O3HAKOKD, MOXKHA OTPUMATHU

HACTYIIHY TEMATHYHY KJIacH(]iKaLil0 My3HYHMX TEPMiHIB!
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1) My3u4HI iHCTpyMEHTH Ta iX ckjiagoBi wactuHu: alto, harp, balalaika, horn,
guitar, domra, harpsichord, mandolin, piccolo, trumpet, piano, tambourine, cymbals;

2) cmiBoui romocu i ix perictpu: baritone, bass, soprano, mezzo-soprano,
discant, tenor, falsetto;

3) my3uuHi KOJeKTHBH 1 iX rpymm: ensemble, band, vocal quartet, second
violin, duet, chapel, orchestra;

4) mpodecii, cremiaabHOCTI, aMInIya: accompanist, accordionist, vocalist,
cellist, harpsichord, Kapellmeister, lazuli, violinist, trumpeter, drummer;

5) nmii, mportecu mparti: arrange, conduct, improvise, instruct, orchestrate;

6) >xaHpH, Buau, ranaysi my3uku: ballet, ballad, romance, anthem, intermezzo,
cantata, concert, nocturne, opera, oratorio, song, prelude, requiem, symphony,
sonata, overture, fantasy;

7) okpeMi My3u4Hi TBopH 1 ix wactuam: Adagio, Aria, Barcarol, Burre, Waltz,
Introduction, Gavot, Divertissement, Introduction, Cavatina, Capriccio, Mazurka,
Menet, Paraphrase, Song Without Words, Scherzo, Tarantella, Turnat, Karbanera;

8) my3uuHi ¢opmu Ta ix ememenTH: Voice, double fugue, code, counterpoint,
leitmotif, organ point, development, refrain, rondo [50: 70-71].

Jlo HaWO1IBII BIIOMUX CEpeJl MHMPOKUX KOJ HACENIEHHS HaJieaTh TEPMIHHM Ha
MO3HAYCHHS MY3MUYHHUX >KaHpiB (Symphony, sonata, requiem, concerto), temOpiB
rosiociB (soprano, tenor, baritone), temny Bukonanns (allegro, moderato, andante,
adagio), ra inmmux (harmony, chord, pizzicato, arpeggio, string, bass, beat) [21: 25].

3a CTPYKTYPOIO TEPMiHU JIUIATHCS HA MPOCTI (CKJIANAIOThCS 3 OJHOTO CJIOBA) 1
ckiazeHi (Tooto cioBocnoydeHHs). Jlo mpocTux HalexaTh OJJHOKOPEHEBI TEPMIHU,
SIKI MOXKYTh MaTH sIK HenoxinHy ocHoBy (Anthem, Zhig, Code, Fugue), Tak 1 moxigaHy
(vocalist, orchestration, arrangement). Kpim ogHOKOpeHEBHX MPOCTUX TEPMIHIB € 1
nBokopeHnesi (mezzo-forte, musicology, rondo-sonata).

[Ipocti TepMiHM BXOIATH B HACTYMHI PO3PSAM 3HAYMMHUX CJIB: IMEHHHUKH
(vocal, gusl, interval, quartet, clarinet, syncope, unison, fermat), nmpukMeTHUKH
(focal, diatonic, dominant, minor, obligate). TepmiHH-TIPUKMETHUKN 3yCTPIYAIOTHCS

TITBKH SIK YaCTUHU CKJIQJIEHUX TEPMiHIB. TepMIHU-TIECIOBA 1 TEPMIHU-IMEHHUKH 3
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Ti€l K CEeMaHTHKOI CcKiamawTh mapu: to conduct — conducting, orchestrate —
orchestration, improvise — improvisation, transpose — transposition. IlpucaiBHUKH
30CEpe/KeHI B HEBEJIHMKIA 3a OOCSATOM TPyl TEPMIHIB 31 3HAYEHHSIM IMIBUIKOCTI,
TEMITy 1 XapakTepy BUKOHaHHsS TBOpiB. Bci Bonu 3amosudeni: adagio, allegro, vivo,
ritenuto, forte.

CkmamHi TEpMIHU TPEACTABISAIOTh COO0I0 TOEIHAHHS PI3HUX 3HAYMMUX CIIIB.
KinpkicTh uneHiB Moke OyTH nBa 1 Ouibine. HalOiapln mommpeHi JBOUYICHHUX
CKJIaJI0B1 TepMiHH. BOHH BKITIOYAIOTH:

1) npukmeTHHK Ta iMeHHuK (big septacords, harmonious minor, false reprise,
chromatic signs);

2) nBa imennuku (vertex of the interval, treatment of the chord, affinity of the
tonality);

3) nopsakoBuUil UnCTiBHUK 1 iMeHHUK (Second voice, first violin, sixteenth note).

baraTounenHi ckiamHi TepMminu HedwcleHHi: simple two-part form, dominant
reduced septacord [50: 71-72].

My3nyHa TEPMIHOJIOTIS SIK HEBIJI'€MHA YaCTUHA JIEKCUYHOTO CKJIAJAy MOBU €
BIJIKPUTOIO CHCTEMOIO, 1110 MOCTIMHO NepeOyBa€e B IUHAMIII, BOHA JOCUTh PEIbEPHO
BIJII3EPKAITIOETHCS TIepe] HAMU YH TO TMOSBOIO HOBUX CJIiB, YA TO BUXOJOM OKPEMHUX
JIEKCUYHUX OJUHULb 3 YKUTKY (4epe3 BTpaTy CBO€i KOMYHIKaTHUBHOI 3JaTHOCTI), UM
TO 3MIHOIO 3HAYEHHS ICHYIOYHX cJiB (y O1K MOro pO3UIMPEHHS 4M 3BYKEeHHs). Pi3Hi
HapOJU CBITY JIOJYYWJIHCS IO CTBOPEHHS MY3WYHUX TE€PMIHIB YIPOJOBXK OaraThox
BiKiB. TOMy B My3HMuHIi TEpPMIHOCHCTEMI HAsBHI HAalIapyBaHHS PI3HUX 1CTOPUUYHHUX
eroX 1 3Ha4YHa KiJIbKICTh 3amo3ndens [11: 78].

Takum 4uHOM, TepMiH Yy pOOOTI PO3YMIETHCS SIK  OJUHUIS ICTOPUYHO
c(hopMOBaHOI TEPMIHHOI CHCTEMH, 1[0 BU3HAYAE IMOHATTS Ta HOTO MiCIle B CHCTEMI
IHIIMX TOHAThb, BHUPAXKAETHCA CIOBOM a00 CIIOBOCHOJIYKOIO, CIYXUTh IS
CIUJIKYBaHHS JIFOACH, TIOB’A3aHUX  €JHICTIO  CHeIlaiizallii, HaJIeXUTh 0
CJIOBHMKOBOTO CKJIJly MOBHM ¥ MiJMOPSIAKOBYEThCS ii 3akoHam. (OCHOBHUMH
XapaKTEPUCTUKAMU TEPMIHY € OJAHO3HAYHICTh, MPO30PICTh (POPMANIBHOI CTPYKTYpH,

NEpUBAIIAHANA TOTEHIlal, KOAW(IKOBAHICTh Ta CTUCIICTh. TEpMIHOJNOTIS €
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CUCTEMHOIO, 1 CHCTeMa TEePMIHIB MEBHOI Tayly3l HayKH, TEXHIKA, MUCTEITBA Ta 1H.,
sAKa Ma€ JIGKCUKO-CEMaHTHUYH1 ¥ CIIOBOTBIPHI 3B’S3KM MDK HOMIHAIISIMU-TEpMIiHAMU
pPO3YMIETBCSL SIK TepMiHOCHCTEMAa. TEpMIHOCHCTEMOIO MY3UKH € CYKYMHICTb
MYy3UYHUX TEPMIHIB, 110 BU3HAYAIOTHCS SK BY3bKOCIELIANbHI MOHSATTS B MY3HIIL.
BignoBimHo g0 TemMaTtuyHOi Kiacu@ikaiii, BHAUIAIOTH TakKl TPyHOH MY3UYHHX
TEPMiHIB, SIK My3W4YHI 1HCTPYMEHTH Ta iX CKJIAJOBI YAaCTHUHH, CIIBOYl TOJIOCH 1 iX
pericTpu; My3W4YHI KOJICKTHUBH 1 iX rpymnu; mpodecii, CrnemiaibHOCTI, aMmIulya; Iii,
IPOLECH Tpalll; KaHpH, BUAM, Taly3l My3UKH; OKpeMi My3U4YHI TBOPH 1 IX YaCTHHHU;
My3U4H1 (POpMHU Ta iX €IeMEHTHU. 3a CTPYKTYPHUM KPHUTEpIEM BUAUIAIOTH MPOCTI Ta

CKJIQJH1 MY3UYH1 TEPMIHH.

1.2 IIpo6aeMu Ta ciocoOM BiATBOPEHHSI MY3UYHOI TePMiHOJIOTII

Y B aHIMHACHKIA MY3WYHIA TEPMIHOJOrIT MHOCTIHHO HOBI TEPMIiHH, IO
noTpeOyIOTh BUBUYECHHS Ta MEPEKIay Ha YKPaiHChKY MOBY, IPOTE MPEACTABISIETHCS
OYEBUIHUM, IO JOCTIKEHHS CY4YacCHOI JIHTBICTUKM HE BCTUTAIOTh 3a IIBUJIKICTIO
po3BUTKY Hayku. CIIOBHUKH HE BCTHTalOTh 32 PO3BUTKOM HAyKH 1 TEXHIKHU, TOMY B
HHUX HEPIKO MOKYTh OYTH BiJICYTHI HEOOXiHI mepekiaaayuesi repminu [59: 263].

AJleKBaTHMI NepeKJIaJ TEPMIHIB € OJIHUM 3 HaWBAKJIMBIIIHUX ACTEKTIB OyJb-
skoro mnepeknany. [lepexnamad TeKCTiB, 110 HaleXaTb OO BY3bKOi cIeLiajIbHOI
00nacTi, MOBMHEH TMPAaBWJIBHO PO3YMITH CHEUU(]IKy TEpMIHONOTIi $SK Yy MOBI
OpUTriHaly, TaKk 1 B MOBI mepekiany. TUlbKM TOII Mepekianay 3MOKe BIOpaTUCH 3
TpyAHOIIAMHU Tepeknany TtepminiB [16: 1]. CkmagHicTh mnepekiaay JiTepaTypw,
MOB'sI3aHOI 3 00J1aCTIO MY3UKH, 00OYMOBJICHA THUM, 1110 TEPMIHOJIOTIYHA JICKCUKA JaHOT
obuacTi Oarara TepMinamu obsiacti my3uku (polyphony — noxighonis, arpeggiator —
apneodxcuamop), Gizuku (oscillator — ocyunamop, sound wave — 36yxkosa xeuns,
amplitude — amnaimyoa) ta iHIIUX cyMibKHEX auciuiuiia [59: 263].

Axmo mepeknagad Xxodye BIATBOPIOBATH CIICMialbHI TEKCTH, TO BijJ ITOBHHEH

3aJ0BOJILHATHA TaKl BUMOTH
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1) 6ytu B Kypcl KOHIENTyaldbHOI Oprasizamii BiAMOBIIHOI oOyacTi B 000X
MOBax;

2) 3HaTH TEPMIHOJIOTIIO, BXKMBaHy (aXiBISIMHU (B 000X MOBax) 1 pO3yMiTH, SIK
BOHAa BHKOPHCTOBYETHCS B MOBI Iepekiiany (MOpsIOK CJiB, KOJOKaIlli, KOHKPETHI
npaBUJia rpaMaTUKH, 1 T.J11.);

3) OyTu B 3M031 3HAXOAUTH PillIEHHS MPOOJIEMH TEPMIHOJIOTTYHUX MPOTAIUH Y
LILILOBIN MOBI;

4) OyTH 31aTHUM BUOpaTH Kpallle nepekiafaibke pillieHHs Y BUMAIKY, KOJIH B
MOBI IIEPEKIIAAY HasABHI I€K1IbKa BapIaHTIB;

5) BMITH pO3Mi3HABATH XOPOIII 1 Ha/IIiHI TEPMIHOJIOTIYHI PECYPCH 1 TPABUIHHO
ix BukopucroByBaru [73: 15].

I1. A.T'paceeuu 1 E.B. TuxonoBa mpumyckarooTh, M0 OJHO- Ta
0araTOKOMIOHEHTHI TEPMIHU MPEICTABISIOTh PI3HI TPOOJEMH IS TEepeKIIany.
OaHOKOMIIOHEHTHI TepMiHM (TIPOCTi, CKJIAQAHI Ta TMOXiJHI) MalTh CHUIbHY
CTPYKTYpY J€pHBallii, 1 iX mepekaaa Moxe 3A1MCHIOBATUCS OE3MOCEePEeIHbO HUIIXOM
MOIIYKY €KBIBAJICHTIB Yy CIEIIai30BAaHUX CJIIOBHMKAaX a00 BU3HAYEHHS iX 3HAYCHD
BIJITIOBITHO 710 KOPEHEBOI Mopdemu Ta ceMaHTHKH adikcis [16: 1].

CxnanHi, 6araTOKOMIOHEHTHI TePMiHM TPECTABISAIOTH O1IbIIE TPYIHOIIIB
IIPU NEPEKIail, OCKUIbKM BOHU XapaKTEPU3YIOThCS CYBOPOIO 1€pApXi1€r0 KOMIIOHEHTIB
31 CTPOTMMH CMHUCJIOBHUMH 3B’SI3KaMHU MDK HUMH. Y [HX TepMiHaX MOTPIOHO
MPOCTEKUTU CHEUU(PIKy BCIX TEPMIHOJIOTIYHHUX €JIEMEHTIB, OJAHAK BOHH MOXYTb
MOXOJIUTH 3 PI3HUX ray3ei HAyKH 1 TEXHIKH, HAIPHUKIIAJ, Carrier Mae pi3Hi 3HAYCHHS
B JIICOBOMY TOCIOAAPCTBi 1 B cdepl TpaHCHOPTy. Maiike KOKHE CIOBO MOXKE MaTu
NpUHAIMHI JiBa 3HAYEHHS, OCKIJIbKU Oy/b-KE OJHO3HAYHE CIIOBO MOXKE OTPUMATU
JpyTre 3HAYCHHS 5K alesITUBHUA IMEHHUK, TEPMiH, BJIaCHA Ha3Ba, METOHIMIYHA a00
SNINTHYHA KOHCTPYKIis Tomio [16: 1].

binbur Toro, moJsiceMist 1 CMHOHIMIsSI cyniepedaTh TPUPOAL 1 PYyHKIIOHATBHUM
ocoOmmBoCTSIM TepMiHiB. [IpoTe B Omuci KOHKPETHOI TEMAaTHKHW YH CHUTyalli
KOHKPETHI TEpPMIHM HE JOIYyCKalOTh HEMPaBUJIBHOTO TiIyMaueHHA. BhHacminok

MPOHUKHEHHS B TEPMIHOJIOTIYHY JIEKCHKY 1 TIEPETBOPEHHS B TEPMiH, 3HAYCHHS
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3araJbHOBU3HAHOTO CJIOBa € CHenupiuHuM 1 OOMEXKEHUM  3aJIe’KHO B
TEPMIHOJIOTIYHOI CUCTEMH, B SIKy BOHO IOTpaIuisie, TOOTO OTpPUMY€ KOHKPETHE
3HaueHHs. [Ipukiagom Moke ciayxutu BukopuctanHs ciie monolocal ta bilocal,
polylokal ns mo3nauenns ocreocunresy (Meaununa) [57: URL].

[lepexnan TepMiHIB TakoXX NOTpeOye BpaxyBaHHs, MOPAN 3 CUHXPOHHHM,
AiaXpOHHOI0 acHeKTY, KUl Oe3MocepeIHbO BIUIMBAE HA CUCTEMHY TEPMIHOJIOTIIO 1,
OTXe€, 3/1MCHIOE BIJIUB Ha METOJ BUOOpY €KBIBaJ€HTAa. BUKOpUCTaHHS J11aXpOHHOTO
OiAX0Ay JOMOMarae po3KPUTH CEMAaHTUKYy TEpPMIHY B TEpeKiajl 3 pI3HUMHU
IPOLIECAMH, L0 3a3HAIM TEPMIH: TEPMIHOJIOT13aLlsl, JETEPMIHOJIOT S, PETEPMIHOJIOTIA
[2: 6].

[IpakTuka nepeknany Mokasye, 10 aJeKBAaTHUN a00 €KBIBAJICHTHHI MEpeKIIajl
TEepMIiHOJIOTIT MOXJIMBHM. {71 1bOro mepekyiagadyi MOBUHHI JISITA 32 HACTYITHUM
AJITOPUTMOM

1) mpaBUIIBHO MEpeKIaaTH TEPMIHM, IO MPEACTABISIIOTh HAYKOBO-TEXHIYHUI
«cKeneT» TeKCTy. B IHImOMy BUNAAKy TEKCT HE MOXe OyTH 3pO3yMUIMHM HaBiTh Y
HaNOUIbII 3arajibHUX TEPMIHAX;

2) TepMiH, 110 TEPEKIANAETHCS, TOBUHEH ICHYBaTH B TEPMIHOJIOTTUHIN CUCTEMI
MOBHU TEpeKIaay; ICHye ToTpeda HEe B MEXaHIYHOMY <«IIEpPEKJIaji», a B MOIIYKY
TEPMIHOJIOTIYHMX AaHAJOrIB 1HIIOK MOBOK. SIKII0O Takoro aHajory HEMae,
nepeKsaaadl MOBHHHI BBECTH HOBHUM TEPMiH (HEOJIOT13M) JIJIsi OMUCAHOT HAYKOBO1 200
TEXHIYHOI JEHOTaTH Yy KOHKPETHOMY KOHTEKCTI, BUKOPHUCTOBYIOYM BCl MO>KJIMBI
criocobu TepeKiany, BKIIOYAIUd OMHCOBH TMEpeKial, a MOTIM BHKOPHUCTOBYBATH
MPUIHATUIN BapiaHT TEPMIHOJIOTIi B YChOMY TEKCTI a00 HaBITh YChOMY JIUCKYPCI;

3) NOpIBHATH HAayKOBY KapTHUHY CBITY MOBHU JKeperna Ta MOBHU MEpeKIany:
3'sCyBaTU HasBHICTb a00 BIJICYTHICTb MOBHMX IOHSITh, BUPQKEHUX TEpMIHAMU. Y
pa3i HEeBIAMOBIAHOCTI M1 HAYKOBUMH NapaJurMaMy TEPMIHU BUMAraroTh TOYHOTO 1
JOKJIATHOTO OTHCY, 110 BUMArae JOTPUMYBATHUCS TIOTIEPEIHBOTO MPABUJIA;

4) pO3TJIIHYTH CEMaHTHYHI BIIMIHHOCTI TEPMIiHIB: 3a0€3MEYUTH ONTUMATHHUI
BaplaHT 3 TOYKHU 30pY 3HAYEHb MK TEPMIHOJIOTIYHUMHU OJMHUIISIMU MOBH JKepesa Ta

MOBU Tepekiany. SKIo TepMiH BUKOPUCTOBYETHCA B JCKITBLKOX 00JIACTAX HAYKH 1
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TEXHIKM 1 Mae€, 3aJ€KHO BiJl KOHKPETHOI 00JacTi HISUNIBHOCTI, AESIKlI XapakTepHi
BIJIMIHHOCTI, MOXHa MPOCTO TMiAIOpaTH TEpMiH 3 OIS JIFOACHKOI ISUIBHOCTI, B
KOHTEKCTI (IMCKYpCi) IKOTO OCTaHHI BUKOPUCTOBYETHCS;

5) nparHyTd YHHUKATH CMHOHIMII B KOHTEKCTI OJTHOIO TEKCTY, 100 YHUKHYTH
HEOJIHO3HAYHOTO PO3yMiHHs cutyalli. OTxe, yacTe MOBTOPEHHSI OJHOTO W TOTO XK
CJIOBA, sIKE HeOaXKaHe B JIITEPaTypHOMY MEPEKIIaal, MOKEe MaTH CIPUATIUBUI €PEKT y
nepeKIIal cremianabHoi titeparypu [24: 3-4].

Haii6inpm momumpeHnMu crnocodamMu nepekJiaay TepMiHiB € HACTYITHI:

1) onTuManbHUM CcIOCOOOM NEpEKIaay TEPMIHIB € 3HAXO/KEHHS B MOBI
NepeKyialy eKBiBaJleHTa TEPMIHY MOBHM OpHIIHAJIy. 3aCTOCYBAHHS LILOIO CIOCOOY
MOJKJIMBE Y THUX BHUIAJKaX, KOJU KpaiHM MOBHU OPUTIHATY JOCSTIa TAKOTO K PIBHA
COILIIAJIBHOTO Ta TEXHOJIOTIYHOTO PO3BUTKY, a00 TpoHiuia 1€l piBEHb y TEBHHM
nepioz cBoei ictopii [37: URL], nanpuknazn: harp — apga;

2) Moxe OyTH CTBOPEHHI HOBUH TEpMIH y MOBI TMepeKiIaay IUITXOM
JI0JIaBaHHSI HOBOTO 3HAYEHHA JI0 ICHYIOYOTO TEPMIHY IiJi BIUIMBOM TEPMIHY MOBU
opurinany [37: URL]. 3a anaioriero nepekiIajicHuX JICKCHYHUX OJUHUIL B 000X
MOBax II€ T€ K caMme, 110 i ceMaHTH4YHa Kajbka. [Ipu BUKOpUCTAaHHI CEMaHTUYHOI
KaJIbK CTPYKTypa TEPMiHYy, IO CTBOPIOETHCS Y MOBI OpUTIHATY, BIAMOBITAE i
HOpMaM, a CTPYKTypa TEpMiHy, 11O CTBOPIOETHCA Yy MOBI MEpPEKIaay, BiANOBIIa€E
HOpPMaM MOBH Tiepekiany. TiJIbKA CEMaHTHKa TEPMIHIB B 000X MOBaX 3aJIMINAETHCA
He3MiHHOIO. Came TOMy IIeil MeTOJ Ha3WBa€ThCS CEMAHTHYHHMM IepeKJIa oM
[37: URL], nanpukan: diminished seventh chord — smenwenuii cenmaxopo;

3) SKIIO CTPYKTYPY JIEKCUYHUX OJUHHUIIL 3aMO3UUYIOTh y TIEPEKIaal pa3oMm 3
€0 OJAVHUIICIO, TO 11 CTPYKTYpPHAa KajibKa, a00 BiacHe Kaibka. Lleit crocio
MepeKIaay CKIAAHOI JICKCUYHOI OJMHMII, B SKIM KOXKEH €JIEMEHT BHXIJHOI MOBU
BIJIMOBIZIA€ €JIEMEHTY B MOBI MEPEKIIaay, CYIIPOBOIKYETHCS MOSIBOIO HOBOi MOJEINI B
MOBI. Jleski 3 3amo3uueHux Mojeseil (eIeMEHTIB CTPYKTypH) (IKCyroTbcsl B
pe3yNbTaTi KajJbKyBaHHS Y MOBI MEpeKIIay; 1HII 3aJUIIal0ThCA YY>KUMU 1 ICHYIOTb

TUIBKM B 130JIbOBAHUX CTPYKTYPHHMX KaJibkax a00 3HUKAIOTh 3 IUIMHOM yacy. Lle €
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OJTHOYACHO 1 mepeBaroro i HemosrikoM kanmbku [37: URL], manpuxman: Song Without
Words — nicus 6e3 cnis;

4) KOJIM CeMaHTHKa, CTPYKTypa Ta (hopma (3ByKOBa KOMITO3HIiS Ta HAITUCAHHS)
3aro3u4eHl B MpoIleci MepekiIaay TepMiHy, TaKui Crocid Mae Ha3By 3amO3W4YeHHS.
[ToBUHHO OYTH YiTKE PO3MEKYBaHHS MK 3allO3WYEHHSIMH, SK1 3aJI€KaTh B1J] MPIMHUX
KOHTaKTiB M)XK JBOMa MOBaMH, Ta IHTEPHAIIOHATII3MOM, 110 TIOXOJHUTH BiJl TPEIBKUX
Ta JIATUHCHKUX €JEMEHTIB, 1 BU3HAYa€ TPAJHULINHI PUCH €BPOMEHCHKOI KYJIbTYpPH,
3aCHOBaHI Ha KilacuyHii ocBiTi. [1{o cToCy€eThCs 3am03u4eHb, TO CTAaBICHHS 0 HUX Y
MepeKyIaal HeOJAHO3HAUYHE. Y THUX BHITAJKaX, KOJW TEPMIiH «IIPHUXOJHUTH» 10 MOBH
MepeKyaay pa3oM 3 HOBOIO KOHIIEMIED ab0 3 HOBHUM 00’ €KTOM, MPEACTABICHUM
TEPMIHOM Y MOBI OpPHUTiHAJy, BBAXKA€EThCA, IO 3armo3ndeHHs € gouiisauM [37: URL],
Hanpukian: eycui — gusli;

5) y nesKkux BUNAAKaxX TEPMIH MEPEAAlOThCS OMHUCOBOK CTPYKTYyporo. lLleii
CIOC10 TMepeKIialy BAKOPUCTOBYETHCS B OCHOBHOMY 17151 0€3€KBIBaJICHTHUX TEPMIHIB,
o BigoOpaxkaroTh peanii koHkperHoi kpainm [37: URL], Hampukmam: creatives —
apm-oupekmopu ma Konipaumepu,

6) TEpMIHM TaKOX MOXYTh MEPEKIATATHCS 3 BHUKOPUCTAHHAM JIEKCHYHHX
nepeTBOPeHb, a caMe TeHepaizailii abo KoHKkpeTHu3aiii 3HaueHHs. KoHkperuzaris —
1€ 3aMiHa OJIHOTO cJoBa abo (pas3u 3 MIKUPIIUM 3HAUYCHHSIM MOBOIO JIKEpesa CIOBOM
abo ¢pazor0 3 OUIBII BY3bKMM 3HAUEHHSAM Ha MOBI Tiepekiany. | 'eHepamizartis,
HaBIIAKH, LI€ 3MIHA cJ0Ba 200 (pa3u 3 OUIbII BY3bKUM 3HAYEHHSIM Y MOBI OpPUTIHAITY
clioBoM a0o0 (pa3or0 3 IMMUPIIMM 3HAYEHHSAM MOBOr mepekinany [37: URL],
Hanpukiaa: orchestration — incmpymenmiexa.

Y  mpaktuill  mepekiany  BKUBAKOTHCS TaKl  TOHATTS, SK  «3MICTOBI
MEPEKPYUYCHH», «3MICTOBI BTpaTW», «CTWIICTUYHA HEBIAMOBITHICTE», abo
«CTWJIICTUYHA HEWTpami3aulis», «BUKOPUCTAHHS HENPAaBWIbHUX €KBIBAJCHTIB» Ta
i1, KinbKicTh MOXKIIMBUX MOMMWJIOK OCOOJIMBO 3pOCTa€ B MEPEKIal IHHOBALIMHUX
JICKCUYHUX OJUHUIb. Ajie MoXuOKa Oy/ie 3HaYHO 3MEHIITYBATHUCH, SIKIO MepeKiaaaq
JTOTPUMYBAaTUMEThCSI HETIOXUTHOI YMOBH: OCMHCIICHHS peajbHOI CHTYyalii, Mo

JCKUTh B OCHOBI TEKCTy, 3HAHHS CaMOi MIMCHOCTI, MPO SKy HAEThCS y TEKCTI.
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[Tomonanus cy0’e€KTHBI3MY Ta TOXUOKH B TIEPEKIAal MOXKE 3MIMCHIOBATHUCS MIISTXOM
OJIHOYACHOI Ta HE3aJIeXkHOI OIIHKHK MEepeKiIaay TPyHow MNepeKiiaadiB, MOPIBHIHHS
BapiaHTIB mepekiaay. Bennke 3HaueHHA MaroTh HafliHI JIeKCUKorpadiuHi JKepena:
CIIOBHUKH, TIJIPYYHHUKH Ta TOCIOHMKH, SKI PO3KpHBadd OU KOHOTAaTHBHI Ta
JCHOTATUBHI 3HAYCHHS CJIiB, IX IMOXOKEHHS, MOKIIMBI 3aco0u nepeknany [4: 23].
Takum dYHHOM, OCHOBHMUMH TpoOJieMaMu BIIATBOPEHHS TMpU TeEpeKial
MY3UYHOI TEPMIHOJIOTII € Te, 110 BOHA BKJIIOYAE B ce0€ TEPMIHU JIEIKUX CYMIKHHX
JTUCIHILTIH, He3a(DIKCOBAHICTh AEAKMX MY3HMUHUX TEPMIHIB Y CIOBHHKAX, HASIBHICTb
0araTo3HayHUX TEPMIHIB 13 HEIPO30PUMHU 3B’ A3KAMH MK 1X KOMIIOHEHTaMH, & TaKOXK
HAsBHICTh Tmoyicemii 1 cuHOHIMII. Jlo OCHOBHMX 3aco0iB TeEpeKIaay MY3UYHHX
TEPMIHIB HajeXaTh: J00Ip EKBIBAJEHTIB, CEMAaHTUYHI Ta CTPYKTYpHI KaJIbKH,
3aMmo3uYeHHs (TPAaHCKPUIILis, TPAHCIITEPAIlisi), OMUCOBUMA nepeKJiaj Ta
JIEKCUYHI TIepeTBOpPEHHs (TeHepaiizailisi Ta KOHKpeTu3aiis). s yHUKHEHHS
MOJKJIMBUX TIOMUJIOK TIPH TepeKiiaal mepekiagad MOBUHEH BOJOIITH CHEIiaIbHUMU
3HaHHSMU Yy Tally3l, 10 SIKOI HaJEXWUThb TEKCT, a TAKOX aJeKBAaTHO OLIHIOBATU
CUTyallil0, II0 ONHUCYETbCSI B TEKCTi, Ta BUKOPUCTOBYBAaTH JOCTOBIpHI

JexcuxkorpadiuHi HKepena.

1.3 /IucKypcHBHI XapaKTePUCTHUKH TEKCTIB 3 TeOpil My3UKH

[TourHatOUM 3 OCTaHHBOI TPETUHU XX CT. 31 BCTAHOBJICHHSIM KOMYHIKaTUBHO-
JMCKYPCUBHOT TIApaJUrMU JIIHTBICTUYHOTO 3HAHHS BIIOYBA€ThCS BIAX1A —BIJ
BHUBUYEHHSI MOBHU SIK 3aKPUTOI CHCTEMH /10 BUBUEHHSI MTPOLIECY KOMYHiKANil y MEeBHIM
comianbpHii curyarrii [9: 17].

OCHOBHHMM CEpeOBHUILEM, Y SIKOMY BiJIOYBa€TbCs Oyb-sIKE CIUIKYBaHHS, €
KOMYHikaTuBHa curyamisa. KoMyHikaTHBHA cuUTyallld XapaKTepus3ye OOCTaBUHU
CHUIKYBaHHS y LIJIOMY, HOr0 yY4acHHUKIB, iX ctumynu Toio [54: 40]. O. I. Mopo3zosa
3a3Havya€, 10 «CIOPUUHATTA, IHTEpHpeTaIlis Ta OIllHKAa I1HAWBIIOM CHUTYaIlii
BU3HAYAETHCS LIUJIICHOIO CHUCTEMOIO HOTo ysiBieHb mpo cBiT» [35: 104], a camum

TEPMIHOM «KOMYHIKaTHBHA CHUTYyallis»» BHU3HAUa€ CUTyallilo, B sKii BiOyBaeTbcs
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cminkyBanas [35: 103]. Ha nmymkxy O.I. Mopo3oBoi, Ha MOBHE O(hOpPMIICHHS
BHUCJIOBJICHHS BIUIMBa€ He Oe3locepeHbOo CHUTyallisl JIHCHOCTI, a Te, SKi
XapaKTepUCTUKU CHUTyalli Y4YaCHHUKM KOMYHIKATHBHOI B3a€EMOJIi  BBaXKalOTh
peneBantHuMu [35: 104].

KoMmyHikaTHBHA CHTyaIiss — II¢ MOJEIb B3a€MOil KOMyHiKaHTiB [25: 22],
KOHKPETHA CHUTYyallid CHUJIKYBaHHs, B Ky BXOJSTHh MapTHEPH MO KOMYHIKamii 1 sika
CIIOHYKa€ 1i yY4acHHKIB J10 MDKocoOucTicHOi iHTepakmii [6: 337]. KoMmyHikaTuBHa
CHUTYAIlisl BU3HAYAa€ MOBJICHHEBY MOBEIIHKY, TOOTO BUKOPUCTAHHS MOBH yYaCHUKAMHU
CIIJIKYBaHHSI B KOHKPETHHUX OOCTaBMHAX, 3TIJHO 3 TaKMMH CHOCOOaMM peanizailii
IHTEHIll, SK KOMYHIKaTHBHI CTparTerii, TaKTMKA 1 XOJW, IO BTUIIOIOTHCS B
MoBiieHHeBUX akTax [40: 10].

B. 1. benikoB  ta  JI.II. KpuciH  Bu3Ha4alOTh  BICIM  KOMIIOHEHTIB
KOMYHIKaTUBHOI CUTYyaIlli: aJpecaHT, aJpecaT, BIAHOCMHU MK MOBLIEM 1 CITyXadeM 1
MOB’513aHA 3 IIUM TOHAJIBHICTh CHUIKYBaHHs (OQililiHa, HEUTpallbHA, IPYKHA); METa
CHUIKYBaHHS, sIKa JIUKTY€E CTPATErilo CIUIKYBaHHS; 3aci0 CruIkyBaHHs (MoBa alo ii
MIJICUCTEMA, a TAKOK HEBEepOaIbHl KOMIIOHEHTH KOMYHIKAII1 — %KEeCTH, MiMiKa TOIIIO);
crmoci0 crminkyBaHHS (yCHMH [/ TIMCBMOBHH;, KOHTaKTHHUN/IUCTAHTHHI); MicCIe
crinkyBanHs [7: 40-41].

[TonsTTss kKOMyHikaTuBHOI cuTyauii . €. ®posoBa TpakTye SK €AHICTh
00’€KTUBHOTO ¥ Cy0’€KTHBHOTO, BEpOAIBHOTO Ta 1M03aBepOaIbHOTO MJIaHIB; CKJIAIHE
MOETHAHHS MEHTaJbHOI pemnpe3eHTalii (parMeHTy CBITYy Ta MHOro MOBHOI
o0’extuBarii [55: 136]. Cmix 3a H. 1. ®opmaHOBCHKOIO, B POOOTI KOMYyHIKaTHBHA
CUTyaIllI PO3YMIEThCA SK CKIAQJIHMA KOMIUICKC 30BHIIIHIX YMOB CIUJIKYBaHHS Ta
BHYTpIIIHIX CTaHIB KOMYHIKAHTIB, L0 MPEACTaBJICHI B MOBJICHHEBIM MOBEIIHI —
BUCJIOBJICHHI, qUCKYypci [54: 42].

Jlist Toro, o6 aHamdi3yBaTh TEKCTU 3 TEOPli My3UKH, HEOOXITHO BU3HAYUTHUCS
13 AU(EPEHIIIOBaHHAM MOHATh «IUCKYpC» 1 «TekcT». Ha cyyacHoMy eTari po3BUTKY
MOBO3HABCTBa MOHSITTSA «IUCKYPC» € OJHHMM 13 HeoiHo3Haunux [3; 5; 68; 70; 71].

3anuIaroyuch JUCKYCIMHUM TWTAHHSM, Yy JIHTBICTHIN CKJIAJOCs JBa OCHOBHHX
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HiAXOAU 0 PO3YMIHHSI CyTHOCTI MOHSTTSA «IUCKYPC»: CTPYKTYPHO-OPIEHTOBAaHUH Ta
(G YHKITIOHATTBHO-OP1EHTOBAHUM.

3 mo3uilii CTPYKTYPHO-OPi€HTOBAHOIO MiAXOAy AMCKYPC pPO3TISIAIOTH SIK
MOBY «BHIIIC PIBHS peueHHs abo cioBocmonyueHHs» [71: 23-25]. Orxe, 11e MOHATTS
OTOTOKHIOIOTH 13 TMOHATTAM TEKCT. 3 TO3Ulli (PYHKIIOHAIBHO-OPIEHTOBAHOTO
HiAXOAYy TOHATTA OUCKYpPC 1 TEKCT AUQEpeHIioThb. JUCKypc TpakTyeTbes sIK
«TeKcT + cutyamis»  [65: 311], gk 3B’SA3HHMH  TEKCT Yy  CYKYIHOCTI 3
EKCTPATIHTBAIBHUMH  (MParMaTUYHUMH, COILIOKYJIbTYPHUMH, TICUXOJIOTTYHUMH)
daxropamu (AJJI: 136-137), a TakoX COIiAJIbHUN TPOLEC, B SIKHH BXOIWTHh TEKCT,
SAKUW € KOHKPETHHM MAaTepiaibHUM O00’€KTOM, II0 MU OTPUMYEMO VY JUCKYpCi
[43: 88].

3rigHo 3 (PYHKIIOHAJIBHO-OPiEHTOBAHUM miIXo0a0M HayKOBITI
IPOTUCTABNIAIOTh «CHOHTAHHICTh JAUCKYPCY BIIOPSAIKOBAaHOMY, KAaHOHIYHOMY 3a
GopMOI0 BHKJIANy TEKCTY; JAUHAMIYHICTD JTUCKYpPCY — CTaTUYHICTh TEKCTY;
OpPIEHTOBAHICTh JUCKYpPCY Ha JKUBY ayJUTOPII0O — OPIEHTOBAHICTh TEKCTy Ha
aOcTpakTHy ayautopito» [67: 74]. lled miaxig nepemdadae IMOSIBY OIO3MUININ:
JUCKYPC-TIPOIEC 1 TEKCT-CTPYKTYypa; MUCKypc-Aianor 1 Tekct-monosor [13: 18]. ¥V
TOM ke 4ac, Ha ayMky O.Jl. MakeoHOBOI, Take MPOTUCTABICHHS HE 3aBXKIU €
MPaBOMIPHUM, QK€ OyIb-IKUN MHUCEMHUN TEKCT MOXXHA PO3TIAAATH 3 TO3UIIIT
JaoriYHOCTI (KoyBaHHS — aekoayBanHs) [32: 18].

CoUloMHIBICTUYHI AOCHIHKEHHSI JUCKYPCY, YBary SsKUX 30CEpEIHKEHO Ha
aHami31 yYaCHHUKIB CIIUJIKYBaHHS, IO PENPE3eHTYIOTh MEBHY COLIAJIbHY Tpymy,
OOCTaBMH IIbOTO CIIJKYBaHHS B IIHUPOKOMY COIIOKYJBTYPHOMY KOHTEKCTI,
CIpSIMOBaHI Ha BHUBYEHHS COIIaJIbHOTO CEpPEIOBUINA MOBIIIB Ta yMOB, 3a SIKHX
BiZIOyBaeThcss (paxoBa komyHnikaumis [60: 167]. IcHyroui icToTHI 3100yTKH Y
MOJICJIIOBAHHI COLIAJIbHO OPIEHTOBAHMX MPOCTOPIB CTBOPIOIOTH MIATPYHTS JUIS
BUBYEHHSI CYTHOCTI ()aXxOBOrO CHIJIKYBaHHA Ta HOro crneuu@iuHuX BIJHOCHH 3
IHIMUMU chepamMu JIIOACHKOT AISUTBHOCTI B ACIMEKTI AISUTbHICHOTO Ta KOMYHIKATHBHO-

KOTHITUBHOTO miaxoiB [12: 1].
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BiamoBimHO, 32  KOMYHIKaTUBHO-COI[IQJIBHUM  KPHUTEPIEM,  JIHUCKYpC
Tr(epeHIlioTh Ha IePCOHATBHUN Ta IHCTUTYLIMHUHN, K1 BIANOBITHO PO3TJISIAI0ThH
MOBIII SIK OCOOWCTICTP Ta SK TIPEACTaBHUKA TEBHOI COIiaJbHOI 1HCTUTYIII.
IHcTuTyHiliHuil aUCKYypC BHOKPEMITIOIOTH 3a CHCTEMOYTBOPIOIOUMMH O3HAKaMH
[IJIed Ta YYacCHUKIB CIUIKyBaHHS. Y4YacCHUKAMHU CIIUIKYBaHHS € TMPEICTaBHUKH
IHCTUTYMII (areHTH) Ta KIIEHTH, SKI 0 HUX 3BEPTAOTHCA. B iHCTUTYIIHTHOMY
JUCKYpCl KITIEHTH MaiKe He BIJIPI3HAIOTHCA B areHTiB. [[Is KOXHOTro BHIY
IHCTUTYIIII XapaKTepHUM € CIIBBIAHOIICHHS CTAaTyCHOIO Ta OCOOHMCTICHOTO
koMItoHeHTiB [60: 165].

Tunosoriss IHCTUTYIIHHOTO JUCKYpPCYy HaJI4y€ YMMalO BHJIIB Ta IMOCTIHHO
PO3ILIUPIOETHCS: TMOJITUYHUM, JUIUIOMATUYHHUM, aIMIHICTPATUBHUM, IOPUIUYHUH,
peKJIaMHUN, CHOPTUBHUM, CICHIYHUN, BINCHKOBUN, TIEaroriyHui, peTiriiHum,
MICTUYHUM, MEIUYHUM, [JUIOBUH, MacoBoO-iHQOpMaliiiHuN, HAYKOBUWA TOIIO
[60: 165]. Mo mporo » TUIy AHUCKYPCY BIIHOCHMMO 1 JHUCKYpPC TE€Opil MY3HKH, IO
BUBYAITHCS B pOOOTI.

Cucrema JIOACBKMX 3HAaHb Y CBOEMY ICTOPUYHOMY PO3BUTKY, SKILO
npeactaBuTH ii rpadiuHo, Haramye ¢opmy pomOa, MOCTaBICHOTO BEPTHKAIBHO.
[TouynHar4M 13 CHHKPETUYHOTO, OPTraHiYHO €JUHOTO 1 HEMOIILHOIO 3HAaHHS, BOHA
pPOCTE 1 IIUPUTHCS Y HAMPSAMKY BCe OUIBINOI yOCOOJEHOCTI oKpeMux raiyseit. [lotim
MMOYMHAETHCS BHYTPIIMIHBOTATY3eBE JAPOOJICHHS, IO MPHUBOIUTH 1O IOJATBIIOT
JMCKPETHOCTI PO3JUIIB 1 MIAPO3JUIIB 1 TOSCHIOETHCS BHUCOKOIO CHEIHU(pIYHICTIO
KOXHOTO 3 HUX. Tak CTBOPIOETHCS, pO3rOPTAIOUHCH Y Yaci, BEIMYE3HUN 1 HEUMOBIPHO
CKJIQJHUI CBIT JIIOJICHKOT KYJIBTypU B yChOMY il PI3HOMaHITTI. AJie MOTIM HacTae
TaKul KPUTUYHUM MOMEHT, KOJU TOoMAI0Ha PO3apiONEHICTh AOCITaE MEX JIOTIYHOT
JOITBHOCTI, 1 TIPEACTAaBHUKUA PI3HUX CIemiali3aiii HaBiTh B OJHIN ramysi
MOYMHAIOTH IMOTAHO PO3YMITH OJIMH OJHOT0; MOAPOOUII BITUYKYIOTHCS BiJl ILJIOTO, 1
HUTICHICTh COPUNHATTS )KUTTEBUX SIBUII B3araji i71e 3 MoJjs 30py. To/al MOYnHAEThCS
3BOPOTHHUI TIPOIEC: CBIIOMHUI, HEOOXITHUW PyX BiJ JeTaNe 1 MOApPOOHUIL — IO
y3arajJlbHeHoCTi, BiJl TinepTpodoBaHOi JTUCKPETHOCTI — 10 IUIECIPSIMOBAHOIO

cunresy [15: 8].
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CaMe Takolo ySBISETHCS ICTOPHUYHA KApTUHA PO3BUTKY MYy3UYHOTO MHUCTELITBA,
a 3 HUM — 1 MYy3HKO3HaBCTBa, 1 Teopii My3umku. Y cdepi My3UUHOI TBOPYOCTI
CHIOYaTKy BiIOYyBaJOCS MOCIIOBHE CTAHOBJICHHS OKPEMHUX BUIIB 1 *aHPIB, 1 JUIIE
MOTIM — IHTEHCUBHUN PO3BUTOK HAMOUIBII CKJIATHUX, CHHTETUYHUX (opM. Y Haylll
PO MY3HKY MPOIEC AUCKPETU3allli BXKEe BUSIBIISIE CBOI HETaTUBHI PUCH, 1, SIK TPOTUTIA
oMy, aKTMBHO TIABHUINYETbCS IHTEpPEC JAO I[UIICHOTO aHami3y SIK METOdY
JTOCIIKEHHS, 0 PO3BUTKY imocodii CTWIIB, A0 MpoOIeM MDKHAIIOHAIBHOT 1
MDKpPETIOHANBHOI 1HTerpamii My3WYHUX KYJIbTYp AK Yy Cy4acHHX YMOBaX, Tak 1 B
ICTOPUYHOMY aCIEKTI.

TeopeTnyHi AUCIUIUIIHY, 10 CIOYATKY BUHHUKIU SK aOCOJIOTHO MPaKTUYHI,
neperiim B poO3psii  3arajibHOOOOB'A3KOBUX  JIJIE  MY3UKAHTIB  OYyJb-SIKHX
CHEIIaJIbHOCTEH; MpU [OMY BOHHU HIBEIIOBAINCS, 3aryOMiIM CBOI KOHKPETHI
MPaKTUYHI LTI 1 IEPETBOPHIINACA B SIKECh AOCTPAKTHE TEOPETU3YBAHHS, 3/1€01IBIIOTO
30BCIM BiJlipBaHe BiJl pealbHUX 3a1a4 Tiel abo iHmmoi mpodecii [15: 9].

My3uuHuii JUCKYPC K KOMyHIKaTUBHA 00JacTh, MO BKIOYaE GiI0codChKi,
KYJbTYpOJIOTIYHI Ta 1H. YSBJIEHHSA, € NOHATTAM Mmupokum. HO. O. Kninarcbka
JTOTPUMYETHCSI By3bKOTO PO3YMIHHS MY3UYHOTO JAUCKYPCY — K IIUTICHOI CyKYIHOCTI
(GyHKIIOHATFHO OpPraHI30BaHUX, KOHTEKCTyalli30BaHHUX OJMHUIIL BXKUBAHHS MOBHU
[26: 88]. Cucrema My3W4HOi KOMYHIKallli JIOCHTHh CKJIaJHA 1 HEOJHOPIJIHA, SK
HEOJHOPIAHUN caM MY3WYHHMIM TIpolleC B HWOTO JIWHAMIYHOMY PO3BUTKY B daci 1
npocTopi coniymy. BoHa Bkiltouae B ceOe BIIKPUTI 1 MPUXOBaH1 KaHalu 1H(pOpMaIlii,
1m0 (QYHKIIOHYIOTh Ha PI3HUX PIBHAX 1 3B’SI3YIOTh YCIX YYACHHUKIB MY3UYHOIO
mpoliecy K 3 JpKepenamu iHpopMarllii, T nmepegaBayaMu, Tak 1 3 THMHU, XTO CIIPHSIE
MEePEeTBOPEHHIO MY3UYHOI 1H(oOpMaIlii B 1HII BUAM TBOPUYOCTI 1 AISIILHOCTI JIFOJAUHU
[58: 12].

CaMe OHATTA My3WYHOTO JUCKYPCY BKIIFOYA€ B ceO€ HACTYIIHE:

1) mporec CTBOpPEHHSI MY3WYHOTO TEKCTY, a caMe: CTaJil0 3apOJKEHHS ijel
TBOPY (OHTOTEHETHYHHM aCMEKT), OCOOJMBOCTI 1i CTAaHOBJICHHS 1 peaiizaiii
(iHouBimyasibHI / KOJIGKTHBHI, CBIZIOMi / HECBIZIOMI TBOPYi IMIYJIBbCH), XYyIOXKHIN

pe3yJbTar;
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2) caM TEKCT 1 MOro JOCHIKeHHs (peJakTOPChbKy poOOTY, TEKCTOJOT1UHUI
aHajiz);

3) icHyroui (03ByueHi aBTOopaMud a00 BHKOHABI[IMH), & TaKOX IOTEHIIIHHO
MOXJIMBI 1HTEpIpeTallii My3W4YHOro TeKCTy (y BHUIVISAI aHali3y 1CHYKYOTO
BUKOHAHHS a00 1HCTPYKTUBHOTO BUKOHABCHKO1 aHAII3y METOJIMYHOTO XapaKkTepy);

4) pednekcito, COPUHHATTS MY3HUYHOTO TEKCTy 1 HOTo I1HTEpIpeTaii,
3HAQYEHHS 1 pOJb JIAaHOTO TEKCTy B KYJbTypl (IICUXOJOTIYHHMM, COIlIaJIbHUM,
CTaTHCTUYHMH aHaTi3, icropuannii aHam3) [23: URL].

IIpodeciiina My3u4yHa JiVIBHICTB, Y CBOIO YEpry, CIHMPAETHCS Ha JBa
aCTeKTH:

1) 3Bix mpaBwil, MPO K1 JOMOBIIAIOTHCS YYACHUKH MY3WYHOI JISUIBHOCTI MIXK
cO000I0 — «IrPOBH acmeKT». Y pi3Hi €MOXH BiH PI3HUH, SK MPABUIIO, MiJCYMOBAaHUH 1
BUKJIQJICHU Y TEOPETUYHHUX TpaKTaTax 3 TapMOHIi, KOMIIO3HMIIii, 1HCTPYMEHTOBKH,
TEeOpili MY3WMKH, TAKOX MOXE ICHYBAaTH Y BHIJISIJAI NMEBHOIO HAOOpY CTEPEOTHIIIB,
«KOJIEKCY TMOBEIHKM» YYaCHHUKIB MY3UYHOI JISUIBHOCTI TOTO Y 1HIIOIO POy, IO
nepeaeThes Bijl megarora 10 y4uHs (Tak 3BaHO1 BUKOHABCHKOT TPaIUIIii);

2) 3aKOHOMIPHOCTI, SIKi BUTUIMBAIOTh 3 MPUPOJIU JIOJCHKOI CB1IOMOCTI, TOOTO,
HEHWPOTICUXOJIOTTYHUX OCOOJMBOCTEH KOHCTPYIOBAaHHS Ta CIPUUHATTA 3BYKOBOTO
MOTOKY JIFOJICBKUM MO3KOM, OOYMOBJIEHUX 3aKOHAMH BHIIOi HEPBOBOI JISUIBHOCTI —
«izionoriunuii acrext» [23: URL].

JIMCKypCHBHI METOJIM, 32 JOMOMOIrOI0 SIKMX MPOAYKYIOThCA (CTBOPIOIOTHCA) 1
CHOKHUBAIOTHCA (CIPUMMAIOTHCA Ta IHTEPIPETYIOTHCS) My3UUHI TEKCTH, € BAKIUBOIO
dbopMOIO comiaJIbHOI MPAKTUKH, SIKA JI0NIOMAara€ KOHCTUTYIOBAaTH KYJbTYpHUH CBIT.
Tak, ¢popMu BIATBOPEHHS 1 CHIPUHMAaHHS MY3UKH € COLIAIIBHUMH CTPYKTypamu, 110
BIJTUBAIOTh HAa JUCKYPCHUBHI MPAKTUKH. BiTHOCMHU MI)K BUKOHABIIIMHU 1 CIIyXauaMu
KOHCTUTYIOIOThCSI JTMCKYpCUBHO. HMHI BXe CTBOpeHi1 MEBHI (OPMU BUKOHAHHSA
MY3UKH 3 KOHKPETHUMH TIPAKTHKAMU, YCTAJICHUMH BiJHOCHHAMU W 1IEHTUIHOCTSIMH.
CrnoyaTky 11 TpakTUKH, BIIHOCHHU Ta 1JEHTUYHOCTI KOHCTUTYIOBAJIUCS
JUCKYPCUBHO, ajie MOTIM OCUIM B I1HCTUTYILISIX, TPAAMIISAX Ta HEAUCKYPCHUBHHX

pakTuKax (MyOJivyHI KOHIIEPTH, KOHIIEPTHI 1IHCTUTYIIT Ta My3U4HI T€aTPH, BIAKPHTI
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JITHI ecTpaau W MalJaHYUKW, TPAHCISLIS MYy3HKH B €JIEKTPOHHHUX Mac-menia u y
CBITOBI! MepeXi, BUKOHAHHS 1 CIIPUMMaHHS MY3UKH B HaBYAJIBHUX 3aKjajax IIiJl yac
TUAAKTAYHOTO TPOIECY TOIIO0). AJie JOMOMIXKHI 3aco00M KOMYHIKaIii, SKi 3aBXKIH
BUCTYMAlOTh Yy TIO€AHAHHI 3 ONHCAHUMHM I1HCTUTYLISIMH, TPaAMIUsSIMH Ta
HEJMCKYPCUBHUMHU TPAKTUKAMH, SK-OT MapaMy3HuHl, a YACTKOBO M E€KCTpaMy3HuHI
3ac00M, — KOHCTHUTYIOIOTBCS, SIK MPaBHIO, IUCKYpcUBHO. OTXe, IUCKYpCHUBHE
dbopMyBaHHS COIIOKYJIBTYPHOI CIUJIBHOTH BHKJWKaHE HE BIILHUM OYSHHSAM 17ed y
JIOACHKUX TosoBax. Lle HACHIIOK COIIOKYNBTYpHOI MPAaKTUKHU JIOACH, sika TIHOOKO
BKOpIHCHA i 30piEHTOBaHA HA pealibHi, MaTepiaabHi coliaabHi cTpyKTypH [49: 39]

Cdepa nisanpHOCTI SK O3HaKa JUCKYpCy BHMara€ HOro CHUTYaTHBHOI
IHTeprpeTanii, TOMYy BaXJIMBUMH € COLIaJbHI, IICHXOJIOTIYHI Ta KYyJbTYpHI
XapaKTEePUCTUKU CHUIKYBaHHS 1 OCOOJIMBOCTI MOBHOiI OCOOMCTOCTi. XapaKTepHUMHU
OCOOJIMBOCTSIMU CYYacCHOTO MY3HYHOI'O JAMCKYpPCY SIK perpe3eHTarii pi3HuX (Gopm i
BU/JIIB My3UYHOI JISTILHOCTI € T€, 110 B POJII COUiAJBLHUX ATEHTIB, KPIM MY3UKAaHTIB,
MOXXYTh BHUCTYNAaTH W 1HIII TPEJCTABHUKU MY3W4YHOI cdepu (MEHEIKEpH,
IPOJIOCEPH, AJIMIHICTPATOPHU, 3BYKOBI PEXHCEpHU, MY3UYHI TEXHIKA 1 T.JO.), a
BUKOPUCTAHHA MOBHHX (OpM O€3MocepelHbO 3alIeKUTh BiJl TMPUHATIEKHOCTI
KOMYHIKaHTIB JI0 IIEBHOTO My3W4HOTO cTriro [1: 17].

TakuM YMHOM, TUCKYpPC y Cy4YacHId JIHTBICTUL BU3HAYAETHCS BIANOBIIHO 10
KOMYHIKaTUBHOI CUTYyaIlll — CKJIAJIHOTO KOMIUIEKCY 30BHIIIHIX YMOB CIIJIKyBaHHS Ta
BHYTpIIIHIX CTaHIB KOMYHIKAHTIB, L0 MPEACTABJICHI B MOBJIEHHEBIA MOBEHIHLI —
BUCIIOBJIEHHI. JIUCKypC, Y CBOIO YEpry, pO3yMIETHCS K 3B’ SI3HUM TEKCT Y CyKyITHOCTI
3 eKCTPaJHIBaJbHUMHU (TIParMaTUYHUMU, COIIOKYJBTYPHUMH, TICHXOJOTTYHHMHM)
dbakTopamu, a My3UYHHA JUCKYpC — 1€ IHCTUTYUIMHMM JOUCKYpC, IUIICHOI
CYKYyMHOCTI (DyHKIIIOHAJTBHO OPTraHi30BaHMX, KOHTEKCTYaJli30BaHHUX OJUHUIIb
BXKMBAHHS MOBU Yy cdepl Teopii My3WKH Ta BJIaCHE My3W4yHOro mucreurna. Came
MOHSATTA MY3WYHOTO IUCKYpCy BKJIIOYa€ B cebe Mpolec CTBOPEHHS MYy3WYHOTO
TEKCTY, caM TEKCT 1 HOro JOCHIJDKEHHS, IHTeprpeTalii My3WYHOTO TEKCTy Ta
pedrekcito, COpUUHATTS MY3UYHOTO TEKCTy. J{MCKYpCHMBHI METOAM, 3a JOMOMOIOI0

SAKUX TPOAYKYIOThCSI (CTBOPIOIOTBHCSI) 1 CIOXKHUBAIOTHCS  (CIIPUHAMAIOTBCS  Ta
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IHTEPIIPETYIOTHCS) My3UUHI TEKCTH, € BaXIIMBOIO (DOPMOIO COIIaIbHOT IPAKTHUKH, SIKa
JoroMara€ KOHCTHTYIOBAaTH KYJIbTYpPHHH CBIT, @ B POJIl COLIAJIBHUX areHTIB, KpiM

MY3UKaHTIB, MOKYTh BUCTYIIATH | 1HII MPEACTABHUKU MY3HUHOI cepHu.

BucnoBku 10 po3ainy 1

1. Tepmin y poOOTI pO3YMIEThCA SIK  OJAMHHUIL ICTOPUYHO CGPOPMOBAHOT
TEPMIHHOT CHCTEMH, 1[0 BU3HAYAE MOHATTS Ta KOTO MICIIE B CUCTEMI 1HIITNX MOHSTH,
BUPAXKAETHCS CIOBOM a00 CIIOBOCHOJIYKOIO, CIY>KUTh JUISl CIUJIKYBAaHHS JIIOACH,
NOB’SI3aHUX €JHICTIO CIleliaji3alii, HaJEeXUTh /0 CJIOBHHUKOBOIO CKJIaay MOBH M
HIANOPAIKOBY€eTbCA i1 3akoHaM. (OCHOBHUMHM XapaKTEpUCTUKAMH TEPMIHY €
OJIHO3HAYHICTh, MPO30PICTh (HOPMAIBHOI CTPYKTYpH, JACPUBALINHUI MOTEHINAN,
KOAU(IKOBAHICTh Ta CTUCIICTh. TEpMIHOJIOrIA € CUCTEMHOIO, 1 CHCTEMa TEpPMIHIB
MEBHOI Tally3l HAyKW, TEXHIKHW, MUCTEITBA Ta 1H., Ika Ma€ JIEKCUKO-CEMaHTUYHI U
CJIOBOTBIPHI 3B’ 3K MK HOMIHAIIIMU-TEPMIHAMH PO3YMIETHCS SIK TEPMIHOCHCTEMA.
TepMIHOCHCTEMOIO MY3UKHU € CYKYITHICTh My3WYHUX TE€PMIHIB, 110 BU3HAYAOTHCS 5K
BY3bKOCTEIIaIbHI TMOHATTS B MY3ulll. BIiIMOBITHO 10 TeMaTW4yHOI Kiacudikaiiii,
BUJIIJISIFOTH TaKi TPYMU MY3UYHHUX TEPMIHIB, SIK MY3U4HI IHCTPYMEHTH Ta iX CKJIaJ0Bi
YaCTUHU; CHIBOYl IOJIOCH 1 iX PEricTpH; MY3W4YHI KOJEKTHUBH 1 iX Ipymu; mnpodecii,
CHEIaJbHOCTI, aMIlTya; Jli, MpOIecH Mpalll; >KaHPH, BUAU, Tally31 MY3UKH; OKpemi
My3W4YHl TBOpPHU 1 iX YaCTUHU; MYy3W4HI (POpMHU Ta iX €JEeMEHTH. 3a CTPYKTypHHUM
KpUTEPIEM BUAUISIIOTH MPOCTI Ta CKJIAIHI My3U4YHI TEPMIHHU.

2. OcHoBHMMHU TIpoOJieMaMy BIJITBOPEHHS TpU TMEpeKiagl My3U4YHOI
TEPMIHOJIOT1I € Te, 110 BOHA BKJIIOYAE B c€0€ TEPMIHU JACSIKUX CYMIXHUX JTUCIUILIIH,
He3a(DiKCOBaHICTh  JACSIKUX MY3WYHMX TEPMIHIB Y CIIOBHUKAX, HasBHICTb
0araro3HayHUX TEPMIHIB 13 HEMPO30PUMHU 3B’ A3KAMH MK IX KOMIIOHEHTaMH, a TAKOX
HasBHICTh TMousicemii 1 cuHOHIMII. JI0o OCHOBHMX 3aco0iB MepeKkiIaay MY3UYHHX
TEPMiHIB HajeXaTh: M00Ip EKBIBAJEHTIB, CEMAaHTUYHI Ta CTPYKTYpHI KaJIbKH,
3aMo3uU4eHHs (TPaHCKPUIILis, TpAHCIITEepalis), OMUCOBUNA nepeKIIaz Ta

JIEKCUYHI TIepeTBOpeHHs (TeHepamizaimis Ta KOHKpeTw3ailis). Jlid yHUKHEHHS
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MO>KJIMBUX TIOMHJIOK TPU TEPEKIajli TMepeKiaiad MOBUHEH BOJIOAITH CIEialbHUMU
3HAHHSAMHU Yy Taily3i, JO SIKOI HaJEKUTh TEKCT, a TaKOX aJeKBAaTHO OILIIHIOBATU
CUTYyaIlil0, 10 ONHUCYETbCI B TEKCTi, Ta BHUKOPUCTOBYBATH JIOCTOBIpHI
JekcukorpadiuHi JpKepea.

3. Jluckypc y cCcydYacHIM JIHTBICTUIIl BHM3HAYA€ThCS BIJAMOBIAHO /10
KOMYHIKQTUBHOI CUTYyaIlll — CKJIQJHOTO KOMILJIEKCY 30BHIIIHIX YMOB CIUIKYBaHHS Ta
BHYTpIIIHIX CTaHIB KOMYHIKAQHTIB, IO MPEJCTaBJICHI B MOBJICHHEBIM IMOBEMIHIN —
BUCIIOBJICHHI. JIMCKypC, Y CBOIO Yepry, pO3yMIETHCS SIK 3B’ SI3HUM TEKCT Y CyKyITHOCTI
3 EKCTPAJIHIBaJbHUMHU (IIParMaTUYHUMU, COLIOKYJBTYPHUMH, TICHXOJOTTYHHMH)
dbakTopamu, a My3UYHHHA JUCKYpC — 1€ IHCTUTYUIMHHM JTUCKYpC, IUIICHOI
CYKYIMHOCTI ()YHKI[IOHAJIBHO OpPraHi30BaHMX, KOHTEKCTyali30BaHHUX OJMHUIIb
B)KMBAaHHS MOBU Yy cdepl Teopii My3WKH Ta BJIaCHE My3W4yHoro mucrenrsa. Came
MOHATTS MY3WYHOTO JHWCKYPCYy BKIIOYa€ B ceOe MpOIeC CTBOPECHHS MY3UYHOTO
TEKCTy, CaM TEKCT 1 HOro MOCHIKEHHS, IHTEpHpeTaiii My3UYHOIO0 TEKCTy Ta
pediekcito, CIpUUHATTS MY3HUYHOTO TEKCTy. JIMCKYpCHMBHI METOIM, 32 JOMOMOTOI0
AKUX TPOAYKYIOTbCS (CTBOPIOIOTBHCSI) 1 CIOXKHBAIOTHCS (CIIPUHAMAIOTBCS  Ta
IHTEPIPETYIOTHCS) MY3UYHI TEKCTH, € BAXJIMBOIO (DOPMOIO COIIAIbHOIT MMPAKTUKH, SKa
JIOTIOMara€ KOHCTUTYIOBATU KYJIBTYPHHU CBIT, @ B POJII COIIAJIbHUX areHTIB, KPIiM

MY3UKaHTIB, MOKYTh BUCTYIIATH H 1HIII MPEACTABHUKU MY3UYHOI chepu.
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PO3/I1JI 2
CTPYKTYPHO-CEMAHTHYHI OCOBJMUBOCTI
AHIIIMCBKOMOBHOI MY3UYHOI TEPMIHOJIOT'TI

CyuacHa My3W4yHa TEpPMIHOJIOTiISI — I1I€ BIJHOCHO cTaOldbHA M 3aKpilieHa
TPAJMINEI0 JIEKCHKO-CEMaHTHYHA CHUCTEMa, 0 TepeOyBae B CTaHi Oe3MepepBHOTO
pyXy # HOCTYyHOBOrO BJOCKOHANEHHS. 1i PO3BUTOK 3yMOBJIEHHH (haKTopaMu
CYCIIJIBHO-TIONIITUYHOTO, ()axOBOrO0 W MOBHOTO XapakTepy. EneMeHTH My3u4HOi
TEPMIHOCUCTEMH BIJINOBIJIAIOTh YCIM BUMOTaM, SIKI CTOCYIOTbCSI TEPMiHIB OyIb-sKO1
rajxysi 3HaHb: CHCTEMHOCTI, TeHJICHIII1 0 OAHO3HAYHOCTI, TOYHOCTI, Je(piHITUBHOCTI,
€KCIIPECUBHOI HEWTPaNbHOCTI, JakoHIYHOCTI. Lli pucu My3HYHa TEPMIHOJOTISA
30epirae Juile B MeXax 1€l CUCTEMU YU JIEKCUKO-CeMaHTHyHoro mnojs. Ilo3a num
MOJIEM TEPMIHM 3a3HAIOTh YCIX THX BIUIMBIB, IO ¥ 3arajbHOBXHBaHA JIEKCHUKA
[11: 68].

AHani3  CTPYKTYpPHO-CEMAHTHMUHUX  OCOOJIMBOCTEM  aHIJIINHCHKOMOBHOI
TEPMIHOJIOT1] mepeadavae XapakTepUCTUKY 11 TEMATUYHOI OpraHi3allii, CEeMaHTUYHUX

3B’SI3KIB MIDK My3UYHUMU TEPMIHAMU Ta X CTPYKTYPH.

2.1 TemaTu4Ha oprasizauisi aHIJICLKOMOBHOI MY3UYHOI TEPMIHOJIOTIL

Cucrema CydacHOi aHIJIIACBKOMOBHOI ~TEPMIHOJIOTII  XapaKTEPHU3yEThCS
HAsSBHICTIO B HIM YITKO BH3HAYEHUX TEMATHYHUX TPYI, SKI B1IOOPaKalOTh
CEMaHTUYHY CHCTEMHICTh JaHUX OJMHHUL. TOMYy BHIIJIEHHS TEMATUYHUX TPyl
MOCTA€ BAXKJIMBUM ACTIEKTOM BUBUYEHHSI My3UYHOI TEPMIHOJIOTI].

My3uyHa TEpPMIHOJIOTIS, MPEACTaBiIeHA Y CIHEMIaIbHUX TeKCTaX 3 Teopii
MY3UKHA, MOXE OYTH pO3MOJAUICHAa Ha Takl TeMaTH4HI rpynu (3a Kiacuikaiiero

H. I'. Tkauenko [50]):
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1) Mmy3u4Hi iHCTPYyMEHTH Ta iX CKJIAI0Bi YaCTHHHU:

— musical instrument (1) «iHCTpyMeHT, MPU3HAYCHUI /Il BUKOHAHHS MY3UKH;
Oyab-SIKUM 1HCTPYMEHT, 110 3JaTHUM BIATBOPIOBATH 3BYKH 3a MEBHUX yMOB 1 B
neBHUX My3ngHuX Tpaauiisax» (OMD: URL);

— bone flute (2) «apredakt mepBicCHOI emoxu, KiCTKa TBapWHUA 3
npocBepyieHuMH B Hilt otBopamu» (OMD: URL);

— double-reed clarinet (3) «My3uuyHHII IHCTPYMEHT CiMEHCTBa JepEB'STHHX
JyXOBHUX, IIUPOKO BHUKOPUCTOBYETHCSA SIK COJBHHMA I1HCTPYMEHT, a TaKOX B
CUM(OHIYHOMY OpPKECTpl, 1 BBAXKAETHCA OJIHUM 13 HAWBIPTYO3HIIIMX MY3WYHUX
iHcTpy™menTiB» (OMD: URL);

— two-stringed guitar (4) «aBOCTpYHHHI CTPYHHUH MY3WYHUH IHCTPYMEHT 3
nepes'sauM kopmycom» (OMD: URL);

— percussion instruments (12) «rpyma My3W4HHX IHCTPYMEHTIB, 3BYK 3 SKHX
BUTATYETHCS yAApOM a00 TPACKOIO (MOTOMAYBaHHSIM) MOJIOTOUKIB, KajaTall, NaJudoK
1 TOMy moj1iOHOTO 10 Ty (MeMOpaHi, MeTaiy, aepeBy Ta inmomy)» (OMD: URL);

— keyboard (13) «cykymHICTh KJIaBIII MY3HYHOTO IHCTPYMEHTY, SIKUM
BiJINIOB11af0Th 3BYyKH nieBHOT BucoTu» (OMD: URL);

— keyboard instrument (15) «iHCTpyMeHTH, ynpaBiiHHS 3ByKOJO0OyBaHHSM B
SKMX 3JIIHCHIOETRCS 3a Jonomororo kiasiarypu» (OMD: URL);

— rhythm stick (28) «omna 3 mapu 3BMYaliHUX ab0 3yOUYacTHX MAJIUYOK 3
JiepeBa, K1 BAApAIOTHCS a00 HATUPAIOTHCS, 00 BUAABATH PI3HI MEPKYCHUBHI 3BYKH 1
OCOOJIMBO BUKOPUCTOBYIOTHCS MAQJIICHBKUMHU [JIITBMH B PUTMIYHUX CTpIUKax»
(OMD: URL);

— drum stick (29) «nanuyku, 10 BUKOPUCTOBYIOTHCS JJIi TPU Ha YAapHHUX
inctpymentax» (OMD: URL);

— bongo (30) «KkyOWHCHKHI ymapHHH IHCTPYMEHT: HEBEJIMKHHA 3IBOEHUIN
Oapaban adpUKaHCHKOTO TMOXO/DKEHHS, TPAIOTh Ha SKOMY 3a3BUYall CHIMYH,

yTPUMYHOUU OOHTO 3aTUCHYTHM MiX iuTkamu Hir» (OMD: URL);
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— bassoon (56) «s3UYKOBHI AEpeB'SHUN JyXOBHH MY3WYHHHA 1HCTPYMEHT
0acoBOro, TEHOPOBOIO 1 YaCTKOBO aibTOBOrO perictpa» (OMD: URL);

— soft pedal (57), una corda (59) «omma i3 cTaHgapTHUX INeganei Ha
dopTemiaHo, Sk MpaBUiIO0, po3MillleHa B JiBii yacTuHi cepen neganeii» (OMD: URL);

— grand piano (58) «My3u4HHI IHCTPYMEHT, OCHOBHHU BHJ (OPTEIiaHO, B
SKOMY CTPYHH, JIeKa 1 MEXaHiyHa YaCTHHA PO3TAIIOBaHI TOPU30HTAIBLHO, KOPITYC Ma€e
KpuwiIonoioHy (opmy, a 3BYKH BHAAIOTHCS yJapaMH TMOBCTSHUX MOJOTOYKIB IO
cTpyHax 3a gonomoroto kiasim» (OMD: URL);

— sostenuto pedal (62) «cepemus menane QopTeniaHo, MIATPUMYE JIHIIE Ti
HOTH, Kl yTPUMYIOTbCS TNpPU HATUCKAHHI Menall, 110 JO03BOJIIE HE BIUIMBATH Ha
HactynHi Hot» (OMD: URL);

— harpsichord (63) «knaBimHWE CTpyHHMH MY3WYHHH IHCTPYMEHT i3
IIMITKOBMM CITOCOOOM oTpuMaHHs 3ByKy» (OMD: URL);

— violin  (69) «cTpyHHHMH CMHUYKOBUH MY3HYHUH I1HCTPYMEHT BHCOKOIO
perictpy» (OMD: URL);

— double bass (70) «apyruit HalOIbIIMI 32 po3Mipamu (OJU3BKO IBOX METPIB
y BHUCOTY) 1 JApPYyrMid HaWHWKYUK 3a 3BYYaHHSAM 13 IIMPOKO BUKOPUCTOBYBAHHUX
CMUYKOBUX CTPYHHUX MY3UYHUX IHCTPYMEHTIB, SIKMM 00'enHye B €001 pucu
CKPHIIKOBOTO ciMelicTBa 1 cimeiicTBa Bioja» (OMD: URL);

— electric guitar (88) «pi3HOBMA TiTapu 3  €JIEKTPOMArHiTHUMHU
3BYKO3HIMa4aMu, IO MEPETBOPIOIOTH KOJIWBAHHS METAJIEBUX CTPYH B KOJHMBAHHS
enextpuuHoro ctpymy» (OMD: URL);

2) My3U4Hi KOJIEKTUBH i iX rpynu:

— full orchestra (14) «KOJEKTMB My3HMKaHTIB, IO TPAIOTh Ha PI3HUX
IHCTPYMEHTAaX, Ha YOJI1 3 TUPUTEHTOM, CKIIAJAETHCS SIK MIHIMYM 3 OJIHI€T OPKECTPOBOI
rpynu, IO MpeAcTaBisie OO0 CTiKe O00'€IHaHHS IHCTPYMEHTIB, CXOXHX IO
BJIANITYBAHHIO 1 pi3HUX 110 BUCcOTI 3ByuanHs» (OMD: URL);

— small ensemble (68) «rpymu My3uKaHTiB, IO HaTIYyHOTh BiJ IBOX JIO

BOCBMH 0C10: KOHKPETHI KOMIIO3MIli, TOB’s3aHl 3 HEBEIUKUMU aHCAMOJISIMHU,
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IUKTYIOTh HaOip My3WYHHX IHCTPYMEHTIB, siki ciim BukopucroByBatu» (OMD:
URL);

3) nmpodecii, cmeniaabHOCTI, aMILTya:

— musician (9) «daxiBenp B 001acTi My3uKH ab0 TOW, XTO 3aiMa€ThCS TPOIO
Ha MY3WYHOMY 1HCTPYMEHTI; 3alMa€eThCsd MY3UKOIO MpodeciiiHo abo sSK 3HaBEUb 1
mooutens» (OMD: URL);

— rock gquitarist (22) «wmy3ukaHT, SKUH Tpae Ha TiTapi y POK-TYPTi»
(OMD: URL);

— performer (44) «To#, XTO 3afiMaeThCS TPOIO HA MY3UYHOMY IHCTPYMEHTI»
(OMD: URL);

— composer (48) «aptop Mys3uwunmx TBOpiB» (OMD: URL); soloist (78)
«BHKOHaBeIlb cosibHOI maptii» (OMD: URL);

— bassist (90) «My3uKaHT, KU Tpa€ Ha IHCTPYMEHTI 0acOBOTO jiana3oHy,
Hamnpukiaa, 6ac-rirapi, KoHTpadaci abo TyXOBOMY IHCTPYMEHTI, TaAKOMY sIK TyOa abo
cysagpon» (OMD: URL);

— conductor (95) «kepiBHMK pO3ydyBaHHsS 1 BHKOHaHHS aHcamOJeBOl
(opkecTpoBOi, XOpoBOi, onepHoi 1 T.1.) my3uku» (OMD: URL);

4) sKaHpHU, BUIH, TATY3i MY3UKH:

— classical music (21, 77) «BinbHE BiJl TEPMIHOJOTIYHOI CTPOTOCTI MOHSTTS,
K€ BXKUBAETHCS, B 3aJIEKHOCTI BiJI KOHTEKCTY, B PI3HUX 3HAUCHHSX, 1[0 MA€ LIJIKOM
MEBHUM ICTOPUYHUN CEHC 1 MEHII MEBHHUM OI[IHOYHMI; Y PO3MOBHIA MOBI MOHSTTS
«KJIaCHYHA MY3MKa» 9acTO BUKOPHCTOBYETHCSA SK CHHOHIM MY3UKH «aKaJeMidHOI»
a00 «cumdoniunoin» (OMD: URL);

— jam (20) «mocmimoBHa 1HAMBIMYyadbHA 1 CHiJIBHA IMIIPOBI3allisi Ha 3a7aHy
temy» (OMD: URL);

— free jazz (80) «cTmib cy4acHOT JKa30BOi MY3UKH, JUISl SIKOTO XapaKTEPHUN
BIJIXiJ] BiJl MPUHIMIIB TOHAIBHOI OpraHizaimii My3UYHOTO Marepiany, OJt030BOi

TIOCJTIIOBHOCTI aKOpIiB, TpaauiiiHOi cBiHroBoi putMiku» (OMD: URL);
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— folk music (81) «my3nuyHO-TIOETHYHA TBOPYICTh HAPOY, HEBIA'€MHA YaCTHHA
HapOJHOI TBOPYOCTI, IO ICHY€, SK MPAaBUJIO, B YCHIM (opmi, IO HEpPEAaEThC 3
nokoJiiHHs B okojinHsa» (OMD: URL);

— field holler (82) «B ocHOBHOMY ICTOPHUYHMI THII BOKAJIbHOI MY3UKH, SKY
CIIBaIOTh TOHEBOJICHI adpuKaHCHKI (a mi3Hime adpo-aMepPUKAHCHKI) MpalliBHUKH,
o0 CymnpoBOJKYBaTH poOOTy, CIUIKYBAaTUCS a00 BHUCIOBIIOBATH TMOYYTTS»
(OMD: URL);

— rock music (85) «yzarampHIOIOWA Ha3Ba psay HAMPSIMKIB TOMYJISPHOI
MYy3UKH; O3HAKW POK-My3WKH: BHKOPHUCTAHHS €JICKTPOMY3WYHHX I1HCTPYMEHTIB,
TBOpPYA CAMOJOCTATHICTH (711 POK-MY3UKAHTIB XapaKTEpPHE BUKOHAHHS KOMITO3UIIIMA
BiacHoro tBopy)» (OMD: URL);

— improvisation (91) «BUTBip MHCTEITBA, SKHI CTBOPIOETHCS il Yac MpoIecy
BUKOHaHHs, a00 BIacHe mpoiiecy ioro crBopenus» (OMD: URL);

5) oxpemi My3u4Hi TBOPH i IX YACTHHHU:

— sonata (18) «wkaHp IHCTPYMEHTAJIbHOI MY3HMKH, & TaKOX My3u4yHa (opma,
sKa Ha3WBAEThCSI COHATHOI (OPMOIO; CTBOPIOETHCS JUISI KAMEPHOTO CKJaIy
iHCTpyMeHTIB 1 popreniano» (OMD: URL);

— etude (79) «iHCTpyMeHTalbHa TN'€ca, K MPABHIIO, HEBEIMKOIO O0OCATY,
3aCHOBAHA HAa YaCTOMY 3aCTOCYBaHHI OyAb-SIKOIO Ba)KKOTO MPUHAOMY BUKOHAHHS 1
npHU3HAYeHa I BAOCKOHAJICHHs TexHiku BukoHaBIip» (OMD: URL);

— pop song (87) «ocHoBHa (opma mon-my3uku» (OMD: URL);

— countermelody (92) «mocmioBHICTh HOT, CIIPUIHATA K MEJIOJis, HaMucaHa
JUIS. BIATBOPEHHS OJTHOYACHO 3 OUIBII TMOMITHOIO BEIYy4YOH MEJIOJI€I0, BTOPHUHHA
MEJIOIisl, SIKa TPAE€ThCS B KOHTPAIYHKT 3 MepBUHHOIO Mejoaieo» (OMD: URL);

6) my3uuHi ¢popmMH Ta iX eJIleMEeHTH

— tonal qualities (5) «xapaktep edekTy, IO BUPOOJSIETHCA TapMOHIMHUM

noeaHaHHAM My3ndHux ToHIB» (OMD: URL);
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— octave (7) «My3u4HMI IHTEpPBaj, B SIKOMY CIIBBIJHOIICHHS YacTOT MIiX
3BYKaMH CTaHOBHUTH OJHMH JO JBOX (TOOTO YacTOTa BHCOKOTO 3BYKYy B JiBa pasu
oimpie Hu3pkoro)» (OMD: URL);

— chord (8) «ogHOUYacHe MO€AHAHHS TPHOX 1 OlbIlle My3WYHHMX 3BYKIB Pi3HOI
BHUCOTH (TOYHIIIIE, PI3HUX BUCOTHHUX KJIACIB), 110 CIIPUHUMAETHCS CIYXOM SIK LUTICHUIN
eJIeMEeHT 3ByKoBHCOTHOI BepTukani» (OMD: URL);

— form (17) «tun xommo3uilii (coHatHas ¢opma, Bapiallii, poHa0, 6ap i iH.).
dopma-TUIl BH3HAYAETHCS PO3TISAOM MY3WYHOI KOHCTPYKINI B cTaTHI (cxema
MOCJICIOBAHUS  PO3MIIIB, SKYy ONHCYIOTh IOCHIJIOBHICTIO JIATUHCHKUX OYKB,
Hanpukiag, ABA, ABACA 1 T..) 1 guHaminl (peaimizamisi CXeMU B MY3HII,
«posropTanHs» cxemu B uaci)» (OMD: URL);

— tempo (19) «mipa yacy B My3WiIli, CHPOIICHO — «IIBHIKICTh BHUKOHAHHS
my3ukm»» (OMD: URL);

— beat (23) «enemeHTapHa OJWHUIT MY3HYHOTO METpa; 3a IO OJUHUIIIO
HaituacTime npuitmaerhest 1 uetBeptHa HOTa» (OMD: URL);

— pitch (24) «BiacTUBICTH 3BYKY, sSKa BH3HAYAETHCS JIIOAMHOK Ha CIyX 1
3aJIe’)KHE B OCHOBHOMY BIJl YaCTOTU 3BYKY, TOOTO BIJl YUCJIA KOJHMBaHb CEPEIOBUIIA
(3a3BM4ail MOBITPSA) B CEKyHY, SKI BIUIUBAIOTh Ha OapabaHHy MEPETUHKY JIFOJIUHU»
(OMD: URL);

— chord progression (32) «moCHiAOBHICTH MY3WYHHX aKOPJIIB, SKi
CKJIaJIal0ThCs 3 TPHOX 200 OLIbINIe HOT, 3a3BU4ail 3By4ath oqHo9acHo» (OMD: URL);

— note value (27) «My3uuyHHI TEpMiH, 110 MO3HAYAE TPHUBAIICTH MY3UYHOTO
3ByKy a6o may3m» (OMD: URL);

— minim (47) «HOTa, BIATBOPIOBAHA BIBIYI MEHIIE I[JIOT HOTHU 1 BABIYI OibIle
tpuBajocti uBepTHO1 HOTH» (OMD: URL);

— quarter note (49) «HOTa, IO BIATBOPIOETHCS TMPOTATOM OJHI€ET YBEPTI

tpuBanocTi minoi Hotu» (OMD: URL);
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— asymmetrical time signature (36) «po3mip, 1110, K MPaBUJIO, MICTAThH I1’ITh
a00 CiM J10Jb, TIOPIBHSHO 3 TPATUIIIHHUMU TPYIaMH 3 JIBOX, TPhOX Ta YOTHPHOX JIOJIb
(K YaCTHHA TPOCTOTO Ta CKiIagHOro po3Mmipy)» (OMD: URL);

— time signature (37) «3Hak HOTAaIii, IO XapaKTEPU3y€ YHCIO PUTMIYHHX
oauHuIlp B TakTi» (OMD));

— measure (38) «omuHUI MY3WYHOTO METpa, IO TMOYUHAETHCS 3 HAWOLIBII
CHJILHOI YaCTKH 1 3aKiHIYEThCS MIEpe]] HACTYITHOO piBHOO iif o cwti» (OMD: URL);

— diminished second (39) «iHTepBan, IO YTBOPIOETHCS 3BYKCHHSIM
JPYTOPSAIHOT CEKYH/IM OJHUM XpoMaTruHuM MiBToHOM» (OMD: URL);

— plagal cadences (40) «rumoBuii TapMOHIMHMI O0OPOT, 3aBEPIIYHOYHI
MY3UYHHUI TT0OY/I0BaHMI piBEHb OYlb-sKOTO piBHS ((paza, mepioa, Gopmy po3auly,
BCst Kommo3uilis), kageniis I-1V» (OMD: URL);

— deceptive cadence (41) «TumoBuii TapMOHIHHHA 000POT, 3aBEPIIYOYHI
MY3UYHHUI TT0OY/I0BaHMI piBEeHb OYlb-sKOTO piBHS ((paza, mepioa, popmy po3auly,
BCsI KOMITO3HIIis), KaaeHIIis, 1m0 nourHaeTses 3 V» (OMD: URL);

— musical phrase (42) «3aBepuicHHI MeENOAIAHKA 000pOT 1 3aKiHYCHA
my3uuHa nymka» (OMD: URL);

— musical sentence (43) «My3W4HI MPOMIDKKH JO HIXKHBOTO KIHISI TPUBAIOI
IIKajgu; TOOTO MENOAiNHI a00 TeMaTW4YHl YTBOPEHHS 3HAYHO HUXKYE PIBHS «PyXy»
a00 «po3iny», aie BHIIE PiBHSA «MOTHBa» abo0 «mipu»» (OMD: URL);

— prestissimo  (45) «opuriHaIbHO ITATIHCHKUNA MY3WYHHHA TEPMIiH, SKHMA
MO3HAYa€ TEeMI, SIKUW MOTPIOHO BIATBOPIOBATH, O3HAYAE «HA/3BUYANHO IIBHIIKO»»
(OMD: URL);

— Ritardando (50) «omuc My3WYHOrO BHKOHAHHS, SIKE BUMarae MmocTyIHOBOTO
ynoButbHeHHs: Temy» (OMD: URL);

— Accelerando (51) «mocTymoBe NPUCKOPEHHS TEMITy MY3HYHOTO TBOPY,
oco0imBo B #oro kinmi» (OMD: URL);

— Stringendo (52) «edekT, sk MpaBUIO, JOCITAETHCS MOETHAHHSIM HEBEITHMKOTO

MPUCKOPEHHS, HEBEIUKOro 3O0LIBIICHHS JWHAMIKA Ta, MOXJIWBO, HE3HAYHOTO
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301IbIIEHHS] IHTEHCUBHOCTI (IIBUAKOCTI Ta / a0 aMIUITyAH) BiOpaTo Ha MYy3WYHHX
IHCTpYMeHTax, 1e e MmoximBo» (OMD: URL);

— pianissimo (54) «repmin s AWHAMIYHOI HOTAIll, SIKHH BKa3ye Ha Te, IO
YPUBOK TMIOBUHEH rpaTh ryxke m'sko» (OMD: URL);

— fortissimo (55) «repmin mis MUHAMIYHOI HOTaIii, KW BKa3ye Ha Te, IO
YPUBOK IMOBUHEH rpatu aysxke roigocHo» (OMD: URL);

— distortion (89) «3ByKkoBuil eeKT, IKUH JOCATAETHCS CIIOTBOPEHHSIM CUTHATY
IUISIXOM HMOT0 «KOPCTKOTO» OOMEXKEHHS IO aMIUITyai, abo MpUCTpi, 10
3abe3neuye Takuit epexr» (OMD: URL);

— entrance cue (94) «curnan ajus i, siki OyyTh MPOBOJAUTHCS B TIEBHUM Yac»
(OMD: URL);

7) HayKa nmpo MY3HKY:

— music theory (6) «HaOip aOCTpakTHUX MpaBHJI, HE3AJIC)KHA BiJl MPAKTHUKH,
YTBOPIOIOUN 0c00MBY My3uuHy cuctemy» (OMD: URL);

— key signature (10) «3Haku aniprepariii, BHIHCaHI Ha IOYATKy KOXHOTO
HOTOHOCIISI MPABOPYY BiJ] KJIlOUa 1 YMHHI HA BC1 HOTH TIO CBOTH JIHINII, aX 0 KIHIIS
TBOpy abo a0 3MiHu kmodoBux 3HakiB» (OMD: URL); Circle of Fifths (11)
«TEOMETPUYHE YSBJICHHS XPOMAaTUYHOI 3ByKOBOI CHCTEMH y BUTJISAII ITOCIIIOBHOCTI
kBapT i/ abo kBinT» (OMD: URL);

— musical stave (19) «nabip mapajeIbHUX TOPU3OHTAIBHUX JIHIA (HOTHHX
JHIHOK), HA SIKUX 1 MK AKUMU 3anucyroThest HoT» (OMD: URL);

— note (26) «rpadiuHe Mo3HavYeHHS 3ByKY My3UYHOTO TBOPY, OJIMH 3 OCHOBHHX
CHMBOJIIB cydacHOi My3uuHoi HoTtarii» (OMD: URL),

— metronome (31) «mpuiax, WO BiA3HAYA€ KOPOTKI TPOMDKKH dYacy
piBHOMIipHEMH yaapamu» (OMD: URL);

— cronometre (46) «roguHHUK 3 0c00aMBO TOYHUM Xoa0m» (OMD: URL);

— flag (33), stem (34) «yacTMHM HOTHOTO 3HAYCHHS B MY3WYHIM HOTAIi»

(OMD: URL);
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— beam (35) «wkupHI PUCOYKH, IO 3B'A3YyIOTh HOTHI IITHJII MPU IPyIyBaHHI
HoT Becepenuni TaktiB» (OMD: URL);

— dynamic markings (53) «CykymHICTP TOHATH 1 HOTHHX ITO3HAYEHbD,
NOB'sI3aHKX 3 BiATIHKaMu rygHocti 3Bydanas» (OMD: URL);

— instrument tone (67) «4yTHI XapaKkTEPUCTHUKU 3BYKY IHCTPYMEHTY»
(OMD: URL);

— timbre (71) «(oGeproHOoBe) 3a0apBiCHHS 3BYKYy; OJHA 31 CHEIUBIYHHX
XapaKTePUCTHK MY3UYHOTO 3BYKY (IIOPSAJ 3 HOTO BUCOTOIO, TYUHICTIO 1 TPUBAIICTIO)»
(OMD: URL);

— harmonics (72) «momaTkoBUil TOH, SKHA IO YacTOTI 3aBXKIU BHIIEC
OCHOBHOT'O TOHY, IIPUYOMY CTPOTO KPaTHO YMCIIAX HATYPaIbHOTO psay (TOOTO, BUIIIE
1o 4yactorti B 2, 3, 4, 5 1 Oinbie pasis)» (OMD: URL);

— frequency of the vibration (73) «kinbKiCTh HMKIIB, Ki BIOpyrOUHi 00'€KT
3aBepirye 3a oauy cekynay» (OMD: URL);

— pure tone (74) «3ByK 13 CHHYCOITaJIbHOIO (POPMOIO XBHJIi; TOOTO CHHYCOINa
Oyab-sKoi yacTotH, (hazu Ta amrutityau» (OMD: URL);

— clef (100) «3nak Ha MOYATKy HOTHOT'O PSIJIKY, IO BKAa3y€ PO3TallyBaHHS HOT
Ha HoTHOMY cTaHi» (OMD: URL).

CriBBITHOIICHHS] My3UYHUX TEPMIiHIB, 110 HAJIEkKATh 10 OKPEMUX TEMATUIHUX

TPYIL, IPEICTABICHE HA PUCYHKY 2.1.

OKpeMi MysHYHI ~ MYy3HYHI
KAHDI, BITH, TBOpHiiX  KOMEKTHBH i iX
Tany3i My3HKH HaCTHHH TPyTH

0, 4% /2%

apodecii, MY3H4HI (hopMH
CIeI[iaTbHOCTI, Ta iX emeMeHTH
aMIorya 37%
7%
HayKa IIpo
MY3HKY .
20% - MysHdHi
IHCTPYMEHTH Ta
iX cKiramoBi
JACTHHH

23%

Pucynok 2.1. — Tematuysi rpynu My3U4HUX TEPMIHIB Y TEKCTaX 3 T€OPii My3UKH
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OTXe, OCHOBHUMH TEMAaTUYHHMH TPyHaMu MY3UYHUX TEPMIHIB y TEKCTax 3
Teopii My3UKHU € «My3u4Hi hopmu Ta ix enemMeHTH» (37%), «My3U4H1 IHCTPYMEHTH Ta
ix ckmagoBi wactuHu» (23%), «Hayka mpo My3uky» (20%), «mpodecii,
cnemiaibHocTi, ammutyay (7%), «kaHpu, BUAM, ramy3i My3ukm» (7%), «okpemi
My3U4H1 TBOPHU 1 X yacTUHU» (4%) Ta «My3U4HI KOJEKTHUBH 1 ix rpynu» (2%). Taka
CUTYAIlisl TTOB’sI3aHa 3 TUM, IIO TEKCTU 3 TEOPii MY3HWKH JJIs MMOYATKIBI[IB MAlOTh Ha
MeTi 03HAaHOMUTH YHUTAYa 13 OCHOBAMH CaMOi HayKH, TOOTO, TeOopi€lo, 110 Iepeadoavae

BHBUYEHHS 3aC00IB Ta TEXHIK CTBOPEHHS 1 BUKOHAHHS MY3HKH.

2.2 Oc00,1MBOCTI CEeMAHTMYHHUX 3aB’A3KIB Mi’K MY3UYHMMHU TePMiHAMH

My3u4Ha TEPMIHOJIOTIS € BIAKPUTOIO CHUCTEMOIO, KA 3 PO3BUTKOM MY3WYHOT
HAayKH TOCTIHHO TMOIMOBHIOETHCS HOBUMH TEPMIHOJOTIUHUMHU OAUHULISIMHU, TEPMIHU
3HAXOMAThCSA Y CHHTarMaTUYHUX Ta TMapaJuTMAaTHYHUX BiTHOCWHAX. TepMiHH
MY3U4HOI cepu € MOHOCEeMAHTHYHUMU; iM Maike HE BJIACTHUBI CHHOHIMIYHI Ta
AHTOHIMIYHI1 BITHOIIIEHHS.

VY HayKoBIH JIiTepaTypi HEOJHOPA30BO IMIIKPECITIOBAIOCS, 110 TEPMIHOJIOT1YHI
CUCTEMHU BIAPIZHSAIOTHCS BiJ JEKCUYHOI CHUCTEMHM 3arajibHOJITEpaTypHOI MOBHU 32
xapakTepoM 1 crenudikoo pearizaiii ceMaHTHYHUX mpomeciB [29: 122]. Sk
sayaxxye E. H. Tomikima [51: 55], B cucTemi 3araJbHOMOBHOI JICKCHKHU
CIIOCTEPIratoThcsi J00Ope BIOMI TUMM CUCTEMHHUX BIJTHOCHH: OMOHIMIS, CUHOHIMISI,
AHTOHIMIS.

CHHOHIMISIT BU3HAYACTLCSA SIK CIIBBIAHOIIEHHS KUIBKOCTI 3HAKIB 3 OIHUM
3MICTOM, a MOJIiceMIs — SIK CIIBBIJHECEHHS OJJHOTO 3HAKY 3 0€3J114YI0 M03HAYyBaHUX.
[TprunHOIO BIAMIHHOCTI 3araJJbHOMOBHOI JICKCUKH BiJI CIICIiaIbHOT BBAXKAETHCS Pi3HA
CHUCTEMHA OpraHizaris WX JIBOX CHCTEM. SIKIIO ISl 3aralbHOMOBHOI JIGKCUKH
XapakTepHl OJHO-, Oarato3Ha4yHl BIJHOCMHHM MIXK 3HAKOM 1 3MICTOM (CHCTEMHI
BIJIHOCUHU TIOJiCeMii, CHHOHIMIi), TO HJisi TEPMIHOJOTIYHOI JIEKCHKH XapaKTepHI
OJIHO3HAYH1 BIJIHOCMHM: OJMH 3HAK — OJIHE TMOHATTS (CUMETpPis O3HAUYYHYOro 1

o3HauyBaHoro) [18: 54].
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Opnnak, HE3Ba)KalOYM HA TEOPETHU3YyBaHHS MO0 OJHO3HAYHOCTI Ta IHIIUX
napaMeTpiB TEPMiHIB, B peabHIA TEPMIHOJIOTII I My3UYHUX TEPMiHIB XapaKTepHa
HAsSBHICTh CHHTATMAaTHYHUX 1 TApaIUTMAaTHIHIUX 3B’ SI3KIB.

CuHTarMatuKky, sika BUBYa€ NpaBUiIa 1 3aKOHOMIPHOCTI MO€JHAHHS MOBHUX
OJIMHMITh, 1HOJII OTOTOXKHIOIOTH 3 cHHTaKcucoM (YME: 545), a cuntarmy, sika MOXKe
MaTd JABOWIECHHY CTPYKTYpPY 3 BITHOIICHHSIMH O3HA4yBaHOTO / O3HAYaJIBHOTO, — 3i
cioBocnonydeHasMm [48: 434], o, € miAMIHOIO MOHATh, 00 Y CHHTAKCHCI HAsABHI 1
napajurMaTUyHI BIIHOIICHHS, a CJIOBOCIIOIYUYEHHS SIK TpaMaTHYHAa MOBHA OJMHUIIS
YTBOPIOETHCS 3a IHIIUMU TPHHIIMIAMU TIOPIBHSHO 3 CHHTarMoro. Jlo Toro i
«CHUHTarMaTU4YHE 4WIEHYBAaHHA € BHUPA3HUKOM CYO’ €KTHBHO-CMHUCIOBOI CTOPOHHU
BHYTPIIIHBO-CUHTAKCHUYHOI CEpU CTPYKTYpU PEUEHHS, TUMYACOM SIK OpraHi3ais
peUYeHHs 3a JOMOMOrol MOP(OJOTIYHUX 1 CIYyKOOBO-JIEKCHUYHUX 3ac00iB
penpe3eHTye 00’ €KTUBHO-CMHCIIOBY CTOPOHY Tiel camoi cdepm» [48: 431].

Toii ¢akT, 1o TepMiHA (YHKLIOHYIOTh HE 130JIbOBAHO, & B KOHTEKCTI, TOOTO B
JHIAHOMY psly 3 IHIIUMA MOBHUMH OJHMHHIISIMHU, JO3BOJISIE TOBOPUTHU TIPO
CHHTATMATHYHI BiJHOCHHU MIX TE€PMIHAMH, IO BHUSBJISIOTHCS B OCOOJIMBOCTAX iX
croyuyyBaHocTi. CHHTarMaTU4HI BIJHOCHMHHM Iepea0adyaroTh BIIHOCHHH — MIiX
MOCJIIIOBHO PO3TAIIOBAHUMU OJMHHIISIMU MOBHU B PEAIBHOMY TIOTOIIl MOBJICHHS 200 B
TekcTi [46: 72].

30KkpeMa, CHHTarMaTU4H1 BITHOCMHH Y MEXaX MOHSATTS «HOTa» MPE/ICTABICHO

Ha puc. 2.2 K CHIBBIIHOIIEHHS 3arajbHOr0 1 OKPEMOTO:

note

| | |
J 4. & “beam J<—stem D’\flag

Pucynok 2.2. — Haouna nemMoHcCTpalisi CHHTarMaTUYHHX 3B’ SI3K1B KaTeropii

note y My3u4Hii TepMiHOIOTIT (TpadiuyHil KOMIIOHEHTH HOTH)
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[Ipuknanu QyHKIIOHYBaHHS HaBEACHUX TEPMIHIB Yy KOHTEKCTI MpPEICTaBICHO
HMNXKXYC:

— (26) In other words, the notes tell you how long and how often to play a
certain musical pitch — the low or high sound a specific note makes — within the beat
(MTD: 35);

— (35) Instead of each note getting a flag, notes with flags can also be
connected to each other with a beam, which is just a cleaner-looking incarnation of
the flag (MTD: 37);

— (34) The whole note has a head; the quarter note has a head and stem; and
the eighth (quaver) note has a head, stem, and flag (MTD: 37);

— (33) The flag is the little line that comes off the top or bottom of the note
stem (MTD: 37).

OkpiM TOro, CHUHTarMaTHU4Hl 3BA3KA B aHIJIIACBKOMOBHIM  MY3U4HIM
TGpMiHOJIOI‘ﬁ IIPOABIIAIOTECA  YCPC3 B,HaTHiCTB O,Z[Hie'l' JCKCCMHU 10 TBOPCHHA
pi3HOMaHITHHX TepMiHiB. Hanpukian, Big Tepminy guitar TBopsThest Tepminu electric
quitar i two-string guitar:

— (88) The real break between blues and rock came when the first electric
quitars hit the market in the late 1940s (MTD: 293);

— (4) By 1500 B.C., the Hittites of northern Syria had modified the traditional

Egyptian lute/harp design and invented the first two-stringed guitar, with tuning pegs

at the top of the neck, and a hollow soundboard to amplify the sound of the strings
being plucked (MTD: 29).
Tepmin pedal sk KOMIOHEHT My3UYHOTO IHCTPYMEHTY YTBOPIOE TepMiHHu Dhass

sustain pedal Ta sostenuto pedal:

— (61) Some other pianos have a bass sustain pedal as their middle pedal
(MTD: 255);

— (62) Still other pianos — specifically many concert pianos — have a sostenuto
pedal for their middle pedal, which works to sustain one or more notes indefinitely,

while allowing successive notes to be played without sustain (MTD: 255).
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Bin tepminy music moxonsate Tepminu classical music, folk music ta rock

music:

— (77) The concerto often creates superstars of classical music, such as pianist
Lang Lang and violinist Itzhak Perlman (MTD: 286)

— (81) The blues is the first truly American folk music (aside from the unique
music that the Native Americans had before the European invasion) (MTD: 288);

— (85) Plenty of people complain that rock music uses only three chords: the I,
IV, and V chords (MTD: 289).

Tepmin piano mocrae 0CHOBOIO TBOPEHHs TepMiHiB American piano ta grand

piano:
— (60) On some American pianos, this pedal gives the notes a tinny, honky-

tonk piano sound when depressed (MTD: 255);

— (58) Most modern grand pianos have three strings per note, so when you

press a key, the hammer strikes all three simultaneously (MTD: 255).
Tepmin cadence, y cBor uepry, mocrae OCHOBOIO TBOpeHHs TepMiHiB plagal
cadence ta deceptive cadence:

— (40) Plagal cadences are usually used within a song to end a phrase, instead

of at the very end of a song, because they’re not as decisive-sounding as perfect
cadences are (MTD: 240);

— (41) A deceptive cadence leads from the V/v chord to any chord other than
the 1/l chord (MTD: 241).

IMapaagurmaTuyHi BiIHOIIEHHS TIOB’S3YIOTh MOBHI OJIMHUIII HA OCHOBI
CHUJIBHOCTI/BIIMIHHOCTI 32 (hOpMOIO UM 3HAYEHHSM a00 3a TUM 1 TUM ojHO4YacHO. Ha
IOMY TPYHTI OJUHUIIl MOBH 00’ €IHYIOTHCS y TPYIH, PO3PSAH, KJIacH, KaTeropii.
[TapagurMaTUYHUMHU BiHOIICHHSMU TOB’SI3aHI MOBHI OJMHUIII B MeEXaX TOro
yIpyMHOBaHHS, 3 SKOTO MOBHA OJWHHWIIS BIAOMpAeThCA I 11 BUKOPUCTAHHS B
MoBJeHHi [36: 68].

30KkpemMa, BIJHOCHMHHM CHUHOHIMIi HE BJIACTHBI MY3WYHIM TEpPMIHOJIOTi, OJIHAK

BOHH MOXYTb CHOCTepiFaTI/ICH B OKPCMHUX BHHATKOBHX BHIIdJIKAX, HAIIPUKIALA Y
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BUMAAKYy TapajeNbHOr0 (YyHKIIOHYBaHHS TEpMiHY, YTBOPEHOTO Ha OCHOBI
aHTIMCBKOI MOBH, Ta TEPMIHY-3aII03UYCHHS.

Taxk, soft pedal ta una corda mo3na4aroTs OJIHY 1 Ty camy nenainb GopTerniaHo,
OJIHAK TIEPIIUH TEPMIH YTBOPEHO Ha OCHOBI aHTJIIHCHKOT MOBHU, JIPYTUM — HA OCHOBI
1TallCbKOT MOBH:

— (57) On most modern upright pianos, the soft pedal moves the resting
hammers inside the piano closer to their corresponding strings (MTD: 254);

— (59) The soft pedal is called una corda because it moves all the hammers to
the right so that they only strike one of the strings (MTD: 255).

JIJist My3U4HOT TEPMIHOJIOTTi, OJTHAK, JOCUTh XapaKTEPHOIO € HASBHICTH SIBUIIA
aHToHiMmii. Tak, MOBHa aHTOHIMISI CIIOCTEPITa€TbCcsl y MeXax TEpPMIHIB, IO
BUKOPHUCTOBYIOTBLCA IJIA iMeHYBaHHSI IMPOTUJICKHUX IIOHATHb, HAIIPHUKIIAI, regular

rhythm — irregular rhythm: (97) An irreqular rhythm is any rhythm that involves

dividing the beat differently from what’s allowed by the time signature (MTD: 84).
SIBuIIa TOBHOT aHTOHIMII CIIOCTEPIralOThCS TAKOXK Y HACTYITHUX BUMAIKaX:
1) professional musician — self-taught musician:
— (93) And, similarly, many intuitive, self-taught musicians have never learned
to read or write music (MTD: 302);

2) lead melody — countermelody:
— (92) In Dixieland jazz, for example, musicians take turns playing the lead

melody on their instruments while the others improvise countermelodies, or

contrasting secondary melodies, that follow along in the background (MTD: 295);

3) pianissimo — fortissimo:

— (54) For example, in the music shown in Figure 12-2, pianissimo (pp) means
that the piece is to be played very softly until you reach the next dynamic marking
(MTD: 251);

— (55) Fortissimo (ff) means that the rest of the selection is to be played very
loudly (MTD: 251).

SIBuima JaCTKOBOI aHTOHIMIT HasBHI1 MIDXK B3a€MOBUKIIOYHNMH

TEPMIHOJIOTIYHUMHU OJIMHUIIMH, TAKUMH, sIK, Haripukiaz, triplet — duplet:
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— (98) The most common of these divisions is called a triplet, which is three
notes joined together that equal the beat of a single note (MTD: 84);

— (99) Duplets work like triplets, except in reverse (MTD: 85).

OTxe, My3U4HI TEPMiHH, II0 BUKOPUCTOBYIOTHCS Yy TEKCTaX 13 T€OPii My3UKH,
nepeOyBalOTh SK y CHHTarMaTUYHUX, TaK 1 Yy TapaJurMaTAUYHUX 3B’S3KaxX.
HaifyacTimme Taki 3B’S3KM € CHUHTarMaTUYHUMU Ta SBJISIOTH CO00I0 00’ €IHAHHSA
JEKUTBKOX TEPMiHIB HABKOJO OJHOTO, KJIIOYOBOTO, ab0 3a TeMaTHKOw, abo 3a
3acobamu TBOpeHHsA. Cepen mnapaurMaTUYHUX 3B’S3KIB TOJOBHUM BHJIOM €
AaHTOHIMISI, OCKUIBKM Yy MY3HUIl HasBHA 3HA4YHA KUIbKICTb MPOTHIECKHUX abo
B3a€EMOBUKJIIOYHUX TIOHATh. HenocTaTHd yHOpPSAKOBAHICTh Cy4acHOI MY3WYHOI
TEPMIHOJIOT1T Ta HasIBHICTh 3HAYHOT KUIBKOCTI 3alI03WYEHBb 3yMOBIIIOIOTh HAsIBHICTh Y

MYy3WYHI{ TEPMIHOJIOT1] TAKOXK 1 CHHOHIMIYHUX 3B’ S3KIB.

2.3 CTPYKTYpHI rpynu aHIJiiCbKOMOBHOI My3H4YHOI TEPMiHOJIOTII

3 TOUKM 30py MOPQOJOTIYHOI CTPYKTYpU TEPMIHH aAHTIIIHCHKOMOBHOI
My3UYHOI TEPMIHOJIOTi, [0 BUKOPUCTOBYIOTBCA y TEKCTax 13 TeOpil MY3HUKH,
MOIUIAIOTHCS HA TaKi TPYIIU:

1. Tepminu-jekceMu, TOOTO, OJHOKOMIIOHEHTHI TEPMIiHHU:

1) mpocrTi cji0Ba, yTBOPEHI 32 TAKUMHU CXEMAMH:

a) MOBHE 3aM03UYECHHS MPOCTOr0 CJI0BA i3 3arajIbHOBKUBAHOI JIEKCUKH:

— chord (8): In the following sections, we go over the basic information you
need to start learning how to read music, build chords, and compose with forms
(MTD: 30);

— form (17): Most popular and classical music is composed using specific
forms. A form is a structural blueprint used to create a certain type of music
(MTD: 31);

— jam (20): The only people who can pull off a spontaneous jam well are those
who know music thoroughly enough to stack chords and notes next to one another so

they make sense to listeners (MTD: 32);
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— beat (23): Without a discernible beat, you have nothing to dance or nod your
head to (MTD: 34);

— pitch (24): Although all the other parts of music (pitch, melody, harmony,
and so on) are pretty darned important, without the beat, you don’t really have a
song (MTD: 34);

— note (26): In other words, the notes tell you how long and how often to play
a certain musical pitch — the low or high sound a specific note makes — within the
beat (MTD: 35);

— flag (33): The flag is the little line that comes off the top or bottom of the
note stem (MTD: 37);

— stem (34): The whole note has a head; the quarter note has a head and stem;
and the eighth (quaver) note has a head, stem, and flag (MTD: 37);

— beam (35): Instead of each note getting a flag, notes with flags can also be
connected to each other with a beam, which is just a cleaner-looking incarnation of
the flag (MTD: 37);

— measure (38): The stress pattern doesn’t have to repeat itself from measure
to measure; the only constant is that each measure still contains five beats
(MTD: 72);

— bridge (84): The B section is the bridge, a contrasting section that prepares
the listener or performer for the return of the original A section (MTD: 289);

0) cydikcamis:

— musician (9): Learning how to read music is essential to a musician,
especially one who wants to share his music with other musicians or discover what
other musicians are playing (MTD: 30);

— performer (44): These markings help a performer tell the composer’s story
to the audience (MTD: 246);

— composer (48): From then on, when composers wrote a piece of music, they

could give musicians an exact number of beats per minute to be played (MTD: 248);
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— soloist (78): The soloists often carry as much weight as the long-dead
composers themselves do (MTD: 286);

— distortion (89): The electric guitar provided the opportunity to use such
musical devices as distortion, which were previously unavailable to your average
bluesman with an acoustic guitar (MTD: 293);

— bassist (90): Sometimes, I'll find the need to bring in an extra bassist, and
I'’ll get these guys whose technique is great, and they know all these tunes, but they
have no theory training (MTD: 294);

— improvisation (91): The true spirit of jazz has always been improvisation,

which makes identifying the actual construction of jazz most difficult (MTD: 295);

— conductor (95): Another motion that might look like cueing is when you see
a conductor beckoning toward a particular section of the orchestra (MTD: 78);

B) mpedikcanis: countermelody (92): In Dixieland jazz, for example,
musicians take turns playing the lead melody on their instruments while the others
improvise countermelodies, or contrasting secondary melodies, that follow along in
the background (MTD: 295);

I) 3aM03WYEHHS i3 iHIIHX MOB:

— octave (7): Even Pythagoras got into the act by creating octave scale similar
to the one that musicians and composers still use today (MTD: 29);

— sonata (18): You can choose from many different classical and popular
forms, including sonatas, concertos, 16-bar blues (MTD: 32);

— tempo (19): You can create varied sound in whatever form you choose by
playing with tempo, dynamics, and instrument tone color (MTD: 32);

— bongo (30): If you don't, clapping or smacking your hand against bongos or
your desktop works just as well (MTD: 35);

— prestissimo (45): Music that’s played very, very slowly, or grave, can impart
a feeling of extreme somberness, whereas music played very, very quickly, or
prestissimo, can seem maniacally happy and bright (MTD: 247);
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— cronométre (46): His first prototype consisted of a simple weighted
pendulum and was called a cronométre (MTD: 248);

— Ritardando (50): Ritardando (rit., ritard., rallentando, or rall.): Gradually
play slower and slower (MTD: 250);

— Accelerando (51): Accelerando (accel.): Gradually play faster and faster
(MTD: 250);

— Stringendo (52): Stringendo: Quickly play faster (MTD: 250);

— pianissimo (54): For example, in the music shown in Figure 12-2,
pianissimo (pp) means that the piece is to be played very softly until you reach the
next dynamic marking (MTD: 251);

— fortissimo (55): Fortissimo (ff) means that the rest of the selection is to be
played very loudly (MTD: 251);

— bassoon (56): You want to compose music for a bassoon? (MTD: 254);

— una corda (59): The soft pedal is called una corda because it moves all the
hammers to the right so that they only strike one of the strings (MTD: 255);

— violin (69): When you hear the first microsecond of a violin being played,
you instantly know it’s a violin because of that quick, raw sound of a bow being
drawn across the familiar-sounding string (MTD: 259);

— etude (79): An etude is a brief musical composition based on a particular
technical aspect of music designed to help instruct the performer through musical
exercise (MTD: 287);

2) cKJIajJieHi cJioBa:

— keyboard (13): With the invention of the keyboard came the beginning of
modern musical notation — written music (MTD: 31);

— metronome (31): Perhaps the easiest way to practice working with a steady
beat is to buy a metronome (MTD: 36);

— harpsichord (63): Before the invention of the piano by Bartolomeo Cristofori

in 1709, most composers were confined to writing most of their pieces for the
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harpsichord, an instrument without the capability to play both soft and loud sounds
easily (MTD: 256);

— turnaround (86): If the song continues on to a new verse, the V chord at the
end of the song is called the turnaround (MTD: 289).

2. Tepminu-cjioBocmosydyeHHsi, abo  0araTOKOMIIOHEHTHI  TEpPMIHH,
Ipe/ICTaBICHI TAKUMH FpyHaMu:

1) TBOKOMIIOHEHTHi TepMiHM:

a) IPUKMETHHUK + iMEHHHUK:

— musical instruments (1): From what historians can tell, by the time the
ancient world was beginning to establish itself — approximately 7000 B.C. — musical
instruments had already achieved a complexity in design that would be carried all the
way into the present (MTD: 29);

— tonal qualities (5): A lot of unanswered questions remain about ancient
music, such as why so many different cultures came up with so many of the same

tonal qualities in their music completely independent of one another (MTD: 29);

— full orchestra (14): The keyboard-notation link was fostered because of the

ease of composing for full orchestras on the keyboard (MTD: 31);

— musical staves (16): Fifteenth-century French composers began adding as

many lines as they needed to their musical staves (MTD: 31);

— classical music (21): Or when you can look at a piece of classical music and

find yourself looking forward to playing through it for the first time (MTD: 32);

— plagal cadences (40): Plagal cadences are usually used within a song to end
a phrase, instead of at the very end of a song, because they’re not as decisive-
sounding as perfect cadences are (MTD: 240);

— deceptive cadence (41): A deceptive cadence leads from the V/v chord to any
chord other than the I/ chord (MTD: 241);

— musical phrase (42): With a half-cadence, the musical phrase ends at the
point of tension, the V/v chord itself (MTD: 241);
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— musical sentence (43): Tempo and dynamics are the markings in a musical
sentence that tell you whether you're supposed to feel angry or happy or sad when
you play a piece of music (MTD: 246);
— soft pedal (57): On most modern upright pianos, the soft pedal moves the
resting hammers inside the piano closer to their corresponding strings (MTD: 254);

— grand piano (58): Most modern grand pianos have three strings per note, so

when you press a key, the hammer strikes all three simultaneously (MTD: 255);

— American piano (60): On some American pianos, this pedal gives the notes a

tinny, honky-tonk piano sound when depressed (MTD: 255);

— small ensemble (68): We also discuss basic acoustics and instrument
harmonics, and explain why small ensembles and orchestras are put together the way
they are (MTD: 258);

— double bass (70): The plucking of a string on a harpsichord is quick and
sharp, which is much different from the languorous drawing of a bow across the
strings of a double bass (MTD: 260);

— pure tone (74): The musical note produced by a tuning fork is called a pure
tone because it consists of one tone sounding at just one frequency (MTD: 261);

— impulsive decay (75): An impulsive decay belongs to instruments that need

to be played continuously, or in pulses, in order to continue sounding (MTD: 262);

0) iMEHHUK + IMEHHUK:

— bone flute (2): For example, some of the bone flutes found from that time
period are still playable, and short performances have been recorded on them for
modern listeners to hear (MTD: 29);

— double-reed clarinet (3): Similarly, pictographs and funerary ornaments
have shown that by 3500 B.C., Egyptians were using harps as well as double-reed
clarinets, lyres, and their own version of the flute (MTD: 29);

— music theory (6): In other words, the purpose of music theory is to explain

why something sounded the way it did and how that sound can be made again
(MTD: 29),
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— key signature (10): When you can read notes on the staves, you can

determine a musical piece’s key signature, which is a group of symbols that tells you
what key that song is written in (MTD: 31);

— percussion instrument (12): Stringed instruments, woodwinds, horns, and

percussion instruments had been around for thousands of years, and although they

had experienced many improvements in design and playing technique, they were
essentially the same instruments used by the people of ancient cultures (MTD: 31);
— keyboard instrument (15): Also, most newly commissioned work was created

for keyboard instruments because of the public’s perception of the keyboard as a

superior instrument (MTD: 31);

— rock guitarist (22): If you plan to become a rock guitarist, knowing what

notes you need to play in a given key is especially important (MTD: 33);
— note value (27): The note value, indicated by the size and shape of the note,
determines this length (MTD: 35);

— rhythm stick (28): When figuring out how to follow the beat, rhythm sticks

(fat, cylindrical, hardwood instruments) come in real handy (MTD: 35);

— drum stick (29): So do drum sticks. If you've got a pair, grab ’em
(MTD: 35);

— chord progression (32): In fact, when musicians talk about performing a
piece of music “in the style of” Bach, Beethoven, or Philip Glass, theyre talking as
much about using the rhythm structure and pace characteristics of that particular

composer’s music as much as any particular chord progressions (MTD: 36);

— time signature (37): Music with 5/4, 5/8, and 5/16 time signatures is usually

divided into two pulses — either two beats plus three beats, or vice versa (MTD: 71);

— instrument tone (67): In this chapter, we examine what constitutes
instrument tone and what makes each instrument sound just the way it does
(MTD: 258);




47

B) Ji€EMPUKMETHHUK + iMEHHHK:

— two-stringed guitar (4): By 1500 B.C., the Hittites of northern Syria had
modified the traditional Egyptian lute/harp design and invented the first two-stringed
guitar, with tuning pegs at the top of the neck, and a hollow soundboard to amplify
the sound of the strings being plucked (MTD: 29);

— diminished second (39): A diminished second is one half step smaller than a

minor second — meaning no steps occur between each note (MTD: 165);
— plucking mechanism (64): However, instead of having one’s fingers in direct
contact with the string (as with a guitar or fiddle), harpsichords are fitted with a

plucking mechanism inside the instrument itself (MTD: 257);

— talking instruments (66): This is why lead instruments are sometimes called
talking instruments (MTD: 258);

r) imennuk + uynciaiBauk: the Circle of Fifths (11): You can use the Circle of

Fifths to help train yourself to read key signatures on sight by counting the sharps or
flats in a time signature (MTD: 31);

2) TPUKOMIIOHEHTHI TePMiHH:

a) IPUKMETHUK + iMeHHUK + iMeHHuK: asymmetrical time signature (36):

When you play or hear a piece of music with an asymmetrical time signature, you

notice that the pulse of the song feels and sounds quite a bit different from music
written under simple or compound time signatures (MTD: 71);
0) iMmennuk + imennmk + imennuk: bass sustain pedal (61): Some other

pianos have a bass sustain pedal as their middle pedal (MTD: 255).

CHiBBIIHOIIEHHSI ~MY3MYHUX TEPMIHIB, [0 HaJeXaTh [0 OKPEMHUX

CTPYKTYpPHHX T'pYyII, pecTaBieHe y Tadnui 2.1,

Taomuus 2.1

CTpyKTypHi Ipylu My3UYHUX TEPMIHIB y TEKCTaX 3 TEOPil My3UKH

CtpykTypHa rpyna KinbKicTh Yacrka

1. Tepminu-jiekcemu o4 54%

IIPOCTI CJI0BA 50 50%
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[Tponosxkenns Tadbmwmmi 2.1

CrtpykTypHa rpyna KinbKicTh YacrTka
CKJIaJICHI CJIOBA 4 4%
2. TepMiHu-CJI0BOCTIOJTYYE€HHA 46 46%
JTBOKOMITOHEHTH1 TEpMiHH 44 44%
TPUKOMIIOHEHTHI TEPMIHH 2 2%
3arajaom: 100 100%

OTxe, TEpPMIHU-JIEKCEMU Ta TEPMIHU-CIIOBOCIOIYUYCHHS TMPEACTABICHI Y
MY3UYHIM TEPMIHOJIOT1] TEKCTIB 3 TEOPii MY3UKHU MPAKTUYHO B PiBHINA Mipi — 54% Ta
46% BignoBigHo. Cepel OJHOKOMIOHEHTHHX TEPMIHIB JIOMIHYIOTH TPOCTI CJIOBa
(50%). Cxnanni crmoBa mpenctasicHi y 4% BunaakiB. Cepen 6araTOKOMITOHEHTHHX
TEpPMiHIB Hall4yacTillle BUKOPUCTOBYIOThCS IBOKOMIOHEHTHI (44%). TpUKOMIIOHEHTHI

TEPMIHU BUKOPUCTOBYIOTHCA JUIIE Y 2% BUIAJIKIB.

BucHoBk#M 10 po3aiiay 2

1. OCHOBHUMHU TEMaTUYHUMH IPyNaMUd MY3UYHUX TEPMIHIB Y TEKCTax 3 Teopii
MY3UKH € «My3u4Hi popmu Ta ix enemeHTn» (37%), «My3WuHI IHCTPYMEHTH Ta iX
CKJIaJIoB1 yacTuHU» (23%), «Hayka npo My3uky» (20%), «mpodecii, crieniaibHOCTI,
amrutyay (7%), «xaHpu, BUAM, Tany3l Mmy3ukun» (7%), «okpemi My3u4H1 TBOpHU 1 iX
qacTUHW» (4%) Ta «My3udH1 KOJEKTHBH 1 iX Tpynu» (2%). Taka curyariiis moB’si3aHa
3 TUM, IO TEKCTU 3 TEOPii MY3UKH JIJIsl MOYATKIBLIB MalOTh HAa METI O3HAHOMHTH
YyrTaya i3 OCHOBAMHU CaMOi HayKu, TOOTO, TEOPI€TO, 10 Tiepeadayac BUBYEHHS 3aC001B
Ta TEXHIK CTBOPCHHS 1 BUKOHAHHS MY3HKH.

2. Haityacriie ceMaHTH4YHI 3B’SI3KM B MY3MYHIA TEPMIHOJOLIT 3B’S3KU €
CHHTarMaTHYHUMH Ta SBISIOTH COOOI0 00’€IHAaHHS IEKIIBKOX TEPMIHIB HAaBKOJIO
OJIHOTO, KJIIOUOBOro, ab0 3a TemaTuKow, abo 3a 3acobamu TBOpeHHsA. Cepen
napajurMaTUYHUX 3B’ S3KIB TOJOBHUM BHJIOM € AHTOHIMIS, OCKUIBKH y MY3HIIl
HasiBHA 3HAYHA KUIBKICTh MPOTUJICKHUX a00 B3a€MOBUKIIIOUHUX MOHATH. HegocTtaTHs

YIOPSIAKOBAHICTh CY4aCHOI MY3WYHOI1 TEPMIHOJIOTI Ta HasIBHICTh 3HAYHOI KUIBKOCTI
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3al03WYeHb 3YMOBIIOIOTh HAsBHICTh y MY3UYHIM TEPMIHOJIOTII TaKoX 1
CUHOHIMIYHHX 3B’ SI3KIB.

3. CTpyKTypHO,  TEpPMIHU-JIEKCEMH Ta  TEPMIHU-CIOBOCIOIYICHHS
MpeCTaBIICH] Y MY3WYHIA TEPMIHOJIOT1T TEKCTIB 3 TEOP1i My3UKH MIPAKTUYHO B PiBHIM
Mipi — 54% Ta 46% BianoBigHo. Cepesl 0OTHOKOMIOHEHTHUX TEPMIHIB JOMIHYIOTh
npocti cioBa (50%), yTBOpeHI Ha OCHOBI TEPEOCMHUCICHHS JEKCUYHUX OIUHHUIIH
3arajgbHOi MOBH, cydikcanii, npedikcamii Ta 3amo3udenHs. CkiaaHi cloBa
npeacrabieHi y 4% BunazakiB. Cepenx 6araTOKOMIOHEHTHHX TEPMiHIB HaWdacTilie
BUKOPUCTOBYIOTbCSA JIBOKOMIIOHEHTHI (44%), yTBOpEHI 32 CXeMaMU «IPUKMETHHUK +
IMCHHUK», «IMEHHUK + IMEHHHK», «IIEMPUKMETHUK + IMEHHHUK» Ta «IMEHHHK +
YUCHIBHUK». TPUKOMIOHEHTHI TepMiHH (2%) TBOPATHCA 3a CXEMAMH «IIPUKMETHUK +

IMEHHUK + IMEHHHUK)» Ta «(IMEHHHK + IMEHHUK + IMECHHUK.
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PO3/ILI 3
3ACOBHY BIITBOPEHHS AHT JITMCbKOMOBHOI MY3UYHOI
TEPMIHOJIOI'Ti B YKPAIHCbKOMOBHUMX MEPEKJIAJAX

[IpaBunbHU NepekIIal TEPMIHIB K KIIOUOBUX OJUHUIH CIEIIAIBHOIO TEKCTY
€ HEOOXITHOK YMOBOI TOYHOCTI TEPEKIaay BCHOTO CICIMIAIBHOTO TEKCTY.
BigTBopeHHsT TepMiHIB KOXKHOI Tamy3i mnependadae cBOepiHUN Habip 3aco0iB
nepeknaamxy. Jns My3udHOI TEpMIiHOJOTiII TakuMHM 3aco00aMH € BHUKOPHUCTAHHS
€KBIBaJEHTIB (IOBHUX Ta YAaCTKOBMX), JIEKCHYHI TpaHcopMmanii (IpakTuyHa
TPaHCKPUIIliA,  TpaHCHITEpalliss  Ta  KaJIbKyBaHHS),  JIEKCUKO-CEMaHTHYHI
Tpancopmarlii (KOHKpeTusallis, audepeHIyamiss Ta MOIYJAIIg) Ta TpaMaTH4HI

TpaHchopmarlii (rpaMaTU4HI 3aMiHU, JOJIABAHHS Ta BIUTYYCHHS).

3.1 EkBiBajileHTH Ta 0c00JMBOCTI iX 3aCTOCYBaHHSl NpH HepeKjaTi

MY3HYHOI TEPMIHOJIOTII

My3uka siIKk MUCTEIITBO ICHYBaja 3 JaBHIX JaBEH, 1 JIFOAM, 10 HAJIEKAIH [0
yCIX KyJbTYp, PO3BUBAIU TEPMIHOJIOTIUHUN amapaT Ha IMO3HAYEHHS 11 OCHOBHHUX
NOHATh. ToMy mepiuM Ta HaHOUIbII €(EeKTUBHUM 3aCO00M BIATBOPEHHS MY3UYHOI
TEPMIHOJIOTIT TIPU MEePEKIIAi € 3aCTOCYBAHHSI €KBIBAJICHTIB.

IloBHI ekBiBajleHTH — 1€ YKPATHCHKI BIAMOBIAHUKH, 1110 B OLIBIIIOCTI CBOIN €
MOHOEKBIBAJICHTAMHU AHTJIUCHKUX TEPMIHOJIOTIYHUX OJWHUIlb, 110 30IraloThCs 3
HUMHU 32 3HAUYCHHSM Ta JICKCHYHUM CKJIagoM. Jlo MOBHHMX €KBIBAJICHTIB HaJIEXaTh
HACTYIIHI:

— musician ‘mysukant’: (9) Learning how to read music is essential to a
musician, especially one who wants to share his music with other musicians or
discover what other musicians are playing (MTD: 30) — HapuauHsi ToMy, SIK YATaTH
My3UKy Ma€ BaXXJIMBE 3HAYCHHS [JIi MY3WKaHTa, OCOOJMBO TOTO, XTO XO4e
HOJIJIUTHCS CBOEI0 MY3UKOIO 3 1HIIMMU MYy3WKAaHTaMu a00 Ji3HATHUCS, IO TParoTh

1HII MY3UKaHTH;
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— form ‘dopma’: (17) Most popular and classical music is composed using
specific forms. A form is a structural blueprint used to create a certain type of music
(MTD: 31) — HaiimonymsipHimma i K1acHYHa My3HKa CKJIAIAE€ThCS 3 BUKOPUCTAHHSIM
KOHKpeTHHX (hopM. PopMa — 11e CTPYKTYPOBAHUN BIIOUTOK, SIKHH BUKOPUCTOBYETHCS
JUIS1 CTBOPCHHS IICBHOI'O TUITY MY3HUKH,

— pitch ‘Bucora’: (24) Although all the other parts of music (pitch, melody,
harmony, and so on) are pretty darned important, without the beat, you dont really
have a song (MTD: 34) — Xoua Bci iHII HapaMeTpH MY3HYHOT'O TBOPY (BHCOTA,
MeJOisl, TAPMOHIS TOIO) € TOCUTh BAXIUBUMHU, O€3 PUTMY IICHS HE ICHYE;

— note ‘sora’: (26) In other words, the notes tell you how long and how often
to play a certain musical pitch — the low or high sound a specific note makes — within
the beat (MTD: 35) — IHmuMu c10BaMH, HOTH TOBOPSITH PO T€, AK JOBIO 1 K 4acTO
IpaTd NEBHY BUCOTY — HHU3bKUI a00 BUCOKUU 3BYK, KWW 3a/Ja€ MEBHA HOTa —
MIPOTATOM JIOJi;

— flag ‘npamnop’: (33) The flag is the little line that comes off the top or bottom
of the note stem (MTD: 37) — IIpamop — 1e¢ MaJeHbKa JiHisl, SIKa BiJIXOJUThH BiJ
BEpXHbOI a00 HMKHBOT YaCTHHU cTeOJ1a HOTH;

— stem ‘cte6110’: (34) The whole note has a head; the quarter note has a head
and stem; and the eighth (quaver) note has a head, stem, and flag (MTD: 37) — Ilina
HOTa Ma€ IroJIOBYy; YBCPTHA HOTA MaA€ T'OJIOBY 1 CT€6J'I0; a4 BOCbMa HOTa Ma€ I'0JIOBY,
cTe0JI0 Ta mpanop;

— composer ‘kommo3utop’: (48) From then on, when composers wrote a piece
of music, they could give musicians an exact number of beats per minute to be played

(MTD: 248) — Binroai, K0Jii KOMIO3MTOPU MUCAIA MY3WUYHUI TBIp, BOHH MOTJIH

JlaBaTH My3HKaHTaM BKa3iBKy Ha TOYHY KIJIbKICTh yJIapiB B XBHJIMHY, Ky MOTPIOHO
BIITBOPHTH,
— bassoon ‘daror’: (56) You want to compose music for a bassoon?

(MTD: 254) — Bu xouere ckiiacti My3uKy 1uist parora?;
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— harpsichord ‘kmaBecun’: (63) Before the invention of the piano by
Bartolomeo Cristofori in 1709, most composers were confined to writing most of
their pieces for the harpsichord, an instrument without the capability to play both soft
and loud sounds easily (MTD: 256) — Jlo Bunaxoxy ¢opremiano bapromomeo
Kpictodopi B 1709 p. G1IbI111CTh KOMIIO3UTOPIB OOMEKUIINUCS HATUCAHHIM O1IBIIIOCTI
CBOIX TBOpPIB Ha KJIABECHHI, IHCTPYMEHTI HE3IaTHOMY OJIHAKOBO JIETKO TPaTH K TUXI,
TaK 1 TY4HI 3BYKH,

— violin ‘ckpurika’: (69) When you hear the first microsecond of a violin being
played, you instantly know it’s a violin because of that quick, raw sound of a bow
being drawn across the familiar-sounding string (MTD: 259) — Konu Bu 4yete
[epury MiKpOCGKYHI[y I'pu CKpHUIIKHW, BU MHUTTEBO BHi3Ha€T€, o Oc CKpHIIKa, 4Cpc3
TOM IIBUIKUH, 3BYK JIyKa, 110 TPOMAJILOBYETHCS MO BCiil 3HAOMIM CTPYHI;

— timbre ‘rem0p’: (71) The timbre, or harmonic content, of an instrument is
what determines the middle part, or body, of each played note (MTD: 260) — Tem0p
ab0 rapMOHIYHUN BMICT 1HCTPYMEHTY — L€ T€, II0 BU3HAYAE CEPEIHIO YaCTUHY a0o
T1J10 KOYKHOT HOTH,

— soloist ‘comict’: (78) The soloists often carry as much weight as the long-
dead composers themselves do (MTD: 286) — ComicTd 4acTo MaloTh CTUIBKH K
3HAYEHHS ISl KOHIIEPTY, CKUTBKH MalOTh CaMi JJaBHO TTOMEPJIi KOMITO3UTOPH;

— bridge ‘mict’: (84) The B section is the bridge, a contrasting section that
prepares the listener or performer for the return of the original A section
(MTD: 289) — Cexkuis B — MicT, KOHTpaCTHHI PO3ALI, SKHHA TOTy€E ciayxada abo
BHKOHABIIA 710 TIOBEPHEHHS JI0 MTOYATKOBOTO PO3ALTY A;

— conductor ‘mupurent’: (95) Another motion that might look like cueing is
when you see a conductor beckoning toward a particular section of the orchestra
(MTD: 78) — Iummuii pyx, skuii MOXe OyTH CXOXHMM Ha CHHTal, — I1e KOJIM BU OauuTe,
K JUPUTEHT MiAXOUTh 10 IEBHOI YACTUHHU OPKECTPY;

— clef ‘kmrou’; (100) The particular musical notes that are meant by each line

and space depend on which clef is written at the beginning of the staff (MTD: 90) —
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KonkpeTHi My3u4Hi HOTH, SIKi BIJOOpa)KeH1 y KOXKHOMY DPSIIKY 1 MpoOii, 3aexaTh
BiJl TOTO, IKM/ KJIIOY HANMCAaHUI HAa IOYaTKy HOTHOTO CTaHy;

— key signature ‘xmrouosi 3uaku’: (10) When you can read notes on the staves,

you can determine a musical piece’s key signature, which is a group of symbols that

tells you what key that song is written in (MTD: 31) — Koau Bu MOKeTe YUTaTH HOTH

Ha HOTAaX, BHU MOXCTC BH3HAYUTU KJIIOYOBI 3HAKH MY3HWU4YHOI'O TBOpPY, SIKUN SIBJISIE

co0010 TPyIy CUMBOJIIB, 1110 TTOBIIOMJISIE BaM, Y IKOMY KJIIOU1 HaIKMCaHa 115 MCHS;
— full orchestra ‘moBuwmii opkxectp’: (14) The keyboard-notation link was

fostered because of the ease of composing for full orchestras on the keyboard

(MTD: 31) — INocuinanHs Ha My3WYHY KJ1aBiaTypy MPH HOTYBaHHI MOIIUPHIOCS Yepe3

IIPOCTOTY CKJIQJIaHHS TBOPIB HA KJIaBIaTypl JUIsl HOBHUX OPKECTPIB;

— keyboard instrument ‘knaBimmmuii inctpyment’: (15) Also, most newly

commissioned work was created for keyboard instruments because of the public’s

perception of the keyboard as a superior instrument (MTD: 31) — Kpim Toro,

OUIBIIICT HOBUX POOIT CTBOPIOBANOCA /I KJIABIMIHUX IHCTPYMEHTIB 4epes

CIPUMHSATTS MyOJIIKOIO KJIABIIIHUX K OUTBII PECTHXKHOTO IHCTPYMEHTY;

— grand piano ‘posutp’: (58) Most modern grand pianos have three strings per

note, so when you press a key, the hammer strikes all three simultaneously
(MTD: 255) — binbIiicTe Cy4acHUX DPOSUIIB MAlOTh TPH CTPYHH Ha HOTY, TOX TPH
HAaTHCKaHHI KJIaBiIll MOJIOTOK 0'€ TI0 BCIX TPhOX OJHOYACHO;

— double bass ‘kontpadac’: (70) The plucking of a string on a harpsichord is
quick and sharp, which is much different from the languorous drawing of a bow
across the strings of a double bass (MTD: 260) — I'pa Ha cTpyHax KJIaBECHHH
IIBUJIKA 1 Pi3K1, IO CUJIBHO BIAPI3HAETHCS BiJl TY’KHOTO 3By4YaHHS CTPYH KOHTpabacy.

YacTkoBi eKkBiBaJleHTHM CKJIaIal0Th YKPAiHCHKI EKBIBAJICHTH AaHTIIHCHKUX
TEPMIHOJIOTTYHUX OJIMHUIIb, 1110 301ratoThCs 3a 3HAUCHHSIM, ajie JEII0 PO3XOAATHCS 10
JeKCUYHUM ckiagoM. [Ipu 1iboMy MOKIIMBO, IO €KBIBJICHT JIOMYCTUMMM JIMILIE B
KOHKPETHOMY KOHTEKCTI:

— the Circle of Fifths ‘Ksintose xoso’: (11) You can use the Circle of Fifths to

help train yourself to read key signatures on sight by counting the sharps or flats in a
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time signature (MTD: 31) — 100 HaBYMTHCH YUTATH ITIAMKACH KIFOYA, ITiIPAXOBYIOUYH
MIIAOMUA Ta TAJIHHSA IMAMNKCIB y 4Yaci, BU MOXET€ BHUKOPHCTOBYBaTH «KBIHTOBE
KOJIO»,

— tempo ‘remn’: (19) You can create varied sound in whatever form you
choose by playing with tempo, dynamics, and instrument tone color (MTD: 32) — Bu
MO’KETe CTBOPIOBATH PI3HOMAHITHI 3By4aHHs y OyIp-sKii oOpaHiil (opMi, Tparodu 3
TEMIIOM, IMHAMIKOIO Ta TOHOM 1HCTPYMEHTY,;

— beat ‘mons’: (25) A beat is a pulsation that divides time into equal lengths
(MTD: 35) — losst — 11e ImyJibcaltis, Ska JUIATh 9ac Ha PiBHI JIOBXKHWHH;

— measure ‘mipa’: (38) The stress pattern doesn’t have to repeat itself from
measure to measure; the only constant is that each measure still contains five beats
(MTD: 71) — YaapHa cxema He MOBHHHA ITOBTOPIOBATHCS BiJl MipH J0 MIpH; €IWHA
KOHCTaHTa — 1€ T€, 1110 KOXHa Mipa J0Cl MICTUTh I'ATh yJapiB;

— performer ‘Buxonasens’: (44) These markings help a performer tell the
composer’s story to the audience (MTD: 246) — Ili mo3HaueHHs AOIOMArarOTh
BUKOHABIIIO PO3MOBICTHU CIIyXadyaM 1CTOPII0 KOMIIO3UTOPA,;

— harmonics ‘rapmonika’. (72) However, the harmonics — or sound waves —
between some instruments are radically different, simply because of their
construction (MTD: 260) — Onnak rapmoHika — a00 3BYKOBI XBHJII — JESIKHX
IHCTPYMEHTIB JOKOPIHHO BIJPI3HAIOTHCS, IPOCTO Yepe3 iX KOHCTPYKIIIIO;

— field holler ‘rpynosa micus’: (82) Around the turn of the 20th century, field
holler, church music, and African percussion had all melded into what is now known

as the blues (MTD: 289) — Ha py6esxi XX CTOITTS TPYAOBI MiCHI, IIEPKOBHA My3HKa

Ta Irpa Ha aQPUKAHCHKUX YAAPHUX IHCTPYMEHTAX 00’ €HANKCS B TE, IO 3apa3 BIIOME
SIK OJ1103;

— turnaround ‘moBopot’: (86) If the song continues on to a new verse, the V
chord at the end of the song is called the turnaround (MTD: 289) — flkmio micHs

MIPOJIOBXXYETHCSI HOBUM BipIiieM, V akop Y KiHIII MCHI HA3UBAETHCSI TOBOPOTOM.



55

Takum 4rHOM, 3HaYHA KUTBKICTh MY3HUYHUX TEPMiHIB MOXe OyTH BIITBOpEHA B
nepekaai NUIXOM BUKOPUCTAHHS TOBHMX Ta YacTKOBHUX eKBiBaJieHTiB. IloBHi
CIIOBHUKOBI €KBIBaJICHTH, SIK1 JI03BOJISIIOTh HAMOLIBII MOBHO BIATBOPUTH CEMAHTUKY
TEpMiHY, a TMpU BUKOPUCTAHHI KOHTEKCTyaJbHHUX C€KBIBAJCHTIB HEOOXIJIHO

BpaXOBYBATHU KOHTCKCT Tda CCMAaHTHUKY KOKHOI'O OKPCMOI'O TepMiHy.

3.2 Jlexkcuuni TpaHcdopmamii sk 3acid0 BiATBOpeHHsI MY3HYHOI

TePMiHOJIOTII PHU NMepeKIaii

Jlo nekcuuyHMX TpaHchopMmaliii Mpu Mepekiafl My3UYHOI TEPMIHOJIOTI
HaJIeXaTh MPAKTHYHA TPAHCKPHUILIS, TPAHCIITEpALlls Ta KaJIbKyBaHHS.

I[IpakTuyHa TpaHCKPMIiA SK 3aci0 BIATBOPEHHS 3BYKOBOI (hOpMH CIIOBa
MOBU OpHUTIHaTy 3aco0amMu MOBH IEpEKIIagy, BUKOPUCTOBYETHCS MpHU MEPEKIal
HOBITHIX TEPMIHIB, OCKIJIbKU 3apa3 HasiBHA TEHIECHIIS O 3alI03MYEHHS TEPMIHIB caMe
y Taku# crocio:

— jam ‘mkem’: (20) The only people who can pull off a spontaneous jam well
are those who know music thoroughly enough to stack chords and notes next to one
another so they make sense to listeners (MTD: 32) — CrnioHTaHHU# JKEM 3irpatu
MOXYTh JIUIIE JIFOJHU, XTO 3HAE TEOPiI0 MY3UKHU JIOCTATHHO IPYHTOBHO ISl TOTO, 11100
MOEIHYBATU aKOPAM Ta HOTU TAKUMH YHHOM, 11100 BOHHM MaJId CEHC IS CIyXadyiB;

— beat ‘o0ir’: (23) Without a discernible beat, you have nothing to dance or nod
your head to (MTD: 34) — Be3 BiguyTHOro OiTy BaM Hi ITiJ] 10 TAHIFOBATH a00 HABIThH
XUTATH FOJIOBOIO;

— distortion ‘mictopmun’: (89) The electric guitar provided the opportunity to
use such musical devices as distortion, which were previously unavailable to your
average bluesman with an acoustic guitar (MTD: 293) — Enektporitapa Hajana
MO>KJIMBICTh BHUKOPHUCTOBYBATU TaKi MY3WYHI MPHUCTPOi, SK MICTOPIIH, SKI paHiIe
OyJIM HEIOCTYITHUMH JIJIsI CEPEHBOT0 OJIF03MEHA 3 aKyCTUYHOIO T1Tapolo.

[IpakTUyHa TPAHCKPHUMIIS TAKOXX 3aCTOCOBYETHCS Y BHIIAJIKY BiITBOPEHHS

OKpPEMHX T€PMiHIB HEAHTJI1CHKOMOBHOTO MTOXO/KCHHSI:
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— metronome ‘merponom’: (31) Perhaps the easiest way to practice working
with a steady beat is to buy a metronome (MTD: 36) — MaOyTh, HaWIIPOCTIIIHIA
CTHOC10 MOMPAKTUKYBATUCS 3 TOCTIHHUM PUTMOM — 1€ TPUAOATH METPOHOM;

— cronométre ‘xponomerp’: (46) His first prototype consisted of a simple
weighted pendulum and was called a cronométre (MTD: 248) — Horo mepmmit
IMPOTOTHUII CKIIAAABCA 3 ITPOCTOT'O 3BA’KCHOT'O MAjATHHUKA 1 Ha3UBaBCI «XPOHOMETP>,

— etude ‘errox’: (79) An etude is a brief musical composition based on a
particular technical aspect of music designed to help instruct the performer through
musical exercise (MTD: 287) — ETiox — 11e KOpOTKa My3U4Ha KOMIIO3HIIisl, 3aCHOBaHa
Ha IICBHOMY TGXHi‘-IHOMy acCIIEKTI MY3UKH, IIOKJIMKaHa JOIIOMOI'TH HATPCHYBATHU
BUKOHABIA Ye€pe3 My3UUHY BIIPaBY.

Tpanciaitepaniss gk 3aci0 BIATBOpeHHA TIpadiyHoi (opmMu ciloBa MOBHU
OpUTiHaTy 3aco0aMud MOBHM IEpPEKIaay, BHUKOPUCTOBYETbCA IpU MEPEKIal
IHIIOMOBHUX 3aI103UY€Hb.

— octave ‘okraBa’: (7) Even Pythagoras got into the act by creating octave
scale similar to the one that musicians and composers still use today (MTD: 29) —
HonyuuBcst HaBiTh [lidarop, CTBOPHBIIM IIKaTy OKTaB, MOAIOHY O Ti€i, SIKy 3apa3
BHUKOPHUCTOBYIOTb MY3UKAaHTH Ta KOMIIO3UTOPH,

— sonata ‘conara’: (18) You can choose from many different classical and
popular forms, including sonatas, concertos, 16-bar blues (MTD: 32) — Bu moxete
oOupaTu pi3HI KJIACH4YHI Ta MOMyJspHI (POpMH, 30KpemMa COHATH, KOHUEPTH, 16-
TaKTHUH OJI103;

— bongo ‘6onro’: (30) If you don't, clapping or smacking your hand against
bongos or your desktop works just as well (MTD: 35) — Slkimio Hi, Tuieckaroun ado
CTYKaTH pyKaMH 10 OOHT0, a00 MPOCTO MO TOBEPXHI CTOJIa — TAKOK HETIOTaHO;

— prestissimo ‘mpericcimo’: (45) Music that’s played very, very slowly, or
grave, can impart a feeling of extreme somberness, whereas music played very, very
quickly, or prestissimo, can seem maniacally happy and bright (MTD: 247) —

My3uka, sika rpae ayke, AyXKe MOBUIBHO a00 «TpeiiB», MOXKE BUKIUKATH BIIUYTTS
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HAJ3BUYAMHOTO CyMy, TONl fK MYy3HKa, sIKa Tpae ayxke, OyKe MIBUAKO, abo
«IPECTICCIMO», MOXKE 37]aTHUCS HAA3BUYANHO IIACIUBOIO 1 ICKPaABOIO;

— minim ‘minmim’: (47) Like the concept of the minim (refer to the
previous section), both musicians and composers warmly received the metronome
(MTD: 248) — Sk i y Bumaaky 3 MiHIMOM (JMB. MOMEPEAHIN PO3/ii), 1 My3HKAHTH, 1
KOMITIO3UTOPH TCILIO HprIHHJIH MeTpOHOM;

— Ritardando ‘Pirapmanmo’: (50) Ritardando (rit., ritard., rallentando, or
rall.): Gradually play slower and slower (MTD: 250) — «Pitapmango» (rit., ritard.,
rallentando, a6o rall.): [TocTymoBo rpaTy MOBUIBHIIIIE 1 TOBLIBHIIIIE,

— Accelerando ‘Axcenepanmo’: (51) Accelerando (accel.): Gradually play

faster and faster (MTD: 250) — «Axcenepanno» (accel.): IToctymoBo rpatu Bce

MIBU/IIIIE 1 HIBU/IIE,

— Stringendo  ‘Crpiarenmo’:  (52) Stringendo: Quickly play faster
(MTD: 250) — «CTpiHr'eHI0»: TPaTh BCE MIBUIIIC 1 IIBHIIIIC;

— pianissimo ‘mianiccimo’: (54) For example, in the music shown in Figure 12-
2, pianissimo (pp) means that the piece is to be played very softly until you reach the
next dynamic marking (MTD: 251) — Hampukmnan, y Mys3uil, 300paxkeHiii Ha
MaoHKy 12-2, miaHicciMo (pp) O3Ha4ae, 10 TBIp MOTPIOHO IPpaTh TyKe M'SIKO, TIOKU
HC OOCATHETC HACTYIIHOI'O I[I/IHaMiIIHOFO ITIO3HAYCHHA,

— fortissimo ‘dopticcimo’: (55) Fortissimo (ff) means that the rest of the
selection is to be played very loudly (MTD: 251) — ®opriccimo (ff) o3nauae, 1o
pelTy TBOPY MOTPIOHO rpaTu ay>Ke TOJIOCHO;

— una corda ‘yna xopna’: (59) The soft pedal is called una corda because it
moves all the hammers to the right so that they only strike one of the strings
(MTD: 255) — M’siky mefaib Ha3WBalOTh «yHA KOPJIa», OCKUIBKH BOHA MEPEMIILy€e
BC1 MOJIOTKH BITPaBO, 1100 BOHU BJIAPHIIH JIUIIIE 110 OJIHIN 13 CTPYH;

— triplet ‘rpimer’: (98) The most common of these divisions is called a

triplet, which is three notes joined together that equal the beat of a single note
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(MTD: 84) — HalinomupeHImW#A 3 WX IOAUNB HAa3UBAETHCS TPUILUICTOM, SKUN
npecTaBisie COO0I0 TPU HOTH, 3’ €THaHI Pa30M, IO JOPIBHIOE PUTMY OIHIET HOTH;
— duplet ‘mymmer’: (99) Duplets work like triplets, except in reverse
(MTD: 85) — lynuieTs npamorTh K TPIILIETH, JIAIIC HABIAKH.
Jlume He3HauyHa KUIBKICTh MY3UYHHUX TEPMIHIB  aHTIIMCHKOMOBHOTO

MOXOJKEHHS MPU TepeKIIal Mmaasrae TpancaiTepari:

— rock guitarist ‘pok-ritapuct’: (22) If you plan to become a rock guitarist,
knowing what notes you need to play in a given key is especially important

(MTD: 33) — fIkmo BHM IUTAaHY€TE CTATH POK-TiTAPUCTOM, OCOOJMBO BAKJIMBUM €

PO3yMITH, SIKI HOTH TIOTPIOHO IpaTH B 33JaHOMY KJIIOUI;

— bassist ‘6acuct’: (90) Sometimes, I'll find the need to bring in an extra
bassist, and I'll get these guys whose technique is great, and they know all these
tunes, but they have no theory training (MTD: 294) — Inoai s Mal HEOOXiIHICTH
3QJIYYUTH JOJAATKOBOIO 0AacHCTa, 1 1 3HAXOJXKY XJIOMIIIB, TEXHIKA SKUX 9YyJI0Ba, 1 BOHH
3HAIOTH YCI 1l MEJIOAI1, ajie BOHU MalOTh TEOPETUYHOI MIJATOTOBKH.

[ToenemeHTHE BIITBOPEHHSI My3UYHOI TEPMIHOJIOTIT B TEKCTaX 3 TEOPil My3UKHU
3HAXOJMUTh CBOE B1IOOPa’KEHHS Y BUKOPUCTaHHI TpaHCPOpMallii KaJdbKYBAHHS:

— musical instrument ‘mysuununii incTpyment’: (1) From what historians can
tell, by the time the ancient world was beginning to establish itself — approximately

7000 B.C. — musical instruments had already achieved a complexity in design that

would be carried all the way into the present (MTD: 29) — SIk MOXXyTb PO3IOBICTH
1ICTOPUKH, 3 TOTO 4Yacy, sIK CTapOJaBHIN CBIT MOYaB yTBEPIKYBAaTUCA — MPUOIH3HO

7000 pokiB m0 H.e. — MY3WYHI IHCTPYMEHTH BXE JOCSTJIA BHUCOKOi CKJIAIHOCTI

N3aiiHy, sika MepeHecyiacs 1 B Cy4acHICTb;
— music theory ‘reopis my3uku’: (6) In other words, the purpose of music
theory is to explain why something sounded the way it did and how that sound can be

made again (MTD: 29) — [nmmMu ciioBaMu, MeTa TEOpPii MY3UKU — MOSICHUTH, YOMY

II0Ch 3ByYaJIO TaK, K BOHO 3By4aJio, 1 SIK 1Iel 3BYK B1JITBOPUTH;
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— deceptive cadence ‘omannuBa kaneHmis’: (41) A deceptive cadence leads
from the V/v chord to any chord other than the I/l chord (MTD: 241) — OmannuBa

KaJICHIIisI Besie Big akopaa V / v 1o Oyab-sIKoTo akopaa, KpiM akopzaa [/ i;
— musical phrase ‘my3uuna ¢paza’: (42) With a half-cadence, the musical
phrase ends at the point of tension, the V/v chord itself (MTD:241) -

3 HamiBKaJICHIII€I0 My3W4yHa (pa3a 3aKiHYYETHCS B TOYIll HAMPYTH, CAMUM aKOPIOM

V/v;

— musical sentence ‘mysmune peuenss’: (43) Tempo and dynamics are the

markings in a musical sentence that tell you whether you 're supposed to feel angry or

happy or sad when you play a piece of music (MTD: 246) — Temn i1 quHamika — 1e

IIO3HAYKU Y MY3UYHOMY DG“IGHHi, SIK1 BKa3ylOTb Ha TC, YU CJIiI[ IMIOYyBaTUCA

CEpJIUTUM, IIACIIUBUM YU CYMHUM, KOJIM IPa€ll My3U4HUHN TBIp;

— soft pedal ‘m’sxa memanes’: (57) On most modern upright pianos, the soft
pedal moves the resting hammers inside the piano closer to their corresponding
strings (MTD: 254) — Ha Oinpmocti Cy4acHUX BEPTHKAIBHHUX (OPTEMiaHO M'SKa
nefanb MEepeMillye MOJOTKH, pPO3TAIIOBaHI BCEpEIWHI (OpTEniaHo, ONrK4Ye 10
BIJIMOBITHUX CTPYH;

— American piano ‘amepukancbke mianino’: (60) On some American pianos,

this pedal gives the notes a tinny, honky-tonk piano sound when depressed

(MTD: 255) — Ha nmeskux aMepHKaHCHKHMX (hOpTEMmiaHO Il Meaaidb HaJae HOTaM

TOHKHUH TOHKUU 3BYK;
— instrument tone ‘ron inctpymenty’: (67) In this chapter, we examine what

constitutes instrument tone and what makes each instrument sound just the way it

does (MTD: 258) — V miif riaBi MU pO3IJISHEMO, IO TaKe TOH IHCTPYMEHTY Ta IO

POOUTH KOKEH 3BYYaHHsI KOKHOTO IHCTPYMEHTY CaM€ TaKUM, SIKUM BOHO €;

— small ensemble ‘manuit ancam6:1p’: (68) We also discuss basic acoustics and

instrument harmonics, and explain why small ensembles and orchestras are put

together the way they are (MTD: 258) — Mu Takox 00rOBOPMMO OCHOBHI aKyCTHKY
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Ta TAPMOHIKY 1HCTPYMEHTIB Ta MOSICHIOEMO, YOMY MaJli aHCcaMO0JIi Ta OPKECTPH MAIOTh

caMe€ TaKuu CKJIal, sIK BOHH MalOThb,

— frequency of the vibration ‘uwactora BiOpamii’: (73) The number of cycles

completed in one second is called the frequency of the vibration (MTD: 261) —

KinpKicTh ITUKIIIB, BUKOHAHUX 32 OJHY CEKYH/y, HA3MBAEThCS YacTOTOI BiOpAIlii;
— pure tone ‘auctmii Ton’: (74) The musical note produced by a tuning fork is
called a pure tone because it consists of one tone sounding at just one frequency

(MTD: 261) — My3uuHy HOTY, Ky BHUIIyCKa€ KaMEpPTOH, HA3WBalOTh YUCTHUM TOHOM,

OCKUJIbKH BIH CKJIQJA€THCA 3 OJTHOTO TOHY, SIKMI 3BYUUTH JIMIIIEC HA OAHINA YaCTOTI;
— classical music ‘kmacmuna wmy3uka’. (77) The concerto often creates

superstars of classical music, such as pianist Lang Lang and violinist Itzhak Perlman

(MTD: 286) — KoHI1iepT 4acTo CTBOPIOETHCS CYNEP3ipOK KIACHYHOT MY3UKH, TAKUX

gk mianicT Jlanr Jlanr ta ckpunans luxak [lepaman;

— folk music ‘mapomna my3uka’: (81) The blues is the first truly American folk
music (aside from the unique music that the Native Americans had before the
European invasion) (MTD: 288) — bniro3 — mepia mo-crpaBXHbOMY aMepHKaHChKa

HapojHa My3WKa (OKpIM YHIKaJbHOI MY3WMKH, SKYy MaJd KOPIHHI aMepuKaHIl 0

€BPOIEUCHKOT HABAJIM);
— countermelody ‘kontpmenomis’: (92) In Dixieland jazz, for example,
musicians take turns playing the lead melody on their instruments while the others

improvise countermelodies, or contrasting secondary melodies, that follow along in

the background (MTD: 295) — Hanpuknan, y mkasi JlikciieH1a My3uKaHTH 10 4ep3i

rpaloTh Ha CBOiX I1HCTPYMEHTaX OCHOBHY MEJOJiI0, a IHII IMIPOBI3YIOTh

KOHTPMEJIO1i a00 KOHTPACTHI BTOPUHHI MEJO/Iii, 1110 3By4aTh Ha 3aIHLOMY IJIaHi;
— artificial division ‘mrryunwuii monin’: (96) Another way you can add rhythmic
interest and variety to music is through the use of irregular rhythms (also called

irrational rhythm or artificial division) (MTD: 84) — Ille oaun crioci6 1oaaTH My3uITi

PUTMIYHOCTI Ta PI3HOMAHITHOCTI — 116 BUKOPUCTAHHS HEPETYJSIPHUX PUTMIB (TaKOXK

3BaHUX IppaIliOHAIBHUMU PUTMAMH Y IITYYHUM HOJIOM);
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— irregular rhythm ‘umeperymspuuii purm’: (97) An irregular rhythm is any

rhythm that involves dividing the beat differently from what’s allowed by the time

signature (MTD: 84) — Heperyisipauii put™ — 11e Oy Ib-IKHI PUTM, SIKUH 1iepeadadae

JICHHS PUTMY Y CIIOC10, IO BIAPI3HAETHCS BiJ TOTO, IO BKa3aHO y MIAMKCI KITIOYa.
Takum YMHOM, JIEKCHYHI TIepekiaaambki TpaHcopmariii  BKIOYAIOTh
TPAHCKPHUIILIIO0, TPAHCIITEPAIlil0 Ta KalbKyBaHHA. TpaHCKPUIIISA Ta TPaHCIITEPALlis
BUKOPHUCTOBYIOTHCS 3/I€OUIBIIIOT0 TIPHM BIATBOPEHHI 3al03MYCHMX ab0 HOBHUX
TepMiHiB. KanbKyBaHHS € JOIIIBHUM Yy BUIAAKY, KOJM MOXIIMBHUA TMOEIEMEHTHHM

nepeKIIa]l TEPMiHIB yepe3 J001p €KBIBAJIEHTIB /10 KOXKHOTIO 13 €JIEMEHTIB.

3.3 Jlekcuko-ceMaHTH4Hi TpaHcdopmanii npu mnepekyagi MY3HYHOI

TEePMIHOJIOTiI

JIo  JIEKCMKO-CEMaHTUYHUX TpaHcpopMallid MNpu MEepeKyiagl  My3U4HOI
TEPMIHOJIOTI] Y TeKCTaxX 3 TeOpii My3UKH HaJIe)KaTh KOHKpeTU3allis, AudepeHIiais ta
MOTYJISITIA.

Tpanchopmaliisi KOHKpeTU3aUil MojsIrae y 3amiHi cCJioBa 13 OUIBII BY3bKUM
3HAUEHHSAM CJIOBOM 13 OUIBII HIMPOKHM, OT)KE€ HA3WBAIOYM POJIOBE TMOHSTTS uepes
BUJIOBE, HANPHKIIAJ, 3aMiHa Mmusical Ha ‘HoTHMI® mpu mepekiaai TepmiHy musical
stave ‘motHmii cran’: (16) Fifteenth-century French composers began adding as

many lines as they needed to their musical staves (MTD: 31) — ®panity3bKi

KOMIIO3UTOPH H'HTH&I[HHTOFO CTOJIITTS TTOYAJIH JogaBaTu g0 CBOIX HOTHHUX CTaHIB

CTUTBKH JIIHIN, CKITBKH M OyJ10 TOTPiOHO.

JAudepenuianisa 3HaueHHs nependavae Taky CHUTyallil0, KOJU OaraTo3HayHe
CIIOBO Ma€ JIeKIJbKa BIJMOBIIHUKIB B YKpPaiHChKIM MOBI, IO JIMIIE YacCTKOBO
MIOKPUBAIOTh Jiala30H HWOro 3HAYeHb B AHIJIHCHKIM, TaKMM YHHOM, IEpeKIagad
CTUKAEThCSA 13 HEOOXIAHICTIO 00paTH OJWH 13 TaKUX BapiaHTIB BIAMOBIAHO 0
KOHTEKCTy. L{e — Taki TepMIHOJIOTIYHI OJAMHHULIL

— chord ‘axopa’: (8) In the following sections, we go over the basic

information you need to start learning how to read music, build chords, and compose
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with forms (MTD: 30) — ¥V HacTymHHX poO3[iIaX MU HEPEXOIUMO JIO OCHOBHOI
iH(dopMalrii, sika BaM MOTp10HA, 11100 HABYUTHUCS YUTATH MY3UKY, CTBOPIOBATH aKOP/IH
Ta CKJIagaTu GOpMH;

— percussion instrument ‘ymapauii inctpyment’: (12) Stringed instruments,

woodwinds, horns, and percussion instruments had been around for thousands of

years, and although they had experienced many improvements in design and playing
technique, they were essentially the same instruments used by the people of ancient

cultures (MTD: 31) — CtpyHHI IHCTPYMEHTH, AyXOBi, pOI'H Ta YJIApHi iHCTPYMEHTH

ICHYBaJIM MPOTSITOM THUCSYl POKIB, 1 XO4a BOHHU 3a3HAIM 0aratbOX BJIOCKOHAJEHb Y
JU3aifHl Ta TEXHIll TpU, BOHU €, 1O CYTI, TUMHU K IHCTPYMEHTaMH, SKUMH
KOPHUCTYBAIHCS JIFOJH TaBHIX KYJIbTYP;

— chord progression ‘nocaigoBHicTh akopAiB’: (32) In fact, when musicians

talk about performing a piece of music “in the style of” Bach, Beethoven, or Philip
Glass, they’re talking as much about using the rhythm structure and pace
characteristics of that particular composer’s music as much as any particular chord

progressions (MTD: 36) — HacnpaBzi, KoJii My3WKaHTH TOBOPSATh MPO BUKOHAHHS

MYy3UYHOTO TBOPY «y cTuii» baxa, berxoBena un @unina ['macca, BOHU TOBOPATH PO
T€, SIK BUKOPHUCTOBYBAaTH PUTM-CTPYKTYpy Ta TEMIIOBI XapaKTEPUCTUKH MY3UKH

I[OTO KOHKPETHOTO KOMITO3UTOPA, & TAKOXK MPO KOHKPETHY MOCIITOBHICTh aKOP/IIB,;

— dynamic marking ‘muHamiune no3nadenns’: (53) Dynamic markings tell you

how loudly or softly to play a piece of music (MTD: 251) — /IluHamiuHi mO3HAYEHHS

TOBOPSTH PO T€, SIK TOJIOCHO YU M’SIKO BiJITBOPIOBATA MY3UYHUMN TBIP;

— lead line ‘mouatkoBa minis’: (65) The simple explanation for why some
instruments are used for lead lines in music and others aren’t is that the human ear
reacts more favorably to higherpitched sounds than to lower-pitched ones
(MTD: 258) — IlpocTe MOSICHEHHS TOrO, 4YOMY JESKi My3W4HI IHCTPYMCHTH

BUKOPHUCTOBYIOTHCS JJIsl IOYATKOBUX JIIHIN, a 1HII — Hi, Y TOMY, IO JIIOJICbKE BYXO

CIPUSTIIMBIIIE pearye Ha OUIbII BUCOKI 3BYKH, HI’K HA HU3bKI;

— impulsive decay ‘imnynsche 3atyxanns’: (75) An impulsive decay belongs to

instruments that need to be played continuously, or in pulses, in order to continue
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sounding (MTD: 262) — IMmyJibcHE 3aTyXaHHS BIIACTHBE IHCTPYMEHTaM, Tpa Ha SIKUX

XapaKTepU3y€eThCs MOCTIHHICTIO, a00 B 3 pUTMaMHU MTOCTIHHOTO 3BYYaHHS.
Tpanchopmariis MOLYIALIT PO3YMI€THCS K 3aMiHA JIEKCUYHOI OJTMHUII 1HIIOIO
JICKCUYHOIO OJIMHHUIICIO, IO TMOB’S3aHA 3 HEI MPUYMHHO-HACIIIKOBUM a00 1HIIHM
BujoM 3B’s13ky. Hampukiazn, double-reed xapakrepusye iHCTpyMEHT SK TaKuil, II0
Ma€e JBa OTBOPHW IS BAyBaHHS MOBiTpsA. Ha OCHOBiI acomiaTUBHUX 3B’SI3KIB B
YKpaiHChKOMY TMepeKiaji Ha3By ILUX OTBOPIB BIATBOpPeHO sK ‘aBokpuimii’: (3)
Similarly, pictographs and funerary ornaments have shown that by 3500 B.C.,

Egyptians were using harps as well as double-reed clarinets, lyres, and their own

version of the flute (MTD: 29) — Anayiori4yHo, MKTOrpaMH Ta MOXOPOHHI MPUKPACH
JEMOHCTPYIOTh, O 10 3500 p. 10 H.e. ETUNTAHU BUKOPUCTOBYBAIU ap(Pu, a TaAKOX

JBOKPUJIL KJIAPHETH, JTIPU Ta BIACHY BEpCito (IehTH.

Imennuk value y HacTymHOMy TepMiHI MepenaHo sK ‘TPUBAJICTh’, MO €
HalOUIbII JOIUIBHUM, 3Ba)KAlOUM Ha Te€, IO MOBa HIE NP0 XapaKTEPUCTUKY

3ByuanHs: (27) The note value, indicated by the size and shape of the note,

determines this length (MTD: 35) — TpuBaiicTh HOTH, MO3HAYEHE ii PO3MIPOM 1

(dhopMOI0, BU3HAYAE ITI0 JIOBXKHUHY.

Beam sk Ha3Ba puckH, sKa 00’ €HYE HOTH Mk CO00I0, B YKPaiHCBKOMOBHOMY
NepeKIIajii MepeiaHo K ‘pedpo’, OCKIIBLKYU Taka pucKa MOKE HarajyBaTH SIK IPOMiHb,
tak i1 pedpo: (35) Instead of each note getting a flag, notes with flags can also be
connected to each other with a beam, which is just a cleaner-looking incarnation of
the flag (MTD: 37) — 3amicTh TOro, 1100 CTABUTH MpaIop Ha KOXKHIH HOTi, HOTH 3
mpanopamMy TaKOX MOJYKHA 3’€IHATH OJHUM pPeOpOM, IO € JIUIIC OUIBII MPOCTUM
BTUICHHSIM TIparopa.

[TonstTs time signature BUKOPUCTOBYETHCS HA MO3HAYECHHS MPOMIKKIB 4acy y
MY3HIli, TOMY TpHU epekiaai oopano Bapiant ‘pos3mip’: (37) Music with 5/4, 5/8, and

5/16 time signatures is usually divided into two pulses — either two beats plus three

beats, or vice versa (MTD: 71) — My3uka 3 po3mipom 5/4, 5/8 ta 5/16 3a3Buuait
NOJIUISIETHCS HA JIBA PUTMH — JIBa yAapH ILTIOC TpH, abo HaBnaky; (36) When you play

or hear a piece of music with an asymmetrical time signature, you notice that the
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pulse of the song feels and sounds quite a bit different from music written under
simple or compound time signatures (MTD: 71) — Konu Bu TIpa€re 4u UyeTe

My3UYHUW TBIp 3 ACHUMETPUYHUM DPO3MIPOM, BH TIOMIYa€Te, IO PHUTM IIiCHI

BiI[‘IYBaeTBCH 1 3BYYHUTH 30BCIM HE TaK, JK MY3UKd, HallMCaHa 34 IIPOCTHUMH a0o
CKIIaIHUMHU Hi,ZIHI/IcaMI/I qacy.

Y Tepmini entrance CU€ iIMEHHUK CUE oO3HAvae ‘mifKazka’, OJHAaK NpHU
nepeKIaai oopaHo BapiaHT ‘cHrHai’ sK 3aci0 mokaukatu Joaeit qo mii: (94) When a
conductor suddenly points to a player or instrument section — generally, a section or
performer that’s been silent while the rest of the orchestra’s been performing — that’s

called an entrance cue, and that player or section is to being playing immediately

(MTD: 78) — Komu JUpWUIeHT panTOM BKa3ye€ Ha CEKIiI0 BHUKOHABIS YH
IHCTPYMEHTY — SIK TIPaBUJIO, Ha CEKIIII0 UM BUKOHABIIS, K1 JI0 TOTO MOBYAJIM, a peliTa

OpKECTpY BHUCTyIaja — II€¢ HA3UBA€THCS BXIIHUM CUTHAJIOM, 1 1€l BHUKOHABEIh YU

CEKI[isl TOBUHHI HETallHO MOYaTH TPaTH.

Takum  YMHOM, JIEKCMKO-CEMaHTHUYHI  Mepekiafaibki  TpaHcopmalii
BKJIIOYAIOTh KOHKpeTH3alio, audepeHmiamnito Ta wmoayisamito. KoHkpeTusaiis
JI03BOJISIE TIEPEKIIa/IaueBl YTOUHIOBATH TIOHSTTS, 1110 BUPAXKAIOTHCS TEPMIHAMH, TAKUM
YUHOM, TWIJBUILYBaTH 1HGOPMATUBHICTh TEKCTy. Bukopucranns maudepeHiaiii
JTIO3BOJISIE BITBOPIOBATH TEPMIHHU, YTOUHIOIOUM 3HAYCHHS TUX YW I1HIIUX OJIMHUIIH
JUIS TOTO, MO0 IMepenaTh caMe T¢ 3HAUYCHHS, sIKEe 3aKjIaJcHe B TEPMiHI SK OCHOBHE.
Mopynsiisi  103BoJis€ TEpeKagadeBl BIIATBOPUTU AaCOILIaTUBHI 3B’SI3KU, IO
3aKJIaICH0 B OOpa3HUX TEpMIHAX, 4epe3 BUKOPUCTAHHS JOTIYHUX 3B’S3KIB MIiX

MOBHHMH OJMHHUIIAMMU Ta ABUIIIAMU, SIK1 BOHM IT03HAYAIOTh.

3.4 3acrocyBaHHfI TrpaMaTH4YHHX TpaHcdopmauniii npu BigTBOpeHHI

AHIJIIHCHbKOMOBHOI MY3M4YHOI TEPMiHOJIOTiI YKPAaiIHCHKOI MOBOIO

Jlo TpamMatuyHUX TpaHchopMaliii TpH TEpPeKIaal My3HYHOI TEPMIHOJOTIT

HaJICKaTh FpaMaTI/IIIHi BaMiHI/I, A0AaBaHHA Ta BUITYUYCHHS.
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I'pamaTnuni 3amMiHu nepeadayatoTh 3aMiHy YaCTHHH MOBHM 200 CHHTaKCUYHOI
KOHCTPYKIIIi.
[Tpu mepexnaal My3MdyHUX TEPMiHIB 3aMiHU Tepea0avaloTh 3aMiHU Y TUIOIIUHI
JaCTUHU MOBH, 30KpeMa:
— bone flute ‘kictsanHa daeiiTa’, 1e IMCHHHK 3aMiHEHO NMPUKMeTHUKOM: (2) For
example, some of the bone flutes found from that time period are still playable, and
short performances have been recorded on them for modern listeners to hear

(MTD: 29) — Hampuknan, Aeski KicTsSHi (UISHTH, 3HaXiJAKH TOro IMepioay, BCe IIe

IParoTh, 1 HA HUX 3alHCaHl KOPOTKI BUCTYIIH, SIKI MOKYTh IOUYTH Cy4YacHI Clyxadi;
— rhythm sticks ‘puT™MiyHi mamu4Ku’, 1€ IMCHHHUK 3aMiHCHO HMPHUKMETHHKOM:

(28) When figuring out how to follow the beat, rhythm sticks (fat, cylindrical,

hardwood instruments) come in real handy (MTD: 35) — fkmo mnomymaru, SK

CIIJKyBaTH 3a PUTMOM, PHUTMIYHI OAJIWYKH (TOBCTi, I[MJIIHAPUYHI, JEPEB’sHI

1HCTPYMEHTH) CTAIOTh CIPaB/l KOPUCHUMMU;
— drum sticks ‘GapabaHHI MaJIWYKK’, ¢ IMCHHUK 3aMiHEHO MPUKMETHHUKOM:
(29) So do drum sticks. If you've got a pair, grab 'em (MTD: 35) — Tak camo

OapabanHi nanuyku. Ko y Bac € mapa, Xarnaure;

— guarter note ‘uBeptHa HOTa’, Ji¢ IMCHHHK 3aMIHCHO NPUKMETHUKOM: (49)

For example, quarter note = 96, or MM = 96, means that 96 quarter notes should be

played per minute in a given song (MTD: 248) — Hanpuknan, «uBepTHa HOTa = 96,
a60 «MM = 96», o3Hauae, 110 B NEBHIN MICHI NOTPIOHO BIATBOPIOBATH 96 YUBEPTHUX
HOT Ha XBI/IJ’II/IHy;

— solo instrument ‘cosnphuii iHcTpy™meHT’: (76) A concerto is a composition

written for a solo instrument backed by an orchestra (MTD: 286) — Konuept — 11¢

KOMITO3HIIisl, HAMKCaHa JJIsl COJIbHOTO IHCTPYMEHTY 3 MIATPUMKOIO OPKECTPY;

— two-stringed guitar ‘mBocTpyHHa TriTapa’, a¢ IENPUKMETHHUK 3aMiHEHO
npukmerHukom: (4) By 1500 B.C., the Hittites of northern Syria had modified the
traditional Egyptian lute/harp design and invented the first two-stringed guitar, with

tuning pegs at the top of the neck, and a hollow soundboard to amplify the sound of

the strings being plucked (MTD: 29) — Jlo 1500 p. no H.e., xerTn miBHIYHOI CHpii
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MoM(DiKyBalu TpaaIuLIHHUN €TUNETCHKUNA TU3aliH TIOTHI / apdu 1 BUHANIIUIN MEpPILy

ABOCTPYHHY I‘iTa‘DV 3 KUJIOYKaMH JIl HAJIarooKCHHA Y BerHiﬁ YacTHUHI Ta

HOPOXKHUCTOIO JTOIIKOFO JIJISl IOCUJICHHS 3BYKY BiJl CTPYH;
— diminished second ‘3MeHmieHa CeKyHAa', € MI€ENPUKMETHUK 3aMiHEHO

npukmeTHrkoM: (39) A diminished second is one half step smaller than a minor

second — meaning no steps occur between each note (MTD: 165) — 3meniiena
CCKyHJa Ha IIOJIOBUHY KpPOKY MEHINA 3a Majly CEKyHAy — II¢ O3Hayae, IO MiX
KO>KHOIO HOTOIO HE BiJI0YBA€THCS KPOKIB,

— plucking mechanism ‘munkoBuii MexaHi3Mm’, ¢ JIENPUKMETHHK 3aMiHEHO
npukmetHukoM: (64) However, instead of having one’s fingers in direct contact with
the string (as with a guitar or fiddle), harpsichords are fitted with a plucking
mechanism inside the instrument itself (MTD: 257) — Opxnak, 3aMicTh TOTO, IH[00
najabill Oy y MPSMOMY KOHTAaKT1 31 CTPYHOIO (SIK Y TITapu YW CKPHIII), KIIABECUHU

OCHAILIEHI IIMIKOBUM MEXaHI3MOM BCEPEAHMHI CAMOTO IHCTPYMEHTY.

OcoOMMBHM BHUIIQJKOM 3aCTOCYBAaHHsS TIpaMaTUYHUX 3aMIH € YacTKOBa
JICTepPMIHOJIOT13allis TEpMiHY, K y BUIIAJKY 13 epekiazgom Tepminy classical music B

HactynHomy peuenHi: (21) Or when you can look at a piece of classical music and

find yourself looking forward to playing through it for the first time (MTD: 32) — A6o

KOJIM BH MOXCTC IIOAMBHTHCH Ha (1)paFMeHT KJIAaCHMYHOI'O MY3HWYHOI'O TBOPY 13

HETEpHIiHHSAM YEKaeTe Ha Te, 00 3IrpaTu oro Brepiie. Y [bOMY BUMNAAKY TEPMIH
(MPUKMETHUK + IMEHHUK» 3JUTO 13 €JIEeMEHTOM ‘TBip’ Ta YTBOPEHO HOBE

CJIOBOCIIOJIYYEHHS ‘KIACUYHUA MY3UYHUN TBIp .

Tpancdhopmariisi goaaBaHHSL TOJISITA€ Y BBEICHHI 1O TEKCTY TNEpeKaxy
JOJJaATKOBUX €JIEMEHTIB 3 METOI0 TNMPaBWIbHOI Mepefadl 3HAYeHHs, 3aKJIaJeHOTO B
OpUTIHATBHOMY TEKCTI.

30Kkpema, 0JJaBaHHSI BUKOPUCTOBYETHCS Y BUMAAKY, KOJU TEPMIH MOTEHIIMHO
MOXKHa CIUTyTaTH i3 TEpMIHOM IHINOI Hayku, Hampukian, keyboard ‘mysuuna
knasiarypa’: (13) With the invention of the keyboard came the beginning of modern

musical notation — written music (MTD: 31) — 3 BHMHax0J0M MY3W4YHOI KJaBiaTypu

OB’ SI3aHUI OYATOK Cy4aCHOIo HOTHOIO IMMCbMa — HamnucaHol MY3UKH.
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JlonaBaHHS TaKOK BUKOPUCTOBYETHCS MPU HEOOX1THOCTI 3B’sI3aTH 1HPOPMAIIitO

MK co0oro, Hampukiaa, bass sustain pedal ‘cycreiin-menanb, ska HIATPUMYE

oacu’: (61) Some other pianos have a bass sustain pedal as their middle pedal

(MTD: 255) — [esxi inmri ¢popTeniaHo MalOTh CYCTEHH-TICAANb, KA MIATPUMYE OacH.

[Tpu mepeknani TEPMIHOIOTIi TaAKOX MOXYTh JOJaBATHCS NMPUHUMEHHUKU JUIS
3B’SI3Ky €JIEMEHTIB TepMiHoorii, Hanpukiay, talking instrument ‘iHcTpymeHT, mo
rosoputh’. (66) This is why lead instruments are sometimes called talking
instruments (MTD: 258) — Ocp YoMy iHCTpYMEHTH, IO BHKOHYIOTH T'OJIOBHI JIiHii,

1HO/I1 HA3UBAIOTh IHCTPYMEHTAMHU, 110 TOBOPATh.

Tpancopmallisi BHJIYYEHHSI € TPOTHUIICKHOIO [IOJIAaBaHHIO Ta TOJATaE B
OMYIIIEHHI CEMAaHTUYHO HAJAMIPHUX EJIEMEHTIB, IO CHPOIILYE TEKCT MEpeKsaay Ta
JI03BOJISIE YHUKHYTH BiJIBOJIIKAHHS yBaru BijJ OCHOBHOTO, Hampukiasa, tonal qualities
‘ToranpHOCTI’: (5) A lot of unanswered questions remain about ancient music, such

as why so many different cultures came up with so many of the same tonal qualities in

their music completely independent of one another (MTD: 29) — [Ipo naBHIO My3HUKY
3aMuMImInIocs Oararo muTaHb Oe€3 BIANOBIJI, HAOPHUKIAA, YOMY Tak OaraTto pi3HHX
KyJbTYp, OyJIydd TOBHICTIO HE3QJIC)KHUMU OJWH BiJ OJHOTO, BUHAWIUIA CTIIBKH

OJIHAaKOBHX TOHAJIBHOCTEH y CBOIN MY3HII.

TakuMm YMHOM, TpaMatuyHi TpaHchopmallii, 0 BUKOPUCTOBYIOTHCS MPH
BIJITBOPEHH1 aHTJIIACHKOMOBHOI MY3MYHOI TEPMIHOJOTII YKPaiHCHKOK MOBOIO,
BKJIIOYAIOTh TpaMaTW4HI 3aMIHM, JOJABaHHS Ta BWIy4YEHHA. [ paMaTuyHi 3aMiHU
nependayaroTh  34€0UIBIIOIO  MEPETBOPEHHS  IMEHHUKOBO-IMEHHHUKOBUX  Ta
JEMPUKMETHUKOBO-IMEHHHUKOBUX CJIOBOCIIOJIYYeHb HA MPUKMETHHUKOBO-IMEHHUKOBI
BIJIMOBITHO JO HOPM YKpaiHChbKOi MOBH. JlogaBaHHS € e(pEeKTUBHUM 3acO0O0M
NOSICHEHHA 3HadeHHs TepMmiHy. Ilpu 1poMmy, 1 JodaBaHHS, 1 BHIIyYEHHS
BUKOPHUCTOBYIOThCSl SIK 3acO0M ajanTaiili TepMiHy JI0 TpaMaTUYHOiI CHUCTEMHU
YKpalHCBhKOI MOBH.

CriBBIAHOIIEHHS 3ac00iB MEpeKyaay MY3HUYHUX TEPMIHIB IpEACTaBICHE Yy

tabmui 3.1.
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Ta6mmms 3.1
3aco0u nepexiiaay My3U4HUX TEPMIHIB Y TEKCTaxX 3 TEOpii My3UKHU
3acié mepekynany Kiabkicts | Yactka
1. ExBiBajieHT 33 33%
MTOBHHMM €KBIBAJICHT 24 24%
YaCTKOBHH €KBIBAJICHT 9 9%
2. Jlekcu4uHi Tpancopmanii 41 41%
IPaKTHUYHA TPAHCKPHUIIIIS 6 6%
TpaHCITepalis 17 17%
KJIbKYBaHHS 18 18%
3. Jlekcnko-ceMaHTH4YHI TpaHchopMmanii 13 13%
KOHKpETH3aIlis 1 1%
nudepeHIiais 7 7%
MOTYJISIIIS 5 5%
4. I'pamatuyni Tpancopmanii 13 13%
rpaMaTH4Hi 3aMiHU 10 10%
OJIaBaHHA 2 2%
BHJIYYEHHS 1 1%
3arajiom: 100 100%

OTxe, TpoBeNEHUN aHaN3 JEMOHCTPYE, W10 Yy OIIBIIOCTI BUMAJIKIB
TEPMIHOJIOTISI MY3UYHOTO JUCKYPCY TI€pelaeThCs TNpU  TEepekiajl  MUIIIXOM
3aCTOCYBaHHsA JIeKCHYHHMX TpaHchopmariiii  (41%) — xanbkyBanHsa (18%),
Tpanchitepauii (17%) Tta mnpaktuyHoi Tpanckpummii (6%). 3 orisgy Ha
O3HAHOMITIOBAJIbHUM XapaKTep TEKCTIB 3 TEOPii My3UKH, 3HaYHA KUJIbKICTh TEPMIHIB Y
TaKMX TEKCTaX BIJTBOPIOETHCS 3 BHUKOPUCTAHHSM eKkBiBajeHTIB (33%) — MOBHUX
(24%) a0o yactkoBHX (9%). Y piBHINA Mipi BUKOPUCTOBYIOTHCS JIEKCUKO-CEMaHTHYHI
Ta rpamatruHi Tpanchopmartii (13% nHa xoxHy rpymy). Cepen nux TpanchopMmaiiii
HalyacTille BUKOPUCTOBYIOThCS rpamaTuyHi 3aminu (10%), mudepenmianis (7%) ta

Moy st (5%).
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BucHoBkmu 10 po3ainy 3

1. 3HauHa KUTBKICTh My3UYHUX TEPMIHIB MO)Ke OyTH BiITBOpPEHA B MepeKiai
IIIAXOM BHKOpHCTaHHS ekBiBajeHTIB (33%). IToBHi croBHHKOBI ekBiBaseHTH (24%)
JTIO3BOJIAIOTh HAHO1IBII MTOBHO BIATBOPUTH CEMaHTUKY TEPMIHY, a MPU BUKOPHUCTAHHI
JacTKOBUX ckBiBajeHTIB (9%) HEoOXiTHO BPaxOBYBaTH KOHTEKCT Ta CEMAaHTHKY
KOXXHOTO OKpPEMOI'0 TEPMIHY.

2. Jlexcumuni  mepeknamanpki  Tpancopmamii  (41%)  BKITIOYAKOTH
TPAHCKPUIIIII0, TPAHCIITEepallito Ta KaibkyBaHHs. KanbkyBanHs (18%) € nouuibHUM
y BHUIAJKY, KOJIM MOKIJIUBUNA TMOEJIEMEHTHUN TIepeKiaa TEepPMiHIB uepe3 J100ip
€KBIBaJICHTIB J10 KOXKHOTO 13 eneMeHTiB. Tpancmitepauis (17%) Ta mnpakTuuHa
TpaHckputniia (6%) BUKOPUCTOBYIOTHCS 3/1€01IBIIOTO MPY BIATBOPEHHI 3aMI03UYEHUX
a00 HOBUX TEPMIHIB.

3. Jlekcuko-ceMaHTH4H1 mepeknananbki Tpanchopmanii (13%) BrIOUYAIOTH
KOHKpEeTHU3aIlito, TudepeHIiiaito Ta MoayJisiito. Bukopucranus qudepeniiarii (7%0)
JIO3BOJISIE BIATBOPIOBATH TEPMiHU, YTOUHIOIOUM 3HAYCHHS TUX YW IHIIUX OJIMHUILH
JUIS TOTO, 100 IMepelaTh caMe T€ 3HAYCHHS, SKe 3aKJIaJICHE B TEPMiHI SIK OCHOBHE.
Monynsmis (5%) mo3Bojsie TepekiagadeBl BIITBOPUTH acCOIIaTUBHI 3B S3KH, IO
3aKJIaICHO0 B OOpa3HUX TEpMIHAX, 4epe3 BUKOPUCTAHHS JOTIYHUX 3B S3KIB MIX
MOBHHMH OJIMHHUIIIMHM Ta SIBUIIAMH, SIKI BOHM mo3Ha4yaroTh. Konkperusamis (1%)
JI03BOJIsIE TIEpEKIIafaueBl YTOUYHIOBATH TIOHATTS, 0 BUPAKAIOTHCA TEPMiHAMU, TAKHM
YUHOM, IM1JIBUIILYBATH IHPOPMATUBHICTH TEKCTY.

4. TI'pamatmuni tpanchopmarii (13%), 1m0 BUKOPUCTOBYIOTHCS TMPHU
BIJITBOPEHHI aHTJIMCHKOMOBHOI MY3MYHOI TEPMIHOJOTIi YKPaiHCBKOIO MOBOIO,
BKJIFOYAIOTh TpaMaTW4HI 3aMiHM, JOJABaHHS Ta BWIYUYEHHS. ['paMaTu4Hi 3aMiHU
(10%) mepenbavaroTh 3A€OUIBIIOTO TMEPETBOPEHHS 1IMEHHHUKOBO-IMEHHUKOBHX Ta
JENPUKMETHUKOBO-IMEHHUKOBUX CJIOBOCIIOJIyYeHb HA MPUKMETHUKOBO-IMEHHUKOBI
BIJIIOBITHO /10 HOPM YKpaiHChKoi MoBH. [lomaBanus (2%) € epexkTuBHUM 3ac000M
MOSICHEHHS 3Ha4YeHHs TepMiHy. | nonaBanHs, 1 BuiayuyeHHs (1%) BUKOPUCTOBYIOTHCS

K 3ac00M ajanTailii TepMiHy 10 TPaMaTUYHOI CHCTEMH YKPaiHChKOT MOBH.
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BUCHOBKHA

Tepmin — 1e oAauHMIS 1CTOPUYHO C(POPMOBAHOT TEPMIHHOI CHCTEMH, IO
BHU3HAYAE MOHATTS Ta HOTO MICIIE B CUCTEMI 1HIIMX MOHAThH, BUPAKAETHCS CIOBOM 200
CJIIOBOCIIOJIYKOIO,  CIY>KUTh JUIsl CHUIKYBaHHS JIIOACH, TMOB’S3aHUX €JHICTIO
cremianizamnii, HaJeXUTh A0 CIOBHUKOBOTO CKJIaJy MOBHM M MiAMOPSIKOBYETHCS il
3aKoHaM. TepMiHOCHMCTEMA MY3UKH — II€ CYKYIHICTb MY3WYHUX TEPMIHIB, MIO
BU3HAYAIOTHCS K BY3bKOCTEIIAbHI TOHATTS B MYy3HII. BiImoBigHO 10 TeMaTUIHOT
Kjacudikamli, BUIUISAIOTh TaKl TPYIU MY3UYHUX TEPMIHIB, SIK My3U4YHI IHCTPYMEHTH
Ta X CKJIAJ0Bl YaCTHUHU; CHIBOYl TOJIOCH 1 IX PETICTPU; MY3WYHI KOJIGKTHBHU 1 iX
rpynu; npodecii, CIeiaabHOCTI, aMIUTya; Ali, MPOIECH Mpalli; KaHpH, BUJIH, Trany3i
MY3UKH; OKpEeMI MY3WYHI TBOPH 1 iX YaCTUHU; My3U4YHI OPMHU Ta iX eJIeMEHTH. 3a
CTPYKTYPHUM KPUTEPIEM BUAUISIOTH MPOCTI Ta CKIAAHI My3UYHI TEPMIHHU.

OcHOBHMMU MpoOJIEMaMH BIATBOPEHHS NP MEPEKIaal My3UYHOI TEPMIHOJIOT1L
€ Te, IO BOHAa BKIIOYAE B ce0e TEPMIHM JESIKUX CYMDKHUX JHUCIMILIIH,
HE3a(IKCOBAHICTh  JIEAKUX MY3HMYHHUX TEPMIHIB y CJIOBHUKAX, HAasBHICTb
0arato3HayHUX TEPMIHIB 13 HEPO30PUMH 3B’ A3KAMH MK X KOMIIOHEHTaMHU, a TaKOXK
HAsSBHICTh TMOJiceMli 1 CHHOHIMII. [[7s YHUKHEHHS MOMJIMBUX TOMUJIOK TIpU
nepeKyaal nepekyiagady MOBUHEH BOJIOAITH CHELiaIbHUMHU 3HAaHHSAMHU Yy Taily3i, 10
SIKOi HaJIe)KUTh TEKCT, a TaKOX aJ€KBAaTHO OLIHIOBAaTH CHUTYAI[il0, III0 ONMHUCYETHCS B
TEKCTI1, Ta BAKOPUCTOBYBATH JOCTOBIPHI JEeKCUKOrpad1yHi JKepena.

My3uuH1 TepMiHM (PYHKIIOHYIOTh SK €JIEMEHT MYy3W4yHOro auckypcy. Came
HOHSATTS MY3WYHOIO IUCKYpCy BKJIIOYAae B cebe Mpolec CTBOPEHHS MY3WYHOIO
TEKCTy, CaM TEKCT 1 HOro MOCHIKEHHS, IHTEepHpeTaiii My3UYHOIO0 TEKCTy Ta
pedreKcito, CIPURHATTA MYy3UYHOTO TEKCTYy. [[MCKypCHMBHI METOaM, 332 JOIMIOMOTOIO
SKUX TPOIYKYIOTBCS 1 CIOXHBAIOTHCS MY3WYHI TEKCTH, € BaXKJIWBOIO (Popmoro
COLIIAJIBHOI MPAaKTUKH, SKa JOMOMAara€ KOHCTUTYIOBaTH KyJbTYPHUU CBIT, a B poOJIi
COLIIaJIbHUX areHTIB, KPiM MY3WMKaHTIB, MOXYTh BHCTyNaTH ¥ 1HII NpPEACTaBHUKHU

MY3UYHOI ChepH.



71

CyyacHa My3uW4dHa TEPMIHOJIOTIS — 1€ BIIHOCHO cTaOUTbHA W 3aKpiruieHa
TpaJMIIEID JIGKCUKO-CEMaHTUYHA CUCTEMa, 1[0 NepeOyBae B cTaHi Oe3MepepBHOTO
pyXy ¥ MOCTYIMOBOTO BIIOCKOHAJICHHS Ta XapaKTEPU3YEThCS HASBHICTIO B HIW YITKO
BU3HAYCHUX TEMATUYHUX TPYM, SIKI BIIOOPAKaIOTh CEMAaHTUYHY CUCTEMHICTh JaHHUX
onuHUllb. OCHOBHUMHU TEMAaTHYHUMH TpyNaMHU MY3WYHUX TEPMIHIB y TEKCTaxX 3
Teopii My3uKHU € «My3u4Hi popMu Ta iX enemeHTn» (37%), «My3U4HI IHCTPYMEHTH Ta
ix cknamoBi wyactuHW» (23%), «wHayka mpo My3uky» (20%), «mpodecii,
cnemianbHocTi, amiutya» (7%), <«okaHpu, BHIW, Taimy3i My3ukm» (7%), «okpemi
MY3HU4YHI TBOPH 1 iX yacTUHW» (4%) Ta «My3UUHI KOJIEKTUBH 1 iX rpynu» (2%).

My3uyHa TEpMIHOJIOTISL € BIIKPUTOIO CHUCTEMOIO, SIKa 3 PO3BUTKOM MY3UYHOI
HAayK{ TOCTIHHO IOIMOBHIOETHCS HOBUMH TEPMIHOJOTIUHUMHU OAUHULISIMHU, TEPMIHU
3HAXO/ATHCS y CHHTAarMaTUYHUX Ta MapaJurMaTUYHUX BiHOCHMHaX. Haituacrimie Taki
3B’SI3KM € CHHTarMaTUYHHUMH Ta SIBISIIOTH CO00I0 00’€qHAHHS JEKUIBKOX TEPMIHIB
HABKOJIO OJTHOTO, KJII0OUOBOT0, a00 3a TeMaTUKOI0, a00 3a 3acobamu TBopeHHs. Cepen
napajurMaTUYHUX 3B S3KIB TOJIOBHUM BHJIOM € aHTOHIMIS, OCKUIBKHM y MY3HIIll
HasBHA 3HAYHA KUTBKICTh MIPOTUIICKHUX a00 B3aEMOBHUKIIOUYHUX TOHATH. HemocTaTHs
YIOPSAIKOBAHICTh Cy4aCHOI MY3HUYHOI TEPMIHOJIOTI] Ta HASBHICTh 3HAYHOI KUIBKOCTI
3alM03MYE€Hb 3YMOBJIIOIOTH HASBHICTh Yy MY3HYHIM TEPMIHOJIOTII TakoX 1
CHHOHIMIYHHX 3B’SI3KIB.

CTpyKTYpHO, TEPMIHH-JICKCEMH Ta TEPMIHH-CIIOBOCIIOYYCHHS MPEJCTABIICHI Y
MYy3WYHINA TEPMIHOJIOTi TEKCTIB 3 TEOpli My3UKH MPAKTHUYHO B piBHIN Mipi — 54% Ta
46% BignoBigHo. Cepeln OJHOKOMIIOHEHTHUX TEPMIHIB JOMIHYIOTH IPOCTI CJIOBa
(50%), yTBOpeHi Ha OCHOBI MEPEOCMUCIICHHS JICKCHYHUX OJMHUIIH 3arajibHOI MOBH,
cydikcarii, mpedikcamii Ta 3amo3udeHHs. CkiaaHi cioBa mnpenctaBieHl y 4%
BumnakiB. Cepes; 6araTOKOMIOHEHTHHX TEPMIiHIB HAWUYaCTIIE BUKOPUCTOBYIOTHCS
JTBOKOMITIOHEHTH1 (44%), yTBOpEHI 3a CXeMaMU «IPUKMETHUK + I1MEHHUKY,
«IMEHHHUK + IMEHHHK», «IIEMNPUKMETHUK + IMEHHHUK» Ta «IMEHHUK + YHUCITIBHHUKY».
TpukommnonenTHi TepMian (2%) TBOPSITHCS 32 CXEMaMH «IIPUKMETHHK + IMEHHHUK +

IMEHHHUKY» Ta «KIMEHHUK + IMEHHHUK + IMEHHHUKY.
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VY 6i1bIOCTI BUMAAKIB TEPMIHOJIOTI MY3HYHOTO JUCKYpPCY NEPENaEThCs MpU
NepeKsIaal NUIIXOM 3aCTOCYBAaHHS JIEKCUYHUX TpaHncpopMaiii (41%) — kaabKyBaHHS
(18%), tpancmitepamii (17%) ta mpaktuunHoi Tpanckpunmii (6%). 3 ormsmy Ha
03HAMOMJTIOBAJILHUM XapaKTep TEKCTIB 3 TeOpii My3UKH, 3HaUHA KIJIbKICTh TEPMIHIB Y
TaKMX TEKCTaX BIJTBOPIOETHCS 3 BHUKOPUCTAHHSM eKBiBaJeHTIB (33%) — MOBHUX
(24%) a60 yactkoBuX (9%). Y piBHIii Mipi BUKOPHUCTOBYIOTHCS JIEKCUKO-CEMaHTHYHI1
Ta rpamatuuHi TpaHchopmaii (13% Ha xoxHy rpymy). Cepen nuux Tpanchopmaliii
HallyacTile BUKOPUCTOBYIOThCA rpaMaTuyHi 3amiau (10%), nudepenmiamist (7%) ta
MoyJisist (5%).
OcHoOBHI 3ac00M BIATBOPEHHS MpPHU MEpEeKIagi My3WYHOI TEPMIHOJIOTIT — IIE:
1) moBHi ekBiBameHTH (24%), sKi JO3BOJIAIOTH HAWOLIBII ITOBHO BiJTBOPUTH
CEMaHTUKy TepMiHy; 2) KajabkyBaHHsA (18%), € JOIUIBHUM Yy BHIIAIKy, KOJIU
MOXJIMBUN MOEJIEMEHTHUH TTepeKIIa]l TEPMIHIB Uepe3 1001p €KBIBAJEHTIB A0 KOKHOTO
13 enemeHTiB; 3) TpaHcmitepanis (17%) BHUKOPHUCTOBYIOTHCS 3A€OUIBIIOTO MpH
BIITBOPEHH1  3alo3uueHux TepMiHiB; 4) rpamaruuyni 3amian (10%), 110
nependayaroTh  34€0UIBIIOIO  MEPETBOPEHHS  IMEHHUKOBO-IMEHHHUKOBUX  Ta
JEMPUKMETHUKOBO-IMEHHHUKOBUX CJIOBOCIIOJIYYeHb HA MPUKMETHHUKOBO-IMEHHUKOBI
BIJITTOBITHO 10 HOPM YKPaiHCHKOi MOBH.
[TepcriekTHBHUM € TIOAAJIbIIIE BUBUYEHHS MY3MYHOI TEPMIHOJOTII, 30KpeMa,
cnenudiku i 3aCTOCYBaHHS y TEKCTaX, 10 HaJEeXaThb J0 Pi3HUX cdep JIIOACHKOI
TISTBHOCTI, @ TaKOoX CcHeuu(iku MNepeKiaay TakKoi TEPMIHOJNOTIT Ta MOJ0JIaHHS

po0IeMHU HENEPEKIAIHOCTI aHTJIIHCHbKOMOBHOTO MY3UYHOI'O TEPMIHY.
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TIOJIATOK

My3u4Ha TepMiHOJIOTif Yy TEKCTaX 3 Teopii My3MKH Ta ii nmepeKJiajg

YKPaiHCHKOI MOBOIO

TekceT aHTJIINCHLKOI0 MOBOIO

Iepexaa ykpaiHCbKOI0 MOBOK)

From what historians can tell, by the
time the ancient world was beginning
to establish itself — approximately

7000 B.C. — musical instruments had

already achieved a complexity in
design that would be carried all the
way into the present (MTD: 29).

SIK MOXYTh PO3MOBICTH ICTOPUKH, 3
TOTO 4Yacy, sIK CTapoJIaBHIH CBIT MTOYaB
yTBepKyBaTrucs — mpubdsmzao 7000

POKIB JI0 H.€. — MY3U4YH1 IHCTPYMEHTH

BXKC JOCIATIIN BHCOKO1 CKJIaIIHOCTi

IU3aiiHy, sKa TiepeHecnacs 1 B

cydacHICTb (nepeknaa Ham — A. H.).

For example, some of the bone flutes
found from that time period are still
playable, and short performances
have been recorded on them for

modern listeners to hear (MTD: 29).

Hanpuknan, nesxi kicTsaHi (QICHTH,

3HaxXiIKU TOTO TEpioAy, BCE IIE
rpaloTh, 1 Ha HUX 3alUCaHl KOPOTKi
BUCTYIIH, SIKI MOXKYTh TIOUYTH Cy4YacHI1

ciyxadul.

Similarly, pictographs and funerary
ornaments have shown that by 3500

B.C., Egyptians were using harps as

well as double-reed clarinets, lyres,
and their own version of the flute
(MTD: 29).

AHanoriyHo, MIKTOTPaMH Ta
MOXOPOHHI TIPUKPACH JEMOHCTPYIOTh,
mo a0 3500 p. 10 H.e. €TUNTSIHU
BUKOPUCTOBYBaIM apdu, a TaKOXK

JBOKPWJII KJIAPHETH, JIIPU Ta BIIACHY

Bepcito rertu

By 1500 B.C., the Hittites of northern
Syria had modified the traditional
Egyptian and

lute/harp  design

invented the first two-stringed quitar,

with tuning pegs at the top of the
neck, and a hollow soundboard to

o 1500 p. mo H.e., XeTTH MIBHIYHOI
Cupii MoaudikyBamu TpaguliiHUAN
€ETUNETCHKUN NU3aiiH JoTHI / apdu 1

BUHaMIILIN nepury ABOCTPYHHY FiTaDV

3 KIJIOYKaMHU AJIs1 HAJIaroKCHHSA Yy

BEPXHIN YaCTHHI Ta TMOPOKHUCTOIO
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amplify the sound of the strings being
plucked (MTD: 29).

JIOLIKOIO ISl TIOCUJICHHSI 3BYKY BIJ

CTPYH.

A lot of unanswered questions remain
about ancient music, such as why so

many different cultures came up with

so many of the same tonal qualities in
their music completely independent of
one another (MTD: 29).

[Ipo nmaBHIO My3UKY 3aJIHMIIAIOCSH

Oarato nuTaH, 0e3  BIANOBIAIL,

HaAIMPUKJIaA, YOMy Tak OaraTo pi3HHX

KyJIbTYyD, Oyayuu MOBHICTIO
HE3aJIOKHUMU OJWH  BiJ  OJHOTO,
BUHAWILIM  CTUIBKM  OJHAKOBUX

TOHAJBLHOCTEN Yy CBOIN MY3HIII.

In other words, the purpose of music
theory is to explain why something
sounded the way it did and how that
sound can be made again (MTD: 29).

[HmuMu  cnmoBamMM, MeTa  Teopii
MY3UKA — TIOSICHUTH, YOMY IIIOCh

3By4YajJo TakK, SIK BOHO 3By4YaJlo, 1 SIK

1[e 3BYK BIJTBOPUTH.

Even Pythagoras got into the act by
creating octave scale similar to the
one that musicians and composers
still use today (MTD: 29).

JlonyuuBcs HaBITh [Tidparop,

CTBOPHMBIIIH LKAy OKTaB, MOAIOHY A0
Ti€ld,

AKy 3apa3 BHKOPUCTOBYIOTb

MY3WKaHTH Ta KOMITIO3UTOPH.

In the following sections, we go over
the basic information you need to
start learning how to read music,
build chords, and compose with forms
(MTD: 30).

v HACTYMHUX  PO3JLIax MU

[IEPEXOIUMO hi (o) OCHOBHOI

iH(popmanii, ska BaM MOTpiOHA, 1100

HaBYUTHCS YUTATU MY3HKY,
CTBOPIOBATH aKOPJIM Ta CKJIAJaTH
bopmu.

Learning how to read music is
essential to a musician, especially one

who wants to share his music with

other musicians or discover what
other ~ musicians are  playing
(MTD: 30).

HaByanHsg TOMy, SIK 4UATaTU MY3HUKY

Mae€ BaKJIMBC 3HAa4YCHHA JJIA

MY3UKaHTa, OCOOJIMBO TOTO, XTO XOUe
MOJUIUTUCA  CBOEKD  MY3UKOIO 3
IHIIMMH My3UKaHTaMu a0o0 Ji3HATHUCA,

110 TPAIOTh 1HII MYy3UKaHTH.
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10.

When you can read notes on the
staves, you can determine a musical

piece’s key signature, which is a

group of symbols that tells you what
key that song is written in (MTD: 31).

Komun Bu MokeTe uyMTaTH HOTH Ha

HOTax, BHU MOKCTC BHU3HAYUTU

KJIIOYOBI 3HAKH MY3WIHOTO TBOPY,

KU SIBJsIE COO0I0 TPYIy CHMBOJIB,
10 TIOBIJIOMJISIE BaM, Y SIKOMY KJIHOU1

HAIMCaHa [ ITiCHS.

11.

You can use the Circle of Fifths to

help train yourself to read key
signatures on sight by counting the
sharps or flats in a time signature

(MTD: 31).

[[lo6 HABYKUTHCHL YHMTATH IIIJMUCH
KJIIOYa, MIJIPaxoBYIOUMd IIJIHOMH Ta
NaJiHHA MIANKUCIB y Yacl, BU MOYKETe

BHKOPHCTOBYBATHU «KBIHTOBE KOJIO».

12.

Stringed instruments, woodwinds,

horns, and percussion instruments

had been around for thousands of
they had

experienced many improvements in

years, and although
design and playing technique, they
were essentially the same instruments
used by the people of ancient cultures

(MTD: 31).

CTpyHH1 IHCTpYMEHTH, AYXOBI, pOrd

Ta yJapHi 1HCTPYMEHTHU ICHYBaJIH

OPOTATOM THUCAYl POKIB, 1 XO4Ya BOHU
3a3HaJIM  0araTbOX BIOCKOHAJEHb Y
JTW3aiiHl Ta TEXHIl T'pU, BOHU €, TIO
CyTi, TUMH X IHCTPYMEHTAMH, SIKUMU
JIABHIX

KOPUCTYBAJIACS 0N

KYJIBTYD.

13.

With the invention of the keyboard

came the Dbeginning of modern

notation — written music

(MTD: 31).

musical

3 BHMHaxoa10M MY3WYHO1L KJ'IaBiaTVDI/I

MOB’SI3aHUM  TOYATOK  CY4YaCHOro

HOTHOTO TIIMCbMa —  HaIHUCaHOol

MY3HKHU.

14,

The

fostered because of the ease of

keyboard-notation link was

composing for full orchestras on the
keyboard (MTD: 31).

[TocunanHs Ha MY3WYHY KJaBiaTypy
Ipy HOTYBaHHI MOIIUPHIIOCS Yepes3
TBOpIB Ha

IMPpOCTOTY  CKJIaJIaHHA

KJIaBlaTypi JJIs IOBHUX OPKECTPIB.

15.

Also, most newly commissioned work

Kpim Toro, OiibIIICTF HOBUX POOIT
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was created for keyboard instruments

because of the public’s perception of
the keyboard as a superior instrument
(MTD: 31).

CTBOPHOBAJIOCA JJIA KJIaBIITHHUX

IHCTPYMEHTIB ~ 4epe3  CIPUUHATTS

nyOJiKOI0  KJIABIIMHUX SK  OUTBII

IPECTUKHOTO IHCTPYMEHTY.

16.

Fifteenth-century French composers
began adding as many lines as they

needed to their musical staves

(MTD: 31).

®paHiry3bKi KOMITO3UTOPH

H'SITH&I[LIHTOFO CTOJITTSA movyajin

IoJaBaTH O CBOIX HOTHHX CTaHIB

CTIIBKM JIHIN, CKUIBKK 1M OyJo

NOTPIOHO.

17.

Most popular and classical music is
composed using specific forms. A
form is a structural blueprint used to
create a certain type of music
(MTD: 31).

HaiinonynspHima 1 KlacuuHa My3uKa
CKJIQJIa€ThCS 3  BUKOPUCTAHHAM
KoHKpeTHUX ¢opm. Dopma — 1e

CTPYKTYpPOBaHUW  BIIOUTOK, SKUU
BUKOPUCTOBYETHCS JUII CTBOPEHHS

IICBHOI'O TUITY MY3HUKH.

18.

You can choose from many different

classical and popular forms,

including sonatas, concertos, 16-bar
blues (MTD: 32).

Bu moxxere oOupaTu pi3HI KJIacH4HI
Ta TOmyJsipHI  (popMmH,

COHATH, KOHIIEPTH, 16-TaKTHUHA OJI103.

30KpeMa

19.

You can create varied sound in
whatever form you choose by playing
with tempo, dynamics, and instrument
tone color (MTD: 32).

Bu MOJKETE CTBOPIOBATH
PI3HOMAaHITHI 3By4YaHHS y OyIb-sKii
oOpaHiii ¢opmi, rparoud 3 TEMIIOM,

JUHAMIKOIO Ta TOHOM 1HCTPYMEHTY.

20.

The only people who can pull off a
spontaneous jam well are those who
know music thoroughly enough to
stack chords and notes next to one
another so they make sense to
listeners (MTD: 32).

CrnoHTaHHUN [DKEM 3IrpaTd MOXYTh
JIUIIIE JTFOJIA, XTO 3HAE TEOPII0 MY3UKU
JIOCTaTHHO TPYHTOBHO ISl TOTO, 1100
MOEHYBATU aKOPAW Ta HOTH TaKUMU
YUHOM, II00 BOHU MAaJlM CEHC IS

CIIyXauiB.




84

21,

Or when you can look at a piece of

classical music and find yourself

looking forward to playing through it
for the first time (MTD: 32).

AO0O KOJIU BH MOXKETE IIOJUBHUTHUCH HA

(l)paFMeHT KJIIAaCHUYHOT'O MY3HUYHOI'O

TBOPY 1 3 HETEPIIHHIM YEKa€eTe Ha Te,

11100 3irpaTH MOro BIEpIie.

22,

If you plan to become a rock guitarist,

knowing what notes you need to play
in a given key is especially important
(MTD: 33).

}IKHIO BH IINIAHYE€TC CTaTHU

POK-
TITapUCTOM, OCOOJHMBO BAXKJIIUBUM €
PO3YMITH, SIKI HOTH TTOTPIOHO TpaTH B

3a1aHOMY KJIIOUl.

23.

Without a discernible beat, you have
nothing to dance or nod your head to
(MTD: 34).

be3 BiguyTHOro 6iTY BaM Hi mij IO

TAHIOBATA a00 HAaBITh XHUTATH

T'OJIOBOIO.

24,

Although all the other parts of music
(pitch, melody, harmony, and so on)
are pretty darned important, without

the beat, you don’t really have a song

(MTD: 34).

Xoua BCI 1HII TapaMeTpU MY3UYHOTO
TBOPY (BHCOTa, MEJOIisl, TapMOHIs
TOIIO) € JOCUTh BaXJIMBUMH, O€3

pPUTMY MICHS HE ICHYE.

25.

A beat is a pulsation that divides time
into equal lengths (MTD: 35).

[lons — nie myJbcarisi, sika JUIUTh 4ac

Ha PiBHI JIOBXKHHH.

26.

In other words, the notes tell you how
long and how often to play a certain
musical pitch — the low or high sound
a specific note makes — within the
beat (MTD: 35).

[HmmMMu  cnoBaMu, HOTH TOBOPSTH
npo Te, K JIOBrO 1 SIK 4acTO TrpaTu
NEBHY BUCOTY — HU3BKUH abo
BUCOKHMM 3BYyK, SIKMH 3a7a€ II€BHA

HOTa — MPOTATOM JIOJII.

217,

The note value, indicated by the size
and shape of the note, determines this
length (MTD: 35).

TpuBanicTe HOTH, IO3Ha4YeHe Ii

po3mipoMm 1 (opMOIO, BH3HAYAE IO

JNOBXKUHY.

28.

When figuring out how to follow the
beat, rhythm sticks (fat, cylindrical,

hardwood instruments) come in real

Sxmo momymaTtd, SK CHIAKYyBaTH 3a

PUTMOM, PUTMIYHI NAJWYKU (TOBCTI,

HWTHIPUYHI, JepeB’ sHi
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handy (MTD: 35).

THCTPYMEHTH ) CTalOThb  CIpaB.i

KOPHUCHUMM.

29.

So do drum sticks. If you've got a
pair, grab "’em (MTD: 35).

Tak camo OapaGaHHI MaTWUYKU. SIKIIO

y Bac € Iapa, xamnamre.

30.

If you don’t, clapping or smacking
your hand against bongos or your
desktop works just as well (MTD: 35).

Akmo Hi, TUIeCKar4Yu abo CTyKaTH
pykamu 1o OOHro, abo MPOCTO MO

HOBCpXHi CTOJa — TaKOXX HCIIOI'aHO.

31.

Perhaps the easiest way to practice
working with a steady beat is to buy a
metronome (MTD: 36).

MalyTh,  HaWmpocTimui  crmocid

MOMPAKTUKYyBAaTUCS 3  TMOCTIMHUM

PHUTMOM — IIC HpI/II[6aTI/I MCTPOHOM.

32,

In fact, when musicians talk about
performing a piece of music “in the
style of” Bach, Beethoven, or Philip
Glass, they’re talking as much about
using the rhythm structure and pace
characteristics of that particular
composer’s music as much as any
progressions

particular chord

(MTD: 36).

Hacnpagni, KOJIH MY3HUKaHTHU

TOBOPSATH MPO BUKOHAHHS MY3UYHOTO
TBOpY «y cTuii» baxa, berxoBena um
®dimina I'macca, BOHM TOBOPSATH MPO
Te, SK

BUKOPUCTOBYBAaTH PUTM-

CTPYKTYPY Ta TEMITOBI

XapakTepUCTUKA  MY3UMKHM  LOTO

KOHKPETHOTO KOMIIO3UTOpPa, a TaKOXK
MOCJIITOBHICTH

Ipo  KOHKDPETHY

aKOopJIiB.

33.

The flag is the little line that comes
off the top or bottom of the note stem
(MTD: 37).

[Ipammop — 1e MajieHbKa JIiHis, SKa
BIIXOJUTH BiJl BEPXHBHOT a00 HMKHBO1

4aCTUHHU CcTe0J1a HOTH.

34.

The whole note has a head; the
quarter note has a head and stem;
and the eighth (quaver) note has a
head, stem, and flag (MTD: 37).

[{ina HOTa Mae roJioBy; YBEpTHA HOTA
Mae roJIoBYy 1 cTe0JI0; a BOCbMa HOTa

Mae€ ToJIOBY, CTE0JI0 Ta Mparop.

35.

Instead of each note getting a flag,

notes with flags can also be

3aMmicTh TOro, MO0 CTaBUTH Mpanop

Ha KOXKHIA HOTI, HOTH 3 Ipamnopamu
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connected to each other with a beam,
which is just

incarnation of the flag (MTD: 37).

a cleaner-looking

TAKOXX MOKHA 3’€IHATU OJOHUM
pebpom, IO € JIHIIE OB MPOCTUM

BTIJICHHSIM TIpamnopa.

36.

When you play or hear a piece of

music with an asymmetrical time

signature, you notice that the pulse of
the song feels and sounds quite a bit
different from music written under
simple or compound time signatures
(MTD: 71).

Koy BH rpaere um uyere My3uyHUU

TBIp 3 aCUMETPUYHHMM PO3MIPOM, BH

MOMIYaETe, 10 pUTM micH1

BIIUYBA€ThCSA 1 3BYYHUTHb 30BCIM HE
Tak, SK

MY3HKa, HallmCaHa  3a

MPOCTUMU abo CKJIQITHUMH

HiMHUCaMu Jacy.

37.

Music with 5/4, 5/8, and 5/16 time
signatures is usually divided into two
pulses — either two beats plus three

beats, or vice versa (MTD: 71).

My3uka 3 po3mipom 5/4, 5/8 ta 5/16

3a3BUYail  MOAUISETHCS  HA  JiBa
PUTMHU — JIBa yJlapu IUTIOC TpH, a0o

HaBIIaKH.

38.

The stress pattern doesn’t have to

repeat itself from measure to
measure; the only constant is that
each measure still contains five beats

(MTD: 71).

VY napua cxeMa HE IMOBHUHHA
MOBTOPIOBATUCS BiJ MIpU JI0 MIpH;
€IMHa KOHCTAHTa — II€ T€, 1[0 KOKHa

Mipa JI0Cl MICTUTD IT'ATh yAapiB

39.

A diminished second is one half step

smaller than a minor second -
meaning no steps occur between each
note (MTD: 165).

3MEHIIEHa CEKYHJa Ha IOJOBUHY

KPOKY MEHIIIA 3a Mally CEKyHAy — IIe
O3HAayae, M0 MDK KOXKHOIO HOTOIO HE

BIJIOYBAETHCS KPOKIB.

40.

Plagal cadences are usually used

within a song to end a phrase, instead
of at the very end of a song, because
they're not as decisive-sounding as
perfect cadences are (MTD: 240).

ITnaraneHi KaJeHI1 3a3BUYa

BUKOPUCTOBYIOTbCA B  MICHI  JJiA

3aKiHYeHHs1 ¢pa3d, a HE B CaMOMY

KIHI[I ITICHI, OCKUIBKH BOHH HE

HACTUIBKMA  pIllydl, SIK  1/1€ajibHI

KaJeHIl.
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41.

A deceptive cadence leads from the

VIv chord to any chord other than the
I/l chord (MTD: 241).

OMaHnuBa KaJICHINS BEJE BiJ akopaa

V / v no Oynp-sfkoro akopaa, KpiMm

akopma I /1.

42.

With a half-cadence, the musical
phrase ends at the point of tension,

the V/v chord itself (MTD: 241).

3 HamiBKaJcHIIE€I0 My3u4yHA (hpasa

3aKIHUY€TbCSI B TOYIll  HAIpyTH,

caMuM akopaom V / v.

43.

Tempo and dynamics are the

markings in a musical sentence that

tell you whether you're supposed to
feel angry or happy or sad when you

play a piece of music (MTD: 246).

Temn i1 guHamika — 1€ TO3HAYKU Yy

MY3HYHOMY DC‘-ICHHi, K1 BKa3yIOThb Ha

T€, YW CIHiJ TMOYYyBATUCS CEPAUTHM,
IIACJIMBUM YU CYMHMM, KOJIA IPA€Il

MYy3UYHUH TBIP.

44,

These markings help a performer tell

the composer’s story to the audience

(MTD: 246).

i MMO3HAYCHHS JIOTIOMararTh

BHUKOHABIIIO pO3HOBiCTI/I

CclyxaduaM

1CTOPII0 KOMIIO3UTOPA.

45.

Music that’s played very, very slowly,
or grave, can impart a feeling of
extreme somberness, whereas music
played
prestissimo,
happy and bright (MTD: 247).

very, very quickly, or

can seem maniacally

My3uka, sKa Tpa€ Oyxe, Iyke

NOBUILHO  a00  «TpeiB»,  MOXKe
BUKJIMKATH BITIYTTS HAI3BUYAHHOTO
CyMy, TOJI sIK My3HKa, sIKa TPpa€ JIyxe,
oy’Ke IIBUAKO, a00 «IPEecTicciMo,
Ha/I3BUYalHO

MOKE 31aTUCA

IIACJIMBOIO 1 SICKPABOIO.

46.

His first prototype consisted of a
simple weighted pendulum and was
called a cronométre (MTD: 248).

Horo nepunii npoToTHn CKIIaaaBcs 3
MPOCTOTO 3BAaXXEHOTO MasiTHUKA 1

Ha3WBABCA «XPOHOMCTP>.

47.

Like the concept of the minim (refer to
the previous section), both musicians
and composers warmly received the
metronome (MTD: 248).

Ak 1 y Bumaaky 3 MiHIMOM (AUB.
nonepeaHid po3AuT), 1 My3UKaHTH, 1
KOMITO3UTOPH

TEIUIO  NPUUHSIA

METPOHOM.

48.

From then on, when composers wrote

BiaTroai, Koau KOMHIO3UTOPHU NHCAJIN
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a piece of music, they could give
musicians an exact number of beats
per minute to be played (MTD: 248).

MYBI/ILIHI/Iﬁ TBip, BOHM MOIJIM AaBaTH

My3HKaHTaM BKa3iBKy Ha TOYHY
KUTBKICTh yJapiB B XBWIHHY, SKY

NOTPiOHO BIATBOPUTH.

49.

For example, quarter note =96, or
MM =96, means that 96 quarter
notes should be played per minute in
a given song (MTD: 248).

Hanpuknan, «uBepTHa HOTa = 96y,
abo «MM = 96y, o3Hadae, mo B
NeBHIHN MiCHI MOTPiOHO BiITBOPIOBATU

96 uBepTHUX HOT HA XBUJIMHY.

50.

Ritardando (rit., ritard., rallentando,
or rall.): Gradually play slower and
slower (MTD: 250).

«Pitapmanmo» (rit., ritard.,
rallentando, a6o rall.): IlocTtymoBo

IpaTy MOBUIBHIILIE 1 HOBUIBHIIIE.

o1,

Accelerando (accel.): Gradually play
faster and faster (MTD: 250).

«Axkcenepanno» (accel.): IloctynoBo

I'paTH BCC IIBUAIIC 1 MBUAIIC.

52,

Stringendo:  Quickly play faster

(MTD: 250).

«CTpiHreHJIo»: TpaTH BCE IIBUIIIE 1

[IBH/IIIIC.

53.

Dynamic _markings tell you how

loudly or softly to play a piece of
music (MTD: 251).

JlvHaMi4H1 TO3HAYEHHS TOBOPSATH PO

T€, SK  TOJOCHO yu M SIKO

BIJITBOPIOBATH MY3UYHUI TBIp.

54,

For example, in the music shown in
Figure 12-2, pianissimo (pp) means
that the piece is to be played very
the next

softly until reach

dynamic marking (MTD: 251).

you

Hamnpuknaz, y my3utii, 300pakeHiit Ha

12-2, (Pp)

o3Hayae, MO0 TBIp MOTPIOHO Tpatu

MaJIFOHKY 1aHICCIMO

IyXKe M'IKO, TIOKM HE€ JOCSITHETe
HACTYITHOTO TUHAMIYHOTO

ITIO3HA4YCHHA.

55.

Fortissimo (ff) means that the rest of
the selection is to be played very
loudly (MTD: 251).

Dopriccimo (ff) o3nauae, mo pemrty

TBOPY MOTPIOHO TPaTH JyXke TOJIOCHO.

56.

You want to compose music for a
bassoon? (MTD: 254)

Bu xouere ckilacTH My3UKy s

darora?
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o7,

On most modern upright pianos, the
soft pedal moves the resting hammers
inside the piano closer to their

corresponding strings (MTD: 254).

Ha O1IBLIOCTI CY4YaCHUX

BEpTUKAIBHUX  (opremiaHo  M'sKa

neaaib nepemintye MOJIOTKH,

po3TalIoBaHi BcepeauHi QopTemiaHo,

OJIrbK4e J10 BIJIMOBIIHUX CTPYH.

58.

Most modern grand pianos have three

strings per note, so when you press a
key, the hammer strikes all three
simultaneously (MTD: 255).

BinbIicTh Cy4acHHUX pOSUIIB MAaroOTh
TPU CTPYHH Ha HOTY, TOX IIpH
HATUCKAHHI KJIaBIIll MOJIOTOK O'e mo

BCIX TPHOX OJIHOYACHO.

59.

The soft pedal is called una corda
because it moves all the hammers to
the right so that they only strike one
of the strings (MTD: 255).

M’sKy nepanb Ha3MBaKlOTh «yHa
KOpJa», OCKUIbKM BOHA IMEpEeMIIlye
BCl MOJIOTKM BIIpaBO, U100 BOHU

BJIApWJIN JIUIIIE TI0 OJHIN 13 CTPYH.

60.

On some American pianos, this pedal

gives the notes a tinny, honky-tonk

piano sound  when

(MTD: 255).

depressed

Ha JACAKHNX AMCPHUKAHCBKHUX

dopTeniaHo s neAaib Haga€e HOTaM

TOHKHM TOHKUU 3BYK.

61.

Some other pianos have a bass
sustain pedal as their middle pedal
(MTD: 255).

Heski  iHm  ¢opreniaHo  MaroTh

CYCTEHMH-TIENANIb, SKA  IMJATPUMYE

Oacu.

62.

Still other pianos — specifically many
concert pianos — have a sostenuto
pedal for their middle pedal, which
works to sustain one or more notes
indefinitely, while allowing successive
notes to be played without sustain
(MTD: 255).

[amn  ¢dopremiano, 30kpema OaraTto

KOHIIEPTHUX  (opTemiaHo, MaroTh

COCTEHYTO-TIeIalb 3aMIiCTh CEPEIHBOI
nejan, sKa Tpame Ha MATPUMKY
O/IHI€T a00 ACKUIBKOX HOT MPOTATOM
HECKIHUCHHOTO 4Yacy, JI03BOJISIOUU
BIITBOPIOBATH TIOCIIJIOBHI HOTH 0€3

HiATPUMAaHHS.

63.

Before the invention of the piano by

Ho BUHAXOMY dbopTtemiano
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Bartolomeo Cristofori in 1709, most
composers were confined to writing
most of their pieces for the
harpsichord, an instrument without
the capability to play both soft and

loud sounds easily (MTD: 256).

bapronomeo Kpictodopi B 1709 p.
O1IBIIICTH KOMIIO3UTOPIB
OOMEKUITUCST HAITMCAHHSAM O1IBIIOCTI
CBOIX  TBOpPIB Ha  KIABECHHI,
IHCTpYMEHTI HE3JaTHOMY OJHAKOBO
JeTKO TpaTd fAK THUXi, TaK 1 Ty4YHi

3BYKHU.

64.

However, instead of having one’s
fingers in direct contact with the
string (as with a guitar or fiddle),
harpsichords are fitted with a

plucking mechanism inside the

instrument itself (MTD: 257).

OpgHak, 3aMICTh TOro, IIO0 IaabIll

Oynmu y m0OpsAMOMY KOHTakTi 31

CTPYHOIO (SIK y TITapu YW CKPHIMII),

KJIaBECHHHM  OCHAIIEHI1

[MIUITKOBUM

MEXaHI3MOM  BCEpEIMHI  CaMoOro

IHCTPYMEHTY.

65.

The simple explanation for why some
instruments are used for lead lines in
music and others aren’t is that the
human ear reacts more favorably to
higherpitched sounds than to lower-
pitched ones (MTD: 258).

[IpocTe MOsSICHEHHSI TOTO, YOMY JEsIKi
My3WYH1 THCTPYMEHTHU
BUKOPUCTOBYIOTHCS ISl MOYATKOBUX
JAiHIM, a IHII — Hl, Yy TOMY, WIO
JIOAICbKE BYXO CIIPUSITIIMBIIIE pearye

Ha OUIbII BHUCOKI 3BYKH, HDXK Ha

HU3bBKI.

66.

This is why lead instruments are
sometimes called talking instruments
(MTD: 258).

Ocb  4yomMy  IHCTPYMEHTH, IO

BUKOHYIOTh TOJIOBHI JIiHIi, 1HO/II

Ha3nuBarOTb iHCTDVMeHTaMI/I, 1o

TOBOPSATE.

67.

In this chapter, we examine what

constitutes instrument tone and what

makes each instrument sound just the
way it does (MTD: 258).

VY 1i#i raBi MU PO3IIISTHEMO, 1110 TaKe

TOH 1HCTPYMEHTY Ta W0 pOOHTH
KOXEH 3BYUYaHHS KOXKHOTO
IHCTPYMEHTY caM€ TaKUM, SIKUM

BOHO €.
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68.

We also discuss basic acoustics and
instrument harmonics, and explain

why small ensembles and orchestras

are put together the way they are
(MTD: 258).

Mu Takox OOroBOpHMMO OCHOBHI
aKyCTHKY Ta TapMOHIKY 1HCTPYMEHTIB

Ta TOSICHIOEMO, YOMY MaJli aHcamOui

Ta OpPKECTPU MAKOTh CaMe€ TaKuu

CKJIaJd, IK BOHHU MalOThb.

69.

When you hear the first microsecond
of a violin being played, you instantly
know it’s a violin because of that
quick, raw sound of a bow being
drawn across the familiar-sounding
string (MTD: 259).

Komnu Bu dyeTe meprny MiKpOCEKYHIY
I'PU CKPUIIKHU, BU MHUTTEBO BIII3HAETE,
110 1€ CKpHUIIKA, YePE3 TOW IIBUIAKUH,
3BYK JIyKa, IO MPOMaJTbOBYETHCS IO

BC1¥ 3HAOMI# CTpYHI.

70.

The plucking of a string on a
harpsichord is quick and sharp,
which is much different from the
languorous drawing of a bow across
bass

the strings of a double

(MTD: 260).

I'pa Ha cTpyHax KJIaBECHHM IIBUAKA 1
pI3Ki, IO CHJIBHO BIAPI3HIETHCA Bij

TYKHOTO 3BYYaHHS

CTpYyH
KOHTpabacy.

71,

The timbre, or harmonic content, of
an instrument is what determines the
middle part, or body, of each played
note (MTD: 260).

ab0 TrapMOHIYHHMA BMICT

Temb6p
IHCTPYMEHTY — II¢ Te, [0 BHU3HAYae
CEepeHI0 YacTUHY a00 TIJI0 KOXHOI

HOTH.

72,

However, the harmonics — or sound
waves — between some instruments

different,
their

are radically simply

because  of construction

(MTD: 260).

Onnak rapMoHika — a00 3BYKOBI

XBWJIl —  JESKUX  1HCTPYMEHTIB

JIOKOPIHHO  BIJIPI3HAIOTHCS, TIPOCTO

yepes iX KOHCTPYKIIITO.

73.

The number of cycles completed in
one second is called the frequency of
the vibration (MTD: 261).

KinpkicThb LUKIIB, BHUKOHAHHUX 3a

OJIHY CEKYH/LY, HA3UBAETHCS

qacTOTOXO BiOpailii.
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74.

The musical note produced by a

tuning fork is called a pure tone

because it consists of one tone
sounding at just

(MTD: 261).

one frequency

My3uuHy HOTY, $Ky BHIIyCKa€

KaMEpTOH, HA3UBaIOTh YUCTUM
TOHOM, OCKUIBKH BIH CKJIQJIA€ThCSI 3
OJTHOTO TOHY, SIKMH 3BYYHThH JIUIIIEC HA

OJTH1I1 4YaCTOTI.

75.

An__impulsive decay belongs to

instruments that need to be played
continuously, or in pulses, in order to
continue sounding (MTD: 262).

IMHVJ’IBCHe 3aTYXaHHA BJIACTHUBC

iHCTpyMEeHTaM, Tpa  Ha  SKHUX
XapaKTepU3y€eEThCs MOCTIMHICTIO, a00

B 3 pUTMaMHU MOCTIHHOTO 3ByYaHHS.

76.

A concerto is a composition written
for a solo instrument backed by an
orchestra (MTD: 286).

Konrept — 11e koMmo3uilisi, HarMcaHa

U  COJBHOIO  IHCTPYMEHTY 3

MIITPUMKOIO OPKECTPY.

77,

The concerto often creates superstars
of classical music, such as pianist
Itzhak

Lang Lang and violinist
Perlman (MTD: 286).

KOHHGpT qacTo CTBOPIOETHCA

Cynep31poK KJIACUYHOI MY3UKH, TAKUX

sk miadicT Jlanr JlaHr Ta ckpunaib

Iuxax Ilepaman.

78.

The soloists often carry as much
weight as the long-dead composers
themselves do (MTD: 286)

CoJlicTM  4acTO MarTh CTUIBKA K

3HAYEHHSI IS KOHIIEPTY, CKIJIbKH

MalwTh  caMi  JIaBHO  TOMEpII

KOMITO3UTOPH.

79.

An etude is a brief musical
composition based on a particular
technical aspect of music designed to
help instruct the performer through

musical exercise (MTD: 287).

Etron — 1©e KkopoTka My3HW4YHA
KOMIIO3MIIisl, 3aCHOBaHa Ha IEBHOMY
TEXHIYHOMY aCIeKTI MY3HKH,
NOKJIMKaHa JONOMOITH HaTpEHyBaTH

BUKOHABIISI YEPE3 MY3UUYHY BIIPaBY.

80.

The modern equivalent of the fantasia

is free jazz (MTD: 287).

CyuacHuil ekBiBaJieHT (paHTazii — 1ie

BUILHHI JKa3.

81.

The blues is the first truly American

folk music (aside from the unique

bimo3 — mepma no-cupaBXHBOMY

aMCpUKaHCbKa HapoaHa MY3HMKa
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music that the Native Americans had
before the
(MTD: 288).

European invasion)

(OKpIM YHIKaJIbHOI MY3UKH, Ky MaJu
KOPIHHI aMEpHUKaHIIl J10 €BPOIEHCHKOI

HaBaJju).

82.

Around the turn of the 20th century,
field holler,

African percussion had all melded

church music, and

into what is now known as the blues
(MTD: 289).

Ha pyOexi XX CTOMTTS TPyAOBi
IICHI, IIEPKOBHA MYy3MKa Ta Ipa Ha
adpUKAHCHKUX yAapHHUX
IHCTpyMEHTax 00’ €qHAIUCSA B Te, IO

3apa3 BiJIOME sIK 0J1103.

83.

Blues music uses song, or ternary,
form in three parts that follows an
AABA pattern of I, IV, and V chords
in a given scale (MTD: 289).

My3uka 011103y BUKOPHUCTOBYE MICHIO

a00 TPIMKOBUHN TEKCT, GOPMY Y TPHOX

YaCcTHWHAX, IO BIJAMOBIIA€ IIA0JOHY
AABA I, IV T1a V akopuiB y

3a1aHOMY MacIITaoi.

84.

The B section is the bridge, a
contrasting section that prepares the
listener or performer for the return of

the original A section (MTD: 289).

Cekuis B — MICT, KOHTpAacTHHIA
pO3IUI, SKUM TOTye ciayxada abo
BUKOHABLs JO TIOBEpHEHHS [0

MOYaTKOBOIO PO3aLTy A.

85.

Plenty of people complain that rock
music uses only three chords: the I,
IV, and V chords (MTD: 289).

bararo mroment ckapxatbcs, IO B

OK-MY3HUIl

nuiie Tpu akopau: akopau I, IV ta V.

BHUKOPHUCTOBYIOTBCA

86.

If the song continues on to a new
verse, the V chord at the end of the
song is called the
(MTD: 289).

turnaround

ko micHS TPOJOBKYETHCS HOBHM
BipmieM, V akopl y KIHII TiCHI

Ha3HWBA€THCA TOBOPOTOM.

87.

Most early rock and pop songs follow
the structure of either the 12-bar
32-bar

blues or the blues

(MTD: 292).

BinbIIicTh paHHIX POK- Ta HOM-MICEHb
JOTPUMYIOTBCSI CTPYKTypu abo 12-
TaKTHOTO 0103y, ab0 32-TaKTHOTO

0J1103Yy.

88.

The real break between blues and

CrpapxHiid po3puB MiX OJII030M Ta
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rock came when the first electric
guitars hit the market in the late
1940s (MTD: 293).

POKOM 3’SIBUBCS, KOJHM HaIPHUKIHII
40-x poOKIB Ha PHUHOK MOTpaIUIN

eI eJIEeKTPOTITapH.

89.

The electric guitar provided the
opportunity to use such musical
devices as distortion, which were
previously unavailable to your
average bluesman with an acoustic

guitar (MTD: 293).

Enexrtporitapa Hamama MOXIUBICTH

BUKOPUCTOBYBAaTH  TakKli  MY3WYHI
NPUCTPOi, SIK MICTOPIIH, SIKI paHiIIe
OyJM HEeJOCTYITHUMH AJII CEPETHBOTO

0JIF03MEHa 3 aKyCTUYHOIO TiTaporo.

90.

Sometimes, I'll find the need to bring
in an extra bassist, and I'll get these
guys whose technique is great, and
they know all these tunes, but they
have no theory training (MTD: 294).

[HOMI 51 Mar0 HEOOXITHICTh 3aly4YUTH
JIOJIaTKOBOTO OAacHcTa, 1 s 3HAXOIKY
XJIOMIIIB, TEXHIKA SIKHUX 4YyJOBa, 1
BOHU 3HAIOTh YCi I MENOii, aie
BOHU

MaroTh TEOPETUYHO]I

[IITOTOBKH.

91.

The true spirit of jazz has always been

improvisation, which makes

identifying the actual construction of
jazz most difficult (MTD: 295).

CrpaBxHIM JyXOM [IKa3zy 3aBXIU

OyJia IMOpoOBI3allis, sIKa YCKJIaJHIOE

BU3HAYCHHSI (PaKTUYHOI MOOYy/I0BU

JKazy.

92.

In Dixieland jazz, for example,
musicians take turns playing the lead
melody on their instruments while the

others improvise countermelodies, or

contrasting secondary melodies, that
follow along in
(MTD: 295).

the background

Hampuknan, y mkas3t Jikciienna

MY3UKaHTH I10 4ep3l rpatoTh Ha CBOIX
IHCTPYMEHTAaX OCHOBHY MEJOJII0, a
KOHTPMEJIOA11

IHOIl  IMIOPOBI3YIOTh

a00 KOHTpAcCTHI BTOPUHHI MEJOIii,

10 3By4aTb Ha 3aJHbOMY TUIaHI.

93.

And, similarly, many intuitive, self-
taught musicians have never learned
to read or write music (MTD: 302).

[ Tak camo OGararo 1HTYITUBHUX

MV3UKAaHTIB-CAMOYYOK HIKOJIM HE

HaB4YNJINUCH quTaTtu M nmucatu
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MY3HKY.

94,

When a conductor suddenly points to
a player or instrument section -
generally, a section or performer
that’s been silent while the rest of the
orchestra’s been performing — that’s

called an entrance cue, and that

player or section is to being playing
immediately (MTD: 78).

Konu pupureHT panrtom BKazye Ha
CEKII1}0 BUKOHABL UM 1HCTPYMEHTY —
SK  TPaBWJIO, HA  CEKIII0 YU
BUKOHABIIS, AKi JI0 TOTO MOBYAIH, a
pemra OpKecTpy BHCTyHala — 1€

HA3MBAETHCSI BXIAHHUM CHUTHAJIOM, 1

[IEd BUKOHABEIb YU CEKI(S IMOBUHHI

HETalHO MOYaTH TPaTH.

95.

Another motion that might look like
cueing is when you see a conductor
beckoning toward a particular section
of the orchestra (MTD: 78).

[HIMIA pyX, IKUK MOKe OyTH CXOKUM
Ha CHHTaJl, — IIc KOJU BH OaumuTe, 5K

MIXOOUTH, 1O IIEBHOIL

JUPUTCHT

YaCTUHHU OPKECTPY.

96.

Another way you can add rhythmic
interest and variety to music is
through the use of irregular rhythms
(also called irrational

artificial division) (MTD: 84).

rhythm or

[Ile ommu cmoci® momat My3HIIl
PUTMIYHOCTI Ta PI3HOMAHITHOCTI — 1€
BUKOPHUCTAHHSI HEPETYJSIPHUX PUTMIB
(Takox

3BaHUX  IppalllOHATILHUMU

PUTMaMH YH IITYYHUM IOJIIJIOM).

97.

An irregular rhythm is any rhythm
that beat
differently from what’s allowed by the
time signature (MTD: 84).

involves dividing the

Heperymsipauit put™M — 1€ 0Yy1b-SIKHIA

pUTM, SKUI Tnependayae AUICHHS
pUTMy y croci0, 10 BiIPI3HIETHCS
BiJl TOro, IO BKa3aHO Yy MiAMHUCI

KJIr04a.

98.

The most common of these divisions is
called a triplet, which is three notes
joined together that equal the beat of
a single note (MTD: 84).

Hadinommpenimmii 3 1UX MOILIIB

Ha3WBaCTHCA SIKUU

TPUILIETOM,

IpeacTaBisie Cco0O0 TpU  HOTH,

3’€THaH1 Pa3oM, IO JIOPIBHIOE PUTMY

OJIH1€T HOTH.

99.

Duplets work like triplets, except in

Jlyniet mpaiooTh SIK  TPIMJIETH,
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reverse (MTD: 85).

JIUIIC HaBITaKH.

100.

The particular musical notes that are
meant by each line and space depend
on which clef is written at the

beginning of the staff (MTD: 90).

KonkperHi My3u4Hi  HOTH, SKI

BITOOpakE€HI y KOXHOMY pAIKY 1
npoOimi, 3ajexarh BIJ TOTO, SIKAW
HallMCaHUM  Ha

KJTIOY IMIOYaTKy

HOTHOI'O CTaHy.
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SUMMARY

Musical terminology is one of the most interesting objects of the linguistic
research. The constant change in the composition of musical terminology at all stages
of its development, as well as the presence of specific properties of the musical term,
create a wide field for research. When working with texts, non-specialist translators
often encounter difficulties in understanding and translating terms.

The relevance of studying the specifics of rendering musical terms is in the
complexity of translation of the terminology of any industry in general and musical
terminology in particular, as well as in the constant development of terminology in
this field which should be reflected in the analysis of the most recent sources in the
theory of music containing such terms.

The aim of the study is to identify the structural and semantic characteristics of
English musical terminology and to analyze the means of their rendering into
Ukrainian.

The aim of the paper determines the following objectives:

— to study musical terminology as a linguistic phenomenon,;

— to explore the problems and ways of rendering musical terminology in
translation;

— to determine the discursive characteristics of the texts in music theory;

— to trace the thematic organization of English musical terminology and the
peculiarities of the semantic links between musical terms;

— to study the structural groups of English musical terminology;

— to present equivalents and features of their use in the translation of musical
terminology;

— to show translation transformations as a means of rendering musical
terminology in translation.

The object of the research is English musical terminology in texts in music

theory in the source language and translations into Ukrainian.
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The subject of the study is the structural and semantic characteristics of
English musical terminology and the means of its translation.

The research material is 100 text fragment from the book Music Theory for
Dummies containing an appropriate number of musical terms and their translations
into Ukrainian by the author of the master’s qualification paper.

The following methods were used in the study: descriptive method, structural
method and method of component analysis allow to determine the structural and
semantic characteristics of musical terms, method of translation analysis is used to
identify means of representing these terms in Ukrainian.

The scientific novelty of the obtained results is that for the first time an
attempt was made to make a thorough structural and semantic analysis of musical
terminology and to determine the peculiarities of rendering musical terms in
Ukrainian through the use of equivalents and translation transformations.

The practical value of the results is that defining the structural and semantic
features of musical terminology contributes to the solution of problems of discourse
theory and terminological theory, and the translation analysis of musical terminology
Is a contribution to translation theory and communicative linguistics.

The practical value of the results obtained is also determined by the possibility
of applying the research findings in the courses of translation and English lexicology.
The data obtained can be used by practitioners to spread the experience and improve
the quality of translation.

The research demonstrates that musical term system is a collection of musical
terms defined as highly specialized concepts in music. According to the thematic
classification, the following groups of musical terms are distinguished: musical
instruments and their components; singing voices and their registers; music groups;
profession, specialty, role; actions, processes of work; genres, types, branches of
music; individual pieces of music and parts of them; music forms and their elements.
Structural criteria distinguish simple and complex musical terms.

The main problems with rendering musical terminology in the translation is

that it includes the terms of some related disciplines, non-fixation of some musical
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terms in dictionaries, presence of ambiguous terms with opaque links between their
components, and the presence of polysemy and synonymy. In order to avoid possible
translation errors, the translator must have specialized knowledge in the field to
which the text belongs, as well as adequately evaluate the situation described in the
text and use reliable lexicographic sources.

Musical terms function as an element of musical discourse. The very concept
of musical discourse includes the process of creating a musical text, the text itself and
its research, interpretation of the musical text and reflection, perception of the
musical text. Discursive methods by which musical texts are produced and consumed
are an important form of social practice that helps to constitute the cultural world, and
other members of the music sphere can act as social agents besides musicians.

The main thematic groups of musical terms in the texts on music theory are
‘musical forms and their elements” (37%), “musical instruments and their
components” (23%), “musical science” (20%), “professions, specialties, roles” (7%),
“genres, types, branches of music” (7%), “musical works and their parts” (4%) and
“music groups” (2%).

Musical terminology is an open system constantly updated with new
terminological units where the terms are in syntagmatic and paradigmatic relations.
In most cases, such links are syntagmatic and are presented by a combination of
multiple terms around the key one based either on topic or by means of forming.
Among the paradigmatic relations, antonymy is the main type since music has a
large number of anticipating or mutually exclusive concepts. The lack of orderliness
in modern musical terminology and the large number of borrowings also justifies the
presence of synonyms in musical terminology.

Structurally, terms-words and terms-word combinations are represented in
musical terminology almost equally — 54% and 46% respectively. One-word terms
are presented by simple words (50%) formed on the basis of a rethinking of lexical
units of the common language, suffixes, prefixes, and borrowings. Difficult words are
represented in 4% of cases. Among the multicomponent terms, the most commonly

used are two-component (44%) formed by the schemes ““adjective + noun”, “noun +
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noun”, “participle + noun” and “noun + numeral”. Three-component terms (2%) are
formed according to the schemes “adjective + noun + noun” and “noun + noun +
noun’.

In most cases, the terminology of musical discourse is conveyed in translation
through the use of lexical transformations (41%) — loan translation (18%),
transliteration (17%) and practical transcription (6%). Given the generalizing nature
of music theory texts, a significant number of terms in such texts are reproduced
using equivalents (33%) — full (24%) or partial (9%). Lexical and semantic and
grammatical transformations (13% for each group) are equally used. Among these
transformations, grammatical replacements (10%), differentiation (7%) and
modulation (5%) are most commonly used.

The main means of rendering musical terminology are: 1) full equivalents
(24%) that allow the most complete reproduction of the semantics of the term; 2) loan
translation (18%) is appropriate when the translation of terms is possible through the
selection of equivalents to each of the elements; 3) transliteration (17%) is mostly
used in the reproduction of borrowed terms; 4) grammatical replacements (10%),
which mostly involve the transformation of noun-noun and participle-noun
combinations into adjective-noun ones, are used to adapt the text according to the
norms of the Ukrainian language.

Promising is further study musical terminology, in particular, the specifics of
its use in texts belonging to different spheres of human activity, as well as the
specifics of translating such terminology and overcoming the problem of the non-

translatability of the English musical term.



