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Abstract

This article investigates thirteen Russian verbs of musical sound production
within a cognitive-linguistic framework, focusing on agentivity, event construal,
metaphor, and metonymy. Based on corpus data from the Russian National
Corpus, we show that Russian musical verbs form a structured semantic domain
organized along two cross-cutting dimensions: orientation (performance-oriented
vs. sound-oriented) and degree of agentivity (high vs. low). These dimensions
yield four recurrent construal types ranging from intentional musical performance
to non-agentive auditory perception. The analysis demonstrates that agentivity is
systematically redistributed through metonymic shifts from performer to
instrument or musical work. In addition, Russian musical verbs connected to such
neighboring semantic domains as non-musical sound, communication, speech,
emotion, movement, and staged performance. The study contributes to research
on auditory semantics by showing how linguistic meaning emerges through
systematic shifts in perspective and construal.
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1. Introduction

In this contribution to Festschrift, we investigate a semantic domain that is both central
to human experience and personally resonant with Tore’s own musical practice: verbs
describing musical sound production.

Music is both a physical phenomenon and a socially embedded practice. This article
investigates thirteen Russian verbs of musical production ranging from highly general
predicates such as wuepams (na aneme) to specialized verbs that encode manner
(6penuams, nuruxams), performance type (konyepmuposams), or perceptual outcome
(38yuamy).

Within the semantic domain of Russian verbs of sound (ezaconst 36yxa or enazonvi
38yuanus), existing scholarship typically distinguishes two major subdomains: (1) verbs
that denote sounds produced primarily by inanimate objects (e.g., ckpunems, epemems,
arcypuams), and (2) verbs that denote sounds produced by animate beings, primarily
animals (e.g., xpioxamw, msaykamw) and, more rarely, humans (Seljakin 1962;
Sidorova 1978).

While previous work on Russian sound verbs has focused primarily on inanimate
sound sources (Stojnova 2002) or animal vocalizations (Raxilina 2010; Rakhilina et al.
2017), verbs denoting human musical activity have rarely been treated as a unified
domain. Musical verbs are typically described in dictionaries as individual lexemes
(e.g., Kuznecov 2000). In other words, the music domain with internal structure, usage
patterns, or derivational behavior as a whole is not addressed in the scholarship yet. The
present study addresses this gap by offering an empirical qualitative analysis of verbs
describing musical sound production in Russian based on corpus examples. Adopting a
cognitive-linguistic framework, the article asks:

1. How do different verbs construe events of musical production?

2. What are the regular semantic shifts employed in the verbs of music
production? What role do metaphor and metonymy play in these shifts?

3. Which neighboring semantic domains are systematically connected to musical
production?

In this article we show that Russian verbs of musical production form a coherent
semantic domain structured by two cross-cutting dimensions: orientation
(performance- vs. sound-oriented) and degree of agentivity (high vs. low). These
dimensions yield four recurring construal types, ranging from intentional musical
performance to non-agentive auditory perception. Agentivity is systematically
redistributed through metonymic shifts from performer to instrument or to the musical
work itself. Beyond music, the same verbs occur in neighboring domains such as non-
musical sound, communication, speech and emotion. This does not imply a directional
process of semantic development; instead, it reflects semantic proximity between related
experiential domains in which the same lexical items are conventionally used.
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2. Theoretical framework: event construal and agentivity

Music is a part of reality that is both performative and perceptional depending on the
speaker's perspective. Talmy (2000) unifies perception and conception under the
gradient notion of ception. Talmy distinguishes thirteen parameters, among them
ostension, which plays a central role in both visual and auditory modalities. Following
Talmy (2000), events can be linguistically construed in different ways depending on
which components (agent, process, result, perception) are foregrounded.

Langacker has also proposed a system of broad classes of construal phenomena, such
as specificity, focusing, prominence or profiling and perspective (2008: 55-89). These
construal phenomena contribute to shifting the listener's attention to particular aspects
of a situation or an event.

The event construal of visual perception based on English data was studied by Divjak
et al. (2019: 67) who found that “construal affects the spontaneous visual perception of
a scene by affecting the order in which the components of a scene are accessed or by
modulating the distribution of attention over the components, making them more or less
interesting and salient”. Similarly, in the situation of playing music within auditory
modality, various aspects of the situation can be foregrounded: agent
(musician/performer), instrument (piano, viola), piece of music (waltz, song), voice or
a combination of them.

Music-related events can be described in different ways in language depending on
what the speaker chooses to highlight and where attention is directed. A central
parameter in this process is agentivity, defined as the degree to which an event is
construed as intentional, controlled, and initiated by a volitional agent
(Langacker 2008: 385). In the domain of musical sound production, agentivity interacts
systematically with construal choices, shaping whether an event is presented as an action
performed by a musician, a process unfolding over time, or a perceptual experience
available to a listener.

This framework makes it possible to model musical verbs not as a separate
lexicographic description of each verb but as a structured semantic domain in which
differences in control, intentionality, and perceptual anchoring play a decisive role.

3. Data and methods

The first step of the study consisted in compiling the list of verbs that, among other
things, denote musical sound production in Russian, based on existing lexicographic
descriptions (Babenko 1999)! and the authors’ intuitions. The point of departure was the
verb uepams in its specialized meaning ‘to play a musical instrument’. This verb served

! Babenko (1999) lists twenty-three verbs of sound production and musical performance. We included the ten most
frequent verbs from this list, along with dydems, myzuyuposams, and nuruxame, which are not listed there but are
relevant for the present study.
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as a central node for identifying a set of related verbs, or “quasi-synonyms”, which in
actual usage, compete with uepamo, refine its meaning, or describe closely related
aspects of musical activity. From this point, the list was expanded to include verbs
denoting the use of the voice as an instrument: nems, nacéucmoieams and ceucmems as
well as verbs referring to professional or staged forms of performance: ucnonname,
KOHYyepmumogamso, and mMy3uyuposame.

The network was further enriched with verbs denoting sound production without
necessarily implying musicality, but which regularly appear in musical contexts:
bapabanums, bpenuams, 0yoems, 38yuams, nuaukams and mpyoums. Thus, the network
gradually grew from a single basic verb into a coherent group forming a radial category
of musical performance.

Once the relevant verbs were identified, attested examples were collected from the
Main Corpus of the Russian National Corpus (ruscorpora.ru), with the analysis restricted
to thematic subcorpora that are particularly rich in descriptions of music and culture
(Nonfiction; Journalism: Leisure and entertainment; Art and culture; Art history;
Culturology). The resulting subcorpus contains approximately 28.6 million words.

For each verb, queries generally targeted all forms of the lemma using a wildcard
prefix * (e.g., *openuams). In cases involving extensive homonymy or morphological
overlap, additional exclusion filters were applied to eliminate irrelevant forms, such as
verbs ycnems and mepnemuw for nemo.

For uepams, the search was further restricted to constructions with prepositions.
However, such queries cannot guarantee the retrieval of every musical instance of
uepams. Conversely, not every occurrence of uepams with a preposition necessarily
corresponds to a musical use; non-musical uses (e.g., games, gambling as in uepams 6
kapmot) were filtered out manually during data inspection. Musical uses of uepamo
without a prepositional phrase (e.g., mysvixa uepaem) were not targeted in the search
because searches for bare uepams in the RNC produce a large number of non-musical
occurrences, resulting in low precision of the query results. However, the resulting
dataset contains occurrences such as .myssixa, KOmopyr ueparom 8 ayduem CmoIudHoOM
Oorcazosom kybe, where prepositional phrase encodes location rather than instrument.

The study focuses on the verbs displayed in Table 1. The Source category indicates
the prototypical context associated with a verb within its musical usage. Only musical
senses of the verbs are included in the table; other basic meanings are excluded.

Prefixed verbs in our Raw

Verb database Source category (IPM) Total
Gapabanume 3abapabanumo,
. P omobapabanume, Musical 43
to drum, to beat (a drum or . 42
repeatedly tap)’ nobapabanums, instrument (1,5)
npobapabanums
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Prefixed verbs in our

Raw

Verb database Source category (IPM) Total
Openuams Musical 33
to stmril vs;:izl,lally), to nobperyamo instrument (1.15) 32
dyoemb .
. Musical 18
to toot, to I‘E)ill())g,(on ahorn,  3adydems, nodyoemo instrument (0.63) 17
36y4amo 3a36y4ambs, OM36y4aAmy, Performance 4 842 160
‘to sound’ npo3eyuamo (1,15)
3auepamo, Hauespamo,
uepams + preposition omviepams, nepeucpamo, Musical 4746 230
‘to play (an instrument)’ nouzpams, HOObIZPAMb, instrument (165,88)
npouspamo, Cbicpamo
UCNONIHAMb 2497
‘to perform’ NA Performance (87.27) 160
KOHYepmuposamsp 46
‘to give concerts, to tour as a NA Performance (1.61) 45
performer’ ’
MY3Uyupo8ams 45
“to play music’ NOMY3UYUPOBaAmMy Performance (1,57) 44
HAC8UCMbIBAMb NA Voice 40 40
‘to whistle (a tune)’ (1,4)
socnems, donems, 3anemo,
nemso Hanemv, omnemn, NPOnemo, ) 5 870
‘to sing’ nonemow, nepenemsn, Voice (308,32) 280
pacnems, cnembs
rmKanto 3aNUAUKAMb, NPONUIUKAMb Musical 24 24
‘to fiddle, to squeak’ 1P instrument (0,84)
ceucmems 8bICEUCIEND, 3ACBUCTIEMD, 295
‘to whistle’ noceucmens, NPOCEUCenD, Voice (10.45) 160
nepeceucmems ’
pyGume oo pomdmy, | Musieal 318
‘to trumpet, to blow a horn’ 4 » POmpy ’ instrument (11,11

pacmpyoumse

Table 1. Verbs taken for the analysis in the present study
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All retrieved examples were manually checked to ensure semantic relevance and
consistency across the dataset. The final dataset was annotated for agentivity, event
construal, syntactic patterns, and semantic extensions. For lemmas with fewer than 100
occurrences, all examples were annotated. For more frequent lemmas, we annotated 160
pseudo-randomly selected examples for lemmas with a smaller number of prefixed
variants, and 280 examples for lemmas with a larger number of prefixed variants to
account for semantic variability.

4. Semantic grouping of verbs by agentivity and event construal

The analysis of corpus examples reveals that Russian verbs of musical production can
be classified into four semantic groups, based on two dimensions emerging from corpus
data: agentivity (high vs. low) and orientation (performance-oriented vs. sound-
oriented). Differences in construal are attested not only across lexemes but also across
alternative constructions involving the same lexeme, indicating that event
conceptualization is shaped by both lexical choice and constructional framing. These
groups therefore should be understood as corpus-informed semantic categories rather
than statistically derived clusters. Figure 1 summarizes four main groups.

Performance-oriented Sound-oriented
Group 1 Group 2
urpams Ha anbme caucmems
. nems HacBUCMBIBAMb
High
UCHo/IHAMB mpy6bums
agentivity KOHUepmuposams ayaems
My3uyuposame 6apabaHumb
6peH4Yame
nuauKame
Group 3 Group 4
Low
agentivity ucnonHAanacs ysepmiopa 3ByYas BaslbC
nemscAa urparsa ckpurnka

Figure 1. Grouping of Russian musical verbs

The distinction between the four groups captures both whether a predicate profiles a
human performer acting within a socially recognized structured practice (performance-
oriented) or instead foregrounds the acoustic output and its properties (sound-oriented),
and whether agentivity is high or reduced. Crucially, agentivity is not a binary property
but a scalar one: it may be high, reduced, or almost entirely absent, as in constructions
where sound is construed as emerging autonomously. Furthermore, agentivity is not
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determined solely by the verb itself, but also by the construction in which it occurs.
Performance- and sound-orientation are likewise scalar rather than categorical
opposites, as the degree of orientation varies depending on the verb and the construction
in which it occurs. Each group is discussed in detail in the following subsections.

4.1 Group 1: Performance-oriented verbs with high agentivity

This group comprises verbs that construe musical events as intentional, controlled, and
culturally structured activities, carried out by a human agent who is fully responsible for
the outcome. Rather than merely encoding sound production, they profile music-making
as an activity embedded in artistic, professional, or recreational norms. Within the
semantic network, this group represents the prototypical construal of musical
performance in Russian.

At the center of this group stands uepams, which functions as the most general and
flexible predicate for musical activity. In the musical domain, its prototypical
construction is uepams ua [Instrument], attested with a wide range of instruments
(uepamo na posne, eumape, ckpunke). This construction foregrounds handling of the
instrument and assumes a certain level of technical skill.

Beyond instrument-centered uses, uepams allows the Theme to be foregrounded,
either in generalized form (my3wika, xomopyro ueparom 6 nyuwiem CcmoOIUYHOM
Oorcasosom kayoe) or with reference to a specific work (ueparom nao nero necmpoiinwiii
peksuem). It further combines productively with expressions of genre (uepame 6 cmune
oucko-gank), shifting the focus from a concrete event to a performer’s style. These
constructions underscore the verb’s role as an umbrella predicate capable of integrating
multiple facets of musical activity, such as instrument, repertoire, and style within a
single lexical frame.

A particularly important subset of constructions brings uepams close to performance-
oriented verbs such as ucnoruams and xonyepmuposames. Expressions like uepamo 6
epynne / 6 keapmeme and uses without an overt instrument (uepams Ha ceadvbe)
construe the activity as giving a performance (esicmynams), often in front of an
audience. In such cases, the instrument is frequently encoded implicitly in the agent
({[luanucm  uepaem Hna  Oexabpwvckux  eeuepax). Unlike ucnoawams  and
KOHyepmuposams, however, uepams does not normally extend to vocal performance
where the voice functions as the sole instrument.

At the same time, uepams readily applies to theatrical contexts (uepamw enasnyro
poav), where the preposition na no longer encodes an instrument but instead specifies
the venue or occasion (ra mockosckoti cyene, Ha Teampanvuotl onumnuaoe). From its
musical core, uepams further extends metaphorically to domains of emotional and
psychological influence (uepamv na cmpynax Oywu, uecpamv HaA HUMEHHBIX
UHCMUHKMAX).

76



While uepams occurs in various contexts, other verbs in the group restrict how the
performance is conceptually framed. The verb xoryepmuposamw profiles musical
activity as public, professional performance. Unlike uepams, it does not encode the
instrument, the repertoire, or the manner of sound production; instead, it conceptualizes
the event holistically as participation in concerts. Corpus data show that
KoHyepmuposams 1s restricted to professional musicians and typically construed as an
iterative or habitual activity, referring to a series of performances over time
(xonyepmuposame no Poccuu, xasicowiii 200 3umoti). The agent role is obligatory and
consistently filled by individuals or groups belonging to the professional musical
domain. Notably, xonyepmuposams does not develop metaphorical extensions, which
reinforces its status as a highly specialized, peripheral verb within the network.

In contrast, mysuyuposams profiles musical activity as informal and recreational.
While it shares high agentivity with xonyepmuposams and uepame, it differs sharply in
its evaluative and situational framing. Mysuyuposams typically denotes non-
professional music-making, often situated in domestic or small-group contexts and
integrated into broader scenarios of social interaction (6euepa, nocuoenxu, cobpanuce
nonume uas u nomysuyuposams). The activity is construed as an open-ended,
emphasizing process rather than outcome. Although professional musicians may appear
as agents, their activity is framed as private or leisurely rather than public or
institutional. Explicit specification of instruments is rare, and the verb shows no
tendency toward metaphorical extension, maintaining a stable meaning of informal
music-making.

The verb wucnonnams occupies a distinctive position within this group by
systematically foregrounding the performed entity rather than the act of sound
production or the instrument involved. Its canonical musical construction is [Agent]
ucnonuams [Theme], where the theme is a musical work, a part, or a generalized
category (myswixa). Unlike wuepams, ucnonnams unifies instrumental and vocal
realization within a single predicate: whether the performance involves playing or
singing is inferred contextually (Buoronuenucmka ucnonusna xonyepm [llocmakosuua
vs. Ilyeauesa ucnonusna ceorw necuio) rather than lexically encoded in the predicate
itself.

The flexibility of Theme enables ucnoansmes to bridge music with adjacent
performance domains such as theater and cinema (ucnoanams ponw), dance (ucnoanams
ucnaunckue manyst), and, by further abstraction, non-artistic domains where action is
construed as the realization of a predefined script or obligation (ucnoaname odoze,
HasHaueHue, Hameperue). Within the present group, ucnoansams thus represents the most
theme-oriented construal of performance, contrasting with uepams, which balances
instrument, agent, and style, and with xounyepmuposams, which profiles the
performance event as a professional practice.
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Ilems profiles intentional, vocal performance by human agents (artists, ensembles,
street musicians), similarly to the verb ucnonnames. This verb is situated within the music
production domain, however, there is no musical instrument used for the production.
Instead, the human is using the voice (apmucm noem), which can be optionally encoded
by the noun phrase in the instrumental case (noem mouxum odwcenckum 2onrocom) or
metonymically expressed in the syntactic subject (conpano noem).

Beyond the musical domain, nems can extend to inanimate entities (noem xonoxon,
noem eemep), body parts and inner states (dywa noem, cepoye noem). Interestingly,
nems can be used within the context of playing musical instruments via metaphorical
extensions like noem ¢hnetima or nponena ckpunka, where the agency is demoted. /lems
1s often embedded in evaluative or ideological discourse (6ocnesams meaning praising,
glorifying). These uses shift attention away from controlled action toward perceptual
effect and expressive quality.

Taken together, the verbs in this group illustrate different ways of construing high-
agentivity musical performance in Russian: from the maximally general and
metaphorically productive wuepams, through the professionally specialized
konyepmuposamo, the informally framed mysuyuposams, and the strongly theme-
oriented ucnonuame to voice-oriented nems. Their systematic contrasts show that high
agentivity does not entail uniform event construal but rather supports a range of
performance profiles differing in publicness, professionalism, thematic focus, and
degree of abstraction.

4.2 Group 2: Sound-oriented verbs with high agentivity

Unlike uepams, which functions as a general and underspecified predicate of musical
performance, the verbs in this group construe music-making primarily through the
acoustic properties of the sound produced and the manner of its production. While they
all presuppose a human agent acting intentionally, they shift the conceptual focus away
from performance as a socially structured practice toward how the sound is emitted and
how it is perceived, often incorporating an evaluative stance.

A first unifying feature of these verbs is their lexical specialization. Verbs such as
mpyoums, 0yoems, and 6apabanums are derived from particular instrument types (wind
or percussion), while nuruxams and 6penuams are onomatopoeic and motivated by
sound symbolism. As a result, they encode specific acoustic qualities, such as loudness,
sharpness, repetitiveness, or metallic resonance.

A second common property is the prominence of manner and effort. Compared to
ucnoaHAms or KoHyepmuposamo, which abstract away from the physical act of sound
production, sound-oriented verbs foreground embodied action: blowing, striking,
plucking, or producing air pressure. This is particularly clear for 6apabanums, which
resists metonymic construals where the instrument itself acts as subject (6apabanum
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oapaban is unattested). This resistance suggests that the verb conceptually favors the
agentive, effortful action over the instrument’s autonomous sound-producing capacity,
in contrast to mpyb6ums or dyoems, where metonymic subjects (mpyoa mpyoum, 0youm
poacok) are fully acceptable.

Evaluation is the third common property for this group. Verbs such as nuiuxams and
openuams are inherently evaluative, typically conveying the listener’s negative
assessment of the performance as annoying, careless, unserious, or unskilled. This
evaluation is part of the lexical meaning rather than a pragmatic inference and applies
regardless of whether the focus is on the instrument (6penuamo na eumape, nunuxkamo
Ha cxkpunke) or on the musical product (nuiuxames menoouro). By contrast, mpyoumeo
and oydems are evaluatively more neutral in their literal musical uses.

A further shared property is the productivity of metaphorical extensions, though the
target domains vary. For mpyoums and 6apabanums, sound production motivates
extensions into signaling, public announcement, and ultimately information
dissemination or temporal construal (npompybume ucmuwny, ommpybume cmeuy,
ombapabanums 08a 200a). In these cases, repetitive or forceful sound is reinterpreted
as repetitive, effortful, or obligatory action over time.

For 0yoemw, metaphorical extensions target alignment and error in the domain of
speech and cognition (dydems 6 00HYy O0yOKy, 3a0ydemv He 6 my 0ydy), mapping
coordinated musical action onto unanimity or deviation. By contrast, Openuams remains
largely confined to the sound domain and shows little evidence of metaphorical
expansion, while nuruxkamo extends into evaluative descriptions of verbal production
(nunuxams pugpmamu).

The verbs ceucmems and naceucmuisams occupy a partially overlapping but distinct
position within this group. Both involve vocal sound production rather than instrument
use and are thus closer to nems than to instrumental predicates. However, they differ
sharply in aspectual and evaluative profile. Hacsucmwvisams is strongly associated with
light, casual, durative activity, often accompanying motion, and remains almost
exclusively literal (pacnaxusas na xo0y oOeepu, wen, Haceucmoigas, Kaoos).
Csucmemu, by contrast, forms a highly articulated semantic network combining neutral
sound production, signaling, musical construals, public disapproval (booing), and
interactionally loaded evaluations of speech (ne csucmu meaning ‘don’t lie’).
Derivatives of csucmemuw like eviceucmemsv naypeamos, 3aceucmems nesuyy, and
npoceucmems nvecy 00 ovipok encode negative assessment and public disapproval.

Taken together, sound-oriented verbs with high agentivity form a coherent group
characterized by manner-rich construal, sensitivity to acoustic properties, and frequent
evaluative stance. While they share intentional human agency with performance-
oriented verbs, they diverge systematically in what they profile: not musical
performance as a cultural practice, but sound as an embodied, perceptually salient, and
socially interpretable phenomenon.
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4.3 Group 3: Performance-oriented verbs with low agentivity

The strong thematic orientation of the verb ucnoansams is further reflected in the verb’s
compatibility with passive constructions (ucnoausnace yeepmiopa), which background
the agent. The agent can be explicitly expressed in the sentence (Panvue ownu
UCNOTHANUCH NPOCMO 0YImMoM noo eumapy <...>) by a noun phrase in the instrumental
case (thus grammatically demoted in comparison with an active construction) or omitted
(Ilechu ucnoansanuce no0 akkomMnaHemeHm oananaeyHo2o opkecmpa 2. Anopeesa u bes
opxecmpa). The reflexive form nemwcs systematically suppresses or backgrounds the
agent and construes singing as a collectively distributed, habitual, or situation-bound
process (vacmywKu neaucy).

As aresult, the -ca-verbs ucnoanamecsa and nemocs construe musical performance as
an event with low agentivity, where the realization of a piece is presented as occurring
independently of a salient human actor, suggesting their placement in a separate group
within the performance-oriented domain.

4.4 Group 4: Sound-oriented verbs with low agentivity

The verb 36yuams and the instrument-for-subject construction with uepams occupy the
non-agentive pole of the system. These verbs construe musical and acoustic events as
auditory presence, foregrounding sound emergence and perception rather than human
action. Agency is systematically backgrounded or eliminated, and the perspective is
shifting from the musician/performer to the hearer/audience.

In contrast to high-agentive uepams Ha posne, contexts with metonymically
foregrounded instruments, such as ckpunxa uepaem, highlight the perceived sound by
the hearer rather than intentional play. The musician is construed as absent or irrelevant;
what is foregrounded is the acoustic event as experienced by a hearer. This perceptual
orientation motivates the placement of this construction at the low-agentive pole of the
network.

In musical contexts, 36yuams profiles either the musical work (3azéyuan sansc) or the
instrument (3azsyuana cxpunka). Beyond literal sound production, 38yuams extends
systematically into the domain of evaluation and interpretation. In expressions such as
38yuum ogycmuiciento, Lllexcnup 3a36yuan no-Ho8oMmy Or 38yuum 2onoc snoxu, the verb
no longer denotes acoustic emission but assesses how utterances, ideas, or stylistic
choices are received. Here, sound functions as a metaphor for interpretive stance.

In contrast to low-agentive ucnonnamscs, which presents musical performance as a
controlled act that brings a work into existence, s3gyuams offers a complementary
construal in which music, speech, or cultural forms manifest themselves as audible and
interpretable phenomena. Across its uses, 38yuams provides a bridge between
perception and meaning, allowing Russian to conceptualize understanding, evaluation,
and cultural presence in explicitly auditory terms.

80



4.5 Summary

Figure 2 visualizes the internal structure of a music production event in terms of three
core participants: Agent, Theme, and Instrument. For vocal predicates such as nems,
ceucmems, and Haceucmwlieams, the voice is treated as a subtype of Instrument,
reflecting its functional alignment with instrumental sound production. The horizontal
axis represents a gradient from high agentivity (left) to low agentivity (right), capturing
systematic shifts in how musical events are construed.

"i" Agent

)n Theme

@; Instrument
L)

Voice as
instrument

1 F

OH HaCBUCTbIBAET Banbc OH GapaGaHuT Menoauio

[ ]
OH HacBucTbiBaeT
OH CBMUCTUT

metonymy )I I

ncnonHAnachk yseptopa
nenuch 4YacTyLuKU
3asBy4an BanbC

Group

OH NMUNUKaeT Menoavio
voice as OH TPY6UT Menoavio B Group1
instrument
Il Group2
B Group3
Group 4

metonymy

T W—

urpaet cKpunka

oH 6apabaHuT B 6apabaH
OH 6peHuYmnT Ha rutape

OH AyAavT B AyAKY

OH My3ULMPYET Ha ruTape

Tpy6ay Tpy6uT

6peHuuT rutapa
AyAuT ry6Has rapMoHb
nunukKaeT cKpunka
3a3By4yana cKpunka

OH HaCBUCTbIBaET B Ay 404Ky
OH NUNUKaeT Ha CKpUNKe

OH CBUCTUT B CBMpEnb

OH TpybuT B TPYOY

Figure 2. Music production verbs by event construal type

Our analysis suggests that Russian music verbs typically foreground the Agent and the
Instrument, yielding the prototypical construal of intentional sound production by a
human performer. Other recurrent configurations include Agent + Theme and
Agent + Theme + Instrument. By contrast, performance-oriented predicates such as
konyepmuposamu and my3uyuposams consistently foreground only the Agent, while the
instrument, repertoire, and concrete sound production remain backgrounded. Notably,
our database contains no attested cases in which both the Theme and the Instrument are
foregrounded while the Agent is suppressed.

A key pattern highlighted in the diagram is the systematic shift from agent-centered
construals to construals in which either the Instrument or the Theme functions as
grammatical subject. The shift in agentivity is attested both across groups (whereby
Groups 3 and 4 are low agentivity groups) and within individual groups, where
alternative construals coexist depending on the construction.
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Two metonymic pathways are particularly productive. First, the agent — instrument
shift backgrounds the human performer while promoting the sound source, as in ou
Openuum Ha cumape — openyum cumapa. Although the agent is no longer syntactically
expressed, human agency remains conceptually accessible. Second, the agent — theme
shift construes music itself as the source of activity: opxecmp ucnoansem
y8epmiopy — UCNOJHANLAChL Y8epMIOpA.

Taken together, our findings reveal that Russian musical verbs form a structured
semantic network. High agentivity supports multiple construal options: performance-,
sound-, instrument-, and theme-oriented, while low agentivity emerges through
systematic metonymic shifts.

5. Prepositional variation

Since Russian musical verbs occupy overlapping areas of the semantic network,
prepositional variation in encoding the instrument role follows naturally from
differences in event construal. The summary of typical constructions is provided in
Table 2.

Ha [Instrument] ¢ [Instrument]
uepamo —
UCNOTHAMD —
NUIUKAMb —
openuamo —
0yoemp 0yoemsb
— mpyoumas
— bapabanums

Table 2. Marking of Instrument with music production verbs in our database

The construction uepams na [Instrument] serves as the default pattern for instrument-
mediated musical performance. Other performance-oriented verbs align with it to
varying degrees. Mcnoanusmos can combine with na when an instrument is relevant but
often omits it when the musical work is foregrounded, while my3uyuposams typically
appears without an instrument and only rarely with ua, reflecting its holistic construal
of music-making (mysuyuposan na ecumape).

Sound-oriented manner verbs show greater flexibility. /Turuxams and 6penuamo
strongly prefer na, similarly to uepame na. /{yoemsw alternates between ¢ and ua: 6
highlights the physical channel of sound production (6 0yoxy), whereas na aligns the
verb with conventional instrumental playing (#a cakcogone). Tpyoums strongly prefers
8, reinforcing its orientation toward directed airflow. bapabanume alternates between 6
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for musical uses (6 bapaban/6ybden) and no for non-musical sounds (6apabanume no
cmoiny).

Several verbs systematically lack instrumental marking. /lems, konyepmuposams,
ucnonuamocs, and 36yuams do not license instrument complements, as they foreground
the musical work or sound event rather than instrumental action. Ceucmems and
Haceucmuleams are usually used without instrument, though rare examples are attested.
In that case, prepositions can vary: ceucmems 8 CEUCHMOK/3Y0bl VS. C8UCmemb Ha
¢netime, Hacsucmuvleams 8 OYOOUK) VS. HACBUCMbIBAMb HA MYHOSAPMOHUKE.

Overall, prepositional patterns reflect differences in how musical events are
construed: as controlled instrumental action (favoring na), embodied sound emission
(favoring ), or autonomous acoustic events (omitting instrument). However, B/Ha
prepositional variation with music verbs needs further research.

6. Neighboring semantic domains of musical production

Based on the attested uses of the Russian verbs of musical production examined here,
musical production is embedded in a dense network of closely adjacent semantic
domains. These neighboring domains are not accidental but recur systematically across
multiple verbs, indicating stable patterns of semantic association. Together, they reveal
how musical production relates to sound, communication, performance, and experience
more broadly, visualized in Figure 3.

The closest and most pervasive neighboring domain is Non-musical sound. Verbs
associated with music frequently occur in situations where no musical structure is
involved, provided that the acoustic profile is salient. Thus, 6apabanums, 6penuameo,
nunukamo, ceucmems, and dyoems are regularly used for natural phenomena (0oowcow
bapabanum, semep ceucmum), animals (nuiuxarom Hacexomsie, nmuyst ceucmsam), and
mechanical sources (momop 6penuum, naposos ceucmum). These uses are motivated by
acoustic similarity rather than by agency or intentionality: musical sound functions as a
reference point for categorizing other auditory events.

A second core neighboring domain is Signaling. Several verbs of musical production
are also used for intentional sound that is used to attract attention or convey information.
Verbs mpyo6ums and ceucmems denote literal signals (mpyoums 6 poe, ceucmems xomy-
mo), public announcements (npompyb6ums nobedy), and the dissemination of
information (mpyb6ums o uém-mo, pacmpyoums na éeco mup). In these cases, sound is
reinterpreted as message: loudness, repetition, and reach map onto informational scope
and publicity, allowing musical action to structure the domain of communication.
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Use of
resources
WCMONHATL

otbapabaHuTb
OTTPY6UTL
npoTpybuTh
NPOCBUCTETb

Movement
NpoCcBUCTETb

Non-musical

sound
GapabaHuTb Non-musical
6peHyaTb staged
ayaetb performance
NMNKKaTh urpatb
nets WCMONHATb
CBUCTETH
TPY6UTL
Speech ti
6apabaHuTb Ep,y,qel'l":,n
Signaling o 3ByvaTb
(Npo)Tpy6uTh — 3syuarb — 3aCBUCTETb
(pac)Tpybutb
CBUCTETb CANAKATE BbICBUCTETb
CBUCTETb M;‘:zb
(Boc/nog)netb

Figure 3. Neighboring semantic domains of musical production. The central circle represents the Music
production semantic domain. This domain is covered by all verbs in the set. The surrounding circles represent
adjacent semantic domains. We specify the verbs that are used in these domains. Lines represent conceptual
connections among domains.

Closely related is the domain of Speech, particularly in its negatively evaluated
forms. Musical verbs are frequently used to construe speech as sound rather than as
propositional content. Expressions such as 6apabanumo 6 yuwu and oyoems 6 00Hy 0yoxy

emphasize monotony, insistence, and sound intensity, nuruxkams pugmamu highlights
aesthetic failure, and colloquial e ceucmu (meaning ‘don’t lie’) evaluates speech as
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empty or unreliable. Here musical production provides a model for viewing speech as
rhythmic, repetitive, or irritating.

Musical production also neighbors the broader domain of Non-musical staged
performance. Beyond music, verbs uepams and ucnoansame are associated with
theatrical performance (uepame ponw, ucnoanams poav), and dance (ucnoamame
manywt). The shared conceptual core is not sound production but structured public
realization under conditions of social visibility and evaluation.

A more specialized but robust neighboring domain involves the Use of resources,
such as time, work, and effortful activity. Prefixed forms such as ommpyoumes,
ombapabanums, and npoceucmems denote completing a work shift (ommpyoumo
socemb uacos), serving a required term (ombapabanums 0sa 2o0a), or spending and
losing time or resources (npocsucmemsv OeHvbeu, NOI3USL OM3BYYALA CAUUKOM PAHO).
These meanings arise from construing repetitive musical action as sustained effort with
duration and an endpoint, allowing sound production to structure temporal experience.

Musical verbs also overlap with the domain of Emotion and psychological influence,
though more selectively. Expressions like uepames na cmpynax oywu or uepamo na
uncmunkmax conceptualize emotional manipulation as musical performance, while
38yYUmM 08YCMbICIIEHHO Of 38yuum 2oaoc snoxu use sound as a model for evaluative and
ideological resonance. Emotion is thus treated as a resonating medium responsive to
skilled “playing.”

Finally, musical verbs intersect with Movement and bodily activity, especially in the
case of ceucmems. Whistling frequently accompanies locomotion and action (ceucmemow
Ha Xxo0y, npoceucmems Mumo yuieti), contributing to characterization rather than
constituting a focal event. This adjacency is grounded less in metaphor than in habitual
co-occurrence and embodied experience, reflecting how musical sound integrates into
everyday action.

Taken together, these neighboring domains highlight stable conceptual links between
musical production and the domains of sound, communication, performance, time,
emotion, and movement in Russian. Musical production thus serves as a salient
experiential reference frame within a broader semantic network.

7. Conclusions

Our study has demonstrated that thirteen Russian verbs of musical production form a
structured semantic domain. These verbs participate in a coherent network that
systematically modulates how musical events are linguistically conceptualized, whether
as intentional human action, embodied sound production with particular sound
properties, or perceptual experience.

First, we identified two intersecting dimensions that structure this domain: orientation
(performance-oriented vs. sound-oriented) and degree of agentivity (high vs. low).
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Together, these dimensions yield four groups. Group 1 comprises performance-oriented,
high-agentivity verbs such as uepamwv, nemo, ucnonnams, xomyepmuposams, and
my3uyuposams, which construe music as a public performance or private recreational
practice. Group 2 comprises sound-oriented, high-agentivity verbs (mpyo6ums, 0yoems,
bapabanums, OperHuams, NUIUKAMb, CBUCMEMb, Hacsucmuléams ), which shifts attention
to the manner of sound production, acoustic properties, and listener evaluation, while
still with an active control of an Agent. Low-agentivity construals in Group 3 arise
through systematic grammatical and semantic mechanisms: passive constructions with
ucnoansamoca and nemwcs background the performer while retaining a performative
frame, whereas sgyuams in Group 4 construes hearer-oriented perception of music
performance and foregrounds the Theme.

Second, two metonymic shifts are particularly productive in lowering agency: the
agent — instrument shift, which promotes the sound source while keeping agency
conceptually accessible (6penuum ecumapa), and the agent — theme shift, which
construes music itself as the locus of activity (ucnonusanacs yeepmriopa). These patterns
demonstrate that musical verbs provide speakers with flexible resources for
redistributing attention across participants in an event.

Third, our analysis shows that the musical production domain is systematically
connected to a wide range of neighboring semantic domains. Across multiple verbs
music is connected to non-musical sound and noise, signaling and information transfer,
speech, public performance, the use of resources like time, money etc., emotional
influence, and motion. These domains are connected via metaphoric extensions in
acoustic similarity, repetition and effort, public audibility, rhythmic structure, and
resonance.

From a theoretical perspective, the study contributes to cognitive linguistic research
on sound and perception by demonstrating that auditory events are subject to the same
fine-grained construal variation. By integrating agentivity, construal, metaphor, and
metonymy within a single empirical domain, the article shows how linguistic meaning
is modulated through systematic shifts in perspective rather than through isolated lexical
changes.
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