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Abstract. Folk music culture is one of the significant disciplines within the system of intermediate
professional education which at the present time does not have any scholarly-methodological support.
The article examines the crucial issues connected with the actualization of the present training course,
such as: the absence of contemporary training manuals and compilations of materials for demonstration
and, most importantly, — a presently out-of-date methodological directive, according to which folk music
culture is examined as the sum total of folk musical texts. The author substantiates the relevance of the
working-out of a different culturological approach towards the study of a discipline that would provide the
perception of its object as an integral multidimensional phenomenon. For the actualization of this initiative,
a thematic plan is suggested, which is comprised on the basis of the author’s own pedagogical initiative
within the framework of the academic workload that is designated by the operative educational standards.
Upon its formation, the students’ requests and interests revealed as the result of the sociological survey of the
student body of the Kaluga Region S.I. Taneyev Music College were taken into account. In the conclusion,
the ways of solving the problem of the tutorial-methodological maintenance with the directedness on
the opportunities of the contemporary digital education environment are determined.
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Annomayusa. HaponHast My3bIKajbHas KyJabTypa — OIHA U3 3HAYUMBIX JUCLMIUIMH B CUCTEME CPETHETO
npo(heCCHOHAITBFHOTO 00pa30BaHMs1, KOTOPAsi HA CErOHAIIHUINA JIeHb He IMEET KaKOW-TTM00 Hay YHO-METOANYECKOM
NOICPKKH. B cTarbe paccMarprBaroTCs KITIOUEBbIE IPOOIEMBI, CBI3aHHBIE C pean3aliei JaHHOTO y4eOHOro
Kypca, Takue KaK OTCYTCTBHUE COBPEMEHHBIX YUeOHBIX TIOCOOHIA 1 COOPHUKOB IEMOHCTPAIMOHHOTO MaTepHaia,
a TIIaBHOE — YCTapeBIlasi Ha CETOAHSAITHUNA JeHb METOIMYECKash yCTaHOBKA, COITIACHO KOTOPOW HAapOIHAS
My3BIKaJbHAasl KYJIBTypa pacCMaTpuBaeTCs Kak cyMMa (DOJIBKIOPHBIX TEKCTOB. ABTOPOM 00OCHOBBIBACTCS
AKTYaJIbHOCTb BLIpa6OTKI/I HWHOI'0 — KYJIBTYPOJIOTHYCCKOI0 — IMOoAX04a K M3YYCHUIO AUCHUITINHEI, KOTOprfI
obecrieunBai Obl BOCTIpUATHE €€ 00BEKTa KaK I[eIOCTHOTO MHOTOMEPHOTO SBJICHH. J{Js peann3aiuu SToi
VHHIIMATUBBI TIPEJIAracTCsl TEMAaTHUECKUIA TUIAH, COCTABJICHHBIA Ha OCHOBE COOCTBEHHOTO IMENAarormdeckoro
ONBITa B paMKax y4eOHOW Harpys3Kd, KOTOpas MpedyCMOTpEHa NIEHCTBYIOIIMMH 00pa3oBaTelbHBIMU
CTaHJapTaMHu. HpI/I €ro CI)OpMI/IpOBaHI/H/I YUUTBIBAJIMCH 3alIPpOChl U MHTCPEChl CTYACHTOB, BBISIBJICHHLIC
B pe3yJIbTaTe COLMOIIOTMIECKOTO Orpoca yJamuxcs KamykKckoro 00:1acTHOro My3bIKaJIbHOTO KOJUIEKa UMEHU
C.U. Taneesa. B 3axitoueHre OnpeestoTcst My TH PEHICHUS TPOOIeMbl YIeOHO-METOIMYECKOTO 00SCTICUCHHS
C OpHEHTAIMEeH Ha BO3MOXXHOCTH COBPpEMEHHOU U(POBOI 00pa30BaTEIHHON CPEIbL.

Knrwoueevie cnoea: naponHas My3bIKaJlbHas KyJIbTypa, cpeiHee MpodeccroHambHOe o0pa3oBaHHE,

KyJBTYPOJIOTMYECKUI MOIX0], MEXKYJIbTypHasi KOMMYHHKaLUs, yaeOHOe TTocodne

Introduction

The subject of Folk Music Culture has a
special place within the framework of disciplines
comprising the program of preparation of
specialists of the intermediate level in the direction
of “The Art of Music.” Unlike the majority
of subjects, the names of which are connected
with music, Folk Music Culture forms a part
not of a professional, but a general educational
academic division pertaining to its specialized
sphere. Here it neighbors with the discipline of
History of World Culture and General History,
together with which it comprises the substantive
block of subjects of a historical-culturological
directedness. The subjects of History of World
Culture and Folk Music Culture set two vectors
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for the students’ comprehension of the human
cultural heritage. In the first case, the students
learn the various spheres of professional art, and
in the second case — they master the sphere
of unprofessional (folk, traditional) art. Since
contemporary musical education is connected,
first of all, with music of the professional
tradition, the combination of musical disciplines
proper with the history of world culture creates
an integral cultural environment, forming
in the students a complex perception of the sphere
of their activities.

Folk Music Culture is addressed to another
cultural sphere, moreover, with both the name
of the discipline itself and its description within
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the frameworks of the existing educational
standards,! accentuates exclusively the musical
component of the course. At the same time,
for the overwhelming majority of students, the
sphere of folk music is unfamiliar and difficult
to comprehend. The author’s longstanding
pedagogical experience makes it possible to
assert that folk melodies in their authentic sound
are perceived by students with difficulty, and the
singing of even simple specimens of songs from
notes frequently causes significant trouble. Most
likely, the main reason for such occurrences
lies in the special musical language that is
incomprehensible to a young man or woman
brought up in a contemporary urban musical
milieu. Strange as it may seem, comparable
problems may be observed presently in the process
of the students’ mastery of classical music, which
comprises the foundation of the tutorial program.
Galina Taraeva explains the jejuneness of the
cultural background of those who study there,
because that music is absent in their daily life
experience. [1, p. 200] Apparently, in order to
solve such a problem, it becomes necessary to
create new cultural settings to replace the lacking
ones. Taraeva suggests generating them on
the basis of emotional implication, making use
of various forms of visualizing of the musical
material. [Ibid., p. 202]

The emotional resonance as the basis of study
of folk songs comprises one of the fundamental
methodological directives of Soviet pedagogy.
However, contemporary ethnomusicology stems

from the fact that the essential quality of a piece
of folk music is not its emotional background,
but a certain cultural function that stipulates
the structural parameters of the musical text.?
Correspondingly, in order to simplify the
students’ perception of folk music, it becomes
necessary to arouse in them the perception
of such functions and their suppositions.
Thereby, not songs and tunes, as such, and
not even the folk music genres that end up
within the focus of the academic subject,
but traditional culture as an integral and
self-sufficient phenomenon, the foundation
of which is comprised by a peculiar vision
of'the world. Such an approach makes it possible
to familiarize the students with folk music, not
postulating its “exoticness,” but explaining it.

A Culturological Approach towards
Instruction of the Folk Music Culture

At the present time, the culturological
vector in studying the folk music culture must
be acknowledged as being not only relevant,
but also the only possible way. In addition, it
is particularly such an approach that turns out
to be on demand in the student milieu. This is
testified by the results of an anonymous survey
conducted by the author among the students
of the Kaluga Region S.I. Taneyev Music
College in February 2024. This survey was
participated by 84 young people studying at
various courses, including first-year students
who are mastering the discipline at the present

' What are meant here are the Federal State Educational Standards of the Intermediary Professional Education
along a number of directions of the group “The Art of Music” (2021).

2 See: Popova T.V. The foundations of Russian folk music: tutorial manual. (ITooBa T.B. Ocnoewt pycckoti
HapoOHOU My3bIKU. yuebHoe nocoobue). Moscow: Muzyka Publ., 1977. P. 14.

3 For the first time, such an idea was expressed by the outstanding Russian ethnomusicologist Evgeny Gippius
and crystallized in his definition of the genre of folk music, which is “the typification of musical structure under
the impact of the social function and content.” For more detail, see: Gippius E.V. The ritual instrumental tunes
of the Bear Festivity of the Ugric peoples near the Ob river. In: Folk musical instruments and instrumental music:
compilation of articles and materials. (I'mmmmmyc E.B. PutyanbHble WHCTpyMEHTATbHBIE HAUTPHIIINA MEIBEKHETO
npa3HuKa 00CKUX yrpoB. B: Hapoonvie mysvikanbhbie uncmpymenmul u UHCMpPYMeHmanbHas My3vika. co. cmametl
u mamepuanog). In 2 Parts. Moscow: Sovetskii kompozitor Publ., 1988. Part 2. P. 165.
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time. The following question was asked, among
others: “For what reason, in your opinion,
is the discipline of Folk Music Culture needed?”
and the following varieties of answers were
proposed (with the possibility of choosing any
combinations of them):

a) it enhances the overall cultural level;

b) it becomes a part of the formation of the
musician’s professional competencies;

c) there is no need for it at all;

d) other (specify, what in particular is
referred to).

The overwhelming majority of those
who were questioned chose the first answer;
moreover, while among the first-year students,
the percentage of such answers comprised 75%,
among the students of all the other courses
(those who had already completed the course
of Folk Music Culture) the percentage was
93-94%. It must be noted that among their
numbers, half of those students considered the
discipline to be redundant* (three out of six).
Most illustrative were the combinations of the
answers “a” and “b” in the text letterforms.
Thus, around 2/3 of the first- and second-year
students presumed that familiarization with folk
music culture is necessary for the formation of
their professional competencies. Among the
third- and fourth-year students, the quantity
of such opinions became significantly reduced
and comprised only 1/3 of those present.
The demand for contact with the traditional
cultural environment was also expressed in the
numerous “other” answers to the posed question:
“it provides a perception of the people,”
“it makes it possible to understand the mentality
better,” “it makes it possible to learn more and
better about our country and its customs.”

The aspiration towards the understanding of
the essence of the phenomena of the surrounding
world, including the musical phenomena, is a
distinctive feature of adolescent students, who
comprise the main contingent of music high
schools and music colleges. Having taught
the course of Folk Music Culture from year
to year, the author has answered numerous
questions beginning with the word “why.”
The students’ interest towards their native
culture, which at the same time seems alien to
them, is in line with intercultural communication,
the demand for which is increasing in society,
on the whole, as well as in the contemporary
educational milieu. The experience of achieving
comprehension of an “alien” culture, the study
of the semantic foundation of its phenomena,
may be conducive to the development
of cultural and social tolerance within
the students (for more detail about this, see:
[2]), an openness-mindedness and perceptivity
towards what is new, an aspiration not to reject,
but to research the incomprehensible. [3, p. 31]

Unfortunately, the culturological approach
towards teaching Folk Music Culture is in
a state of considerable discrepancy with
the requirements of the Federal Education
Standard. It seems that one of the reasons
of the current situation lies in the absence
of any scholarly-methodological reflection
in this field, as a result of which during
the course of several recent decades, not a
single (!) tutorial manual of Folk Music Culture
or Folk Music Creativity for intermediate
specialized educational institutions has been
written.” An exception to this may be seen
in Vyacheslav Shchurov’s book Zhanry russkogo

fol'klora [The Genres of Russian Folk Music],

4 Inall possibility, upon such a combination of opinions, the “redundancy” must be evaluated as a lack of interest
towards the subject, the significance of which is, nonetheless, accepted.

5 In addition to musical high schools and colleges, Folk Music Culture is also taught in high schools and
colleges devoted to culture and the arts actualizing programs of preparation of middle-ranking specialists

in the direction of “The Art of Music.”
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published in 2007. [4] The work is meant as
a textbook for musical higher educational
institutions and music colleges, but it must be
noted that it has not undergone any peer review
(for more detail on the problem of peer review
of study guides for intermediate professional
education, particularly, about the absence
of a legally formalized system of expertise
and the negative consequences of the
existing situation, see: [5, pp. 302—303]).
In the description of the folk music genres,
Shchurov adheres to a historical-stylistic
approach derived from the presently known
authors of textbooks and tutorial manuals,
Nina Bachinskaya, Tatiana Popova, and Anna
Rudneva.® In all of these textbooks, the musical
culture comes across as a certain selection
of songs and tunes, the unification of which
into genre groups is carried out, first of all,
according to the content of their poetic texts
and the circumstances of their performances.
Besides the fact that such an approach does
not provide an integrated perception of culture,
both the musical criteria of differentiation
according to genre and the functions of musical
texts determining them remain to be beyond its
framework. It must be said especially about
the musical material with which the theoretical
sections of the aforementioned tutorial manuals
are illustrated: a considerable portion of them
1s comprised of examples of song compilations
assembled in various years, starting from

the late 19th century (in Shchurov’s textbook,
most of the notations belong to the author). All of
the provided examples lack any unified principle
of notation that would have made it possible
to compare them with each other according
to any structural parameters. In addition,
the songs from the compilations from the turn
of the 19th and 20th centuries (such as those
made by Nikolai Rimsky-Korsakov, Alexander
Rubets, and others) are devoid of the authentic
textures, which considerably devalues them in
their role of illustrative material. An essential
minus of the existent training manuals must be
acknowledged in the almost entire ignoring of
the regional specificity of Russian folk music,
both in the theoretical sections and within
the sections with the demonstrated printed music.

The Thematic Plan of the Course

Due to the out-of-date quality of the training
manuals and the lack of a tutorial-methodological
foundation, the problem of the content-based
substance of the course of Folk Music Culture
remains to be especially acute. Each educational
institution solves it in its own way, developing
its own course outlines.” The principles of their
formation and thematic content differ from
each other, the lists of the offered literature
are motley and heterogeneous. If such lists do
include sources meant directly for students of
intermediate educational institutions, they are
no less than 30 years old.® The capacity of the

¢ See: Bachinskaya N.M., Popova T.V. Russian folk musical creativity: chrestomathy. (bauunckas H.M.,
[omora T.B. Pycckoe napoonoe mysvikanvroe meopuecmeo: xpecmomamust). Moscow: Muzyka Publ., 1973. 303 p.;
Popova T.V. The foundations of Russian folk music: tutorial manual. (ITonoBa T.B. Ocroswi pyccrou napoowot
My3viKku: yuebrnoe nocodoue). Moscow: Muzyka Publ., 1977. 224 p.; Rudneva A.V. Russian folk musical creativity:
essays about the theory of folklore. (PynneBa A.B. Pycckoe Hapoonoe my3vikaibHOe meopuecmeo: ouepKu no meopuu

¢onvrnopa). Moscow: Kompozitor Publ., 1994. 224 p.

7 The course outlines in correspondence with which the discipline “Folk Music Culture” is actualized
in any educational institution are available on websites in open access.

8 See, for example, the course outlines for “Folk Music Culture” on the websites of the Krasnoyarsk
P.I. Ivanov-Radkevich College for the Arts, the Nizhny Novgorod M.A. Balakirev Music College, the Novosibirsk
A.F. Murov College, the Sverdlovsk P.I. Tchaikovsky Music College, and other institutions.
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instructional time assigned for the study of Folk
Music Culture is determined by the teaching
plans developed by high schools and colleges
and in the overwhelming majority comprises
36 academic hours.” Another important fact is
the “sequenced-flow” principle of mastering
the discipline, according to which mixed
instructional groups, consisting of students of
different fields of study, are formed. In these
conditions, the most important goal turns out to be
the creation of an optimal thematic plan, which,

considering all the enumerated conditions,
would correspond to the culturological approach
to studying Folk Music Culture. One of the
variants of such a plan is has been implemented
by the author of this article over the last 10
years at the Kaluga Regional Music College.
It relies to a considerable degree on the thematic
outline of a textbook of Folk Music Creativity
for higher educational institutions'® written
by a group of authoritative ethnomusicologists
(Olga Pashina, executive editor) [6]:

Number
Ne Content of Themes of Instructional Hours

| The Theoretical Foundations of Traditional Culture 9
1.1 Introduction. Folklore as a Special Type of Culture 1
1.2 The Russian Folk Music Culture: History and Geography 2
1.3 The Genre System of Russian Folk Music 1
1.4 The Regional Nature of Folk Culture 1
1.5 The Traditional Picture of the World 2
1.6 | The Codes-Languages of Traditional Culture. The Musical Language 2
2 The Russian Folk Music Culture and Its Components 23
2.1 Rituals of the Natural Cycle (7)
2.1.1 | Calendar Rites and Songs 5
2.1.2 | Khorovods (Round Dances) 2
2.2 Rituals of the Life Cycle (8)
2.2.1 | Celebrations of Births of Children and Christening 2
2.2.2 | Wedding Rites 4
2.2.3 | The Funereal-Commemorative Rite Complex 2
2.3 Non-Ritual Folklore 3)
2.3.1 | The Russian Epos 1,5
2.3.2 | Lyrical Songs 1,5
2.4 Working Days and Holidays 1
2.5 The Russian Folk Instrumental Culture 4

Tests and Exams 4

Altogether 36

 The minimal number of hours assigned for Folk Music Culture in course outlines presents a special problem.
A considerable number of graduates of intermediate professional institutions do not continue their studies in specialized
higher educational institutions, the latter, in their turn, provide for folklore studies only for several fields of study.
Thereby, for the greater part of the pupils, studying in a musical college provides the sole opportunity for familiarizing
themselves with folk music culture, which it becomes necessary to give a full-fledged and adequate quality.

10 Folk music creativity: a textbook. (Hapoonoe mysvixanvrnoe meopuecmso. yueonux). Ex. Ed. O. Pashina.

St. Petersburg: Kompozitor Publ., 2005. 586 p.
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Unfortunately, the provided list does not
include topics connected with the peculiarities
of rhythmic and pitch organization
of traditional tunes and melodies, since
the overall number of hours allotted by the
tutorial plan to the Folk Music Culture is
extremely limited. It could be assumed that
only two or three classes would suffice for
the elucidation of such questions, however,
the author’s experience has shown that this
would not be practical, since it would not make
it possible to form any sturdy perceptions of
the indicated parameters of the musical texts
in the students’ minds. Observations of the
peculiar language of the folklore tradition
may be included in the sections illuminating
separate genres and conglomerations of rites.
On the other hand, if the instructional plan
of the educational institution would require
wider time frameworks for Folk Music
Culture, these themes, undoubtedly, must be
present in the discipline’s thematic plan.

The thematic plan’s directedness on an
integral perception of traditional culture
is conducive to the formation of insightful
interest endowed with different vectors i
n the students. Such a conclusion is instigated
by the students answers to the question, what
they wished to find out about more in classes
of Folk Music Culture set within the frameworks
of the aforementioned survey. The following
answers were offered as possible variants:

a) about the psychology of the bearers
of traditional culture;

b) about rites and holidays;

c) about the genres of folk music;

d) about folk musical instruments;

e) about the musical language of folklore
— its rhythmical and pitch organization,
polyphony;

f) an original option.

The greatest amount of the attention on the
part of the respondents was drawn by traditional
instrumental culture — this answer was chosen

by 42% of the senior-class students and 53%
of the first-year students (apparently,
the latter may be explained by the fact that
the corresponding section of the Folk Music
Culture had not yet been covered in class).
Equally high and stable was the students’
interest towards rites and festivities (48%
of those surveyed) in combination with
the need for their psychological comprehension,
which continuously arose: among the first-
course students, the “a” variant was chosen
by 33% of those surveyed, 40% of the second-
course students and 45% of the elder students.
A comparable tendency could also be traced
in the surge of interest towards the elements
of musical language of the folk music tradition
— from 25% of the students during the first
year of studies to 36% during the subsequent
years. It becomes apparent that the wish to
gain insight into how the studied phenomenon
is organized becomes enhanced in proportion
with the students’ maturation. The combination
of this process with the students’ professional
growth makes it possible to presume a greater
amount of effectiveness of the mastery of
Folk Music Culture during the elder courses
of the high school/college, rather than during
the first year, as it is prescribed by contemporary
instructional plans.

One of the crucial problems of actualization
of the suggested approach towards study of the
discipline consists in correlating its content-
based scope with the cognitive capabilities
of the pupils at an adolescent age. Evaluation
of the correctness of the chosen strategy became
partly possible due to the students’ answers
to the question: “How difficult for you was/is
the subject of Folk Music Culture?” It was
suggested to measure the level of difficulty on
a ten-point scale. In general, the overwhelming
majority of those surveyed evaluated
the difficulty of mastery of the folk music
culture as less than average, having assigned to
it 3—4 points.
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At the same time, among the first-year
students studying the discipline at present,
many considered the discipline to be easy (33%
of those surveyed chose the range of 1-2 points)
and some of the representatives of the elder
courses thought it to be moderately difficult
(18% gave it 7—8 points). It must be noted that
among the answers received, not a single one
could be found that would indicate at a high
complexity of the discipline.

Conclusion

The success of the students’ mastery
of the information within the framework
of the declared conception, obviously, cannot be
determined solely by the discipline’s thematic
plan. Having noted the absolute importance
of an accessible exposition of the theoretical
material, we must indicate two of the most
important components of the course of Folk
Music Culture indispensable for providing it
with the status of a tutorial discipline. They
are: contemporary training manuals, conducive
for securing the obtained knowledge and
making it possible to broaden their spectrum, as

well as numerous chrestomathies of audio and
video materials. The absence of such textbooks
within a centralized tutorial-methodological
field comprises one of the most crucial problems
in teaching not only Folk Music Culture, but
also the disciplines contiguous to it, such as
Folk Music Creativity, Decipherment of Folk
Songs, Regional Singing Styles, and a number
of others actualized in the programs of various
major fields of study of intermediate professional
education. The solution to this problem may
lie in the traditional plane of the creation
of a printed textbook. At the same time, at
present, virtually every student or teacher has
access to the contemporary digital medium,
in itself endowed with broad educational
capabilities. The use of internet resources makes
it possible to find the needed information in a
timely manner and in the required capacity, [7,
p. 424] which is why the formation of a network
demonstrational fund for Folk Music Culture
must be acknowledged as demonstrating one
of the optimal means for solving the problem
of the tutorial-methodological provision for
the course of Folk Music Culture.
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