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C yueHUKaM#
I1IxobI Ha TIIEH3pE
(eTHSSI TpaKTUKa)

Plein Air Summer
classes

« Cepreit AHAPUSKA
Maiickas 3enens
(Illlkona axeapenu
6 Mockee). 1999
Bymara, akBapeib
70 x 46

« Sergei ANDRIAKA
Green in May
(School of Watercolour
Painting in Moscow)
1999
Watercolour on paper
70 x 46 cm

. TPETbAKOBCKASA M'AJIEPEA XYOOXECTBEHHbIE BY3bl POCCUN

HoBoe B Xy10:KecTBEeHHOM
oOpasoBaHnu

B 1999 roay 6nu1a oTkpbiTa MockoBckas ['ocygapcTBeHHas 1ikoaa akBapenu Ceprest AHI-
PUSIKM C My3eHHO-BbICTABOYHBIM KOMILIeKcoM. Cepreii AHApHUsIKa SIBISIETCS €€ Xyd0XKe-
CTBEHHBIM PYKOBOJUTEIEM. YUeOHbIe MAaCTePCKME LIKOJbl paCCUMTaHbl Ha HEOOJIbIIOE
KOJIMYECTBO y4yalnuxcs. PsggoM ¢ KjtaccaMuy pacroioxKeHbl MacTepCKUE TperoaaBaTeieid.
C wenblo pacrnpocTpaHeHUs MHOTOCJIOMHOM aKBapeand B CMEXHbIe TIpUKJIaAHbIe 0071acTU
(pocmnucsk no gpapdopy, MUHHAATIOPHAS SMaJjlb, COUYETAaHUE aKBapPEIbHOM KMBOMUCH C TPaBIO-
poit) B 1IKOJIe 000pyI0BaHbl 0O(pOpTHAS, KepaMuUUuecKasi, IoBeIMpHas Mactepckue. B my3eri-
HO-BBICTABOYHOM LIEHTPE IIKOJIbI 9KCIIOHUPYIOTCS pabOThI yYalllMXCs U MX TIpeTiogaBaTesIei.
O IlIxone 1 HeTaBHO OTKpPbIBIIEHCSI AKaJeMUH aKBapeand B CBOEM MHTEPBbIO XXYypHaJly pac-
ckasbiBaeT Cepreit HukomaeBuu Aunpuska, Hapoanbiii xynoxkHuk Poccuiickoit @enepa-
LIMM, JeCTBUTEJIbHBIN YieH Poccuiickoil akageMuu Xya0KeCcTB, XyJ0XKECTBEHHbII pyKo-
Boautenb LIKonbl akBapeaun, peKTop AKageMuu akBapeau U U3SIIIHbBIX UCKYCCTB, XYI0XK-
HUK-aKBapeJaucCT, Neaaror.

Jymamu iu Bol korga-uudyam o Tom,
yto co3naaute Illkony akBapenu, morom
AKajiemuI0, odpeTeTe YIEHHKOB U N€aroroB-
€TMHOMBIIILIEHHUKOB?

51 06 3TOM HuUKoOrAa He aymai. S 06
3TOM MOT TOJIbKO MeuTath. I meutan. Ho
He 0 By3e. Sl moHavany MeuTan O LIKOJIE.
O TOM, KaK XOpOIIIO UMETh BO3MOXHOCTb
YUYUTD XYIIOKECTBY TIO-HOBOMY.

Oo6patumcsa Kk Bamemy nemarorude-
ckomy omnbiTy. Kak Bbl ero HakamimBajmu?
Beap k MomenTy co3nanns Illkonsr akBa-
peJii y BaC MOSIBIICS TOBOJIGHO COJIMIHbIIA,
CKa3KeM TaK, MeJarormyeckuii 0arax.

Korma st ipuIiies1 B CPEIHIO XyI0-
JKECTBEHHYIO LLIKOJTY IIPY MHCTUTYTE MMEHI
CypukoBa, MHe ObLT 21 TOJI, 1 OBIT CAMBIM
MOJIOZIBIM TTeaaroroM. JIupekTop npeacra-
BWJI MEHSI IETSIM, TTOCJIE YETO OHM BCTaJTH 3a
MOEWi CITUHOIA, a s B3sT aKBapesib U MOJI-

TOpa yaca NMucajl HaTIPMOPT — BOT TOrIa
OHU B MeHs noBepuin! JINUHbIN Tpumep —
3TO OCHOBA MENArOrMKu U MpernoaaBaHusl.
B 1985 romy mMHe mo3BoHWI Tipodeccop
L{prmakoB, mipemioxmt mopabotats B Cy-
PUKOBCKOM MHCTUTYTE Ha CTAPILUX Kypcax:
KOHTPOJIUPOBATh U PUCYHOK, U KOMITO3U-
LIMIO Y TUTJIOMHUKOB. TOr/a s BBIMOTHSIT
3aKa3 1o pocrucu xpama Tpudona myde-
HMKa y MeTpo «Pikckast», BocCTaHaBITMBAT

MACJISIHYI0 aKaJIeMUYECKYI KUBOIUCH
Bropoii nosioBuHbl XIX Beka, nenan 3To
yepe3 rpusaityib, YTOObI KUBOMUCH CBETHU-
Jlach, HE yTpaTwuia 3By4YHOCTU. MHe Tuia-
TWJIX OTPOMHBIE 0 TEM BPEMEHAM JICHbIU.
Tak uTo mpenoaaBath s MOLIET HE U3-3a
JIEHET, MHE ObUTO MHTEPECHO YUUTh IPYTUX.
Ho cucrema 00yyeHust MHe HE HpaBUJIaCh.
Sl noHuUMas, 4YTO HE CMOTY U3MEHUTD 3Ty
MPOYHO YX€ CIOXUBUIYIOCS CUCTEMY 00-

TPETbAKOBCKASA MANEPEA

YUYEHUST, 3TOT MEXaHU3M, CKJIA/IIBABIIIAIACS
Jake He TofaMu, a necsatwietusiMu. [lepe-
JIOMUTh €TO U CO3MIaTh HEKYIO NeiCTBU-
TeNbHO 3(MGEKTUBHYIO MOJeIb ObLIO
Hesb3s. Ee MOXXHO ObLI0 cO31aTh TOJIBKO C
HOBBIMU JIIOIBMU ¥ HA HOBOM MeECTE.

B 1989 romy s ymien u3 WHCTUTYTA.
S 3abosnen uaeeit: MOXHO JIU JIIOOOTO Yesio-
BeKa Hay4YuTh prcoBaTh? B3si1 HeGObIITyIO
rpymiy, 5—6 JenoBek, 00yJan ux B CBOCi
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MacTtepckoii. [loToM y4eHUKOB CTajo
MHOTO, TIPUIIIIOCH apEHIOBATh TOMEIIIEHUES
noboibie. Tpu roja st anmpodUpoBas CBOIO
cucTeMy, KOTopasi 6a3upoBajiach Ha JABYX
OCHOBAHMSIX: TTOCJIEIOBATEILHOCTD 3aia-
HMI — TI0Ka OJTHO HE C/IeJall, KO BTOPOMY
He TIePeXOIUIIb; ¥ JTUIHBIN MpuMep. 3a-
MeuaTesTbHbIN XymoxkHuK Ot BookutnHa
OBbUIa B YUCIIE TeX MEPBBIX MOMX YUCHUKOB.
CeromHst OHa WieH-KOPpP. AKalIeMUU XyI0-
JKECTB, TAJTaHTIUBBINA Tiemaror u LIIKobr,
1 AKaneMuu aKkBapesu.

Torma ecau mpeACTABUTH cede ITY
YCTOSIBIIYIOCSI TPOMAJY CJIOKHBIIETOCS XY-
JI07KECTBEHHOTO 00Pa30BAHMS KAK 3TAKOTO
MOIIHOTO0 MOHCTPA, KOTOporo Bel pemmim
COKPYIIHTH, TO MOJY4aeTcs, 4YT0 AHIPUsI-
Ka — peBoJIonuoHep?

Her, e peBomonmonep. S mymarto,
YTO caMoe TPYITHOE U caMoe OOJIBIIIOe MC-
KYCCTBO — CyMETb ITOCMOTPETh Ha XyTOXe-
CTBeHHOE 0Opa3zoBaHUe CO CTOPOHBI. Jlo-
IyCTUM, €CTh HEKUIA XyIOXKHUK, TTpodec-
cuoHas. OH 3aKOHYMJT KAaKOW-TO XyIOXKe-
CTBEHHBII By3. M B KAaKOI-TO MOMEHT K13~
HU HaYMHAET TyMaTh O TperofaBaHnu. Tak
BOT, OH OyJIeT MperonaBaTh TOYHO TaK XKe,
Kak ero yumiu. [1o Toif ke cucteme, 1o Toi
ke cxeme. OH He CMOXKeT Kak ObI OTCcTpa-
HEHHO TTOCMOTPETh Ha 3Ty cuctemy. OH yke
He 3a/1aeTCsI BOITPOCAMU: a TIOUeMy UMEHHO
Tak? A mouyeMy HeJb3s mo-apyromy? S xe
yOEXJIeH, YTO 3TO NEHCTBUTELHO Peab-
HO — 32 KOPOTKOE BpeMsI HAyIUTh PUCOBATH
moboro yenoseka. [1paBaa, s1 He MoTy Ha-
yuuTh TBOpuecTBy. Ho Mory nmate mac-
TEPCTBO.

A coco0€eH JIM Xy/I0KHUK-TIEIaror, Ta-
JIAHTJIMBBIN Xy/I0KHUK-TIEIaror — TAKOM, KaK
Bbl, kak Bammu Apy3bsi-XyJ0KHUKH, — B
IIKOJIE,  Tenepb U B AKaJIeMHH, 32 KOPOTKO€
BpeMs nepenatsh npaktudeckun 100% ceoero
MacrepcTBa?

VY Hac Bce o0yyeHMe TTOCTPOEHO Ha
TOM, YTOOBI «IIepefaTh U3 PYK B PYKW».
Y Hac HeT KOHCYJIbTaTUBHOU CUCTEMBI 00-
yueHust. OHa nipsimas. [1puuem 370 Oymer
B AKaieMU¥ TI0 BCEM IIpeaMeTaM, B TOM
YUCJIe TI0 HOBBIM TIpeIMeTaM, KOTOPBIX Y
Hac paHee He ObuUT0. CKaxkeM, KepaMuKa,
BUTpaX, MO3anKa — 3TO BCe OyIeT repenia-
BaThCST «M3 PYK B pyKu». [lemaror He OymeT

MockoBckast
rocynapcTBeHHast
Akajiemusi akBapeau
N UBSILIHBIX NUCKYCCTB
Ceprest AHIpUSIKA

Sergei Andriaka
Moscow State
‘Watercolour and
Fine Arts Academy

AnexcaHapa
EPMAKOBA

(2 xmacc)

Mou uepywru. 2007
bymara, akBapenb
37 x 54

Alexandra
YERMAKOVA

(2nd grade)

My Toys. 2007
Watercolour on paper
37 x 54 cm
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OTCHUIATh CTYIEHTOB: BBl TIOYUTANTE, BBI
MOCMOTpUTE, Bbl U3yuuTe. [lenaror oo0s3an
TTONIEJTUTHCSI CO CBOMMU YUYEHUKAMU TeM
OTIBITOM, KOTOpPBIX OH nmMeeT. O6s13aH. U
5Ta 00513aHHOCTB 3aJI0XKEHA B CUCTEME 00-
yueHus: B Akaaemuu. MiMeHHO 00s3aH-
HOCThb TIe[arora, MOTOMY YTO HUKAaKOM
npyroit GopMbI 00ydeHMsI OBITH HE MOXKET.

Jlaneko He KaXKpblii Xy10:KHUK MOXKEeT
OBITH yYUTEJIEM. ..

besycnosHo. EcTb 60sbliine npobie-
MBI C Xy/TO)KHUKaMU TUPE TiefaroraMu, Ko-
TOpbIe IPUXOIIAT MPeToaaBaTh. YacTo 310
TaJIAHTJIUBBIE JIIOW, HO Y HUX HET JOCTa-
TOYHOTO TIOHUMAaHWUsI, Kak o0yuuTthb. Bot
HEJIaBHO Y MEHST OBbLTU TIPOCMOTPHI, U S
ObLT B ykace. [Ipuliuim HOBBIE JIIOIH, KO-
TOpBIE 3aYacTylo He MOHWMAaIW, Kyna u
3a4eM TPUIILTH.

Yacro ObIBaeT, UTO caM XyJIOXHUK —
BEJIMKOJIETTHBIN mpodeccronan. OH gaxe
BJIAJIEET XYAOXECTBEHHOW IPOrpaMMoi,
KOTOPYIO OCBOWJI, U OHA MOJHOCTBIO OTBE-
4aeT 3a71auaM Hallleil ITKOJIbI M AKaJIeMUH.
OH 3710 Bce 3HaeT. Ho BaxkHO ymeTh Tiepe-
nathb. Benb KaxapIil y9eHUK — 9TO MHIUBH-
ITyaIbHOCTb, W K KaXIOMY JOJKeH OBbITh
CBO KJTIOUMK, CBOM TTOAX0/. XOPOLLUiA Te-
Jaror 00si3aH ATO YyBCTBOBATh. [lomMmmo
JIMYHOTO TIPUMEpPa, TIOMUMO CTIOCOOHOCTH

YTO-TO TIOJICKA3bIBATh CBOMM yUalllMCSI,
0epsi B pyKUM KUCTb WIX KapaHJalll, OH 0051~
3aH yMEeTb HAlTH TIOIXOM K KasKIIOMY YeJI0-
Beky. [lomycTtM, KOMY-TO Hamo HEMHO-
JKEUKO coOpaThcsl, OH BECh TAKOW pacXpu-
CTaHHBI, HE MOXET HUKAK COCPEIOTO-
quThecsl. EMy TsKeso 9To crenath, 3HauuT,
TIe/IaroT TOJIKEeH HAWTU Te HyKHBIE CJIOBa
WJTN, MOXKET OBITh, 1aTh KaKWe-TO yIpax-
HEHWUsI, KOTOpble HEOOXOMUMBI JUIS TOTO,
YTOOBI ATOTO YyUYeHWKa MOOWJIN30BaTh Ha
COCPEIOTOUCHHYIO PaboTy.

A MOXKeT CJIyYUThCS TAK, YTO YeJIOBEKA,
HA000pOT, HY?KHO OTPAHUYHBATH B TBOPYE-
ckoM pBennn? YesioBek pa3pbiBaeTcs, 3TO
BYJIKaH, 9TO TaNaHT. U ero Hajo B Kakue-To
MOMEHTBI IPUTOPMO3HUTb.

Tyt BoT Kak ObiBaet. [Ipuxoaut oueHb
TBOPYECKMUIA YETIOBEK U HAYMHAET paboTaTh.
OnHako yMeHUs y HeTo He xBartaeT. M Mol
TOBOPUM €My, KOTZIa TPOXOISAT KOHTPOJIb-
Hble 3aIaHUs: TJIaBHOE — 3TO KPUTEPUil
OLIEHKU. AKaJleMUYeCKUIA KPUTEPUIA OIH,
MpUYEM OH OYEHb XeCcTKUi. be3 Hero He
MOXET ObITb HUKAKOTO y4eOHOTO 3aBe/ie-
Hus. Y Hac ObUIM Takue Cydyau, Koria 1o
yueOHoli paboTe BUTHO — MOJIOON Yesio-
BEK MOTEHIIMAJIbHO OYEHb TBOPYECKUIA, HO
B IJIaHE MAcTEpCTBa IIe-TO Yero-TO HeJl0-
craeT. Bor Hekas Takas rpaHb — MEXIy




YETBEPKOU U TSITEpKOi. MBI BUIUM, UTO Y
HETO eCTh OTPOMHBII TTOTEHIIMA, OH MOKET
Pa3BUBATHCS, a TIOJTYYMB XOPOIIIYIO IIIKOJTY,
OH MOXET «pBaHyTb». HO MBI €10 crepxu-
BacM 1 TOBOPUM: POTHOM, ThI JOJDKEH BHA-
yaJjie MoJIyduTh 3Ty 1IKOJY, 06a3y, (pyHaa-
MEHT. 3a TO BpeMsl, KOT/Ia Thl BCE 3TO MOy~
Yaellb, TBOM TBOPUYECKMIT TTOTEHIIMAN HH-
KyZla He YXOIUT M He Mc4ue3aeT. Thl TOTbKO
MpUOOpPETEITh OTPOMHOE KOJTMIECTBO 3HA-
HMI1, MacTepCcTBa M YMEHHMSI, KOTOPbIC TaIyT
TeOe BO3MOXHOCThL CBOOOIHO, OoJiee pac-
KPETIOIIEHHO BBIPaKaTh CBOE TBOPUYECKOE
Hayvao...

B okoJoTeaTpanbHOil cpee MOXKHO
YCJABIIATh: B KPUTHKH U PEKUCCEPBI HIYT
IUIOXME apPTUCThI, HeynaYHuKH. Kak 0b1 Bb1
CcpearupoBaJid, YCJIbIIAB Cleayioniee: B me-
JIaroru WAYT HeY/IaBUIMECs, He YCIeIHbIe 10
JKU3HU ¥ TBOPYECTBY XYAOKHUKH?

4 oTBeuy Ha 3TOT BOIPOC, OMUPAsICh
Ha onbIT Llkonbr akBapenu. K Ham npu-
LIJTU XYIOXKHUKU, HA TOT MOMEHT, MOXET
OBITb, HE 0CO00 3aMETHbBIE WU HE 3aMEUYeH-
HbIC, HE YCIIEBIINE pacKpbIThcs. OHU Ha-
yanu padboratb. Ho ogHO U3 BaxKHEHIINX
TpeOOBaHUII K HUM C MOEI CTOPOHBI (a s
MOKa3bIBalO B 3TOM CMBICJIE TIPUMED): OHU
JTOJIKHBI TTPOIOJIKATh TBOPUECKU PabOTaTh.
He 3aMbIKaThCs TOJIBKO Ha TTPenoaBaHuU.
M BOT uTO 3aMeuaTeIbHO — MHOTHUE U3 HUX,
XOTSl U HE BCE, HO MHOTHE, PaCKPbLUIUCH
TBOPYECKU U CTATM OYCHb IPKUMU, UHIN-
BUAyaJIbHBIMU MacTtepamMu. B OoJibliom
CMBICJIE CEPLE3HBIMU, TITYOOKUMHU XYT0XK-
HUKaMH.

Bot Anekceit KpaBueHko — OH OT-
KpbUI B cebe aap rnacTebHOM XUBOIMUCH.
4 naxxe He MOry Ha3BaTh 3TO MPOCTO T'pa-
¢uKoil. DTO BeIMKOJCITHAs TacTebHast
JKUBOITUCh, IPUYEM COBEPILIEHHO YHUKAJIb-
HOe HarpaBJieHUE, KOTOPOTO CErojHs, B
00IIEeM-TO, HUTAE OOJIbIIE HET. Y HUKAIb-
HBIE TIOPTPETHI U Tel3aXu — BCe CAeJIaHO
MacTesIbIO: B 3TO HEBO3MOXHO MTOBEPUTD.

TouHo TaK e pacKpblIUCh MHOTUE
npyrue mou negaroru — u Onst Bomoku-
ThHa, 1 HaTaia becenHoBa: oHU pacKpbl-
JIVCh KaK OOJTbIINE XYA0KHUKHY. OHM paHb-
111€ IM1caanu MacjioM U COBCEM MaJjlo akBa-
peJiblo, 3TO OBLIO JJIsI HUX BTOPOCTEIEH -
Hoe, cKaxeM TpsiMmo, 3aHaTtue. W Bapyr...
Wnu He Bapyr... S ceroaHst BUXy UX mnep-
COHAJIbHBIC BBICTABKM — MHOKECTBO TIep-
COHAJIbHBIX BBICTABOK, Y HUX OIPOMHOE
KOJIMUECTBO TBOPUECKUX pabOT, MpuieM
He CBSI3aHHBIX C TIPEITOIaBaAHNEM B IIIKOJIC.
OpmHako IpernogaBaHue JacT OTPOMHBIM
POCT, TIOTOMY UTO, OOBSICHSISI APYTOMY, TEM
0osiee ¢ KMCTOUYKON MJIM KapaHIalloM B
pyKax, Tbl OTHOBPEMEHHO OObSICHSIELIb U
cebe, HauMHACIIb YIUThCS.

A Bceraa cuuTalt, 4To eCTh ABe (DOPMbI
00y4YeHUs ¥ COBEPILIEHCTBOBAHUS XyI0XK-
HUKa. Bo-miepBbIX, 3TO BEICTaBKM, KOT/IA THI
BUJIUILIb CBOE TBOPUYECTBO CO CTOPOHBI, MO-
JKelllb 3aMETUTh CBOM JIOCTOMHCTBA U HE/I0-
craTtku. To ecTb Thl KaK Obl TOCTOPOHHUI
3pUTEJTb, XOTh U TIPO(ecCroHaN, CMOTPUILIb
Ha ce0s1 ¥ Bce BUIUIIDb, CJIOBHO BBIIS HA
CBET 13 MPUBBIYHOM 1 HaIEXKHOI, KaK TeOe

XYOO>KECTBEHHbIE BY3bl POCCUN

Cepreit AHAPUSKA
Tlopmpem ¢ 3onmuixom
1996

Bymara, akBapeib

80 x 64

Sergei ANDRIAKA
A Portrait with

an Umbrella. 1996
‘Watercolour on paper
80 x 64 cm

Ka3ajoch, CKOpJIynbl. HaunHaes MHOTOE
BUJICTh M 3aMeUaTh. A BO-BTOPBIX — HA4YaTh
OOBACHSATD, YUUTb. Y XOPOILEro feaarora
IJ1a3 OYCHb TOYHO BUIUT TUTFOCH U MUHYCHI
qykux paboT. OH 3aMe4yaeT MOJTHUEHOCHO
KaKue-TO HEeCypa3HOCTH, OIIMOKU, TPOo-
CYCTBl. DTU KayecTBa OCOOCHHO CUJILHO
MPOSIBJISIIOTCS, KOTIA Thl CTAHOBMIIIBCS TIe-
JIaTOTOM, OHU Jal0T POCT, OTPOMHBII POCT.

[MpakTYecKM Bce XyOOXKHUKHU, pa-
0oTas B Hallleii IIKOoJIe, OUYEeHb BEIPOCTN U
PacKpBUINCH, CTaB Tegaroramu. [1puyem
PACKpBUIMCh MMEHHO B CBOEM TBOPYECTBE.
DT0 OBIJIO OYEHB 3pUMO, KOT/Ia MBI IeIaIA
OOJIBIIINE BEICTABKY W TIPEICTABIISIINA KaXK-
JIOTO TIEPCOHATLHO. MBI IPOCTO BUICIH,
YTO TBOPYECTBO XyIHOKHHMKA «HE YMEPJIO»,
OHO HE B 3aTOHE U HE B 3allaCHUKax. Xy-
JTOKHUKU-TIEIATOTY HE 3aHUMAIOTCS «IITY-
Jeii» 1010Ka WIU TPYIIW, OHU CO3IAI0T
CBOM COOCTBCHHBIC TBOpYECKHE pabo-
ThI. PacKpbIBatoT MMEHHO CBOI BHYTPEH-
HUI MUp — TO, YeM OHU KUBYT, YTO UM
0J113KO...

T'oBopAT: KOMy MHOrO IaHO, C TOro
MHOTO CTIPOCHTCS.

Hagepnoe, na. Ho MbI ctapaemcst ne-
JIaTh MAKCUMYM.

Caavana IlIkona akBapeim, Temepb
AKaIleMPlﬂ aKBapeJIM U U3SAIIHBIX UCKYCCTB.
Jlnst yero Bam, cocrosiBiemMycst MacTepy, 3T0

HYKHO?

MHe KaxeTcs, camoe TJIaBHOE TO,
YTO 5 OCTAlOCh XyT0XKHUKOM-TIEIaroroM.
Ecau Tel 3TUM MOXellb MPUHECTH MOJIb3Y,
TO 3TUM M 3aHuMalicsi. Ha Moit B3rsim,
nepsblii onbIT co LKoot akBapenu mo-
JIyYUJICSI OYEHb YIAYHBIM, 11IKOJIa BOCTpe-
6oBaHa, 3(P(HEeKTUBHOCTh OOYUEHHUSI BBICO-
Ka. 4 1 cran 3aHUMaThCsl COOCTBEHHO aKa-
JieMueil UMEHHO TTIOTOMY, UYTO 3TO abco-
JIIOTHO HOBOE XY/IOKECTBEHHOE 00pa3oBa-
HUe, Mbl €r0 TIPUAYMaJn, U s BUXY — OHO
MOXeT TIpUHECTU ToJib3y. A u ceituac B
MOCTOSTHHOM TOMCKE TOTO, Kak cliejlaTh
3T0 0OpazoBaHue 3hDeKTUBHEE, KaK BbI-
CTPOUTb METOJIUKY U CUCTEMY.

Ecmm 0b1 He ObLIa peann3oBaHa uies
HIKOJIbI, AKajieMus ObI He POAMIACH?

Mog no3uums Bceraa Obljia TAKOM —
HaJIo HauMHaTh ¢ Majoro. Ecau Tel HauUu-
Haellb ¢ MaJoro U He 3aMaxuBaelbcs Ha
YTO-TO OYEHb OOJIBIIOE U IJTI00AIbHOE, TT0-
Jlyqaetcd jydlue. Thl Kak Obl cede caMoMy
JIOKa3bIBaCIllb, YTO 3TO MOXET TOJYIUTh-
cs1. Korga Mbl TOJIBKO CO3/1aBajiv LIKOJY,
TO, COOCTBEHHO TOBOPSI, BCE ObLIO MYCTO.
Hawm ObL1 maH HeKMil TakoW aBaHC: IO-
CTPOEHO 3/1aH1e, 000PYI0BaHHUE KAKOe-TO
MUHUMaJbHOE. A BOT YTO OyIeT MOTOM
B OTOM 3[IJaHUH, KaK OHO HAaYHEeT paboTaTh,
HACKOJIbKO 3TO o0yueHue OyaeT BOCTpe-
00BaHO, HACKOJIBKO OHO OyneT 3 deKTuB-
HBIM, KaK MbI BHICTPOMM CUCTEMY OOyYe-
HUS, oyt nu monu? Benb monmeii He
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oOMaHeIIb, OHU He MIOWIYT YIUThCS Tya,
I1e UX HUYeMy He HaydaT. DTO OUeBHIHAS
BELLb.

B niepBble roibl ObUI0 OYEHB TPYIHO.
Ho ceityac, korma mkose yxe 13-it rom,
MOKHO C YBEPEHHOCTBIO CKa3aTh: Mbl CMO-
[JIA, 1IKOJIA TEWCTBUTEIBHO COCTOSIACK.
Benp cKoJIbKO OrpOMHBIX BBICTABOK MBI
clieau, MoKa3blBas JIIOJSIM, YeM 3aHUMa-
eMcs1. DTO He OYKOBTHPATETbCTBO, HE MU-
pax oOydyeHus, He oOMaH. Mbl Mokazanu
U JI0Ka3aJI1, YTO AEUCTBUTEIBHO MOXEM
o0yuatb. M1 mMbl 00yuaem. W monyyaercs
3TO Xopouio. Jpyroe aejio, 4T0 BO3HUK
HEKMi1 TynuK: 4To ganbiie? HyxxHo ObL10,
MPOCTO HEOOXOUMO OBLIO 3aMaXUBATHCS
Ha He4To 0oJiee 3HAaUUTEJbHOE, T100aIb-
Hoe. Ha TO, uTO, COOCTBEHHO TOBOpS,
OyzieT BeHYaTh Bce O0y4eHUe — KaK BbIC-
mee XymoxecTBeHHoe obpazoBaHue. Co
BCEMU BBITEKAIOIIMMU TMOCIEICTBUSIMMU.
Taxk poxnanach unest AKageMuu.

IIpu co3nanum AKaieMun, KpomMe 3THX
BBICOKHX IleJieid, y Bac ObL1o omryimenue oec-
MOKOMCTBA 32 CyJAbObI KOHKPETHBIX Y4EHH~
KOB-BBINYCKHUKOB MIKOJIbI? BbI 1ymamm u o
HHUX W TOJIBKO 0 HUX?

[a, B iepByI0 ouepens o Hux. Ho memo
BOT B UeM: KOTJIa OHU C POIUTEIIIMU TP~
XOJIWUJIM B IKOJIY (a 3TO yUpexXIeHue J10-
ITOJTHUTEIBHOTO 00pa30BaHUsT), TO MHOTHE
CIIpaIlIMBaJIN: YTO BBl HAM B UTOTE AaauTe?
MBI OTBeuav: JaauM CBUOCTEIBCTBO O
TOM, YTO BBl 3aKOHYMJIN YIPEXKICHUE T0-
MMOJTHUTEJIBHOTO 00pa3oBaHus. Ho, roBo-
pUI s, TOCYTapCTBCHHBINA IUTIJIOM WU
KaKOW-TO MHOW UTOTOBBIN JTOKYMEHT, A0~
LU TIpaBoO Ha Mpodeccuio, s BaM AaTh HE
mory. OIHaKo s pealbHO OyIy YUUTH Bac
MactepcTBy. ToMy, U4TO, COOCTBEHHO TO-
BODSI, IBJISIETCSI OCHOBOIA. BBI TToJTyumnTe oc-
HOBBI ITPO(eCCHOHATBLHOTO MaCcTePCTRA.

A BoT Akagemusi — TYT yXe Ipyrou
CIIPOC C MEHsI, C MOuX KoJjuter. B Akanemuu
MBI YK€ JaéM He IPOCTO OCHOBBI TTpodec-
CHOHAJTLHOTO MacTePCTBa, a POhECCHIo 1,
camoe TJIaBHOE, MBI JaeM yJaIeMycsl BOC-
TpeOOBAHHOCTb.

EctectBeHHO, BBITycKHUKHU LLIKOITBI
aKBapesid HEPEAKO KeJAaloT MPOIOJIKUTh
oOpa3zoBaHue B By3e. Kaxknplii By3 nMeeT
CBOIO TOUKY 3pEHMS Ha XyIOKECTBEHHOE
obOpaszoBaHue. M Mbl He pa3, He 6e3 coxa-
JICHUSI, KOHCTaTUPOBAJIU, YTO HAIIW BbI-
ITyCKHUKW BBIHYKICHBI TTepeyInBaThcs. To
€CTh B IPYTUX By3aX OHU TIOTEPSITA MHOTOE
13 TOTO, YeMy MBI MX HAyYWJIA. DTO OTHA U3
MPUYWH JIJIsT CO3IaHMs Halleil AKaaeMuN.
BTopast mprurHa cBsA3aHa ¢ yXyIIICHUEM
001IIEr0 YPOBHS BBICILIETO XYIOXKECTBEH-
HOTO 00pa30BaHMs. DTO OIacHast TeHACH-
LM, KOTOpasl BEOET BO BCeX cdepax K
CY>KEHMIO CTielMaan3alni, T.e. K «3aro-
HEHMIO» TOJIBKO KaKOTO-TO Y3KOT0 3BeHa. B
Haieit cepe 3Ta TeHACHINS TIPUBOINT K
0e3paboTulie U abcoMoTHOMY Herpodec-
CHOHAIM3MY. YUUTCS, HAIIPUMeEp, CTYICHT
Ha KHUXXHOTO WIIIOCTpaTopa, a eclii He
MOXET HallTh paboTy, eMy HYKHO Tiepe-
yuuBartbcs. Takux TedaabHbBIX PUMEPOB
macca.
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Ceituac XyI0oXXKeCTBEHHBIC BY3bI €XKe-
TOJTHO BBIOPACKIBAIOT B CBOOOIHBIN TOJET
MHOXECTBO «CIELNUATUCTOB», COBEPILIEHHO
He TIPUCITOCOOIEHHBIX K XU3HU. A COBpe-
MEHHasl XXU3Hb COBCEM HE CIMEIIUT IMpU-
crocabnmmBaThbes K HUM. 2KeCTOKO, HO 3TO
npaBpa.

DTo TJ1aBHas MPUIMHA BOSHUKHOBE-
HUSI UJIEW CO3aHNsi HOBOTO 00pa3oBaTeib-
HOTO XYTOXECTBEHHOTO YUYpeXIeHUs, a
3aTeM 1 COOCTBEHHO AKalleMIU.

OOyuenne B AKaJieMHH aKBapeJd OyaeT
0a3upoBaThCcs HAa pa3padoTaHHoii Bamu me-
TOJUKE NMPENoIABAHNS, KOTOPAsl OCHOBAHA HA
COBMECTHOM, O/IHOBPEMEHHOM BbINIOJIHEHUI
BCeX 3a/1aHMIi eJaroroM 1 yaeHukamu. /lan-
Hasl METO/IMKA ObLIAa anpoOHpPOBaHA U I0KA-
3aja CBOI0 OecmperneneHTHYI0 3hdekTHs-
Hoctb B [1IkoJe akBapeu.

B Akanemuu OynyT mpernoaaBaTbCs
BCE BUIBI N300pa3UTEIbHBIX TEXHUK, KOTO-
pbie BocTpeOoBaHbI ceromHs. CTpykTypa
OymeT HOBasi, Mbl CBsDXKEM OOydYyeHUE C
npaktuyeckoi paboroii. He Oyner pasne-
JleHrsT Ha (GakKyJabTeThl. AKaieMUIecKuit
pUCYHOK OyneT ocHOBOI Bcero. Macrep-
CKOe BJIaJieHre PUCYHKOM — (DyHIaMeHT
BBICOKOTO TpodecCuoHaIu3Ma B JH000ii
cepe XymokecTBeHHOTO TBOpUecTBa. B pe-

#2'2012

3yJIbTaTe PE3KOTO MaJeHUs YPOBHS 00yde-
HUSI aKaleMUYECKOMY PUCYHKY XYIOXe-
CTBEHHBIE BY3bl HE TOJIBKO HE B COCTOSIHUM
B3pAaCTUTh TAKUX YHUKAJIbHBIX MACTEPOB,
KakuMu Obutd, HanpuMmep, A.A. MiBaHoB
wm B.U. CypukoB, HO U BOCITUTATh IIPO-
CTO BBICOKOKJIACCHBIX TPO(DECCUOHAIOB.

Bort B XIX Beke BacHel10B 1 KapTUHBI
nucai, u Bnanumupckuii codbop B Kuese
pacnuchIBajl, U HAPCKOE MEHIO O(OPMIISLIL.
Bpy6enb u MaiioMKoi 3aHUMacs, U akBa-
penblo, U MOHyMeHTanucToM Obu1. Kem
onu 6ei? [1pocTo xymoskHUKamMu. MBI ke
MOTEPSUIN 3TO U3-3a CyKEHUS Crieuain3a-
LIAN. A KM3HB CETOIHS CTaBUT 3aJa4y BOC-
MUTaHUSL XYJOXHWKA, KOTOPBIA yMeeT
JiesiaTh BCe.

Euie s meutato o nmporpamme moaro-
TOBKU TMpErojaBaresieil u30 B IIKOJIaX BO
Bcex pernoHax Poccuu, 4ToOBI MOIHSATH
YpOBeHb NpenoaaBaHus. HyxxHbl xopolive
METOJIMKH, 110 HUM HYXHO OOYYUTb BCEX
MeJaroroB, U He ToJbko u3o. Hampumep,
ceifuac MHOCTPAaHHBIM S13bIKaM y4aT MHOTO,
a LIKOJIbHUKMY JIBYX CJIOB HE MOTYT CBSA3aTh.
DTO 3HAYMT, YTO METOAMKA TuioXa. Sl 06
5TOM 3HAI0 HE TMOHACHBIIIKE: MOSI Mama
TperoaBaja MHOCTpaHHbIe sS3bIKN. OHa
ObL1a 3aBKadeapoit BbICHINX KYpCOB SI3bI-
koB s «MHTypucra». Jlogu, naxe He

H.B. BECEAHOBA
Hamypwuuya. 2004
Bbymara, akBapenb
78 x 71,5

Natalya BESEDNOVA
A Model. 2004
Watercolour on paper
78 x 71.5cm
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A.10. KPABYEHKO
Sumusis Ipaea. 2002
Bymara, akBapernb,
macTesb. 42 x 62

Alexei
KRAVCHENKO
Prague in Winter. 2002
Watercolour, pastel
on paper. 42 x 62 cm

Cepreit AHAPUSAKA
Jomawnue nupoeu
1996

Bymara, akBapeib

64 x 86

Sergei ANDRIAKA
Homemade Pies. 1996
‘Watercolour on paper
64 x 86 cm
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« Cepreit AHAPUSKA
Beneyus. 1997
Bymara, akBapeib
40 x 28

« Sergei ANDRIAKA
Venice. 1997
‘Watercolour on paper
40 x 28 cm

0O.B. BOIOKUTHUHA
Pozosas soa0us. 2007
Bymara, akBapeib

77 x 105

Olga VOLOKITINA
Pink Apple Tree. 2007
‘Watercolour on paper
77 x 105 cm

CITOCOOHBIE K SI3bIKaM, Yepe3 TOl TOBOPUII
BITOJTHE TIPWJIMYHO. DTO MOXHO C/IeaTh!
He ¢ EI'D Hago HaYnMHaTh, a C HOBBIX Me-
TONUK MpenoaaBanus. Torga oopasoBaHue
Ha4YHET, XOTh Y MEIJICHHO, TIOTHUMAThCS.
MenieHHo, TIOTOMY 4YTO TIOATOTOBUTH
KaIpbl — 3TO KOJIOCCATBHBIN TPYII, a Tipe-
MOJaBaTe/b — 3TO KaX/IbIi pa3 IUITYYHbIA
TIPOTYKT.

YV Hac coBepIlIeHHO HOBBIIA TTOIXO K
o0yueHM10. A yxke cKaszail, UTO pUCyHOK SIB-
JISIETCST OTIPEAEISIIOIIM. MBI B3sUTH 3a OC-
HOBY y4eOHyl0 ceTKy CypuKOBCKOTO
WHCTUTYTa, HO, €CTECTBEHHO, BHECIN
MHOTO HOBOTO, KapInHAILHO HOBOTO. [To-
JIOBUHY 9acOB IO CIEIUAILHOCTH C Tiep-
BOTO TIO TISITBII KYPC OIMH U TOT K€ CTYIEHT
0OCBaMBaeT OJTHU U Te K€ TeXHUKU, KOTOPbIE
MOTYT OBbITb BOCTPeOOBaHbI B €r0 Mpodec-
CUOHAIbHOM XU3HU. [1podys ceds Bo Beex
TEXHUKAX, CTYJICHT BBITIOJIHIET BCE 3a/1a-
HUSI, KYpCOBBIE U JUIIOM Ha TIPAKTUKE.
DTo Takue TpeaMeThl, KaK TMacTelb, Ha-
CTeHHBIE POCITMCH, BUTPaX, MO3aWKa,
CKYJIBIITYpa MaJTBIX (pOpM, KepaMuKa, TOH-
yapKa, JIerKka, OCHOBBI KHIKHOU TpaduK,
WKOHOIINCh, PECTAaBpaIvsl XWBOITUCU W
rpaduKku, apXUTeKTypHOE MPOEKTUPOBA-
HUe, TU3aifH yrakoBku. HakoHelr, MyTbTr-
TJTUKAINST, KOTopasi 3aTeM TPeBPaTUTCs B
PYYHYIO MYJIBTUTITMKAITIOHHYIO aTlTUTNKA-
1IMI0, TTAMSITHYIO HaM TI0 CTapbIM (hribMaM
40-x—50-x rogoB. Bot, moxayit, OCHOB-
HOI TIepeYEHb.

CTyneHTBI OymyT paboTaTh C peaib-
HBIMM 3aKa3aMU «OT» U «10». 3aKa3uuK
OyIeT oTIauMBaTh TOJTBKO CTOMMOCTD UC-
XOITHBIX MaTepUasoB, a cama pabora OyneT
OecruiatHa. Takux 3aka30B MOXET ObITh
OuYeHb MHOTO. JIOTIyCTUM, KTO-TO 3aX0UeT
cebe B ToMe crieiaTh BUTPak. MBI IpOBO-
MM KOHKYPC Cpely HAaIuX CTYICHTOB,

OCBaMBAIOIINX B OIMPEIeIEHHBIIT MOMEHT
JMAHHBIN BUI TeXHUKA. OHU IeJIat0T 3CKN3-
HyI0 pabOTy B COOTBETCTBUU C TEMATUKOM
3aaHusl, U BECh KypC BBITIOTHSIET 3Ty pa-
ooTy.

OTO He Kacaercsl MepBOro Kypca.
Tonbpko HaUMHasI CO 2-TO Kypca B yUeOHBIT
TIJTAH BBOJISITCS pa3MyHble TeXHUKU. CTy-
NEHT HAaUMHAeT OCBAMBATh MaTepuas Mo
DPYKOBOJICTBOM  XyHIOXHUKAa-TIPOheccro-
Hajia, KOTOPBI 00513aH BITaIETh 3TUM B CO-
BEpILEHCTRE.

EcrectBeHHO, OymeT Macca TeopeTH-
YEeCKUX TPEeIMETOB. B vx psim Mbl moGaBrm
MeKIyHapoHOE IopUInyecKoe npaso. Jis
XYIOKHUKOB 9TO BaXKHBII acIeKT, KOTO-
DI CerofiHsl, K COXaJIeHWI0, He TIPAKTH-
KyeTcs B By3ax. Tyma BXOAUT U MeXITyHa-
pPOIHOE TAMOXXEHHOE TTPaBo (BBO3 U BHIBO3
XyIOXEeCTBEHHBIX IIeHHOCTeit). Hamm cty-
JICHTBHI JIOJDKHBI 3HATh, KaK MTPaBMIBHO 3a-
KJII0YaTh JIOTOBOPBI UM KOHTpaKThl. He
CEKpeT, UYTO MHOTHE BBIMTYCKHUKU BBI-
€33KaloT 3a pyOex 1mocjie OKOHYaHUS By3a 1
MonagaloT B HEMbICIMMYIO Kaday. B rpo-
rpaMMy BKJIIOYEH U Kypc apT-OusHeca.
B utore, Kak MbI HameeMcsI, U3 CTeH AKa-
JeMUu Oy/IeT BEIXOIUTD YHUKAIBHBIN CTie-
LMAJTMCT CO CTeTIMATbHOCTBIO XYTOXKHUKA
LIAPOKOTO MPOoduUJIsi, KOTOPBI ClIOCOOEH
He B TEOpUH, a Ha MPAKTUKE BOCTIPUHUMATH
YPOKU, KOTOPBIE €My TIPETIOHECET KU3Hb.
Y Hero OyaeT rocy1apcTBEeHHbIN AUTLIOM.
Hogas popma obydeHust moTpeboBaia HO-
BOTO CTaHIAPTa, KOTOPBII MBI CAMU pa3pa-
OaTbIBaIU, @ 3aTeM YTBEPKIAIN U COTJIa-
COBBIBJIU C Pa3HBIMU TTPOMUITBHBIMYU MU~
HHCTepCTBAMU.

Y Bac ecTb BO3MOKHOCTb CO CTPAHHII
KypHaia «TpeTpsikoBcKas ranepesi» o0pa-
THUTHCA K CBOMM KOJUIEraM-XyI0KHUKAM, Ie-

XYOOXXECTBEHHbBIE BY3bl POCCUN

Jaroram AKajieMHH 1 K Oy/IyIuM BalliM CTY-
JeHTaM.

Kunaccnyeckast Tpanuivsi B KyJbType
W WCKYCCTBE CPOIHM MaTepu U OTILY,
HammM TipazgenaM. HyxHo mo6uth, 1e-
HUTb U yBaXath ee. HeoOxoaumo BbICcTpan-
BaTh CBOIO XW3Hb Ha ee OCHOBe. B mpo-
TUBHOM CJTydae OTBEpraeTcsi COOCTBEHHOE
CYIIIECTBOBaHME MMEHHO KaK YeJIOBEUeCKOe
obiTre. Tpaguinio Hellb3st OTPUTIATD, TT0-
CKOJTbKY JUTSI ITUBWJIM3AIINY OHA SIBJISIETCS
TeM Xe, YeM JUIS TIPUPOJIBI BO3MYX, KOTO-
DPBIM JIBIIUT Bee kuBoe. CaMast cTparrHast
Oea OT HUTWIN3MA B KYJIBTYpe — 9TO OT-
CyTCTBUE YEJIOBEYECKOTO B YEJIOBEKE.
VIMEHHO 1T03TOMY MBI CTPEMUMCS U3YJaTh
TPAIUIINIO U B ee JTyXe BOCIUTHIBATH MO-
JIOAEXb.

MBI XOTMM He TOJTBKO B3STh BCE JTyd-
111ee 13 KJIaCCUYeCKOM IKOJbl U300pa3u-
TEeJIbHOTO UcKyccTBa. Hala riaBHas 3anaua
3aKJIIOYAETCST B TOM, YTOOBI ICTUHHBIN Ta-
JIAaHT, BIWTaB TPAAWIINIO, TTOCMOTpPET Ha
MUpP CBOWMH TJIa3aMU U OIIYTUJI €TO Kpa-
COTY uepe3 COOCTBEHHOE BOCIPUSITUE.
ToJbKO TOTIa MBI TTOJTYIMM KUBOE TIPOIOJT-
JKeHMe TPAIUIINY, a He ee (DUKTUBHOE «BO3-
POXIEHUE».

MBI XOTUM U TOJKHBI TIOMOYB Kaxk-
oMy NpuiiT K cede. Beap 1t000ii yeoBek
CO CBOMM BHYTPEHHUM MUPOM HEIOBTO-
puM. DTO ¥ €CTb TO UyN0, KOTOPOE CKPBITO
B Hac. OIHaKO XyIOXHUK HUKOTIa HEe CMO-
JKET MPOU3HECTU CBOE CJIOBO B KYJIbTYpE,
€CJIM OH He BJIAJIEET SI3bIKOM U300pa3UTEITb-
HOTO MCKYcCTBAa. MBI JIOJKHBI BOOPYXUTH
€ro yMeHUeM CBOOOIHO BBICKA3bIBATHCS,
Hay41B TBOPYECKHU UCITOJIB30BaTh 3TOT 6O-
raTeIuni a3bIK.

C xyodoxucuuxom u nedazoeom Cepeeem
Andpusikoii 6ecedosan Banepuii Tonybuyos
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Cepreit AHapusika
Dotorpadust

Sergei Andriaka
Photo

Cepreit
AHIPUSIKA »
Cmapbiii aunoeswiii
napk. 1996
Bymara, akBapeib
56 x 76
®parmeHT

Sergei ANDRIAKA »
An Old Lime

Tree Park. 1996
‘Watercolour on paper
56 x 76 cm

Detail
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A New Path

ART SCHOOLS OF RUSSIA

of Artistic Education

Sergei Andriaka’s Moscow School of Watercolour Painting and its Museum and Exhibition
Centre opened in 1999, with Andriaka as its artistic director. The school’s workshops are in-
tended for a small number of students, and the teacher’s studios are located next to them. In
order to promote the use of glaze watercolour technique in the related decorative arts, such as
painting on porcelain, enamel miniature, and combining watercolour painting with etching,
the school opened its own etching, ceramics and jewellery workshops. The school’s museum
and exhibition centre presents shows of the students’ and teachers’ works. Andriaka — a Peo-
ple’s Artist of Russia and Member of the Russian Academy of Arts, artistic director of the
School of Watercolour Painting, rector of the Watercolour and Fine Arts Academy, watercolour
artist and teacher — told us about his School of Watercolour Painting and the newly-opened

academy.

Did you ever think that you would one
day establish your School of Watercolour
Painting and then the academy? Did you
think that you would have students and like-
minded fellow teachers?

I never thought about it. I could only
dream of it, and so I did. At first, I just
hoped to have a school, not an academy.
I thought it would be wonderful to be able
to teach art in a new way.

THE TRETYAKOV GALLERY / #2'2012

Let us talk about your background as a
teacher. How did you gain your expertise?
We know that by the time you established
your School of Watercolour Painting, you al-
ready had rather substantial teaching expe-
rience.

When I started teaching at the sec-
ondary school for the arts at the Surikov
Art Institute, I was only 21, the youngest
teacher there. The school principal intro-
duced me to the class, and then the stu-
dents stood behind my back for an hour
and a half while I was painting a water-
colour still-life — that’s how I gained their
trust! Personal example is the foundation
of both the theory and practice of teaching.
In 1985, I received a call from Professor
Viktor Tsyplakov who offered me to teach
both drawing and composition to the grad-
uating class at the Surikov Art Institute. At
the time, I was working on restoring old oil
frescoes from the second half of the 19th
century in the Church of Saint Tryphon the
Martyr, next to the Rizhskaya metro sta-
tion; I was using the grisaille technique to
make sure the paintings did not lose their
glow or vibration. I was getting paid ex-
tremely well, considering when it was, so
I did not go into teaching for the money —
I was interested in sharing my knowledge
with others. However, I did not like their
approach to teaching. I was aware that
I would not be able to change the well-es-
tablished methods of art education, the
system which had been developing for not

just years but decades. It was impossible to
break that mould and generate a new, truly
effective model. It was only feasible to cre-
ate it in a new institution with new people.

I left my job at the institute in 1989.
I was obsessed with this question: can any-
one, any person be taught to paint? I took
a small group of students, five or six, and
began teaching them in my own studio. As
time went by, the group grew much larger,
and we had to rent a bigger space. For three
years I tested my system, which was based
on two fundamental concepts: consecutive
learning (do not start a new task before you
have mastered the previous one), and per-
sonal example. Olga Volokitina, a wonder-
ful artist, was one of my first students. Now,
she is a Correspondent Member of the
Academy of Arts, and a gifted teacher at
both our school and the Academy of Wa-
tercolour Painting.

...s0 if we look at the established colos-
sal system of art education as this powerful
monster which you are trying to crush, does
it make Sergei Andriaka a revolutionary?

Not, not a revolutionary. I think that
the hardest and greatest ability is to be able
to take a detached view on art education.
Let us say, there is a certain artist, a profes-
sional. He is a graduate of some art insti-
tute. There comes a point in his life when
he starts to think about teaching. Well, he
is going to teach exactly the way he was
taught — according to the same system, the
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same format. He will not be able to step
back and look at the system “from afar”.
He is not asking himself: why does it need
to be just so? Why can’t it be done in an-
other way? I, however, am convinced that
it is possible to teach any person to paint in
a short period of time. True, I cannot teach
creativity, but I can teach craftsmanship.

Yet, can an artist who is also a teac-
her — a talented teacher, such as you and
your friends and colleagues — pass practi-
cally all of their expertise to their students
at the school — and now the academy — in a
short period of time?

We base all training on direct instruc-
tion that the teacher gives the student.
There is no place for the “consulting” ap-
proach here. Our method is direct teaching.
And this will be the case with all the subjects
taught at the academy, including the ones
that are new to us, for example, ceramics,
stained glass, and mosaic; our teachers will
not “refer” students to other sources, as in
“go look at this, go read that, go study
something else”. A teacher’s responsibility
is to share what he or she knows with the
students. It is his or her duty, a duty which
is at the core of the academy’s instructional
method. It is indeed the teacher’s respon-
sibility, because there could not be any
other type of education.

Not every artist can be a teacher...

Certainly. There are real problems with
artist-teachers who begin teaching. They are
often talented people, but they do not have
enough understanding of how to teach. Re-

cently, I had some come in for job interviews,
and I was horrified. Some new people came
in who often did not understand where they
were and why they were there.

It often happens that the artist is an
excellent professional. He may have even
mastered an artistic programme that fully
meets the requirements of our school and
academy. He knows everything. However,
it is important to be able to pass this knowl-
edge to students. Every student is an indi-
vidual, and needs a personalized approach
and tailored instruction; a good teacher
must feel it. Along with providing a per-
sonal example, being able to point the stu-
dent in the right direction by picking up a
brush or a pencil, a teacher is required to
reach out to everyone in his class. Let us
say, someone needs to pull himself together
a bit — he is all over the place, unable to
concentrate. It is hard for him to do it, so
it means that the teacher must find the
right words, or maybe some appropriate
training exercises that are needed to help
the student focus on his job.

Does the opposite ever happen, when a
person has so much creative zeal that he or
she needs to be held back? He is ready to
burst, he is like a volcano, he has real talent.
Sometimes, someone needs to slow him
down a bit...

This is how it happens. A very creative
person comes to us and starts painting;
however, he is lacking in skill. So when the
time comes for tests, we tell him that the
main thing here is the evaluation criterion.
Academically, the testing requirements are
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very tough — there cannot be an educa-
tional institution without that. We had
some cases where we could tell by a stu-
dent’s work in class that he has great cre-
ative potential, but has not quite mastered
the necessary skills yet. So there you have
it, that difference between an “A” and a
“B”... We can see that he has huge poten-
tial, that his talent can grow, and given
good training, he may just “take off”.
However, we hold him back, we tell him:
“You have to first learn the basics, lay the
foundation. While you are working on all
this, your creative potential is not going
anywhere, or altogether disappearing. All
you are doing is attainting a whole lot of
knowledge, skills and technique, all of
which will give you the ability to express
your creativity freely, without anything
holding you back.”

There is an opinion in theatre circles
that it is bad actors, the losers who become
critics and directors. What is your reaction
to the opinion that it is failed artists, unsuc-
cessful in their life and work, who go into te-
aching?

I am going to answer this question
based on the experience of our School of
Watercolour Painting. The artists who
came to teach at our school at the very
beginning were probably not the most no-
ticeable, or noticed; they had not yet flour-
ished. They started teaching. One of my
most important requirements to them, and
1 lead here with my own example, was that
they continue to work on their own art, that
they do not dedicate themselves exclusively
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to teaching. Here is what’s wonderful —
many of them, though not all, have devel-
oped creatively and became brilliant, ex-
ceptional masters of their craft. One could
say that they turned into genuine, profound
artists. Alexei Kravchenko is a good exam-
ple — he discovered his gift for pastel paint-
ing. I cannot even call his work drawing. It
is magnificent pastel painting, and his style
is completely inimitable, not to be found
anywhere else. His portraits and landscapes
are unique — it is impossible to believe that
he paints exclusively with pastels. Our
other teachers have flourished similarly;
Olya Volokitina and Natasha Besednova —
they, too, became great artists. They used
to focus on oil painting and seldom worked
with watercolour; to be quite honest, it was
a secondary medium for them. And sud-
denly... Well, maybe not so suddenly...
These days, 1 go to their solo exhibitions —
and they have very many of those; they are
quite productive, and many of their works
do not have anything to do with their
teaching at our school.

Teaching does, however, ensure great
creative growth, because when you explain
things to someone else, especially if you are
holding a brush or a pencil in your hand as
you do it, you are also explaining it to your-
self, and you begin to learn. I always
thought that for an artist, there are two
ways to learn and improve. The first one is
exhibiting, when you look at your work
“from a distance” and notice your own
strengths and shortcomings. You feel like a
detached viewer, albeit a professional; you
are looking at yourself and you can see
everything, as if you stepped into the light
and out of your familiar and (in your opin-
ion) reliable shell. You start noticing a lot.

The other way is to start putting
things into words, teaching. A good teacher
has a sharp eye for the pros and cons of
other people’s work. In a flash, he detects
absurdities, mistakes and miscalculations.
This ability becomes especially strong
when one teaches and helps one to grow,
really grow, as an artist. Practically all
artists who work at our school have grown
and flourished professionally since they
began to teach; what is more, this growth
was revealed in their own art. This fact was
especially clear when we organized large
exhibitions and presented each artist indi-
vidually. It was apparent that our artists’
creativity did not “die”, that is was not hid-
den away or stored. Teaching artists do not
paint training studies of an apple or a pear,
they create their own art. They express
their own inner world and reveal what is
important and dear to them.

As they say, to whom much is given, of
him much is required.

It is probably true. But we do try to do
our best.

First it was the School of Watercolour
Painting, then the Academy of Watercolour
and Fine Arts. What is it that an accomplis-
hed artist like you gets from this?
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The most important thing for me is
that I remain a teaching artist. If this is the
area where you can make a difference, then
work in this area. In my opinion, our first
experiences with the School of Watercolour
Painting have been a great success: the
school is sought after, and the quality of in-
struction is high. I actually started develop-
ing the academy precisely because 1 saw
that, in this absolutely new kind of art ed-
ucation that we had come up with, I could
really make a difference. I am still con-
stantly searching for ways to make this ed-
ucation more effective, to continue
building the methodology and the system.

If you had not realized your idea of a
school, there would have been no academy,
would there?

I have always believed that it is better
to start small. If you start small and do not
attempt something huge and far-reaching
right away, the outcome is better. It is like
proving to oneself that something can be
done. When we were just setting up the
school, it was, strictly speaking, empty. We
were given a kind of “loan”: there was this
new building and minimal equipment. But
what would happen in this building, how it
would start functioning, would our instruc-

tion be in demand, how successful it would
be, how we would structure it, whether the
students would come? It is not possible to
fool people into coming to a school where
they would not be taught anything. That
much is obvious. It was very hard in the
first few years. Nevertheless, now that our
school is almost 13 years old, we can say
with confidence that we have made it, and
our school is really a success. After all, we
have put up so many huge exhibitions,
showing the public what we do. It is neither
window-dressing, nor a “mirage” of teach-
ing; nor is it cheating. We have shown and
proven that we really can teach. We con-
tinue doing it. We have good results. How-
ever, there was a dead end: what are we
going to do next? It was necessary, practi-
cally imperative to take a stab at something
more significant, something large-scale.
We needed something that would be the
crowning achievement of our teaching ef-
forts, like a higher educational institution,
with all the consequences. Thus was con-
ceived the idea of the academy.

Apart from these lofty goals when
creating the academy, were you concerned
for the future of some of your students, gra-
duates of the School of Watercolour? Were
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you also thinking about them, or was it only
about them that you were thinking?

Yes, their future was the first thing on
my mind. Here is my point: when their
parents brought them to our school (which
is aimed at providing supplementary edu-
cation), many of them asked: “At the end
of the day, what is it that you will give us?”
Our answer was that we would give them a
certificate of supplementary education.
I told them that I would not be able to give
them a state diploma or some other grad-
uation certificate of having “acquired a
profession”. “However, 1 will definitely
be teaching you craftsmanship, skills.
We will give you the foundation, funda-
mental professional skills.” With the acad-
emy though, there are different demands
on me and my colleagues. Here we do not
only give our students the basic profes-
sional skills, but a profession, and most
importantly, we give them the security of
being in demand.

Naturally, the graduates of our School
of Watercolour Painting are often looking
to continue their education in a higher-ed-
ucational institution. Every one of those
has its own idea of art education. So more
than once, not without regret, we had to
admit that our graduates had to retrain,
which meant that they lost much of what
we had taught them. This was one of the
reasons we created the academy. The other
reason was the decline of the overall level
of higher education in the fine arts. It is a
dangerous trend which leads to the narrow-
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ing of specialization in all spheres, to “sat-
isfying” only specific, narrow demands. In
our area, this tendency produces unem-
ployment and absolute lack of profession-
alism. For example, a student studies to
become a book illustrator, and if she is un-
able to find work, she has to be retrained.
There are a lot of similar, sad examples.
Every year now, art colleges produce such
“experts”, who are absolutely not prepared
for real life, and these days, life is not in a
hurry to “adjust” to them. It is cruel, but
true. This was the main reason behind the
idea of creating a new educational institu-
tion, and eventually the academy.

Education at the Academy of Waterco-
lour and Fine Arts will be based on your te-
aching method — the teacher and the
students perform the same tasks together, at
the same time. This technique has been te-
sted at the School of Watercolour Painting
and has been proven to be effective beyond
comparison.

All types of fine art techniques that
are in demand today will be taught at the
academy. We will be structuring our train-
ing in an innovative way: learning will be
tied to practice, to real work. There will be
no division into departments. Academic
drawing will be the foundation of every-
thing. Mastering drawing techniques is at
the core of professionalism in any area of
fine arts. As a result of a sharp drop in the
level of drawing instruction, art colleges are
not only unable to nurture exceptional
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artists like, for example, Alexander Ivanov
and Vasily Surikov; they are also failing to
produce merely highly-qualified profes-
sionals.

Back in the 19th century, Vasnetsov
did not only paint his canvases; he also
painted the interior of the Vladimir Cathe-
dral in Kiev, designed the menu for the
Tsar’s table... Vrubel worked with majolica
and watercolour, as well as monumental
forms. Who were they? Just artists. It is
something we lost due to the narrowing of
specialisation. And in today’s world, our
task is to train artists who can do anything.

Another dream | have is to create a
training programme for secondary school
teachers of visual arts, to raise the level of
teaching in all regions of Russia. Good new
methods of teacher training are needed in
all spheres of education, not just the visual
arts. For example, foreign languages are
a big part of the school curriculum now,
but children cannot put two words together.
It means that the teaching methods are
bad. I know this firsthand — my mother
taught foreign languages. She was in charge
of a department at “Intourist” [the Soviet
Union’s “Foreign Tourist” company| Higher
Language Courses. After a year of training,
even those who were not good at languages
spoke quite decently. It can be done! It
is not the Unified State Exam that we
should start with, but new teaching tech-
niques. Then our educational system will
start to improve, albeit slowly. It will hap-
pen slowly because training professionals
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requires an enormous amount of work,
and a teacher is a unique, “one-of-a-kind”
product.

We have a completely new approach
to learning. [ have already mentioned that
drawing is a crucial element. We based our
curriculum on that of the Surikov Art In-
stitute, but introduced many new items,
radically new things. Half of all the time
the student spends studying for his or her
major (throughout all five years of instruc-
tion) is dedicated to the same techniques
that will be demanded in his or her future
professional career. The student will try his
or her hand in all these techniques and
carry out all tasks, course work and gradu-
ation assignment in a practical, “hands-
on” way. The courses will include those in
pastel, murals, stained glass, mosaic,
small-form sculpture, ceramics, pottery,
sculpturing/modelling, basic book graph-
ics, icon painting, restoration of paintings
and drawings, architectural and packaging
design. Finally, animation, which later be-
comes hand cartoon appliqué we remem-
ber from the old cinema productions of the
1940s-1950s.

This, perhaps, takes care of the main
list. Students will be working with real
commissions from beginning to end. The
customer will pay for materials only, and
the students will work for free. There
could be many such offers. Let us say
someone wants to install stained glass in
his home. We will conduct a competition
among the students who are at the time

studying this particular technique. They
will produce studies for the requested
motif, and the entire class will work on the
project. This does not apply to the first
year of studies. According to the curricu-
lum, it is only in their second year that the
students will be learning the different
techniques. They will start learning the
material under the guidance of a profes-
sional artist, who is required to have an
excellent knowledge of the medium he or
she is teaching. Naturally, the programme
will include a great number of theoretical
(general education) subjects. We added
international law to that list. It is an im-
portant matter for artists, which is regret-
tably not taught in universities. It includes
international customs regulations (such as
the import and export of art objects). Our
students need to know the correct way to
enter into contracts and professional
agreements. It is no secret that many of
our graduates go abroad after they finish
their education and end up in unbeliev-
able legal “bondage”. We also included a
course in the “art business” in our pro-
gramme. As a result, we hope that a grad-
uate of our academy will be a unique
professional artist, a generalist who can
meet real-life challenges, not just theoret-
ical ones. He or she will have a state
diploma. The new kind of education that
we are proposing required a new standard,
which we worked on and later reconciled
and confirmed with various relevant min-
istries.
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What would you like to say, from the
pages of the “Tretyakov Gallery Magazine”,
to your fellow artists, educators and future
students of the academy?

Classical tradition in art and culture is
like our parents, like our ancestors. We
should love, appreciate and respect it. It is
important to build our lives on this founda-
tion. Otherwise, we reject our own existence
as human beings. Tradition cannot be de-
nied, because for our civilization it is what
air is to all living creatures. The most terrible
misfortune that nihilism brings to culture is
the absence of humanity in a human being.
That’s exactly why we strive to study our tra-
dition and educate the young in its spirit.

We do not only want to take the best
from the classical school of fine arts. Our
main goal is to make sure that true talent,
having absorbed the tradition, looks at the
world independently, and experiences its
beauty through his or her own personal
awareness. Only then will we get a living
continuation of the tradition, and not its
fictitious “renaissance”. We want, and must
help everyone find the way to their true
selves. After all, we all have a unique inner
world. Indeed, this is the miracle concealed
in all of us. However, an artist could never
leave his mark in culture if he or she does
not speak the language of art. We must em-
power the beginning artist by giving the
ability to speak freely, to be creative in using
this opulent language.

Interviewed by Valery Golubtsov
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