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Livius Ciocarlie in dialog cu Diet Sayler

Livius Ciocarlie : Dragd Diet, fti propun sd incepem cu fnceputul,
adicd sd spunem mai intdi cum I-am cunoscut pe Roman, cum ne-
am Tmprietenit si care erau preocupdrile lui n acea perioadd. Eu unul
l-am intdlnit in 1947, in clasa a treia la liceul Loga. Tocmai venise de la
Caransebes si se simtea stingher printre noi, i se pdrea cd suntem cam
infatuati. Pe el se socotea un “orbet”, desi tocmai al lui era tatdl cel mai
de vazd in oras, fiind vicarul mitropoliei. Regreta cd nu avusese ocazia
sd invete sd cdnte la vioard, avea sentimentul cd era talentat. Nu ne-am
Imprietenit, iar dupd un an el s-a mutat la Liceul clasic (mixt, o noutate
pe vremea aceea). Dupd alt an, nemaifdcdnd fatd la matematicd
(geometria In spatiu m-a dat gata), l-am urmat. Acum eu eram cel
stingher, pe cdnd el se integrase, mai ales cd, fdcdndu-se in clasd o
revistd, el contribuise cu caricaturi.

Fac o parantezd ca sd te intreb dacd stii cdt de bun caricaturist era.
Prin ‘55, eu fiind student la Bucuresti, el a venit si s-a internat in spitalul
doctorului Burghele, care i-a fdcut prima sau una dintre primele operatii
la rinichi, operatii care aveau sd se repete des in Statele Unite. A rdmas
fn spital mai multe luni, iar la sfdrsit mi-a Idsat un carnet cu caricaturi
ale unor persoane - pacienti sau personaj medical - vdzute acolo. Sunt
admirabile, dupd pdrerea mea. Multd personalitate, mult caracter.
Revin la Clasic. Acolo, dupd ce am ajuns, s-a fdcut un colt Eminescu in
clasd, cu un portret al poetului desenat de Roman. Coltul I-au devastat
elevii de la seral, ca sd-I inlocuiascd cu unul inchinat lui Stalin. Noi, Roman
si cu mine, care ne Imprieteniserdm, stdteam si in aceeasi bancd, l-am
devastat la rdndul nostru pe al lor. A urmat o anchetd si nici pdnd
astdzi nu inteleg cum de nu ne-au dibuit. Fusese un gest prosteste de
imprudent. Dar eram mari “reactionari”.

Pe Roman incepuse sd-I preocupe pictura. Tin minte cum, chiulind,
ne-am dus la Pddurea verde unde a fdcut un peisaj, lucru rar la el, in
ulei. Pictura lui era cam in genul Luchian si nu trdda mari calitdti. Era un
mare contrast intre pasiunea pe care o punea in ce incerca si modestia
rezultatului. Asta pdnd ce, destul de brusc, a refdcut in cdteva luni cursul
istoric al picturii europene, ajungdnd la un soi de cubism, dupd ce ani de
zile imi spusese despre Picasso cd era un farsor, iar eu Ti rdspundeam: nu



Diet Sayler / Self-portrait as teenager /
1957 / oil on cardboard / 42,7 x 33,6 cm

right - Diet Sayler / Still Life /
1960 / oil on cardboard / 74,5 x 55 cm



cred cd toti admiratorii lui se Tnseald si numai noi, fiindcd nu intelegem,
avem dreptate. Mai trecuse si prin faza temelor religioase - am cdteva
desene acasd -, remarcabile prin felul personal in care deforma imaginile
(rdstigniri, puneri in mormdnt). De aici, findcd am ajuns la inscrierea in
scoala lui Podlipny, e timpul sd te las pe tine sd continui

Diet Sayler : Atelierul lui Podlipny era intr-o mansardd, pe fosta
strada Dimitrov. Se ajungea acolo pe o scara de lemn, veche si
intunecata. Acolo i-am Tntalnit pe Roman, pe Paul Neagu si pe Ciprian
Radovan In toamna lui 1956. Aveam |6 ani si tocmai terminasem
liceul la Babes, dupa ce fusesem exmatriculat de la Loga, cu cateva
luni nainte de bacalaureat. Tn toamn3, intrasem la Facultatea de
Constructii din Timisoara. Eram in a doua saptamana de cursuri cand
a izbucnit revolutia din Budapesta. In dimineata urmétoare, facultatea
era inconjurata de camioane verzi cu militari, iar noi, studentii, opriti
la intrare. Unii studenti au fost arestati si nu i-am mai vazut niciodata.

La Podlipny ficeam studii dup natura. In creion sau carbune. n
atelier domnea o disciplind severa si o seriozitate profesionald care
ne-au ramas o viata intreagd. Nu se discuta. Podlipny se limita la
studiul dupa natura si nu discuta probleme de artd cu noi. Noi voiam
nsa sa discutam, asa ca am nceput sa ne Tntalnim Tn afara atelierului



lui Podlipny, in centru, pe Corso. Asa s-a nascut grupul Corsistilor.
Mai tarziu au venit lon Manta, Tomy Hirth, sporadic lon Teslaru.
Aveau loc discutii infocate despre arta, despre societate si politicd.
Ne vizitam reciproc si discutam lucrarile. Puneam lumea la cale.
Grupul Corsistilor devenise un soi de salon al independentilor. La
Uniunea artistilor erau ,,oficialii*, care practicau un realism socialist
de tip stalinist, cum se facea atunci, in anii '50. Fabrici, cosuri de fum,
soldati gloriosi, muncitori fericiti cu muschi puternici etc.

Roman statea la parinti, in Piata Unirii. Avea o camera mica cu un
pat si 0 masa. Se intra prin baie. Acolo lucra si traia el. Toate lucrdrile
sale timpurii, din prima jumdtate a vietii sale, au luat nastere acolo.
Parintii, ca si fratele lui, Ghitg, care locuia cu familia lui tot acolo, m-au
primit cu foarte multd caldura. Tatal, parintele Cotosman, imi vorbea
uneori de istorie, de istoria Banatului, asa cum nu se vorbea in cartile
de atunci. Roman imi ardta de fiecare data lucrarile noi, pe care le
discutam. Caricaturile nu mi le-a ardtat, cel putin nu Tmi amintesc.
Venea tot atat de des la mine acasa, pe Vacarescu si discutam
lucrarile mele.

L.C. : Tin minte, si fncd in calitate de “specialist”, cum era cu realismul
socialist. Cum stii, lucram la Muzeu, la sectia de artd si asistam la
instalarea expozitiei colective anuale. Organizatd tematic: sala luptei n
ilegalitate, a industrializdrii socialiste, a colectivizdrii agriculturii... Bietii
artisti, fncercau sd se descurce, sd mai fie si putind artd.

Despre relatia lui Roman cu Podlipny as adduga ceva. Roman a deprins
acolo rigoare, cinste fatd de sine insusi si fatd de picturd, excluderea
oricdrui amatorism. Altfel, nsd, e clar cd cei doi, maestrul si elevul, nu se
potriveau. Despdrtirea lor e povestitd amuzant de lon Manta:

“Lui Roman, se vede, Tn ziua aceea i s-a umplut paharul, pentru cd el,
fn loc sd respecte griul murdar al fondului si albastrul spdldcit al vasului
de lut, si-a umplut pdnza de culori vii, absolut inexistente in aranjament:
un rosu aprins, un verde violent, un galben luminos. (...) Vdzand opera lui
Roman, batranul s-a oprit ca trdsnit din plimbarea lui intre scaune si, cel
putin un minut, n-a scos un sunet. Apoi, ca unul cdruia Ti venise subit o
idee, s-a intors pe cdlcdie si a dispdrut dupd o cortind unde, bdnuiam noi,
el mai trdgea din cdnd In cdnd o duscd de tdrie <sufleteascd>.

De data asta era vorba de altceva, pentru cd in secundele urmdtoare
asi reapdrut cu o portocald in singura lui mdnd si o catifea rosie la
subsuoard. A aruncat catifeaua intr-un colt opus banchetei lui Roman
si apoi, de la distantd, a rostogolit intr-acolo portocala, ca pe o bild de

popice.



Diet Sayler / Memories of projects’ hall /
1961 / oil on canvas / 90 x 70 cm



Roman Cotosman / Untitled /
app. 1958/ pastel on paper /30 x 20 cm

right - Roman Cotosman / Self-Portrait /
1959 / oil on canvas




- Na, picteazd asta, che ved che nu suntem multumit cu ce este.
Asta a fost tot.”

Nu chiar tot. La sfdrsitul acelei sedinte de lucru, tot de la Manta o stiu,
Podlipny i-a spus lui Roman: “- Dumneata poate nu mai trebuie se venim.
Cred che invetat destul.”

La astea, as adduga dintr-un text al meu: “Dupd aceeaq, brusc, a
azvdrlit cdt colo peisajele cu asfintit, a inceput sd se ocupe de analiza si
recompunerea formelor. Niste mere, decorative ca la Matisse, impdstate
ca la Petrascu, niste capace de bucdtdrie si un bidon de unturd, o
naturd moartd cu cutie de chibrituri, tot mai apoape de cubism. A fost
fnceputul unei curse de urmdrire intre rigoare si absolut. La scurtd vreme,
expresionism: doi indrdgostiti intr-un parc, in lumina serii, un bloc in
fundal, Idmpi cu neon, cer albastru cu tufisuri rosii, o prostituatd in fata
cdrciumii, cu mult indigo nocturn, si mai ales un bdrbat cu sticld de vin, un
fel de Crist in fata unei clddiri anonime, dispusd ca o cruce, totul cu mult
verde, intr-o lumind diurnd foarte stranie.

Voia sd facd din corp o formd expresivd, desena puneri in mormdant pe
fond intens negru, unde trupurile se prelungeau ca la pesti, se terminau
cu tdlpi ca frunzele de palmier. Un Crist serpuind rosu, o femeie gravidd,
0 pdnzd de un metru jumdtate pe doi cu corp omenesc andlizat, in care
niciun mddular nu-si pdstrase locul si-l domina un ochi enorm. Tot atunci
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se gdndea la frescd, la pereti imensi, sd se ducd la scoala de la patriarhie,
era sumbru si pe jumdtate decis sd se sinucidd, sd facd practicd pe zidul
casei, sd inchirieze pe la oameni, chiar dacd ei ar fi zugrdvit mai tdrziu.”
lar acum te-as ruga, Diet, sd te referi la experienta constructivistd, a
voastrd, ca si.a grupului 1.1.1., adicd la perioada cand si tu, si grupul v-ati
impus.

D.S. : Eu trecusem repede prin impresionism si fauvism si am
plecat de la Podlipny mult inainte de Roman. La facultate faceam
multd matematica in primii ani, 1956 —1957. Tmi plicea analiza
matematica si, mai ales, geometria analitica. Ma pasiona limbajul
matematicii, concis, exact si structural. Am Tnceput sa gandesc in
termeni matematici. Mai tarziu, mult mai tarziu am inteles ca de aici
a pornit de fapt dezvoltarea limbajului meu artistic, constructivist. In
1958 l-am cunoscut pe carismaticul profesor Victor Vlad, profesorul
nostru de istoria arhitecturii, care proiectase printre altele biserica
ortodoxa din losefin, in anii '30. Ma invita la catedra si Tmi dadea
carti din biblioteca lui personald. Avea o mare admiratie pentru
Brunelleschi, Alberti si mai ales pentru Palladio. Devenise un mentor
care Imi urmarea indeaproape dezvoltarea artisticd. Proiectul meu de
diploma, in 1961, avea sa fie o sald de concerte pentru Timisoara.

Ma Tntalneam aproape seara de seard cu Roman, Ciprian si Manta
pe Corso. Experientele noastre artistice deveneau din ce in ce mai
indraznete.



left - Roman Cotosman / Composition Il /
app. 1959 / pencil on paper / 26 x 21 cm

Roman Cotosman / Still Life /
1962 / oil on paper /30 x 20 cm

next pages - Roman Cotosman / Drawing /
app. 1960 / pencil on paper /32 x 23 cm

Roman Cotosman / Crucifixion /
1961 /ink on paper 31 x 21 cm

Roman Cotosman / Pastel /
app. 1958 / pastel on paper /29 x 20 cm












La inceputul anilor ‘60 venise o serie de tineri absolventi la Uniune.
Printre ei, Luca, Vreme, Nutiu, Bertalan, Flondor, Jecza. Tn expozitii
apareau acum si flori, naturi moarte, portrete, peisaje.

Noi, Corsistii, am inceput sd ne indepartam de pictura figurativa.
Roman s-a indreptat spre o pictura gestualg, tasista. Ciprian folosea
ornamente din arta populard, covoare si tesaturi. Eu am abstractizat
elemente din arhitectura romanica si gotica.

Imi amintesc ca la un moment dat am fost spitalizat. Roman venea
zilnic sd ma viziteze la spitalul din Padurea Verde, departe, in afara
orasului.

Apoi, In 1963, situatia lui se Inrautatise dramatic si avea nevoie de o
operatie care nu se facea in tara. La interventia patriarhului Justinian
a obtinut un pasaport pentru a pleca la Paris, o adevdratd minune la
vremea aceea. A fost operat de celebrul Pierre Aboulker la spitalul
Cochin din Paris. Roman a ramas apoi sase luni la Paris, timp in care
a colindat de dimineata pana seara toate muzeele si galeriile din oras.
A ramas foarte impresionat de arta cinetica si de op-art, n special de
Schoffer si Vasarely. S-a intors la Timisoara cu un teanc de carti, plin
de avant si de planuri si i-a contaminat pe toti. Era plin de energie si
toti i cereau sfatul. Devenise definitiv un pictor doctus cu experienta
actualitatii internationale, pariziene. Un personaj carismatic, un fel de
spiritus rector n Timisoara anilor ‘60.

L.C. : Ai fdcut bine referindu-te la o perioadd a lui Roman peste care
eu, n graba de a ajunge la constuctivism si la iesirea voastrd in lume,
sdrisem. Intr-adevdr, sub impresia produsd asupra lui de Tobey, Wols,
Pollock, la inceputul anilor saizeci, Roman a trecut printr-un, sd-i zicem,
abstractionism liric, din care s-au pdstrat la Ghitd destul de multe lucrdri
cu care, cdndva n anii noudzeci, acesta a organizat o expozitie in holul
hotelului “Central”.

Venind la constructivism, nu-mi amintesc cauza care a fdcut sd existe
o0 dubld colaborare, paraleld: pe de o parte, tu si Roman (tin minte
monotipurile fdcute de voi, parcd cu o “rold” acoperitd cu cauciuc muiat
in cerneald sau tus - am cdteva ale lui Roman, dar cele mai frumoase
si mai mari le-a achizitionat regretatul Oroveanu, la Muzeul de Artd
Contemporand; le-a si expus, la Teatrul National), iar pe de altd parte

Roman, Bertalan, Flondor, reuniti in grupul 1.1.1.

Despre grup, fdrd a incerca deloc sd stabilesc o ierarhie - toti trei erau
personalitdti puternice si distincte, cum s-a dovedit si n ce au fdcut mai
tdrziu -, vreau doar sd spun cd animatorul a fost Roman, ceea ce nu se



prea stie. Roman avea in el o fierbere, o nhsufletire care se transmitea
celor cu care venea in contact. Si nu numai pe tema artei. Stia sd i se
adapteze oricui. Nu uit cum 1l gdseam la noi acasd stdnd de vorbd foarte
animat cu mama, care nu se pricepea nicidecum la artd. Nu despre artd
vorbeau.

Cum ai si spus deja, destul de repede interesul lui Roman s-a deplasat
dinspre constructivism spre cinetism. Il interesa Le Parc, dar mai ales
il impresionau turnurile luminoase ale lui Schéffer (am contribuit si eu
la asta, aducdndu-i, dupd o bursd la Paris, material documentar pe
care mi-l ceruse). De aceea, propria lui lucrare, Quaternar, cu care s-a
dus si a fdcut impresie la “Bienala” de la Niirnberg, era emitdtoare
de lumini colorate. Pdnd a ajunge acolo, Tnsd, a fost uluitoare, pentru
mine, deschiderea criticilor bucuresteni (Barbosa, Schileru...) fatd de ce
ati expus voi in capitald. Vorbeste-mi despre asta, hainte de a trece la
contactul pe care l-ati pdstrat dupd ce v-ati stabilit, tu in Germania,
Roman la Philadelphia.

D.S. : Eram foarte diferiti. Cei de la Uniune erau de formatie
artisticd, in timp ce noi, Corsistii, eram de formatie stiintifica.

Bertalan si Flondor predau la liceul de arte plastice, pe cand eu
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Roman Cotosman / The Entombment of Christ /
1961 / project for fresco / 20 x 14 cm

left - Roman Cotosman / The Entombment of Christ /
1961 / project for fresco / 15 x29 cm



faceam inginerie la un institut de cercetari si proiectari de constructii
industriale. Roman era liber si traia la parinti. Fierbea, cum spuneai tu,
era mereu n miscare si era plin de idei.

Mai tarziu, prin 1965, Roman, Ciprian si cu mine am nceput sa
ne intalnim fn casa de pe B-dul Lenin 7. Era apartamentul de doua
camere al lui Sorin Titel, unde se Intalneau scriitorii si aveau loc
discutii Tnversunate.

De fapt, ne cunosteam si vorbeam, mai mult sau mai putin, toti cu
toti. I.1.1. nu a fost un grup Inchegat, cu un statut, un program, un
manifest, o lucrare sau o expozitie comuna. Participarile la diverse
expozitii au rdmas individuale.

Tn mai 1968 s-a deschis expozitia celor cinci tineri artisti timisoreni
la Galeria Kalinderu din Bucuresti sub titlul Bertalan - Cotosman
- Flondor - Molnar - Sayler. Un afis modest si un pliant tot atat de
modest anunta In ordine alfabetica pe cei cinci tineri artisti. Nu stiu
de ce s-a uitat asta si se vorbeste acum Tn mod eronat de o expozitie
agrupului, I.1.17" Schileru a prefatat pliantul expozitiei, inainte de a
vedea lucrarile noastre. La deschidere venise extrem de multa lume.
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left - Diet Sayler / Monotype /
1962 / oil on paper /27 x 18 cm

Diet Sayler / Monotype /
1963 / oil on paper /20,5 x 40 cm



Criticii Comarnescu, Argintescu-Amza, Frunzetti, Barbosa, Oroveanu,
Driscu, Plesu. Si bineinteles Schileru, care a facut deschiderea.

Expozitia noastra a fost o loviturd in plin Realism Socialist.
S-a scris neobisnuit de mult in ziarele si revistele timpului. Eugen
Schileru: ,,5 tineri artisti timisoreni” in Contemporanul, din 24
mai 1968. Octavian Barbosa: ,, Tehnici contemporane ale imaginii.
Expozitia artistilor timisoreni” in Arta Plastica 7 / 1968. Raoul
Sorban: ,,Bertalan - Cotosman - Flondor - Molnar — Sayler” in
Luceafarul din 8 iunie 1968. Dan Grigorescu: ,,Poezia matematicii”
in Informatia Bucurestiului din 4 iunie 1968. Elisabeth Axmann:
,Konstruktivismus und optische Kunst. Finf junge Kiinstler aus
Temesvar* in Neuer Weg din 4 iunie 1968 etc.

Probabil cd expozitia noastra nu ar fi fost posibila fara vizita
generalului de Gaulle la Bucuresti in mai 1968. Tn acelasi an, Roman
si cu mine am devenit membri in Uniune. Eu am rdmas la Bucuresti.
Ceilalti s-au intors la Timisoara. Mai tarziu, Flondor si cu Bertalan s-au
reintors la pictura figurativd. Roman a ramas ferm pe drumul sau.
Tn 1969, Muzeul de Arta Moderna din New York mi-a achizitionat
o lucrare. Am Inceput sa expun pe plan international, fara a primi
pasaport pentru a putea calatori.

Tn acelasi an, Roman este selectionat si participe la Bienala de arta
constructivista din Nurnberg. Mai participau Pavel llie si Mihai Rusu
din Bucuresti, Stefan Bertalan si Constantin Flondor din Timisoara.
Fiecare expunea in numele sau, individual. Grupul I.1.1. nu apare nici
n catalog, nici in expozitie, asa cum se afirma ulterior.

L.C. : Da, Roman s-a dus la acea expozitie cu lucrarea intitulatd
“Quaternar”, interesantd si ca imagine plasticd, si ca emitdtor de lumini
colorate (presupundnd competentd tehnicd, lucrarea i-a realizat-o, dupd
indicatiile lui, fratele Ghitd, inginer, In atelierul fabricii la care lucra).
Ridicolul socialist a fdcut ca, intrucdt Roman nu s-a mai intors, statul
romdn sd-i intenteze proces, nu numai pentru a recupera cheltuiala
fdcutd cu cdldtoria lui, dar si ca sd fie despdgubit pentru “Quaternar”, pe
care tara romdneascd si-l dorea, pasdmite, cu orice pret (vreau sd spun,
cu unul cat mai ridicat,).

Asadar, in Germania ati ajuns pe rdnd. Cred cd Roman era deja in
Statele Unite cdnd te-ai “federalizat” si tu. Roman n-a vrut sd rdmdnd,
desi i se oferise un post, probabil modest, la un muzeu. L-a dus in
America naivitatea. Avea proiecte mari, care necesitau multi bani, iar
el si-a inchipuit cd-i va obtine cu usurintd de la bogdtasii americani.

In redlitate, vieme de doi ani, a fost portar de hotel si ospdtar in
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Roman Cotosman / Untitled /
1964 / monotype / 36 x 28 cm



restaurantul unui romdn, pand ce, cdsdtorindu-se cu fata unor emigranti
tot romdni, a putut avea un addpost si destul confort material ca sd
fnceapd sd-si vadd de ale lui. Din pdcate, destul de curdnd, boala renald
s-a agravat, incdt a urmat un lung sir de spitalizdri, starea lui fiind din
ce In ce mai rea. Ceea ce nu l-a impiedicat ca, in rdgazurile pe care i le
acorda suferinta, sd lucreze mult, cu un impresionant eroism.

Retrospectiv, ne putem intreba dacd n-a gresit plecdnd din Germania.
Artistic, probabil cd da. Acolo s-ar fi afirmat, cred, mai usor, ceea ce tu
poti sd judeci mai la obiect. Asta, teoretic. In fapt, boala l-ar fi imobilizat
oriunde, iar in Statele Unite a avut norocul, dacd se poate vorbi de noroc
fn cazul lui, de a fi incadrat intr-un program al “bolilor terminale”, ceea
ce a fdcut posibil sd fie tratat multd vreme Tn cele mai bune conditii si
gratuit. Abia cand sotia lui, Cristing, fiintd foarte devotatd, a mostenit
casa pdrintilor, Roman a fost nevoit sd se ingrijeascd din modestele lor
mijloace, incdt Tn ultimii ani spitalele prin care a trecut au fost tot mai
precare.

Acum, Tntrebarea. In toatc perioada lui americand, ati rdmas n
contact. Stiu din scrisorile lui, cdt i-ai fost, si tu, de devotat. Te rog sd
povestesti cum a decurs, cum a continuat legdtura voastrd, acum de la
distantd. Nu mai putin, sd vorbesti si despre propriul tdu traseu.

D.S. : Tnainte de a pleca, venise la Bucuresti sa Tsi ia rdmas bun de
la mine. Ghita si parintii au fost foarte suparati si mi-au reprosat mult
ca nu le-am spus cd Roman nu se va intoarce. Intr-adevar, Roman era
foarte bolnay, trdia la parinti pana la varsta de 34 de ani, era complet
dependent si nu era capabil sd-si castige existenta.

Ajuns la Nirnberg, a cerut imediat azil politic. De altfel, el a fost
singurul artist roman despre care s-a scris in presa germana. Fiind
complet lipsit de bani, Dietrich Mahlow, directorul de la Kunsthalle,
i-a oferit o camarutd la mansarda, deasupra birourilor. Noaptea,
birourile nu erau incdlzite si Roman, in loc sa-I sesizeze pe Mahlow, a
preferat sd doarma in cada de baie, invaluit in niste paturi. A stat vreo
sase luni in Germania si secretara directorului i-a dat ore de engleza.
Cu totii au ncercat sa-I convinga sa nu plece in America, dar nu au
reusit. Roman a plecat.

Tn acest timp eu eram la Bucuresti. Parasisem ingineria si ma
dedicasem complet artei. Incepusem sa frecventez artistii care ma
interesau: Paul Gherasim, lon Bitzan, Horia Bernea, lon Nicodim,
Pavel llie, Marin Gherasim, lonica Grigorescu, Serban Epure, Paul
Neagu. Discutam cu unii critici de arta: Petru Comarnescu, Anca
Arghir, Elisabeth Axmann, Titus Mocanu, Octavian Barbosa si Mihai
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Roman Cotosman / Untitled /
1963 / monotype / 25 x 28 cm

next page - Roman Cotosman / Untitled /
1963 / monotype / 29 x 41 cm



Driscul.

Tn aceasti perioadi am realizat doud lucriri cinetice de dimensiuni
arhitectonice pentru Clubul Tineretului din Pitesti. Doud camere
cinetice de cate 3 x 3 x 3 m, n care se putea intra si care erau
integrate n proiectul cladirii. A fost prima interventie cinetica in
arhitecturd, In Romania.

Tot Tn acest timp am participat la expozitia ,,Romanian Art Today"
la Edinburgh, impreuna cu Horia Bernea, lon Bitzan, Serban Epure,
Pavel llie, Ovidiu Maitec, Paul Neagu si altii. Eu nu am primit pasaport
de cdlatorie.

AuTnceput sa vind critici de arta din strdindtate, sd ma viziteze.
Aparusera diverse articole si interviuri in presa occidentald, ceea ce
m-a pus, bineinteles, in dificultate in tara.

Tn toamna lui 1972, am primit pasaport de emigrare, impreuna cu
parintii si fratele meu. A fost un moment dramatic. Mama fusese
bolnava si murise cu cateva zile Tnainte de plecare. Am ajuns fard ea
pe aeroportul din Frankfurt. Crucea Rosie ne-a dus la lagarul din
Nirnberg.
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Tn Germania, ca de altfel si in Statele Unite, nimeni nu se mai
interesa de arta constructivista, respectiv de minimal art. La moda
era arta conceptuala si, mai tarziu, arta figurativa cu , tinerii salbatici”.
Noi nu mai aveam nici o sansa.

Cu Roman am ramas permanent in legaturd. Erau scrisori lungi,
interminabile. Tn 1976 I-am vizitat prima daté in Philadelphia.
Locuia pe o strada lungd de periferie, 2900 Rawle Street, foarte
americaneascd, cu case familiare, aproape identice. Pe stradd numai
masini peste masini, nici un pieton, nici o urma de om. Roman avea
carnet de conducere si se mira ca eu nu ma interesam de masini. Ne-
am dus Tmpreuna la Washington. Era foarte distrat, agitat si vorbea
tot timpul la volan. Am scapat ca prin minune fard un accident.
Roman lucra pe masa din bucatarie. Facea niste colaje frumoase,
foarte reduse, de mare concentrare. In pivnitd fsi instalase un atelier
pentru lucrarile sale tridimensionale. Lucra n lemn si mai tarziu in
metal. Se apucase chiar sa facd un curs de sudura. Noaptea nu putea
dormi si citea sau asculta radio. Era foarte informat, avea cunostinte
cu adevarat enciclopedice.

L.C. : Esti discret, nu vrei sd vorbesti despre sprijinul pe care ai
continuat sd i- dai, dar despre care el mi-a scris nu o datd. E drept cd,
fdrd sd ceard nimic, Roman avea darul de a stdrni in jurul lui prietenie
si devotament. In privinta asta, Paul Neagu, stabilit la Londra, a fost
impresionant. A continuat sd-i scrie, sd-i facd propuneri, sd incerce sd-i
organizeze expozitii, chiar si cdnd, in perioade de crizd a sdndtdtii,
Roman nu-i mai rdspundea. Nu uit nici cu cdtd cdldurd mi-a vorbit
despre el Horia Berneq, altfel destul de zgdrcit n aprecieri. lar in
America, familia Fdrcas si prietenul de o viatd, lon Manta, impreund cu
care am si fdcut volumul documentar despre Roman. Acestia 1i rezolvau
si probleme de ordin practic (cum ar fi confectionarea Idzilor in care au
fost trimise lucrdri ale lui Tn Romdnia). La Roman exista un contrast de
neinteles. Era de o mare precizie in executarea lucrdrilor lui de artist,
unele foarte pretentioase; in schimb, totalmente neajutorat in viata de
zi cu zi. In 1998, parcd, atunci cénd l-am vizitat, iar el m-a asteptat la
autogard cu masina pe care era incd in stare s-o conducd, nu reusea
sd gdseascd drumul spre casd. Mereu ajungeam la poarta cartierului
chinezesc. “Eu fac tot posibilul”, spunea.

Mai inainte, 1l revdzusem, dupd o despdrtire de peste doudizeci de ani,
cand, la inceputul anilor noudzeci, a fost prezent la Timisoara cu prilejul
unei expozitii organizate la Muzeu (atunci ne-a si ddruit destul de multe
lucrdri). O alta i-o va organiza la Centrul cultural de la New York Coriolan
Babeti, si el unul care i-a fost de ajutor. fi expusese lucrdri si la Bienala de
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Diet Sayler / Monotype /
1963 / oil on paper /20,4 x 9,2 cm

left - Roman Cotosman / Untitled /
app. 1963 / monotype / 29 x 42 cm

la Venetia, cdnd conducea Centrul cultural de acolo.

Fiindcd am traversat intrucdtva vietile voastre de artisti, ti-as pune,
apropiindu-ne de incheierea acestei discutii, doud intrebdri. Mai intdi,
cum vezi tu, comparativ, perioada artisticd din Romdnia a lui Roman si,
pe de altd parte, perioada americand. E incontestabil cd ce ati fdcut voi
fn tard dupd 1965 a fost important, contribuind din plin la europenizarea
rapidd a artei romdnesti dupd anii de restriste de pdnd atunci, ai
realismului socialist. Deci, sub aspectul istoriei artei romdnesti, s-ar putea
sd fie, In cazul lui Roman cel putin, contributia cea mai importantd.
Totusi, lon Manta considerd - iar eu tind sd-i dau dreptate - cd ce a fdcut
Roman Tn anii constructivi din Timisoara a fost de o excesivd austeritate,
pe cdnd la Philadelphia a dobdndit o mai mare libertate a formei, in
limitele neabandonatului constructivism (despre acesta, Flondor imi
spune cd se bucurd de un brusc reviriment al interesului galeriilor). Deci,
care e pdrerea ta? A doua intrebare se referd, fiindcd ai ajuns si tu la ora
bilantului, la felul cum Tti vezi propria ta contributie artisticd in ani deja
numerosi. Nu-i vorba sd te autoapreciezi, stiu cd n-o vei face, ci, dacd vei
vreq, sd te caracterizezi.

D.S : Pe Roman il vizitam des la Philadelphia. Tmi arata lucririle.
Devenise nesigur. Se Intreba tot timpul. Pe de altd parte ajunsese
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Roman Cotosman / Spargerea semnului plastic - Interferente plastice /
1964 / monotype, oil on paper /28 x 42 cm



la maiestrie. De o mare simplitate si concentrare. Era profund in
gandire si nuantat In expresia artistica. Vorbeam toata noaptea si
dimineata eram sleiti de oboseala.

Tn 1982 l-am invitat, impreund cu Rudolf Valenta, artist din Praga
stabilit la Berlin, la 0 expozitie la Galeria Ricard, galerie istorica care
expunea avangarda rusa — Malevici, Kandinsky, El Lissitzky, Tatlin, Kliun
etc. A aparut un mic catalog pe care |-am prefatat.

Tn 1989 I-am invitat pe Roman la expozitia , konkret neun”, in cadrul
unei serii de expozitii de arta concreta pe care le-am organizat la
Nirnberg in perioada 1980 - 1990. Am mai invitat pe Satoru Sato,
Zdenek Sykora, Jan Berdyszak, Karl-Heinz Adler si Jean Spencer, o
selectie internationald. Roman a venit la NUrnberg, unde a stat cateva
saptamani. A incercat sa o ajute pe nevasta-mea in bucatarie, dar Inge
mai rade si astazi cand Tsi aminteste de peripetiile lui Roman.

Tn 1995 i-am organizat o expozitie personali la Ublacker-Hzusl, un
mic muzeu din Minchen. Am vorbit la deschidere. Roman nu venise
la Minchen.

Am Tnceput sa facem planuri de ntoarcere n Europa, la Nirnberg.
Din pacate nu s-au realizat. Cristina nu voia.

Tntre anii lui constructivisti din Timisoara si cei din Philadelphia este
o mare deosebire. Timisoara a fost pentru Roman Tnceputul. Un
inceput radical in tot ce facea. Era fascinat de miscarea virtuala de tip
op-art, mai tirziu de miscarea reala, cineticd, tridimensionald. Opera
sa din tinerete, foarte originala In contextul anilor ‘60 din Romania,
ramane fard indoiald un pas de importantd istorica.

La Philadelphia ajunge fara un ecou public, in deplind singuratate,
la maturitate artisticd. Paraseste cinetismul si op-art-ul, mai mult
sau mai putin o datd cu plecarea din Romania. Lucreaza mult si
experimenteaza fard intrerupere. In acesti ani ajunge la un limbaj
propriu, personal. Cunosc putini artisti cu o filosofie atat de
personala.

Experienta vietii, dezamagirile, boala continud, suferinta I-au
schimbat. Devenise retinut. Izolat. Comunicarea s-a redus la cativa
artisti, prieteni din tinerete. Devenise adanc, cu o cunoastere larga,
cu o fortd de lucru imensd, eroica. Limbajul sau artistic era saturat de
experienta artei si a vietii.

L.C. : Cred cd in cazul lui Roman se poate face distinctie intre

importantd si valoare. Este evident cd in istoria artei romdnesti moderne
contributia lui e aceea din perioada anilor saizeci cdnd, profitdnd de
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Roman Cotosman / Spargerea semnului plastic /
1964 / monotype, oil on paper /43 x 34 cm

right - Roman Cotosman / Spargerea semnului plastic /
1964 / monotype, oil on paper / 29 x 42 cm

faptul ca Partidul a renuntat la nefericitul “realism socialist”, o seamd de
artisti, printre care - poate chiar preponderent - si cdtiva timisoreni, si-au
fnnoit fn mare grabd mijloacele de expresie. Dacd scriitorii au refdcut
atunci legdtura cu ce se crease i interbelic, plasticienii au preferat

sincronizarea cu arta europeand. De unde si constructivism, cinetism...

Ce a redlizat Roman in acei ani e deci semnificativ dar, fatd de ce avea
sd urmeze Tn quasi-anonimatul lui american, poate putin uscat. Valoric,
cred - ca si lon Manta - cd in tot mai scurtele perioade pe care i le-a
fngdduit boala, in America, Roman a crescut. A crescut atdt in varietate,
cdt siin sens. Formal, ce a fdcut a fost, cum spune Manta, “explorarea
posibilitdtilor spatiului gol” pentru a obtine combinatii virtualmente infinite.
Insd a fost si mai mult. Tu nsuti te-ai referit la o valentd filozoficd. Manta
vorbeste despre faptul de a fi revelat “Nimicul dumnezeiesc, ncdrcat
de toate virtudlitdtile - bune si rele - ale Universurilor inchise”. lar dupd
aceeaq, n total contrast cu suferinta din ce in ce mai insuportabild, cu
adevdrat eroicd, o ultimd fazd, exuberantd, de o bucurie copildreascd,
cum tot Manta spune, traducdnd-o in cuvinte astfel: “Dragii mei, opera
mea s-a incheiat. Bucurati-vd de ea asa cum vreti!”

34



Acum, dupd ce l-am caracterizat amdndoi pe Roman, cred cd n-ar
strica, desi, in urma bogatei tale activitdti expozitionale si a albumelor
cuprinzdnd aspecte ale artei tale, tu esti mult mai cunoscut, n-ar strica,
zic, sd vorbesti si despre propriile tale etape si despre semnificatiile lor.

D.S. : Parcursul si etapele mele artistice, in cateva cuvinte:

Anii ‘50 cuprind Tnceputurile mele artistice.

Anii ‘60 sunt pentru mine ani de emigratie interioara si de opozitie.
Fug de Realismul Socialist. Ma refugiez n obiectivitatea geometriei.
Ea corespunde modului meu de a gandi si al temperamentului
meu artistic, cum se va ardta mai tarziu. Spre sfarsitul anilor ‘60
ma orientez Inspre Malevici si Suprematismul rus al anilor 20, in
timp ce Roman si ceilalti colegi se orienteaza spre Franta anilor ‘60.
Suprematismul rus, dincolo de modernitatea sa radicald, contine
eterna cautare a absolutului.

Anii 70 si emigrarea md aduc intr-o lume complet noua, cu alte
valori si perspective. lesit din lumea In care trdisem, observ ca
arta constructivistda a dezvoltat o serie de directii si de variante.
Aprofundez limbajul meu artistic. Ma concentrez pe alb-negru. In a
doua parte a anilor "70, incep s opun imaginii construite, aleatoricul.
Ma intereseaza Spinoza.

In anii ‘80 se vede definitiv academizarea artei constructiviste.
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Roman Cotosman / Spargerea semnului plastic - algoritm aleatoriu /
app. 1964 / monotype, oil on paper / 13 x40 cm

right - Diet Sayler / Monotype /
1965 / oil on paper /29,7 x 42 cm






Roman Cotosman / Visual Sequences /
1965 / Monotype collage / 67 x 85 cm

right - Roman Cotosman / Visual Sequences /
1965 / Monotype collage / 76 x 85 cm






Diet Sayler / Stencil /
1967 / oil on paper / 70,8 x 50,2 cm



Tncerc s organizez o opozitie. Invit pe artistii care se opun pozitiilor
conservatoare, repetitive, dogmatice la o serie de expozitii program
la Nirnberg. Tnceputul 1l face , Konkret 1" in 1980. Participa 4 artisti
din 4 tari. Va urma n fiecare an cate o expozitie de 5 pana la 7 artisti
din tot atatea tari. Ultima expozitie, ,,Konkret 10" reuneste 20 de
artisti. Tn decurs de 10 ani au participat peste 90 de artisti, multi

de notoritate internationald: Ellsworth Kelly, Dan Flavin, Frangois
Morellet, Kenneth Martin, Aurelie Nemour, Giani Colombo, Mario
Nigro, GUnter Fruhtrunk, Jesus Raphael Soto, Dora Maurer, Vera
R&hm. Expozitiile sunt Tnsotite in fiecare an de cate un simpozion
teoretic. lau parte: Max Bense, Dietmar Gudrian, Lisa Belotti,
Elisabeth Axmann, Dieter Bogner, Andrei Nakov, Eugen Gomringer,
Heiner Stachelhaus, printre altii. Nirnbergul a devenit un centru al
artei constructiviste.

Tn acelasi context am curatoriat in 1988, la Berlin, expozitia franco
- germanad , Konzeption und Konstruktion, Berlin 1988". Participau 25
de artisti francezi si tot atatia artisti germani.

Anii '90. Ma indepartez definitiv de forma “obiectiva’ a artei
concrete, care md ajutase sa ma salvez de Realismul Socialist. Deja,
n 1988, publicasem la Madrid, la un simpozion de artd constructivistd,
un manifest n acest sens. Imi construisem, deja atunci, un alfabet
propriu al formelor de baza. Un alfabet personal, strict individual si
subiectiv. Culoarea intra din nou in limbajul meu artistic. Renasterea
italiang, culoarea si principiul umanist al libertatii individuale, reflectat
Tn subiectivitatea creatiei, ma influenteazi puternic. Incepe perioada
panzelor mari, cu materialitate si prezenta vizuala intensa.

Tn 1992 am primit o catedré de picturd la Academia de Arta din
Nirnberg. Faceam cu studentii pictura, sculpturd, instalatii, interventii
n arhitectura. Siteoria limbajului vizual, bineinteles.

Anii 2000. Urmeaza o serie de retrospective in diverse muzee
europene. Alaturi de picturd, continui sa fac instalatii ca interventii
n situ, In arhitecturd. O alta latura a practicii mele artistice este
fotografia. Ea imi permite sd confrunt repertoriul meu artistic cu
realitatea cotidian3, urbani si istorica. In 2005 termin activitatea
profesorald si ma dedic complet picturii. Apare o serie de publicatii.
De la plecarea mea din Timisoara, in 1968, am avut putine ocazii
de a-mi revedea colegii. Dupa multi ani il revazusem pe Bertalan
n Germania. Venise sa ma viziteze la Nirnberg. Facea o serie de
desene foarte introvertite, stranii, aproape autiste. Tn ultimii ani l-am
vizitat pe Flondor Tn atelierul sau din Parcul Rozelor. Facea o picturad
figurativa de calitate. Revenise la culoare si avea niste griuri foarte
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frumoase. Pe Molnar nu l-am mai revazut. Murise intre timp.

Pe Paul Neagu il vedeam din cand Tn cand la Londra. Lucra mult,
foarte mult. Planuia sa facem o expozitie in trei. Apoi voia sa facem
un muzeu la Timisoara...

L.C. : Tti multumesc. In ceea ce md priveste, n-am sd adaug aprecieri
despre arta ta fiindcd nu sunt destul de competent si nu pot profita, ca
in privinta lui Roman, de sprijinul cuiva cum a fost lon Manta. Ceea ce
reiese nu numai din relatarea ta, ci din ce stiam deja, si nu numai eu,
este cd ai avut o viatd de artist implinitd, corespunzdtoare meritelor
tale. Md bucur cd este asa, dar de rdndul dsta, datd fiind aldturarea
voastrd, a ta si a lui Roman, T aceastd expozitie, recunosc cd md bucur
cu melancolie. Md ntristeazd faptul cd imprejurdrile vietii nu i-au permis
si lui Roman sd dobdndeascd o notorietate pe mdsura meritelor sale.

In schimb, pretuiesc cu atdt mai mult prietenia pe care cdtiva artisti de
renume - adicd Horia Bernea, Paul Neagu si tu nsuti - i-au dovedit-o
de-a lungul calvarului sdu nu numai prin vorbe si scrisori de incurajare, ci
si fdcdnd tot ce le-a stat in putintd pentru a-l nlocui intrucdtva, adicd a
face ei efortul de a-l aduce In atentia publicd, efort pe care lui boala nu i
l-a permis. Actuala expozitie e incd o dovadd a ceea ce spun, de vreme
ce tu ai vrut sd apari aldturi de Roman, lucru pentru care, Tnlocuindu-I eu
de data asta, 1ti sunt recunoscdtor.

lar acum, dacd nu mai vrei sd adaugi ceva, cred cd putem sd incheiem.

Livius Ciocdrlie (n.1935) este profesor universitar, doctor in filologie, specialitatea francezd,
critic literar, scriitor si memorialist.
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Diet Sayler / Arrhythmic Construction Il /
1969 / oil on paper / 100 x 70 cm






A dialogue between Livius Ciocarlie and Diet Sayler

Livius Ciocarlie : Dear Diet, | suggest we should start it with the very
beginning, so let us firstly say something about the way we met Roman,
the way we became friends, and his preoccupations during that period
of time. | met him in 1947, when we used to be third graders at ,,Loga”
High-school. He had just arrived from Caransebes and was feeling rather
uncomfortable among us, he considered us rather perky. He saw himself
pretty frail although his father was one of the most well-known figures
in the town, as he was the Metropolitan vicar. He regretted he did not
have the chance to play the violin, he had the feeling he was talented.
We did not become friends, and a year later he moved to the classical
(mixed) high-school, which was something new at that time. After another
year, as | was not good at maths (geometry was something | could not
cope with), | followed him. That was the time when | was the one feeling
uncomfortable, while he integrated, especially that he had contributed
with some caricatures when they set up a classroom magazine.

[ shall make a digression to ask you if you know what a good
caricaturist he used to be. Around 55, when | was a student in Bucharest,
he came to me and then went to the hospital of doctor Burghele, who
completed his first or one of his first kidney surgeries, surgeries which
were often repeated in the United States. He remained in the hospital for
more months, and in the end he left me a notebook with some persons’
caricatures — patients or medical staff — he had seen there. They are
admirable, from my point of view. Great persondlity, a great character.
Now I'll return to the Classical one. There, after | had arrived, they made
an Eminescu corner in the classroom, with a portrait of the poet drawn by
Roman. The corner was destroyed by the students attending the evening
courses, who replaced it with one dedicated to Stalin. We, Roman and
myself, became friends, we shared the same desk, then also ravaged
theirs. They organised an investigation and | still can’t understand how
they did not seize us. It was a foolishly unwise gesture. Yet we were great
,retrogrades.”

Roman started to be interested in painting. | remember that we skipped

some classes and went to the Green Forest where he made a landscape
in oil, something rare in his case. His painting was like Luchian’s and it
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Diet Sayler / Arrhythmic Construction XII /
1969 / oil on paper / 100 x 70 cm



Diet Sayler / Stripes VI /
1970 / oil on paper / 100 x 70 cm



Diet Sayler / Diagonal cross-connections Il /
1971 / oil on paper / 100 x 70 cm

right - Diet Sayler / Diagonal cross-connections VII /
1971 / oil on paper / 100 x 70 cm

did not betray great qualities. There was a big contrast between the
passion he expressed and the modesty of the outcome. That happened
until, suddenly enough, he re-attended the historical course of European
painting in several months reaching a sort of Cubism, after many years,
when he used to tell me that Picasso was a humbug and [ replied: |

do not think all his admirers are wrong and we are the only ones who
are right, just because we do not understand it. He also approached
the cycle of religious topics — | have several drawings at home -, they
are remarkable through the personal way he was deforming the image
(crucifixions, burials). Hence, since | got to the registration for the school
of Podlipny, it is time you continued.

Diet Sayler : Podlipny's studio was set in an attic, on the former
Dimitrov street. You could get there by means of a wooden, old and
dark ladder. There | met Roman, Paul Neagu and Ciprian Radovan in
the autumn of 1956. | was |6 years old and had just graduated from
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,Babes" high-school, after | was expelled from Loga, some months
before the graduation exam. In the autumn | was a student of the
Engineering Faculty, Timisoara. It was my second faculty week when
the Revolution from Budapest broke out. Next morning, the faculty
was surrounded by green trucks with militaries, and we, the students,
were stopped at the entrance. Some students were arrested and we
never saw them again.

In Podlipny’s studio we used to make studies from nature. In
pencil or coal. The studio was dominated by a severe discipline and
a professional seriousness, which marked our whole life. Nobody
was talking. Podlipny limited his talk to the study from nature and
did not discuss art issues with us. Yet we wanted to talk so we began
to meet downtown, on the Corso, not in Podlipny’s studio. That
is how we formed the group of Corsists. Later we were joined by
lon Manta, Tomy Hirth, and sporadically by lon Teslaru. VWe shared
passionate debates on art, society and politics. We visited each other
and discussed the works of art. We put the world on track. The
group of Corsists had become a kind of salon of independents. The
,,officials” could be found at the Artists’ Union, they were practising
a Stalinist Socialist Realism as they used to do in the 50s. Factories,
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chimneys, furious soldiers, happy workers with powerful muscles etc.

Roman was living with his parents, in the Unirii Square. He had a
little room with a table and a bed. He entered his room through the
bathroom. That was the place where he worked and lived. All his
early works, made in the first half of his life, were created there. His
parents, like his brother, Ghitd, who also lived with his family there,
welcomed me warmly. His parent, Father Cotosman, used to speak
about history to me, the history of Banat, in a more different way.
Each time, Roman showed his works to me, then we discussed them.
He did not show his caricatures to me, at least this is what | can
remember. He came to my home, situated on the Vacarescu street,
more and more often, and we discussed my works of art.

L.C. : | remember, as a ,,specidlist,” some things about the socialist
realism. As you know, | worked at the Museum, at the Art Section,
assisting the installation of the annual collective exhibition. Everything was
organised in a thematic way: rooms displaying the fight in illegality, the
socialist industrialization, the collectivization of agriculture... Poor artists,
they tried to manage it, to express a little bit of art.
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left - Diet Sayler / Diagonal cross-connections XI /
1971/ oil on paper / 100 x 70 cm

Diet Sayler / The White Room /

1971-1972 / detail from the ceiling. Kinetic room - Aluminium, steel, lights
aggregate, ventilators, music by John Cage / Tehnic Club, Pitesti, Romania,
groundfloor / 300 x 300 x 300 cm

next page - Diet Sayler / The Silence Room /
1971-1972 / Kinetic room - brass, steel, mirror panels, lights aggregate, music by
J. S. Bach / Tehnic Club, Pitesti, Romania, first floor / 300 x 300 x 300 cm






I would add something more about the bond between Roman and
Podlipny. Roman revealed rigour, honesty towards himself and the
painting, the exclusion of any amateurism. Otherwise, it is clear that
the two of them, the master and his disciple, were not matching. Their
separation is described by lon Manta in an amusing way:

“it was obvious that Roman was fed up with everything that day as,
instead of respecting the dirty gray of the background and the washed-
out blue of the clay dish, he covered all his canvas with vivid colours,
which could not be found in the arrangement: a striking red, a violent
green, a bright yellow. (...) Seeing Roman's work, the old man stopped
like crazy among the chairs and, at least for a minute, he did not utter
a sound. Then, like one who had suddenly come up with something new,
he was back on his heels and vanished beyond a curtain where, we
thought, he was taking a swig at the bottle. This time it was different as
he immediately returned with an orange in his only hand and a red velvet
under his armpit. He threw the velvet into a corner opposite to Roman’s
bench and then, from a distance, he rolled the orange over there, as if it
were a bowling ball.

- Take your chance out of that, paint this, as | can see you are not
satisfied with what it is.
That was all.”

Not exactly. At the end of that work session, | know this from Manta,
Podlipny told Roman:

*~ Perhaps you don't have to come any longer. | believe | have taught
you enough.”

I would add something more to this: “After that, he suddenly gave
up the sunset sceneries and started dealing with the analysis and re-
composition of forms. Some apples, decorative like in the case of Matisse,
painted like in the case of Petrascu, some kitchen caps and a lard bucket,
a still life with a box of matches, closer and closer to Cubism. It was the
beginning of a chase between rigour and the absolute. After a while, the
characteristics of Expressionism: two lovers in a park, in the evening light,
a block of flats in the background, neon lamps, blue sky, red bushes, a
prostitute in front of a pub, much nocturnal indigo, and especially a man
with a bottle of wine, a sort of Christ in front of an anonymous building,
disposed like a cross, everything with a lot of green, in a very strange
diurnal light.

He wanted to make an expressive form from the body, he was drawing
burials on an intense black background, where the bodies were prolonging
like in the case of fish, they ended with soles like the palm leaves. A Christ
winding in red, a pregnant woman, a canvas measuring one meter and
a half two, with an analysed human body, in which no limb preserved its
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Diet Sayler / Flinfzehn horizontale Streifen 2 /
1974 / acrylic on canvas / 85 x 85 cm



place, dominated by an enormous eye. He was also thinking of a fresco
and immense walls, or going to the Patriarchy school, he was gloomy and
almost decided to suicide, or practise on the wall of the house or lent
from people, even if they might have painted their house later.”

And now | would ask you, Diet, to refer to the constructivist experience,
yours, like the one of ,, | | I, more exactly, to the period of time when you
and your group have asserted.

D.S.: | experienced the Impressionism and Fauvism rather fast
and left Podlipny much before Roman. At the faculty | learned a lot
of maths during the first years, 1956 —1957. 1 like the mathematical
analysis and especially the analytic geometry. | was fond of the
mathematical language, which was concise, exact and structural.
| started to think in mathematical terms. Later, much later, |
understood that this was the point initiating the development of my
artistic language, the constructivist one. In 1958 | met the charismatic
professor Victor Vlad, our professor of architecture history, who
had also designed the Orthodox church from losefin, in the 30s. He
invited me to his department and lent me books from his personal
library. He admired Brunelleschi, Alberti and especially Palladio
very much. He had become a mentor, who followed my artistic
development very closely. My diploma project, in 1961, was meant
to be a concert hall in Timisoara.

Almost every evening | used to meet Roman, Ciprian and Manta
on the Corso. Our artistic experience was getting more and more
ambitious.

At the beginning of the 60s a series of young graduates came to
the Union. Among these, Luca, Vreme, Nutiu, Bertalan, Flondor,
Jecza. That was when, in the exhibitions, one could also see flowers,
still lives, portraits and landscapes.

We, the Corsists, started to detach from the figurative painting.
Roman oriented towards a gestural and tachist painting. Ciprian
used the ornaments of folk art, carpets and textures. | abstractized
elements related to the Romanic and Gothic architecture.

| remember that once | was at hospital. Roman visited me daily at
the hospital from the Green Forest, at the edge of the town.

Then, in 1963, his condition deteriorated dramatically and he
needed to undergo a surgery which could not be achieved in the
country. Supported by patriarch Justinian, he obtained a passport
to leave to Paris, a real wonder at that time. He was operated
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Diet Sayler / Vertikale Parallelen /
1975 / collage on paper / 70 x 70 cm



Diet Sayler / Spiel /
1975 / collage on paper / 70 x 50 cm



Roman Cotosman / Rhythmic Void /
1989 / project on paper / 32 x 40 cm



by the famous Pierre Aboulker at a hospital from Paris, Cochin.
Roman remained in Paris for six months, when he also visited all

the museums and galleries in the city from morning till night. He
was very impressed by Kinetic and Op-art, especially by Schoffer
and Vasarely. He returned to Timisoara with a pile of books, full of
enthusiasm and plans, and contaminated everybody. He was full of
energy and everybody was asking for his advice. He had definitively
become a doctus painter with the experience of the international,
Parisian topicality. A charismatic character, a kind of spiritus rector in
Timisoara of the 60s.

L.C. : You did it well when you referred to one of Roman’s periods of
time which, | skipped willing to quickly reach the context of constructivism.
Of course, influenced by Tobey, Wols, Pollock, at the beginning of the 60s
Roman experienced a - let us say - lyrical abstractionism; related to this,
there are more works preserved at Ghitd's which were used to organise
an exhibition in the hall of Hotel Central around the 90s.

Returning to constructivism, | do not remember the cause which
facilitated a double and parallel collaboration: on one hand, you and
Roman (I remember the monotypes you made, as if made with a reel
covered with some rubber softened in ink or India ink — | have some
that belonged to Roman, yet the most beautiful and largest ones were
purchased by the lamented Oroveanu, at the Museum of Contemporary
Art; he had also exhibited these at the National Theatre), and on the
other hand, Roman, Bertalan, Flondor, reunited in a group, “I [ 1",

About the group, without even trying to establish a hierarchy — all
three were powerful and distinct persondlities, as proved in what they
subsequently made -, | just want to tell that Roman was the animator,
which is not really known. Roman expressed a kind of tumult, a fervour
which was transmitted to those he got in touch with. And not only one
connected to art. He could adapt to anyone. | shall not forget the way we
used to find him at our place talking very dinamically to my mother, who
understood nothing from art. It was not art they were talking about.

As you have already told, Roman’s interest moved rather fast from
constructivism to kinetics. He was interested in Le Parc, yet he was
mainly impressed by Schéffer’s luminous towers (I have also contributed
to this when, after a scholarship in Paris, | brought him the documentary
material he had asked for). Therefore, his own work, Quaternar, which he
took to the Biennial from Nuremberg, impressing the people there, was
issuing colourful lights. However, until that point, the opening of the critics
from Bucharest (Barbosa, Schileru...), related to what you exhibited in
the capital, was amazing for me. Talk to me about this, before passing to
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the contact you preserved after you settled to Germany and Roman to
Philadelphia.

D.S. : We were very different from each other. Those from the
Union were trained in art while we, the Corsists, were trained in
the domain of science. Bertalan and Flondor were teaching at the
art high-school while | was working in engineering at an Institute of
Research and Industrial Construction Design. Roman was free, living
with his parents. He was tormented, as you said, he was always in
motion and had a lot of ideas.

Later, around 1965, Roman, Ciprian and myself started to meet
in the house situated on Bv. Lenin 7. It was the two bedroom
apartment of Sorin Titel, the place where writers used to meet and
discuss in a frenzy.

We actually knew each other and we all talked, more or less.
, 11" was not a unitary group, provided with a status, program,
manifest, common work or exhibition. The participations in different
exhibitions were all individual.

In May 1968 the Kalinderu Gallery, Bucharest, opened the
exhibition of the five artists from Timisoara under the title Bertalan
- Cotosman - Flondor - Molnar - Sayler. A modest poster and a very
modest folder announced the five young artists in a chronological
order. | do not know why this was forgotten, why people refer to
the exhibition of the ,, I I " group in an erroneous way. Schileru
wrote the foreword for the exhibition’s flyer before seeing our
works. There were very many people who came to the opening.
Critics Comarnescu, Argintescu-Amza, Frunzetti, Barbosa, Oroveanu,
Driscu, Plesu. And certainly Schileru, who opened the exhibition.
Our exhibition represented a deep hit in the Socialist Realism.

They wrote unusually much in the newspapers and magazines

of the time. Eugen Schileru: ,,5 young artists from Timisoara”

in Contemporanul, May 24, 1968. Octavian Barbosa: ,,The
contemporary techniques of the image. The exhibition of the
artists from Timisoara” in Arta Plastica 7 / 1968. Raoul Sorban:
,,Bertalan - Cotogman - Flondor - Molnar — Sayler” in Luceafarul,
June 8, 1968. Dan Grigorescu: ,,Poezia matematicii / The poetry of
mathematics” in Informatia Bucurestiului, June 4, 1968. Elisabeth
Axmann: , Konstruktivismus und optische Kunst. Finf junge Kinstler
aus Temesvar' in Neuer Weg, June 4, 1968 etc.

Probably our exhibition would not have been possible without the
visit of general de Gaulle to Bucharest in May 1968.
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Roman Cotosman / Rhythmic Void /
1999 - 2001 / project on paper / 25 x 29 cm

It was the same year when Roman and myself became members
of the Artist Union. | remained in Bucharest. The others returned
to Timisoara. Later; Flondor and Bertalan returned to the figurative
painting. Roman put up a stout resistance.

In 1969 MoMA - the Museum of Modern Art from New York
purchased one of my works. | started having international exhibitions
without getting a passport to travel.

In the same year Roman is selected to participate in the Biennial
of Constructivist Art from Nuremberg. There were also other
participants, Pavel llie and Mihai Rusu from Bucharest, Stefan
Bertalan and Constantin Flondor from Timisoara. Everybody
exhibited in his own name, individually. The ,,I | I group appears
neither in the catalogue, nor in the exhibition, as they subsequently
mentioned.

L.C.: Yes, Roman went to that exhibition with his work “Quaternar”,
which was interesting both as an artistic image and transmitter of
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Diet Sayler / Zwei und Eins /
1974 / acrylic on canvas / 85 x 85 cm

right - Roman Cotosman / Hazard and order /
1978 / collage on paper / 49 x 49 cm






colourful lights (assuming technical abilities, the work was done, according
to his indications, by his brother, Ghitd, an engineer, in the workshop of
the factory where he used to work). As Roman no longer returned, the
socialist ridiculousness made the Romanian state sue him not only to
recover the expense with his travel, but also to be compensated for the
“Quaternar”, which the Romanian country apparently wanted by any
means.

So you have arrived to Germany separately. | believe Roman had
already been in the United States when you also ,,federalized.” Roman did
not want to remain although he had been offered a probably modest job
at a museum. His naivety drove him to America. He had big plans, which
needed a lot of money, and he thought he was going to obtain it easily
from the rich American people. In reality, for about two years, he was
a hotel doorkeeper and then a waiter at the restaurant of a Romanian
person, until he got married to the daughter of some Romanian
immigrants, thus having a shelter and sufficient material comfort to start
his own business. Unfortunately, his renal illness got worse and worse
rather soon and he had to go to hospital again as his condition was very
bad. Yet, this did not stop him to work a lot, with an impressive heroism,
when his suffering permitted that.

Retrospectively, we may wonder if he was not wrong leaving Germany.
Artistically, he was probably wrong. | believe he would have asserted
much easier there, which you can estimate more concretely. Theoretically
though. In fact, his illness would have immobilized him anywhere, and in
the United States he was lucky, if we can say he was lucky, to be included
in a program of ,,terminal illnesses” which made his treatment, that was
free of charge, more appropriate. It was only when his wife, Cristina,

a very devoted human being, inherited the house of her parents, that
Roman had to administrate their modest means, as during the last years
the hospitals he went to were more and more precarious.

And now, the question. You kept in touch while he was staying in
America. | know how devoted you were to him from his letters. Please,
tell me how it went, how you continued your relationship from a distance.
And of course, don't forget to also tell me something about your own
route.

D.S. : Before he left, he had come to Bucharest to say goodbye to
me. Ghitd and his parents were very upset and reproached | did not
tell them that Roman was not going to return. Roman was really very
sick, he lived at his parents until the age of 34, he was completely
dependent and could not earn his existence on his own.
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Roman Cotosman / Divergent lines /
1983 / ink on Canson paper / 40 x 40 cm

When he arrived to Nuremberg, he immediately asked for political
asylum. Besides, he was the only Romanian artist the German press
wrote about. Being completely short of money, Dietrich Mahlow,
the director of the Kunsthalle, provided him with a little attic room,
above the office rooms. At night, the offices were hardly heated
and, instead of announcing Mahlow, Roman preferred to sleep in the
bathtub, covered with some blankets. He had spent about six months
in Germany and the director’s secretary taught him some English
classes. They all tried to convince him not to leave to America, but
they proved unsuccessful. Roman left anyway.

During all this time, | was in Bucharest. | had left the engineering
field and completely dedicated myself to art. | started to see the
artists | was interested in: Paul Gherasim, lon Bitzan, Horia Bernea,
lon Nicodim, Pavel llie, Marin Gherasim, lonica Grigorescu, Serban
Epure, Paul Neagu. | talked to some art critics: Petru Comarnescu,
Anca Arghir, Elisabeth Axmann, Titus Mocanu, Octavian Barbosa and
Mihai Driscu.

That was the time when | made two architectonic kinetic works of
art for the Youth Club from Pitesti. Two kinetic rooms measuring
3 x 3 x 3 m each, which could be entered. They were integrated
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Diet Sayler / Winkel Konstellation /
1976 / acrylic on canvas / 85 x 85 cm

right - Roman Cotosman / Untitled /
1986 / acrylic on paper / 49 x 49 cm



in the building’s project. It was the first kinetic intervention in
architecture in Romania.

This was also the time when | took part in an exhibition at
Edinburgh, ,,Romanian Art Today" together with Horia Bernea,
lon Bitzan, Serban Epure, Pavel llie, Ovidiu Maitec, Paul Neagu and
others. | did not get my travel passport.
Art critics from abroad started to visit me. Different articles and
interviews were published in the occidental press which certainly
made my position in the country more difficult.
In the autumn of 1972 | got an emmigration passport together with
my parents and brother. It was a dramatic moment. My mother had
been sick and died several days before our departure. We arrived to
the airport from Frankfurt without her. The Red Cross took us to
the camp in Nuremberg.

In Germany, just like in the United States, nobody was interested in
the constructivist art, or in the minimal art. The conceptual art and
later the figurative art with ,,Neue Wilde" were prevailing. We had
no more chance.

| remained in permanent touch with Roman. There were long and
interminable letters. In 1976 | firstly visited him in Philadelphia. He
used to live on a long street at the edge of the town, 2900 Rawle
Street, a highly American street, with familiar and almost identical
houses. On the street, only cars, no people. Roman had got his
driving license and was surprised to see | was not interested in cars.
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Diet Sayler / Winkel Konstellation /
1975 / acrylic on canvas / 140 x 140 cm

right - Diet Sayler / Fiinf Linien /
1976 [ acrylic on canvas / 120 x 120 cm







Diet Sayler / Veranderung 14/
1978 / ink on paper / 48 x 48 cm

We went to Washington together. He was very absent minded,
agitated and kept talking while driving. We were lucky not to suffer
an accident.

Roman was working on his kitchen table. He used to make
beautiful, little and very precise collages. In the cellar he had installed
a workshop for his tridimensional works. He was working in wood
and later in metal. He even started a course to learn the welding
techniques.

At night he could not sleep, he was reading or listened to the radio.
He was very informed, he shared a really encyclopaedic knowledge.

L.C. : You are being discrete, you do not want to talk about the support
you continued to offer him, yet he wrote about that to me, not only once.
It is true that, without asking for anything, Roman could stir friendship
and devotion around himself. Regarding this aspect, Paul Neagu, who
had settled to London, was impressed. He kept writing to him, making
suggestions, trying to organise his exhibitions, even when Roman was no
longer responding, because of his illness. | shall not forget how beautifully
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Diet Sayler / Veranderung | 1 /
1978 / ink on paper / 48 x 48 cm

he was spoken about by Horia Bernea, who was otherwise very skimpy
with his esteem. In America, together with the Fdrcas family and an
intimate friend, lon Manta, we made the documentary volume about
Roman. These were the persons who also managed his practical problems
(such as the manufacturing of boxes to transport his works to Romania).
There was an incomprehensible contrast about Roman. He was very
precise in the execution of his works of art, some were even highly
pretentious; on the other hand, he was completely helpless in his everyday
life. In 1998, if | remember it well, when [ visited him, and he waited for
me at the bus station by his car, which he could still drive, he was not able
to find his way home. He always reached the gate of the Chinese district.
“I do everything | can”, he used to say.

Before that, | saw him again, after a separation of more than twenty
years, when, at the beginning of the 90s, he was at Timisoara, on the
occasion of an exhibition organised at the Museum (when he also offered
us pretty many works of art). He had another exhibition organised at the
Cultural Centre in New York by Coriolan Babeti, who had also supported
him. He also exhibited his works at the Venice Biennale, when he used to
run that Cultural Centre.,
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As we approach the end of this discussion, and we have rather
traversed your lives as artists, | should ask you two questions. Firstly, how
do you see Roman’s artistic period of time from Romania compared to
the American one? What you did in the country after 1965 was really
important and undeniable, it fully contributed to the fast Europenization
of the Romanian art after many previous years of tribulation promoted
by the Socidlist Realism. Thus, from the perspective of the Romanian
art history, it might be, at least in Roman'’s case, the most important
contribution. However, lon Manta considers — and | assume he is right
— that what Roman did during the constructive years in Timisoara was
defined by an excessive austerity, while in Philadelphia he gained his
form’s higher degree of liberty, within the limits of an unabandoned
constructivism (regarding this aspect, Flondor tells me he is glad to notice
a sudden reversal of galleries’ interest). So, what is your opinion? The
second question refers, as you also reached the time balance, to the way
you see your own artistic contribution during all these numerous years. It
is not about self-assessing yourself, | know you will not, it's about your own
characterization.

D.S. : I visited Roman quite often in Philadelphia. He used to show
me his works of art. He had become uncertain. He was wondering
all the time. On the other hand, he reached the level of artistry. He
was very simple and concise. He was thinking profoundly and proved
refinment in his artistic expression. We used to talk all night and in
the morning we were exhausted by fatigue.

In 1981, l'invited him, together with Rudolf Valenta, an artist from
Prague settled to Berlin, to an exhibition at the Ricard Gallery, a
historical gallery, which exhibited the Russian Avantgarde — Malevich,
Kandinsky, El Lissitzky, Tatlin, Kliun etc. | wrote a preface in a little
catalogue they published.

In 1989, I invited Roman to an exhibition, ,,Konkret neun”, which
was related to a series of concrete art exhibitions organized in
Nuremberg between 1980 and 1990. | also invited Satoru Sato,
Zdenek Sykora, Jan Berdyszak, Karl-Heinz Adler and Jean Spencer,
an international selection. Roman came to Nuremberg, where he
stayed for several weeks. He tried to help my wife in the kitchen but
Inge is still laughing when she remembers Roman's adventures.

In 1995, | organised one of his solo exhibitions at Ublacker-Hzus|,
a little museum in Munich. | opened the exhibition. Roman did not
come to Munich.

We started to make plans to return to Europe, to Nuremberg.
Unfortunately, these plans were not achieved. Cristina did not want to.
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Diet Sayler / Untitled 2 /
1984 / acrylic on canvas / 120 x 120 cm



Diet Sayler / Fugue /
1987 / collage on paper / 50 x 70 cm

right - Roman Cotosman / Project for Sculpture /
2000-2002 / drawing / 23 x 30 cm

There is a great difference between his constructivist years in
Timisoara and those spent in Philadelphia. For Roman, Timisoara
represented the beginning. A radical beginning in everything he
was doing. He was fascinated by the virtual op-art movement and
later by the real, kinetic and tridimensional movement. His work
of art done during his youth, very original in the 60s in Romania, is
undoubtedly a great historical step.

In Philadelphia, without any public echo, still very lonely, he reaches
a mature artistic level. He gives up kinetics and op-art, more or less
simultaneously with his departure from Romania. He works a lot and
continuously experiences facts. During all these years, he develops
his own personal language. | know few artists endowed with such a
personal philosophy.

The experience of his life, his disappointments and sickness
continued and his suffering changed him. He had become restrained.
Isolated. Communication was limited to his few artists, his friends
since he was young. He became profound, knowing a lot of things,
working immensely and heroically. His artistic language was saturated
by the experience of art and life.
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L.C. [ think that in Roman’s case we can make the distinction between
importance and value. It is obvious that in the history of Romanian
contemporary art, his contribution is the one developed in the 60s; taking
advantage of the fact that the Party gave up the unhappy ,,socialist
realism”, a lot of artists among which — perhaps even preponderently —
some artists from Timisoara as well, renewed their means of expression
in a haste. Whether at that time the writers reconsidered the connection
with all that was created during the interwar period, the artists preferred
to synchronise with European art. Hence the concepts of Constructivism,
Kinetism... What Roman had done during those years was significant,
however compared to what was going to happen in his quasi American
anonymity it may appear rather arid. As a value, | believe - like lon
Manta — that during the shorter and shorter periods permitted by his
illness Roman increased its value in America. He developed both in its
variety and meaning. Formally, what he did was, as Manta says “the
exploration of the empty space’s possibilities” in order to obtain virtually
infinite combinations. However, it was even more. You have also referred
to a philosophical perspective. Manta speaks about the fact of being
revealed, “the godlike nothingness, full of all virtuality — good and bad — of
the closed Universes”. And afterwards, totally opposing to the more and
more unbearable yet really heroic suffering, a last stage, an exuberant
one, defined by a childish joy, as translated by Manta "My dear, my work
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Roman Cotosman / Installation Project /
1995-2000 / cut out paper relief / 30 x 22,5 cm

Roman Cotosman / Project for Sculpture /
1984-1995 / drawing on paper / 21 x 28 cm
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is over. Enjoy it the way you wish!”

Now that we have both characterized Roman, | believe it would not
be bad, although, given your complex professional activity displayed in
exhibitions and albums comprising the aspects of your art, you are more
well-known, | repeat, it wouldn't be bad if you also referred to your own
stages and their signification.

D.S. : My artistic evolution and stages in some words:
The 50s portray my artistic beginnings. For me, the 60s represent
years of inner emigration and opposition. | am running away from
the Socialist Realism. | flee in the objectiveness of geometry. It
corresponds to my way of thinking and artistic attitude, in the way
one will later see. Towards the end of the 60s | orient towards
Malevich and the Russian Suprematism of the 20s, while Roman
and the other colleagues orient towards the idea of France in the
60s. The Russian Suprematism, beyond its modernity, comprises the
eternal search for the absolute.

The 70s and the process of emigration brought me into a
completely new world, with other values and perspectives. Leaving
the world in which I had lived beyond, | noticed that the constructivist
art developed a series of directions and versions. | develop my artistic
language. | focus on the black and white. In the second part of the
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70s, | start opposing the incidental to the constructed image. | am
interested in Spinoza.

In the 80s, the formalism of Constructivist art is obviously
definitive. | try to organize an opposition. | invite the artists who
oppose to conservatory, repetitive and dogmatic positions to a
series of programme exhibitions to Nuremberg. The beginning is
marked by ,,Konkret 1 in 1980. There are 4 participants from 4
countries. Then each year there will be an exhibition of 5 — 7 artists
from the same number of countries. The last exhibition, , Konkret
10", reunites 20 artists. In 10 years there have been more than 90
artists, many of these already well-known internationally: Ellsworth
Kelly, Dan Flavin, Francois Morellet, Kenneth Martin, Aurelie Nemour,
Giani Colombo, Mario Nigro, Glinter Fruhtrunk, Jesus Raphael
Soto, Dora Maurer; Vera R6hm. Every year, the exhibitions are
completed with a theoretical symposium. Among the participants
we can mention: Max Bense, Dietmar Gudrian, Lisa Belotti, Elisabeth
Axmann, Dieter Bogner, Andrei Nakov, Eugen Gomringer, Heiner
Stachelhaus. Nuremberg became a centre of constructivist art.

In 1988, | am the curator of a French-German exhibition in Berlin,
,Konzeption und Konstruktion, Berlin, 1988". There were 25 French
artists and 25 German artists.

The 90s. | forever detach from the ,,objective’ form of concrete
art, which had helped me to save myself from the Socialist Realism.
In 1988, in Madrid, at a symposium of constructivist art, | had already
published a manifest in this sense. | had already developed my own
alphabet of basic forms. A personal, strictly individual and subjective
alphabet. Colour is again part of my artistic language. | am powerfully
influenced by the Italian Renaissance, colours and the humanist
principle of individual liberty, reflected in the subjectivity of creation.
It is the start of a period defined by large canvases, intense visual
materiality and presence.

In 1992 | got a chair of painting at the Art Academy in Nurembersg.
| taught my students painting, sculpture, installations, interventions in
architecture. And certainly, the theory of the visual language.

The 2000s. A series of retrospectives in different European
museums. Besides painting, | keep making site-specific installations
as interventions, in architecture. Photography is another side of my
artistic practice. It allows me to compare my artistic repertoire to
the everyday, urban and historical reality. In 2005 | complete my
didactic activity and totally dedicate myself to painting. Then thei
issued publish a series of publications.
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Diet Sayler / Acht Zufalls-Streifen /
1988 / acrylic on canvas / 150 x 200 cm



Roman Cotosman / Project for Sculpture /
1993 - 1994 / drawing on paper / 21 x 28 cm

right - Roman Cotosman / Project No. 4 /
1993 - 1994 / project on paper / 23 x 30 cm






Roman Cotosman / Project No. 2 /
1985 / project on paper /23 x 30 cm

Roman Cotosman / Project No. 5 /
1993 - 1994 / project on paper / 23 x 30 cm



After my departure from Timisoara, in 1968, | had few occasions to
see my colleagues again. After many years | met Bertalan in Germany.
He visited me in Nuremberg. He was making a series of very
introverted, strange, almost autist drawings. In recent years | visited
Flondor in his studio in the Park of Roses. He used to make a good
figurative painting. He returned to colours and created some very
beautiful grays. | no longer saw Molnar. He had died in the meantime.
| sometimes saw Paul Neagu in London. He was working a lot, very
much. He wanted the three of us to have an exhibition. Then he
wanted us to make a museum in Timisoara...

L.C. Thank you. As far as | am concerned, | shall not add any appraisals
regarding your art as | am not competent enough and | cannot take
advantage, like in Roman’s case, of the support of someone like lon
Manta. What is revealed not only by your story, it is something | have
already known, and | am not the only one, the fact that you experienced
a fulfilled life, one corresponding to your merits. | am glad it is like that,
but this time, given your attachment, yours and Roman’s in this exhibition,
[ admit | am melancholically happy. | am sad because life circumstances
did not permit Roman to reach a notoriety according to his merits. On the
other hand, | highly cherish the friendship | share with some outstanding
artists — namely Horia Bernea, Paul Neagu and yourself — it was proved,
during the calvary, not only by encouraging words and letters but also by
all that was possibly done to replace him somehow, and their effort to
make him feel important in public life, which his sickness did not allow.
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The present exhibition is still an evidence of what | am going to say since
you wanted to appear beside Roman, for which, as | have replaced him
this time, | am grateful to you.

And now, if no longer wish to add something more, | believe we can
finish it here.

Livius Ciocarlie (b. 1935) is a university professor, with a Ph.D. title in French literature, a
literary critic, writer and memoirist.
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Roman Cotosman / No. 5/
2000 -2002 / drawing on paper / 21 x 28 cm

left - Roman Cotosman / No. 5a/
2000 -2002 / drawing on paper / 21 x 28 cm



Roman Cotosman - Diet Sayler. O prietenie

Tn termenti istorici se discut3 stiluri, influente si consecinte, mai
putin si mai rar persoane sau detalii definitorii pentru un eveniment
crucial din arta. Tn cazul nostru, Ins3, se porneste de la particular la
universal, de la un punct mic pe harta, dintr-o epoca cenusie, pana
la un patrat perfect inchegat, care se integreaza n jocul de puzzle al
istoriei artei contemporane.

Roman Cotosman (1935-2006) si Diet Sayler (n. 1939) s-au intalnit
intr-un atelier de picturd, pe vremea cand invatau studiul dupa
natura intr-un atelier notoriu al Timisoarei anilor '50-'60, apartinand
pictorului lulius Podlipny (1898-1991), primul presedinte al filialei
Uniunii Artistilor Plastici din oras, profesor la Liceul de Arta, o
figura autoritard a vremurilor. Adesea, in randul artistilor, asemenea
prietenii nu dureaza, insd aici este vorba despre doua personalitati
marginalizate care cautau similitudini cu greu recognoscibile in cei din
jur. Preocuparile lor artistice difereau enorm fata de cele ale colegilor.
Fara a romanta prea mult situatia, vorbim despre niste oameni care
isi cdutau imaginea din oglinda in celdlalt, in aproape, in colegul de
breasla. Fireste cd preocupdrile lor de atunci nu faceau decat sa
pregdteasca artistii care vor fi fost mai tarziu.

“Prietenia mea cu Dietrich Sayler si Paul Neagu Tsi avea inceputul n
anii In care studiam fmpreuna n atelierul profesorului lulius Podlipny.
Tn decursul anilor, cu Sayler ma intalneam sau ne vizitam reciproc
pentru a ne vedea lucrdrile. Vorbeam mult despre pictura, mai tarziu
despre constructivism si integrarea artelor intr-un spatiu arhitectonic.
Avea deja o expozitie personald si participari la regionale. Sistematic
in metoda de lucru, dupa experimentari, intr-o tehnica mixta, ajungea
la principii si procedee constructive de organizare spatiald.

Tn '68, participa la expozitia noastra de grup de la Bucuresti.
La aceasta expozitie a participat cu noi (n.n. Constantin Flondor,
Stefan Bertalan, Diet Sayler, Roman Cotosman) si Zoltan Molnar”
P. Astfel scria Cotosman n Creatie si sincronism european. Miscarea
artisticd timisoreand (anii 1 960-70), lucrare publicata la Timisoara Tn
octombrie- noiembrie 1991.
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Diet Sayler / Lucretia /
1998 / acrylic on wood / 140 x 238 x 8,5 cm



Diet Sayler / Ravenna / 1998 /
acrylicon wood / 140 x 238 x 8,5 cm

right - Roman Cotosman / Counterpoint /
1985 / acrylic on paper / 53 x 53 cm



Tn anii aceia uniformi si cenusii, nevoile principale erau de a
apartine unei comunitati restranse si de a avea idealuri impartasite
cu ceilalti, idealuri ce se opuneau sistemului si a ceea ce era impus.
Artistii care faceau eforturi sd iasd in afara acelui sistem doreau
sa dezvolte grupuri de discutii si de lucru, adevarate platforme
cu program expozitional si suport teoretic in spate. Filosofia si
manifestele artei moderne, ale artei programatice au fost o sursa
de inspiratie, modele pentru estetica artei concrete (cu radacini
constructiviste) pe care au abordat-o, insd geometria e Imbogatita
de matematici superioare, de atractivitatea artei cinetice si de
mostenirea cubismului si a futurismului, care de data aceasta nu mai
sunt sincrone constructivismului rus sau artei concrete (Bazele Artei
Concrete, 1930, Theo van Doesburg, Otto G. Carlsund, Jean Hélion,
Leon Tutundjian), ci fac parte din istoria recenta a avangardei.

Existenta unei avangarde era imposibila Tn plin comunism, nefiind
vorba de o lume n care libertatea de expresie era permisa. Aici,
caracterele puternice creau insule n jurul lor, reauseau sa coaguleze
mici comunitati si sa duca mai departe un ideal de libertate, adesea
doar interioara. Tot aceasta caldtorie spre interior i-a condus cétre
sintezd, geometrie si abstractie, trasaturi care le-au devenit specifice
ani mai tarziu.

Artistii vremurilor respective, mai ales cei tineri si sceptici fatd
de ideologiile impuse, aveau ca sansd, ca gurd de aer, caldtoriile si
cartile In si din Occident. O intamplare nefericitd, dar salvatoare — o
interventie chirurgicald, 1l aduce pe Roman Cotosman la Paris timp
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Roman Cotosman / Collage R19 /
1994 / collage on paper / 41 x 35 cm

right - Diet Sayler / Zeneida | /
2011 /acrylic on canvas / 27 x 37 cm

de sase luni, prilej cu care intrd In contact cu arta contemporana.
Revenit in tara, impartaseste noutatile cu prietenii sai.

Celor doi le placea sa Tsi spuna “corsisti”, ca o replica plind de talc
la academismul si oficialismul local, deoarece Tntalnirile lor aveau loc
pe Bulevardul Corso din Timisoara. In preumblarile lor crepusculare
discutau politicd, filosofie si arta. Diet Sayler era student la
Constructii, Roman Cotosman la Teologie, amandoi erau autodidacti,
reusind sa Tnvete despre arta prin discutii si experiment, si nu prin
studii seci dupa natura sau retete impuse de profesori plafonati, cu
idei preconcepute.

Marturiile timpului reveld faptul ca gruparea || | (infiintata in
1966, din care au facut parte Constantin Flondor, Stefan Bertalan,
Roman Cotosman) nu a functionat ca un grup artistic, ci ca un grup
de interese, ai carui membri doar au expus impreuna, nu au si lucrat.
Dupa participarea acestora la Nirnberg Biennale fur konstruktive
Kunst din 1969, gruparea se destramd, Cotosman pleaca definitiv
din tard, mai intai in Germania, apoi la Philadelphia, iar Bertalan si
Flondor infiinteaza grupul Sigma, alaturi de Doru Tulcan, lon Gaita,
Elisei Rusu si matematicianul Lucian Codreanu.
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Cei doi artisti, Sayler si Cotosman, au expus impreuna in Romania
de putine ori, cea mai importantd (si istorica) expozitie fiind 5 Artisti
Timisoreni, din 7 mai 1968, deschisa la Galeria Kalinderu din Bucuresti,
ingrijita de Eugen Schileru si considerata a fi prima expozitie de arta
abstract-constructivista din Romania. Nu mult dupa expozitie, luata
ca nod istoric, destinele lor se indepérteaza, ajung pe continente
diferite. Diet Sayler ramane la Bucuresti pana in 1972, cand emigreaza
in Germania si se stabileste la Nirnberg, unde traieste si azi, iar
Roman Cotosman ajunge Tn Statele Unite, la Philadelphia, unde
moare Tn 2006. Acestia au pastrat legatura, iar in 1981, Roman
Cotosman expune alaturi de Rudolf Valenta la Galeria Johanna
Ricard din Nurnberg, cu sprijinul lui Diet Sayler. Tot acesta il invitd sa
participe in expozitia Konkret neun din 1989, in acelasi Ntrnberg. De
data aceasta, Diet Sayler este curatorul celor doua expozitii In care
participa Roman Cotosman.

“In arta nu se poate vorbi de progres autentic. Sunt succesiuni,
moduri de expresie, dar nu progres. Exista evolutie, dar nu in
sensul acesta. Totdeauna rdman cultivate realizari mereu valabile.

Tn stiinta, progresul e masurabil. Aici poate fi vorba de o diferenti
fundamentald intre stiinta si arta. (...) Eu vreau sa merg, atat cat pot,
atat cat imi permite limita mea, pe linia constructivist-concreta.”
Astfel aprecia Roman Cotosman propriile cercetari artistice Intr-
un interviu acordat lui Daniel Ursachi si aparut in ziarul Redlitatea
culturald (Timisoara, 1995).

Initiativa de a Ti aduce impreuna pe cei doi artisti apartine lui Diet
Sayler, care, dupa emigrarea in Germania, a avut si are o activitate
artistica si pedagogica impresionanta. Arta sa e bazata pe un discurs
conceptual foarte bine delimitat, in care forma este spatiu, spatiul este
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muzica, muzica este matematica, matematica e poezie. Preocuparea
sa pentru perfectiunea suprafetelor, pentru netezimea lor pedanta,
care anuleaza programatic orice urma de gest, de amprenta artisticd
recongnoscibil, Tl fac recognoscibil in ansamblul operelor sale.

Fiecare lucrare o anunta pe urmatoarea, iar numarul lor poate fi
infinit, deoarece posibilitdtile cromatice si formale pe care le anunta
artistul cu fiecare imagine sunt nenumarate. Pe langa picturd, colaj si
desen, Diet Sayler face si interventii in spatii arhitectonice consacrate.
Reuniunea lucrarilor celor doi artisti dupa mai bine de jumdtate de
secol de la prima lor intalnire este un prilej extraordinar de a intra
n contact cu arta concreta la Bucuresti. Lui Roman Cotosman i se
oferd atentia cuvenitd, care i-a cam lipsit in timpul vietii, pe cand Diet
Sayler se intoarce intr-un punct din care a plecat in urma cu aproape
cincizeci de ani. Cercul istoriei se Tnvarte continuu.

Simona Vildu, aprilie 2015
Simona Vildu (n.1 983) este artistd, curatoare si eseistd. Lucreazd cu 418 Gallery din 201 3.
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Roman Cotosman / Collage TAI0 /
1994 / collage on paper / 42 x 54 cm

left - Diet Sayler / Wurfstlick 2 /
1994 / acrylic on canvas / 141 x 185 cm



Neue Galerie Kassel / A hall with Markus LUpertz, Pierre Soulages, Diet Sayler



Roman Cotosman - Diet Sayler. An Artist Friendship

We are more likely to discuss styles, influences and consequences
in historical terms, than people’s lives or details which created history
in art. In our case, however, we start from a particular case to an
universal one, from a small dot on a map in a blurry era to a perfect
square, ready to fit in the great puzzle game of art history.

Roman Cotosman (1935-2006) and Diet Sayler (b. 1939) had
met in a painting studio while they were making classical studies
after nature. The studio belonged to the notorious painter Julius
Podlipny (1898-1991), the first president of local Union of Artists’
branch and member of the teaching staff in the Art Highschool, an
authoritarian figure of those times. Usually, in the art world, this kind
of friendship is not meant to last from various reasons, but here we
are talking about two marginalized personalities who were searching
for similarities that were hard to find around them. Their artistic
preoccupations were so different from those of their fellow artists.
Without romancing the given situation, we are talking about people
who were searching for their mirror reflection in the other, the kind,
the fellow artist. Naturally, their early concerns in art were important
steps in their further evolution as artists.

,Being friends with Dietrich Sayler and Paul Neagu started while
we were studying together in the studio of artist and professor Julius
Podlipny. Along the vears, Sayler and me were meeting regularly
to see our artworks. We were talking a lot about painting, later on
about Constructivism and how to integrate art in an architectural
space. He already had a solo show and some participations in
regional collectives. Being systematic in his working method, after
experiencing various techniques, he reached to use constructivist
principles and procedures in organizing space. In ‘68, he takes part in
our group exhibition from Bucharest. We also invited Zoltan Molnar
to the show.” These memories were written by Cotosman for the
exhibition European Creation and Synchronicity. Timisoara Artistic
Movement (the years |960-70), with a publication issued in Timisoara,
October-November 1991,
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In those uniform and grey years, the basic spiritual needs were
to belong to a small community and to share common goals with
others. Those ideals opposed the system and everyday restrictions.
The artists who were struggling to go outside of the system
wanted to develop work and discussion groups, real platforms
with a program and strong theoretical background. Among their
inspirational sources, we find philosophy and Modern Art manifests,
which were patterns for the aesthetics of Concrete Art (with
Constructivist roots) they were following. In their art, geometry is
being enriched by superior mathematics, by the attraction of kinetic
art and by the heritage of Cubism and Futurism, that were not
synchronous anymore to Russian Constructivism or Concrete Art
(The Basis of Concrete Art was written in 1930 by Theo van Doesburg,
Otto G. Carlsund, Jean Hélion, Leon Tutundjian), we are talking about an
important part in the recent Avant-garde.

The existence of an avant-garde movement was impossible in
Communism, when freedom of expression was restricted. Then,
strong characters created islands around them, where they gathered
small communities, pursued and preserved a freedom ideal, but we
can only talk about inner freedom, of course. This journey towards
the inner world led them to synthesis, geometry and abstraction, the
main traits of their artistic personalities all along the way.

The artists in Communism, especially the young, skeptical ones,
reluctant to the official ideology, had their only chance to take a
breath of fresh air from travels or books to and from the Western
world. An unhappy, but life-saving event — a surgery, had brought
Roman Cotosman in Paris for six months, a time he spent visiting
contemporary art galleries and museums. Back in Timisoara, he
shared all the novelties with his friends.

The two artist friends liked to call themselves “Corsists”, a witty
alternative to local academism and formalism. Their meetings took
place up and down on Corso Boulevard from Timisoara. During
their sunset walks, they were discussing politics, philosophy and art.
Diet Sayler studied Civil Engineering, Roman Cotosman studied
Theology, both of them being self-taught in the field of arts. They
learnt about art through discussions and experiment, and not
by sterile studies from nature or imposed patterns by mediocre
teachers with conservative ideas.

The testimonies of time reveal the fact that Group 1.1.1. (settled

in 1966 by Constantin Flondor, Stefan Bertalan, Roman Cotosman)
didn’t function as an artistic group, more like a group of interests,
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Roman Cotosman / Collage R17 /
1993 / collage on paper /41 x 51 cm



Diet Sayler / Streuung /
1997 / Red | / collage on paper /38,5 x 64 cm



whose members only exhibited together, they had not been

working collectively. After their participation in Nirnberg Biennale ftir
konstruktive Kunst from 1969, the group fades and Cotosman leaves
Romania, first to Germany, then the USA, in Philadelphia. Meanwhile,
Bertalan and Flondor created Sigma Group, together with Doru
Tulcan, lon Gaita, Elisei Rusu and mathematician Lucian Codreanu.
The two artists, Sayler and Cotosman, exhibited together in Romania
only a few times, their most important (and historical) show was 5
Artists from Timisoara, opened on May 7th 1968 at Kalinderu gallery
from Bucharest, curated by Eugen Schileru and considered being the
first abstract-constructivist exhibition in Romania. Not long after this
historical nodal point, their destinies were torn apart as they moved
to different continents. Diet Sayler had stayed in Bucharest until
1972, when he immigrated to Germany and stayed in Nuremberg
until today. Roman Cotosman moved to Philadelphia, in the United
States, where he lived until his death in 2006. They kept in touch

all this time, having a few collaborations along the years. In1981,
Roman Cotosman has been invited by Diet Sayler to an exhibition in
Nuremberg, together with Rudolf Valenta, at Johanna Ricard Gallery.
Diet Sayler was the curator of the exhibition. Also, he curated
Konkret neun in 1989, when Roman Cotosman was also invited to his
second show in Nuremberg.

“We can'talk about genuine progress in art. There are successions,
ways of expression, but still not progress. There is evolution, but not
in this way. There is always about universal assessments. In science,
progress is measurable. This is the difference between science and
art. (...) I want to follow, as long as | can, as far as my limit, a concrete
— constructivist pattern.” This is how Roman Cotosman considered
his own artistic research, in an interview by Daniel Ursachi for
Redlitatea culturald magazine (Timisoara, 1995).

The initiative of this exhibition belongs to Diet Sayler, who, after
his immigration, had an impressive activity, both as an artist and
a professor. His artistic approach is based on a well-structured
conceptual discourse. Shape is space, space is music, music is
mathematics, mathematics is poetry. His concern for perfect surfaces,
for their impeccable smoothness, that automatically removes any
trace of gesture, of recognizable artistic touch, all this making his
oeuvres recognizable in their wholeness. Every artwork announces
the next, and their number can be infinite, because the chromatic
and formal possibilities used by the artist are numerous. Beside
painting, collage and drawing, Diet Sayler also made interventions in
famous architectural spaces.
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Roman Cotosman / Relief # 7/
1997 / painted wood / 41 x 62 x 7 cm

The rejoin of the two artists more than half a century from their
first meeting is a great opportunity to see an important display of
Concrete Art in Bucharest. Roman Cotosman is given the deserved
attention that he lacked along his lifetime, while Diet Sayler returns
to a place where he started almost fifty years ago. The circle of
history spins round and round.

Simona Vilau, April 2015
Simona Vilau (b.1983) is an artist, curator and art writer. She has been working with 418
Gallery since 201 3.
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Amintiri despre expozitia de la Kalinderu (mai |968)

L-am cunoscut pe Diet Sayler in primavara anului 1968, in expozitia
timisorenilor de la Kalinderu. Tmpreuni cu colegii mei, am fost
chemati la vernisaj de profesorul si mentorul nostru, Eugen Schileru.
Am regasit articolul publicat de Schileru in Contemporanul. Doct
si precis n analiza, Schileru fsi temperase tonul. La vernisaj fusese
entuziast: da, timisorenii sparsesera gheata, deschisesera prima
expozitie ne-marcata politic, impresionand lumea artistica a acelui
timp.

Tmi aduc aminte de tensiunea momentului, de gesticulatia larga a lui
Bertalan, de privirea intensa a lui Flondor, de taciturnul Cotosman si
de Diet, atent, surprins parca de vanzoleala sdlii arhipline.

Schileru ne vorbise de Profesorul Pamfil, spirit renascentist, de rolul
formativ al activismului sau cultural extrem de divers, de sensibilul
artist si pedagog Julius Podlipny. Aveam sa aflu mai multe despre
mediul artistic timisorean de la Horia Bernea si Paul Neagu. Traiam
o perioada de emulatie, unde Timisoara era un reper inconturnabil,
perioada care, dupa parerea, mea nu s-a mai repetat pana astazi.

A urmat vizita lui Richard Demarco, avandu-| alaturi pe Paul Overy,
vizitele lor la atelierele din Pangrati si selectia lor; atat de precisa si
sugestiva. Diet Sayler, cu cautdrile lui de atunci, acele haiku-uri grafice
incdrcate de o poeticd geometrica, facea parte din aceastd selectie.
Achizitionat de MoMA, invitat la Edinburgh, lui Sayler i s-a refuzat
dreptul de a calatori pana in momentul exilului. Revirimentul tezist
iscat (sau consolidat) de calatoriile lui Ceausescu Tn China lui Mao si
Coreea lui Kim Il Sung avea sa marcheze profund destinele multor
artisti pentru urmatorii douazeci de ani. Exerctiul artistic politizat,
impus de normele restrictive ale epocii, a fost ignorat de putini.
Motivat de o solida substanta teoretica, determinat sa ramana fidel
crezului sau artistic, Diet a fost silit sd se exileze.

Plecat In Germania in 1973, Diet Sayler avea sa ramana consecvent
in optiunile sale artistice, construindu-si cu obstinatie o solida cariera,
marcata de rafinarea cautarilor sale. ,,Ritm, cadenta, acorduri”,
cum spunea Gillo Dorfles despre arta concretd, iata o succintd
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caracterizare posibild si pentru opera lui Diet Sayler. Interventiile

lui grafice asupra unor exemple de arhitectura traditionala
concentreaza prin forma si culoare un comentariu liric, iar marile
compozitii confera o ncarcatura de fortd si energie unor spatii
expozitionale, sugerand alte dimensiuni ale compozitiei parietale, cu
trimiteri subtile la marile teme ale genului.

Diet Sayler a patruns intr-un mediu unde cdutarile lui au reusit
sa convinga. Opera lui, expresie a unui studiu extrem de adancit
asupra raporturilor geometrice si cromatice, asupra potentialitdtilor
spatiale ale liniei, dar si asupra raporturilor intre masele cromatice, a
dus la formuldri de o incitantd prospetime. Operele Iui au structura
cristalului, ele percuteaza ca niste poeme vizuale concentrate in
bidimensional. Md numar printre cei pentru care aceastd geometrie
de o mare limpiditate e un constant prilej de admiratie fata de
artistul si omul Diet Sayler.

Mihai Oroveanu
Bucuresti, 2010
Mihai Oroveanu (1946-2013) a fost istoric de artd, curator si fotograf, fondator si director al

Muzeului de Artd Contemporand MNAC Bucuresti (2004-201 3).
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Diet Sayler / Figueras /
2004 / acrylic on canvas / 150 x 150 x 5,5 cm

left - Diet Sayler / Streuung /
1997 / Black Il / collage on paper / 38,5 x 64 cm



Memories from the Kalinderu exhibition (May 1968)

I met Diet Sayler during the spring of 1968, at the exhibition of the
artists from Timisoara at Kalinderu. Together with my colleagues, |
was invited to the exhibition opening by our professor and mentor,
Eugen Schileru.

| found the article published by Schileru in ,,Contemporanul.”’
Erudite and precise in his analysis, Schileru had tempered his tone.
He had been very enthusiastic at the inauguration: yes, the artists
from Timisoara had broken the ice, they had opened the first
exhibition, which was not marked politically, and impressed the
artistic world of that time.

| remember the pressure of the moment, the large gesticulation
of Bertalan, the intense look of Flondor, the taciturn Cotosman and
Diet, who was attentive, as if surprised by the fidgetiness of the
overcrowded hall.

Schileru had spoken about professor Pamfil to us, a Renaissance
spirit, about the formative role of his extremely diversified cultural
activism, and about the sensible artist and pedagogue, Julius Podlipny.
| was meant to find out more about the artistic context in Timisoara

104



Diet Sayler / Fly /
2006 / diptych, acrylic on canvas / 150 x 415 x 5,5 cm

left - Roman Cotosman / Untitled Relief /
1985 / welded steel painted / 26 x 26 cm



from Horia Bernea and Paul Neagu. We used to live a period of
emulation when Timisoara represented an unavoidable reference
point, a period of time which, from my viewpoint, no longer
repeated until that day.

Then, there was the visit of Richard Demarco, supported by Paul
Overy, their visits to the studios in Pangrati and their selection, which
was so precise and suggestive. Diet Sayler; and his explorations ever
since, those graphic haikus expressing a geometric poetry, were
related to this selection.

Acquired by MoMA, invited to Edinburgh, Sayler was refused to
travel until the moment of exile. The thesist reversal stirred (or
consolidated) by the travels of Ceausescu to Mao's China and Kim ||
Sung’s Korea was meant to profoundly influence the destiny of many
artists during the next twenty years. The politicized artistic exercise,
imposed by the restrictive norms of the epoch, was ignored by few
people. Motivated by a solid theoretical substance, and determined
to further trust his artistic creed, Diet was forced to withdraw.
Gone to Germany in 1973, Diet Sayler was to stay consistent in his
artistic options by obstinately constructing his solid career; marked
by the refinment of his approach. ,,Rhythm, cadence, agreements”,
as Gillo Dorfles stated, when referring to concrete art, which might
also suggest a possible definition of Diet Sayler’s work. By means of
forms and colours, his graphic interferences in some examples of
traditional architecture concentrate a lyrical commentary, and the
large compositions provide the exhibition room with the expression
of strength and energy suggesting other dimensions of the parietal
composition subtly emphasising the great topics of the genre.,

Diet Sayler entered a medium where his explorations were
powerful enough to persuade. His work, the expression of an
extremely profound study regarding not only the geometric and
chromatic connections, or the spatial potential of the line, but also
the ties among chromatic masses, promoted several formulations
stimulating some exciting freshness. His work is defined by the
structure of a crystal, it percusses like a visual poem concentrated
in the bidimensional. | am among those who consider this clear
geometry a constant opportunity to admire Diet Sayler, the artist
and the man.

Mihai Oroveanu

Bucharest, 2010
Mihai Oroveanu (1946-2013) was an art historian, curator and photographer, founder and

director of MNAC Bucharest (2004-201 3).
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Diet Sayler / La Martorana /
2007 / acrylicon canvas/ | 18 x 136 x 5,6 cm



Roman Cotosman / Relief no. 3/
1992 / painted wood / 70 x 70 cm



Roman Cotosman
fragmente critice | critical fragments

Constructivismul intre rational si irational

Pentru Roman Cotosman opera de artd trebuie sa depaseasca
etapa obiectului, devenind instrument cibernetic, stimulator, emitator
si receptor n acelasi timp de mesaje umane. Stiinta si arta coincid in
demersurile lor primordiale de cunoastere si revelare a structurilor
fundamentale ale comportamentului uman. Caracterul nemijlocit
al revelarii artistice complineste caracterul mijlocit al cunoasterii
stiintifice. Tn spiritul ideilor lui Wiener, artistul tinde la realizarea
unor instrumente cinetico-cibernetice, dispozitive mecano-umane,
avand functia de amplificatoare energetice deosebit de utile I
realizarea spectacolelor cinetice si optice. In lucririle sale, care nu
constituie decat o prima etapa a unor realizari mai ample, artistul
este preocupat de revelarea factorilor aleatori in cadrul relatiilor
dintre miscarea reala discontinud si miscarea continua a luminii, a
culorii. Adept al operei deschise, artistul nu considerd indeajuns
de spiritualizat dialogul, atata timp cat el se limiteazd la miscarile de
deplasare sau manipulare a spectatorului. O angajare psihofizica
disciplinatd, urmarind o conditionare reald a instrumentului emitator-
receptor, de cdtre sensibilitatea fiecarui spectator, luat individual,
ar face posibile diferite nivele de comunicare, ajungandu-se la o
participare spirituald totald, la o spiritualizare a senzatiilor vizuale.

Octavian Barbosa

in “Secolul 20" nr. 5/ 1969, Bucuresti, pp.178-180

Octavian Barbosa (n.1927) este critic si istoric de artd, specidlist in artd romdneascd modernd
si contemporand.

Constructivism between rational and irrational

.. For Roman Cotosman the work of art must overrun the
phase of the object by simultaneously becoming a cybernetic and
stimulating instrument transmitting and receiving the human message.
Science and art coincide in their primordial approaches to know and
reveal the fundamental structures of human behaviour. The direct

109



character of artistic revelations complete the mediate character

of scientific knowledge. According to Wiener's viewpoint, the

artist reaches after the accomplishment of some kinetic-cybernetic
instruments, some mechanical human devices used as very efficient
energetic amplifiers in the achievement of kinetic and optical
performances. In his works of art, which represent only a first stage
of some more complex achievements, the artist is preoccupied with
the revelation of random factors in the connections between the
real discontinuous movement and the continuous movement of light
and colors. A supporter of open works of art, the artist does not
see the dialogue spiritualized enough as long as he limits himself to
the spectator’s movements or manipulation. A disciplined psycho-
physical engagement following a real conditioning of the transmitter-
receiver instrument, related to the sensibility of each spectator,
taken individually, would structure different levels of commmunication
reaching a total spiritual participation, a spiritualization of visual
sensations...

Octavian Barbosa
in "Secolul 20" nr. 5/ 1969, Bucharest, pp.178-180
Octavian Barbosa (b.1927) is an art critic and historian, specialized in modern and

contemporary Romanian art.

Experimentdrile cu mijloace de expresie ale abstractionismului liric
m-au condus n '64, credeam eu, la o etapa finald a picturalitatii prin
absenta formelor sau spargerea semnului plastic si a semnificatiilor
ui.

Moartea picturii imi aparea ca un fenomen decurgand din
epuizarea limbajului pictural, iar posibilitatea afirmarii unor noi forme
de limbaj imi aparea posibild printr-o activitate de punere intre
paranteze a fenomenului plastic traditional si a scoaterii din functiune
a ochiului, proces care necesita un dinamism plastic al actiunii umane,
coordonat cu programarea ritmica a fluxurilor luminoase oferite de
tehnologie.

Roman Cotosman
in Creatie si sincronism european. Miscarea artisticd timisoreand (anii 1 960-70),
Timisoara, 1991
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Diet Sayler / Agora /
2009 / diptych, acrylic on canvas / 150 x 415 x 5,5 cm

next page - Roman Cotosman / Collage AP22 /
1990 / collage on paper / 60 x 80 cm




| thought that the experiments accomplished with the expressions
defined by the lyrical abstractionism drove me, in 1964, to a final
stage of pictorial structure through the absence of forms or the split
of artistic signs and their significations.

| saw the end of painting as a phenomenon derived from the
exhaustion of the pictorial language, and | considered the possible
assertion of some new language forms feasible through an activity
suggesting the digression of the traditional artistic phenomenon
and the removal of the active eye, a process demanding an artistic
dynamism of human action, coordinated with the rhythmical
schedule of the luminous flow offered by technology.

Roman Cotosman
in Creatie si sincronism european. Miscarea artisticd timisoreand (anii 1960-70),
Timisoara, 1991

Roman Cotosman

Viziunea profeticd a lui Artaud despre latura materiald a unui limbaj
de creatie totald se va interfera cu previziunile lui Foucault asupra
contopirii fiintei omului cu Tnsdsi fiinta limbajului.

Stabilit din anul 1970 la Philadelphia (SUA), Roman Cotosman
continud sa expuna in Germania, in ciclul de manifestari intitulate
,Konkret", organizate de Diet Sayler la Nirnberg. Din 1972
incepe un ciclu de constructii si desene bazate pe transformari si
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permutatii, amintind configuratiile liniilor structurate din mai vechile
sale lucrdri; situatie noud, insa, In care opera fngloba un nou principiu
descentralizator al structurii. Cu ciclul serial de desene intitulat Jocuri
descentrate (1979 - 1980), el pare a cduta elementele unei vorbiri
plastice, gramatica unui sistem vizual, amintindu-ne ca alti artisti
romani au creat in anii ‘30 un alfabet al artei abstracte: este vorba

de Marcel lancu si Hans Mattis-Teutsch. Astfel, s-ar parea ca artistii,
indiferent de timpul in care au trait si creat, cauta cam aceleasi lucruri.
Este Tnsa doar o impresie superficiald, caci, in vremurile noastre,
Roman Cotosman actioneaza intr-un alt sens - cel al jocului liber.

Andrei Pintilie

in “Arta”, nr. 2/ 1992, pp. 2 - 8

Andrei Pintilie (1950-1994) a fost critic si istoric de artd, specialist in artd modernd si
contemporand romdneascd.

Roman Cotosman

... Artaud’s prophetic vision regarding the material side of a language
expressing the total creation is going to interfere with Foucault’s
predictions concerning the fusion of human being with the function of
language itself.

Settled to Philadelphia (USA) since 1970, Roman Cotosman had
kept exhibiting in Germany, in the cycle of some events entitled
., Konkret", organised by Diet Sayler in Nirnberg. Starting with 1972,
he started a cycle of works and drawings based on transformations
and permutations reminding of the configurations of lines structured
in his older works; however, this is a new situation in which the
work of art used to integrate a new decentralizing principle of the
structure. With his series of drawings, Off-centred games (1979 -
1980), he seems to explore the elements of an artistic speech, the
grammar of a visual system, reminding us of the fact that there were
other Romanian artists who created an alphabet of the abstract art
in the 1930s: it is about Marcel Janco and Hans Mattis-Teutsch. Thus
it might seem that artists, regardless of the time when they lived and
created, search for similar things. Yet it is only a superficial impression
as nowadays Roman Cotosman acts in a totally different sense — the
one of free games.

Andrei Pintilie

in “Arta”, nr. 2/ 1992, pp. 2 - 8

Andrei Pintilie (1950-1994) was an art critic and historian, specialized in modern and
contemporary Romanian art.
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Tn artele vizuale, semnificatia sau continutul este inseparabil de
calitatile sale formale sau de stilul sau. Orice imagine este o realitate
separata si autonomd, autocontinuta, ce si are propria sa finitudine si
raspunde propriilor sale imperative.

Tn ceea ce ma priveste, cercetarea simplititii const in chiar actul
reducerii experientei vizuale la forme geometrice, prin folosirea
sistematica a simplificarii formelor si a relatiilor arhitectonice dintre
acestea. Fiecare interactiune Tsi creeaza propria sa realitate. Aceasta
are loc in interiorul unui spatiu limitat, un camp al transformarilor si
al repetitiilor ritmice. Activitatea conceptiei nu poate fi explicitata in
mod logic. Logica survine numai dupa ce voi fi lucrat dupa programe
artistice si intentii indeterminate. Jocul este innascut artelor vizuale si
orice exprimare este marginita de structura jocului. Interpretul insusi
devine principiul interpretarii.

Momentul care-mi declanseaza potentialul creator poate fi
comparat cu o stare de vid, un fel de stare primordiald, un domeniu
special al necunoscutului care se cere a fi populat, astfel incat
realitatea artei sa se poata dezvolta, dupa aceea, intr-un proces; vidul
devine vid activ.

Roman Cotosman
fn “ Roman Cotosman” Centrul Soros pentru Artd Contemporand Bucuresti,
Muzeul de Artd Timisoara, 1995, pp. 20-22

In visual arts, the signification or contents can be separated neither
from its formal qualities nor from its style. Any image represents a
separate, autonomous and self-contained reality, provided with its
own finiteness, and corresponding to its own imperatives.

As far as | am concerned, the analysis of simplicity consists in

the reduction of visual experience to geometric forms through

the systematic simplification of forms and their architectonic
connections. Each interaction creates its own reality. This occurs
within a limited space, a field of transformations and rhythmical
repetitions. The conception’s activity cannot be explained logically.
The logic turns up only after | will have worked according to artistic
programs and indeterminate intentions. The game is inherent to
visual arts and any expression is limited by the game's structure. The
interpreter himself becomes the principle of interpretation.

The moment which triggers my creative potential can be
compared to a vacuum state, a sort of primordial condition, a
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Diet Sayler / Wurfstlick 6 /
2012 / acrylic on paper /27 x 57 cm



Diet Sayler / Giotto /
2012 / acrylic on canvas / 128 x 204 x 5,5 cm



special domain of the unknown which asks to be populated in order
to subsequently support the development of artistic realities in a
process; the vacuum becomes an active vacuum.

Roman Cotosman
in " Roman Cotosman” Centrul Soros pentru Artd Contemporand Bucuresti,
Museum of Arts, Timisoara, 1995, pp. 20-22

Transcendenta vidului

Dar odata cu participarea la Bienala de la Nirnberg, Roman
Cotosman a ales libertatea stabilindu-se, in cele din urma, in
Philadelphia. El a continuat sd faca o arta riguros nonfigurativa
de orientare constructivist-concretd, adesea forme “minimale”.
Problemele artistice de actualitate pentru el, in noua conjunctura,
erau descentralizarea structurii plastice si rolul activ al “privitorului
interpret”. Aceste noi evolutii teoretice si artistice de dupd 1972,
concretizate in seria “Jocuri tensionate” - desene si colaje, dezvoltau
unele idei mai vechi despre teoria jocului si importanta sansei in
creatia artistica. El a continuat tema descentralizarii structurii in seria
de desene “Jocuri descentrate”, In care concepea “o gramatica a unui
sistem vizual, ce ndzuieste sa fie fara centru”. Dezvoltand aceasta
teorie, ajunge la concluzia ca “centrul spatiului structurat vizual nu
poate avea un loc stabil sau o cauza, cd exista un nou centru Tn sensul
in care el nu reprezinta o realitate plasticd, ci o functie”, iar apoi ca
“functia face posibil jocul liber al elementelor simple, organizate
in siruri de probabilitati”. Conceptul de joc liber atrage dupa sine
“neincheierea’” lucrarii. “Daca desavarsirea lucrarii nu mai are nici
o importantd - scrie Cotosman n noua sa statistica - aceasta nu se
intampla pentru ca infinitul unui cdmp nu poate fi cuprins cu o privire
fugara In cadrul unui sistem marginit, ci deoarece natura campului,
adica limbajul Tnsusi, exclude desavarsirea’

El a realizat, intr-o conceptie similard, dar intr-un spatiu
tridimensional, instalatii cu elemente liniare metalice si mai apoi
“sculpturi libere” din otel sudat. Atat acestea, cat si reliefurile
monocrome din lemn sau din aluminiu, au la baza tensiuni ale
elementelor plastice, ordonate Tnsa si potentate in forme riguroase.
Ele definesc un “gol al tensiunilor active”, o “viziune plastica privitd
dincolo de realitatea conventionala”.

Din 1988, artistul dezvolta seria ""Colajelor cromatice”, axate
in continuare pe un “gol ritmic activ”’, fara a incerca rezolvarea
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Diet Sayler / Rio de la Plata /
2014 / acrylic on canvas / 128 x 204 x 5,5 cm



tensiunilor, dar punand n valoare cromatica ce joaca un rol important
alcatuind "“un sistem personal, care urmdreste sa dea expresie lumii
interioare”. Culorile sunt percepute Tn individualitatea lor specifica,

cu intensititi egale si omogene, fard adancimi tonale. In acelasi timp
nsa, capacitatea lor de a actiona asupra sensibilitdtii spectatorului
Creeazd o rezonanta cromatica, generand "‘un ecou plastic - aura” cu
semnificatii senzorial-spirituale.

Receptiv la cele mai noi teorii ale stiintei, intuindu-le chiar Tnainte ca
ele sa fie oficial formulate (convingerea ca haosul ascunde o ordine a
fost mai apoi confirmatd de teoria despre haos, dezvoltata de catre
unii fizicieni, in anii ‘80), Roman Cotosman Tsi insoteste ntotdeauna
lucrdrile plastice cu dezvoltari teoretice, menite sa nuanteze si sd
precizeze ceea ce pare mai general. latd ce scria recent referitor la
teoria “golului”, abordata Tn seria celor mai noi “Colaje cromatice”,
circumscriind astfel intreaga arie a operei: “Scopul operei de arta
e sd soseascd in necunoscut, sa priveasca nevazutul intr-un fel de
transcendenta a golului. (...) Deci nevazutul ar ramane un fel de “gol
al tensiunilor active, fard continut, viziunea plastica, privita dincolo de
realitatea conventionald”. Siin incheiere, artistul marturiseste: “Lucrez
in spiritul unei conceptii stilistice moderne, potrivit careia nu mai
existd deosebire intre fond si forma, intre semn si sens”.

lleana Pintilie

in “Roman Cotosman”, Centrul Soros pentru Artd Contemporand Bucuresti,

Muzeul de Artd Timisoara, | 995, pp. 8-10

lleana Pintilie este critic de artd, curator si profesor universitar din Timisoara, specialistd in neo-

avangardd si actionism romdnesc.

The Transcendence of the Void

But when participating in the Biennial of Nuremberg, Roman
Cotosman chose freedom and finally established in Philadelphia.
He continued with a rigorously non-figurative art of Constructivist-
Concrete orientation, often with “minimal” forms. His artistic
concerns, in the new situation, were the decentralization of the
plastic structure and the active role of the “onlooker-interpreter”.
These new theoretical and artistic evolutions after |972, materialized
in the series called “Tense Games' - drawings and collages -
developed previous ideas of the game theory and the importance
of chance in the artistic creation. He continued with the theme
of structure decentralization in the series of drawings called
“Decentered Games” in which he conceived "“a grammar of visual
system that aims at being centreless”. While developing this idea, he
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comes to the conclusion that “the centre of the visually structured
space cannot have a fixed place or course, there is no-centre as it
does not represent a plastic reality, but a function” and then that
“the function makes possible the free game of the simple elements
organized in series of probabilities”.

The concept of free game results in “unfinishing” the work of art.
“If the completion of the work of art has no importance - writes
Cotosman in his new stylistics - it does not happen because the
infinite of a field cannot be enclosed at a glance in a limited system,
but because the nature of the field, that is the language itself,
excludes completion”.

He creates installations with liner metallic elements and then “free
standing sculptures” made of welded steel, according to a similar
conception, but within a three-dimensional space. These works and
the monochromatic reliefs made of wood or aluminium, as well,
are based on tensions of the plastic elements, ordered, in exchange,
and heightened in rigorous forms. They define a “void of the active
tensions”, a “plastic view considered beyond conventional reality”.
Since 1988, the artist has developed the series of “Chromatic
Collages” that go on on being centered round a “rhythmic active
void” without trying to solve tensions, but using chromatics that plays
an important role by creating “a personal system meant to express
the inner world”. Colors are perceived in their specific individuality,
with even homogeneous intensities, without tonal depth. But, at
the same time, their capacity of acting on the spectator’s sensibility
creates a chromatic resonance and gives birth to “a plastic echo-
aura” with sensory and spiritual meanings.

Receptive to the latest scientific theories, intuiting them even
before their official formulation (the belief that chaos hides order
was later on confirmed by the theory of chaos elaborated by some
physicists in the eighties), Roman Cotosman always accompanies
his works of art with theoretical developments, meant to nuance
and specify what seems more general. Here is what he has recently
written on the “theory of void” that he approached in the series
of his latest “Chromatic Collages”, thus circumscribing the whole
area of work of art: “The aim of the work of art is to arrive in the
unknown, to watch the unseen in a kind of transcendence of the
void (...). So the unseen would remain a kind of ‘void of the active
tensions’, hollow, a plastic view considered beyond conventional
reality’”

As a conclusion, the artist confesses: “I work in the spirit of a
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Roman Cotosman / Collage /
1993/ Canson and Strathmore paper / 40 x 55 cm

modern stylistic conception, according to wich there is no difference
between content and form, between sign and sense”.

lleana Pintilie
in,,Roman Cotosman", Centrul Soros pentru Arta Contemporand Bucharest,
Muzeul de Arta Timisoara, 1995, pp. 7/9/1'|

Translated by Doina Lica

Relatia dintre ordine si haos md preocupa din '63. Atunci
experimentam, Incercand sa le combin Intr-o dezordine ordonata, Tn
serii de lucrari monocrome, prin care urmaream spargerea semnului
plastic. In perioada urmatoare, de punere intre paranteze sau de
scoatere din functiune a ochiului si a cinetismului instrumental,
reluam cu alte modalitati acelasi raport; elementul aleatoric avand
in continuare un rol important. Ramasesem cu convingerea,
confirmata si Tn anii '80 de noile teorii matematice sau din fizica
nucleard, ca ordinea in adancime ascunde un tip de haos, si invers; n
haos sdlasluieste un gen de ordine. Deci, un fel de corelatie care ma
preocupa in continuare.

Pentru ca distinctia dintre fond si forma nu se mai aplica artei
abstracte, notiunea de abstract include si sensul de concret, vehicolul
transcendentei e insusi limbajul plastic. Numai in limbaj Tsi gasesc
prezenta conceptul, obiectul de arta sau semnalul la care te referi.
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Roman Cotosman / Rhythmic void /
1991 / collage on paper / 40 X 55 cm

Golul sau void-ul, ceva mai nuantat ca termen, in engleza, aspira sa
dea nimicului sensul de fundament. Are multe tangente, incepand cu
filosofia greaca si pana la cea contemporand si, vorba ta, cu nimicul
filosofal al budistilor. Aici trebuie sa adaug teologia mistica si stiinta
moderna. Pentru unii mistici, divinitatea este un fel de esenta fara
esentd, foarte apropiata de neant. Nici stiinta nu s-a lasat mai prejos,
postuland realitatea vidului chiar si in ultimele teorii cosmologice
despre big-bang sau din fizica sub-atomica. Nimicul nu e un hazard
absolutizat, cum mi se pare c-ai crede din formularea intrebarii.
Pentru ca acesta este corelat cu Intamplarea si necesitatea. Cat
despre semnificatia mesajului artistic pentru lumea oamenilor reali,
cred ca ei alcatuiesc publicul participant, predispus la selectionare
dupa preferinte individuale sau criterii proprii de interpretare. Dupa
un secol de arta moderna, educatia vizuald a patruns la multe nivele
si, deci, pentru fiecare optiunile sunt deschise. Departe de mine
intentia sau forta demiurgica de a face dintr-un gol ritmat un fel
de obiectivare plasticista la dimensiunea unei utopii divine. Dupa
dezastrul utopiilor totalitare din epoca noastra, chiar si o utopie
divind ar starni lehamite. Si asa, posibilitatea aruncarii in gol a omenirii
pluteste ca un armageddon.

Cred ca arta abstracta, constructivist-concretd urmareste crearea
unei realitati in sine, independentd de realitatea conventionald. Ca si
abstractul, concretul este tot rezultatul procesului de abstractizare.
Configuratiile care Ti sunt specifice se afla intr-o tensiune voit
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nerezolvata, fatd de tot ce-i obisnuit si asigurat. Forma face sensibil
impulsul creator; ceea ce ar parea sa fie rezultatul, forma, e geneza
lucrarii; ceea ce ar pdrea sa fie geneza, semnificatia, rezultatul. Fiindca
intrebarea ta se referd si la fundalul abscons al materiei acceleratoare
de particule subatomice, gasesc in structuri existenta vidului la care
mad refeream.

Deoarece existd o ampla unitate structurala a tuturor artelor
moderne, se pot face paralele si cu muzica. Succesiunea de forme
ritmice, care pot forma o linie orizontald, o secventa ascendentd sau
descendenta, reteaua de tensiuni a lucrarii plastice, ce contine energii
cromatice, ca un fel de ecou sau aura plasticd, sunt modalitati de
expresie prin care plastica se Tnrudeste cu muzica. Specificul limbajului
vizual include dimensiunea mentald, desenul, forma, culoarea, lumina
si relatiile spatio-temporale intr-o tonalitate expresiva.

Fragmente din dialogul dintre Paul Neagu si Roman Cotosman,
in revista Contrapunct, nr. 8/ 1996

| have been interested in the relationship between order and chaos
since 1963. Back then | used to carry out a lot of experiments trying
to combine them in an organised disorder, in series of monochrome
works, aiming to split the artistic sign. During the following period
of time, defined by digressions and the removal of the active eye,
and instrumental kinetics, | reconsidered the same bond by using
the same methods; the random element kept being important. | still
believed in the theory, which was also confirmed in the 1980s by the
new mathematical theories or the nuclear physics that the order in
depth hides a certain type of chaos and the other way around; there
is a kind of order sheltered by the chaos. Consequently, a sort of
correlation, which | keep being preoccupied with.

As the distinction between the essence and forms is no longer
applied to abstract art, the abstract notion also includes the meaning
of concreteness, the vehicle of transcendence is the artistic language
itself. The language is the only element comprising the concept, the
object of art or the signal you refer to.

The emptiness or the void, more nuanced as a term, in English,
aims to provide nothingness with the meaning of basis. It has more
tangents, from the Greek philosophy to the contemporary one
and, as you say, it's connected to the philosophical nothingness of the
Buddhists. Here | must add the mystic theology and modern science.
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Some mystics consider divinity a kind of essence without essence,
very close to nothingness. Science also proved its way and postulated
the reality of the void even in the latest cosmological theories
regarding the big-bang or the sub-atomic physics. Nothingness is
not an absolutized hazard, as you may think given the formulation

of the question. For it is correlated with happenings and necessity.
Regarding the signification of artistic messages in the world of real
people, | believe they influence the participating public, predisposed
to choose according to individual preferences or personal criteria of
interpretation. After a century of modern art, the visual education
penetrated more levels, thus in each case the options are open.

Heaven forbid, it is not about my intention or demiurgic power
to transform some rhythmic emptiness into a kind of artistic
objectification reaching the dimension of a divine utopia. After the
disaster of totalitarean utopias during our age, even a divine utopia
would stir some disgust. Even like this, the possibility of throwing
mankind in nothingness is floating like an armagedon.

| assume that the abstract and concrete-constructivist art
concentrates on the creation of a reality itself, one which is
independent on the conventional reality. Just like the abstract, the
concrete is still the outcome of a process of abstraction. Its specific
configurations find themselves in a deliberate unsolved pressure, if
compared to all that's ordinary and insured. Forms make the creative
impulse sensible which might suggest the result, the form, the genesis
of the work; which might highlight the genesis, the significance, the
result. As your question also refers to the abstruse background of
the matter accelerating sub-atomic particles, | find the existence of
the void, which | used to refer to, in a number of structures.

As there is a complex structural wholeness of all modern arts,
we can also draw some parallels with the domain of music. The
succession of rhythmic forms, which can form a horizontal line, an
ascending or descending sequence, the network of pressures stirred
by the work of art, integrating chromatic energies, like a sort of echo
or artistic aura, all represent expressive modalities through which
visual art is related to music. The specificity of the visual language
includes the mental dimension, the drawing, form, colour, light and
the spatio-temporal connections in an expressive scheme of colours.

Fragments from the dialogue between Paul Neagu and Roman Cotosman,
in,Contrapunct,” nr. 8/ 1996
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Roman Cotosman / Untitled Relief /
1987 / painted wood / 80 x 80 cm



Roman Cotosman - un artist consecvent al artei concrete

Pana nu demult, rolul jucat de un artist ca Roman Cotosman asupra
mediului constructivisto-cinetic romanesc al anilor ‘60 a fost complet
neglijat, ca un efect nociv al cenzurarii istoriei artei romanesti de
catre puterea represiva de la noi din tard. Abiain 1991 artistul
este invitat sa participe la o retrospectiva organizata la Timisoara,
reaparand n atentia publicd prin lucrdrile din acea perioada, dar
si prin aspectele mai noi ale creatiei sale, iar in 1995 cu o ampld
expozitie la Muzeul de Arta din acelasi oras. Cu aceasta ocazie au
fost rememorate principalele etape ale creatiei sale artistice mai
vechi si mai noi.

Tn 1962, dupa studii libere de picturd cu maestrul lulius Podlipny,
Cotosman abandona figurativul (ajunsese in prealabil la esentializarea
picturii dupa principii ale cubismului, utilizate aldturi de elemente
ale artei bizantine), pentru a se dedica experimentelor cu forme
geometrice. Dupa sederea sa de la Paris in 1963, artistul revenea
incdrcat de cinetismul parizian, aflat in plind desfasurare, dar si de
structuralism sau de Noul Roman, de teatrul lui lonesco sau cel al lui
Beckett. El initia seria monotipurilor monocrome Spargerea semnului
plastic, realizand mai apoi si primele colaje constructiviste, care
sugerau in bidimensional un dinamism spatial.

lleana Pintilie

Uniunea Artistilor Plastici din Romdnia, Muzeul National de Artd al Romdniei

., Comunicdrile din cadrul Simpozionului de Artd Concretd”, Editura Crater, Bucuresti, 1997, pp.
48 —-49

Roman Cotosman — a consistent artist of Concrete Art

Until recently, the role played by an artist like Roman Cotosman in
the Romanian kinetic constructivist context of the 1960s had been
completely ignored, as a harmful effect caused by the censorship of
the Romanian art history provoked by the repressive power in our
country. It was only in 1991 when the artist was invited to participate
in a retrospective organized in Timisoara, reappearing in the public
attention both through the works made during that period of time,
and through the more recent aspects of his creation, and in 1995
with a complex exhibition at the Museum of Arts in the same town.
On this occasion, they recalled the main stages of his older and
newer artistic creation.
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Roman Cotosman / Correlation Violet and Orchid /
1988 / acrylic on paper / 50 x 26 cm



In 1962, after some free painting studies with master Julius
Podlipny, Cotosman abandoned the figurative (he had previously
reached the essentiality of paintings according to some principles of
Cubism, used together with elements of the Byzantine art), in order
to focus on experiments with geometric forms. After his stay in
Paris in 1963, the artist returned overwhelmed not only by the fully
developing Parisian kinetics but also by Structuralism or the Nouveau
Roman, the theatre of lonesco or Beckett. He used to initiate
the series of monochrome monotypes, The split of artistic signs,
subsequently also achieving the first constructivist collages suggesting
a spatial dynamism in the bi-dimensional...

lleana Pintilie
Union of Fine Artists, Romania, The National Art Museum, Romania

., The communications at the Concrete Art Symposium”, Editura Crater, Bucharest, 1997, p.48 -

Obiectul artei mele este acela de a patrunde in necunoscut, de a
nu avea nici un continut, in sensul conventional al termenului. Este o
viziune plastica a perceptiei care depdseste limitele realitdtii; un gen
de ecou plastic sau aura a capacitdtii culorilor de a actiona direct
asupra simturilor privitorului.

Roman Cotosman
in “Roman Cotosman”, Muzeul de Arta, Timisoara, 1995, pp. 20 - 22

.. The goal of my art is to penetrate the unknown, without sharing
any contents, from the conventional perspective of the term. It is an
artistic vision of perception overrunning the limits of reality; a sort of
artistic echo or aura connected to the colors' capacity to influence
the viewer's senses in a direct way...

Roman Cotosman
in “"Roman Cotosman”, The Museum of Arts, Timisoara, 1995, pp. 20 - 22
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Dincolo de aparente

Departe de a fi dat uitarii dupa disparitia sa fizica, Roman
Cotosman se numara printre acei artisti a caror creatie incepe sa fie
recuperatd incet, dar sigur de posteritate, intrand cu drepturi depline
n circuitul public. Emigrat din tara de cateva decenii, In 1990 putini
erau cei care isi aminteau de el sau cunosteau cate ceva din creatia lui;
Tncepand cu aceastd data Tnsa, prin eforturile catorva critici si artisti,

a unor vechi prieteni si sustindtori, opera lui de inceput sau cea mai
recentd a fost prezentata succesiv in Timisoara si in Bucuresti. Astazi,
numele artistului a patruns In colectiile publice ale muzeelor, dar siin
colectii private, facand obiectul unui interes de specialitate, impartasit
si de public.

Aceasta redescoperire a avut meritul de a reevalua situatia artei
romanesti din anii 1960 - 1970 si de a constata ca, fard sa fie prea
vizibil, Roman Cotosman a fost o figura centrald a neo-avangardei
acelei perioade. Inteligenta sa vie, reflectata in calitatea si adancimea
textelor sale teoretice, conceptele sale vizuale, intrupate in lucrari de
O puritate si o austeritate consecvent puse in aplicare, ne dezvaluie in
fatd hieroglifa inghetata a unei gandiri puternic obiectualizate.

lleana Pintilie
Roman Cotosman, Secvente, Muzeul de Artd Timisoara, 2008

Beyond appearances

Far from being forgotten after his physical disappearance, Roman
Cotosman is one of those artists whose creation starts being slowly
yet surely recovered by posterity, announcing its full rights in the
public circuit. Emigrated from the country for several decades, in
1990 there were few people who remembered or knew something
from his creation; however, starting with this date, given the efforts
of several critics and artists, some old friends and supporters,
his early or more recent work was successively presented in
Timisoara and Bucharest. Today, the name of the artist is known
both in museum's public collections and in private collections, while
representing a specialized subject of interest, which is also shared by
the public...

.. This re-discovery deserved not only to re-evaluate the situation
of Romanian art between 1960 and 1970 but also to notice that,
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Roman Cotosman / Collage R21 /
1993 / collage on paper /41 x 51 cm

without being too visible, Roman Cotosman was the main avant-
garde character of that period of time. His lively intelligence,
reflected in the quality and depth of his theoretical texts, and

his visual concepts, expressed in works of art defined by some
constantly implemented purity and austerity, disclose the frozen
hieroglyph of a powerfully objectified way of thinking.

lleana Pintilie

Roman Cotosman, Sequences, The Museum of Arts, Timisoara, 2008
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Diet Sayler
fragmente critice | critical fragments

Dupa Brancusi, artistii romani abstracti de notorietate sunt Istrati
si Natalia Dumitresco. Dar ei au devenit cetateni francezi (cum
devenise si Brancusi altminteri), asa ca nu i mentionam aici decat
pentru rememorare. Alti emigranti romani trdiesc de asemenea la
Paris: Paul Ackermann, George Apostu, Simone Hertan.

O miscare Neo-Constructivista exista in Romania, influentata de
cubism, constructivismul rus si Bauhaus. Dietrich Sayler, care este

si inginer, face parte din aceasta miscare ce aspira, precum grupul
rus “Dvijénié”, dar de mai mica amploare, sa unifice stiinta, arta si
arhitectura... La Timisoara s-a format un grup foarte activ, din care
fac parte Roman Cotosman, $t. Bertalan, C. Flondor, Dietrich Sayler
si Molnar. ...

Michel Ragon

in Michel Ragon, Michel Seuphor: I'art abstrait 3. 1939 — 1970 en Europe,
Editura Maeght, Paris, 1973, p. 225

Michel Ragon (n. 1 924) este scriitor, istoric de artd si critic de artd din Paris.

After Brancusi, the Romanian notorious, abstract artists in France
are Istrati and Natalia Dumitresco. But they became French citizens
(as Brancusi did also before his death), and we only mention them
for rememberance. Other Romanian immigrants, also living in Paris
are: Paul Ackermann, George Apostu, Simone Hertan.

A neo-Constructivist movement flourished in Romania also, being
influenced by Cubism, Russian Constructivism and Bauhaus. Dietrich
Sayler, also an engineer, is part of this movement that aims, like
Russian group “Dvijénié”, but on a smaller scale, to unify science,

art and architecture... There is a very active group in Timisoara,
composed by Roman Cotosman, St. Bertalan, C. Flondor, Dietrich
Sayler and Molnar. ...

Michel Ragon
in Michel Ragon, Michel Seuphor: abstract Art 3. 1939 — 1970 in Europe,

Maeght Publishing House, Paris, 1973, p. 225

Michel Ragon (n. 1924) is a writer, art historian and art critic from Paris.
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Desenele lui Diet Sayler

.. Aceste observatii mai degrabd istorice preced analiza esteticd
succinta, pentru a atrage atentia, de la bun inceput, ca in ceea ce
priveste desenele lui Diet Sayler, perceptia este obligata sa prelucreze
intotdeauna doua aspecte, si anume atat pe cel geometric, cat
si pe cel estetic, iar acestea reprezinta doua posibilitati diferite,
neexcluzandu-se totusi reciproc, ale reprezentarii Fiintei (des
Seienden).

.. Poate ca desenele lui Sayler trebuie comparate cu creatii similare,
cu cele “quinze variations sur un méme theme” ale lui Max Bill din
anul 1938, sau cu ,,desenele generative' ale lui Manfred Mohr din
977, pentru a afla mai multe despre reconstructia prin desen si de
stdrile estetice create de un repertoriu simplu si redus.

Max Bense
in ,,Diet Sayler. Zeichnungen, Bilder, Fotos*

Studiengalerie Studium Generale, Universitatea din Stuttgart 1978
Max Bense (1910 - 1990) este filosof, scriitor si publicist, profesor la Universitatea din Stuttgart.

Diet Sayler’s Drawings

... I'm putting these historical notes in front of my short aesthetic
analysis in order to point out from the beginning, that the perception
of Diet Sayler's drawings has always to cope with two aspects, the
geometrical one and the aesthetical one, and that these two aspects
are different although not mutually exclusive possibilities of the
representation of the ,,Seiendes" (phil. term for existing entity, actual
existing being). ...

... maybe one should compare Saylers drawings with similar
creations, with Max Bill's ,,quinze variations sur un méme theme"
from 1938 or to Manfred Mohr's , ,generative Zeichnungen® from
1977, to learn more about the reconstruction of aesthetic states
through drawing and about simple and reduced repertoire. ...

Max Bense

in ,,Diet Sayler: Zeichnungen, Bilder, Fotos"

Studiengalerie Studium Generale, University of Stuttgart, 1978

Max Bense (1910 - 1990) is philosopher, writer, and publicist, professor at the Unniversity of

Stuttgart.
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Diet Sayler / Tomis /
2014 / acrylic on canvas / 100 x 120 cm

Geometria individualizata

Privind in urma la maestri timpurii ai Suprematismului si abstractiei
cvasi-geometrice, Tn mod special la Malevici si Mondrian, Sayler este
unul dintre artistii europeni importanti, ai caror proiecte au fost
concentrate pe reconsiderarea aspectelor afective in rigorile sterile
ale Constructivismului international. El a cautat cu hotarare sa se
distanteze de rationalismul academic bazat pe geometrie, ce domina
eforturile constructiviste in jurul anilor 1960, 1970 si 1980. Sayler a
respins utopismul simplist ce identifica proiectul timpuriu modernist
constructivist Tn arta cu imbunatatirea tehnologica sau socio-politica,
dar a fost si impotriva tendintei dominante din abstractia recenta
geometrica (si minimalista), a figurilor filosofice idealiste spre
prezentdrile repetitive ale formelor obiective. Folosind procedee ce
neaga rezultatele predictive, care permit subiectivitatea (in materie
de culoare, de exemplu), intuitia (la deciderea elementelor de bazd) si
sansa (la determinarea configurarii elementelor de baza), Sayler a fost
in fruntea dezvoltarii cruciale a constructivismului ce admite ratiunea
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si emotia, dar si evenimentul imprevizibil, in practica. Tn cuvintele sale:
«Principiul este forma/culoarea este libertate/sansa este moment.»
Eliberata din anumite constrangeri arbitrare, abstractia tactil-
geometrica devine expresivitatea definita a frumoaselor incertitudini
ce reprezinta conditia libertatii umane.

Mel Gooding

in: ,Diet Sayler" Catalog al seriei de expozitii in
Ludwigshafen, Bucuresti, Praga, Cambridge, Ely.
Verlag ftir moderne Kunst, Niirnberg 1999

Mel Gooding (b.1934) este critic de artd, scriitor si curator, in Londra.

Individualized Geometry

Looking back to the early masters of Suprematism and quasi-
geometric abstraction, particularly Malevich and Mondrian, Sayler is
one of a number of important European artists whose project has
been to bring back aspects of the affective into the somewhat sterile
rigours of international Constructivism. He has resolutely sought
to distance himself from the geometry-based academic rationalism
that dominated Constructivist efforts through the 1960s, 1970s
and 1980s. Sayler rejected the simplistic utopianism that identified
the early modernist Constructivist project in art with technological
and socio-political improvement, but he also set himself against
the dominant trend in more recent geometric abstraction (and
Minimalism) to idealist philosophical figurings, to the repetitive
presentations of objective forms. Employing procedures that deny
predictive outcomes, and which allow for subjectivity (in choice
of colour, for example), intuition (in deciding the shape of Basic
Elements) and chance (in the determining of the configuration of
the Basic Elements), Sayler has been at the forefront of a crucial
development of Constructivism that admits mind and emotion,
and the unpredictable event, into its practice. In his own words:
«Principle is form/Color is freedom/Chance is the moment».
Liberated from certain arbitrary constraints, tactile-geometric
abstraction becomes itself precisely expressive of the beautiful
uncertainties that are a condition of human freedom.

Mel Gooding

in: ,Diet Sayler". Catalogue of exhibitions in

Ludwigshafen, Bucharest, Prague, Cambridge, Ely.

Verlag fiir moderne Kunst, Nirnberg, 1999

Mel Gooding (b.1934) is art critic, writer and exhibition organiser, in London
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Diet Sayler / Taranto /
2014 / acrylic on canvas / 100 x 120 cm

Diet Sayler si Color Field

Pe Diet Sayler l-am Tntalnit prima datd in 1976 si i-am urmarit
evolutia mai mult de doua decenii, de la arta concreta la ,,Basic”
.. In cazul lui Sayler, simtul culorii este foarte original. El adaugd un
nou element la experienta culorii in lucrarile sale, In timp ce senzatiile
sunt subliniate prin contraste subtile.

Tn lucrérile sale recente, organizarea pictoriala nu se mai bazeaza
pe elemente ierarhice sau relatii traditionale. Tn schimb, pictura se
prezinta ca unitate expresivd. Marginile sale severe sunt percepute
drep experienta directa si holistica. El atrage atentia asupra
caracterului plan, bidimensional al picturii; forma sa specifica si
aspectele materiale sunt pe larg recunoscute. Se prefera contrastele
lucide ale culorii Tn schimbul tonalitatilor deschise si inchise.

..Descoperim o paraleld intre cdmpurile de culoare rezonante
ale lui Sayler si senzualitatea culorilor lui Rothko, fine si translucide,
aplicate strat cu strat, construind treptat adancimi misterioase. Tn
pictura lui Sayler ... exista o prezentare similara inabusitd a culorii.
Ambii artisti au creat unele din lucrarile lor cele mai expresive in
culori calde.
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Roman Cotosman / Collage /
1993 / Canson and Strathmore paper / 40 x 55 cm

Experimentele lui Sayler legate de sansa ... culmineaza in creatia
sa prin elementele ,Basic”. Aceastd ordine a Elementelor de Bazd,
dezvoltata de Sayler in ultimii zece ani, pornind de la un sistem de
structuri geometrice, nu are un echivalent nici in arta americana si
nici in cea europeand.

El a reusit cu picturile ,,Basic” sa exprime idealismul artei concrete
adaugand, totodata, frumusetea subiectiva a culorii.

Ward Jackson

in: ,,Diet Sayler". Catalog al seriei de expozitii in
Ludwigshafen, Bucuresti, Praga, Cambridge, Ely.
Verlag ftir moderne Kunst, Nirnberg, 1999

Ward Jackson (1928 - 2004) a fost artist si istoric de artd, Director Art Archives (pdnd in
1994) la Guggenheim Museum, New York.

Diet Sayler and the Color Field

| first met Diet Sayler in 1976 and have followed his development
over two decades from Concrete to Basic art.

.. Sayler's sense of color is very original. He adds a new element to
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the experience of color in his work, sensations being heightened by
subtle contrasts.

In his recent works pictorial organization no longer relies on
hierarchical elements or traditional part-to-part relationships. Instead
the painting is presented as an apprehended unity. Its hard edges are
perceived as direct and holistic experience. He calls attention to the
two-dimensional flatness of the picture plane; its specific shape and
material aspects are openly acknowledged. Lucid contrasts of color
rather than light and dark tonalities are favored.

A parallel can be found between Sayler's resonant contrasting
fields of color and the sensuality of Rothko's colors, fine and
translucent, applied layer by layer, slowly building to mysterious
depths. In Sayler's painting ... there is a similar smouldering
presentation of color. Both artists have created some of their most
expressive works with warm-coloured paintings.

Sayler's experiments with chance ... culminate in his work with Basic
Elements. This order of Basic Elements which Sayler has built up in
the past ten years from a system of geometrical patterns, has neither
equivalent in American, nor in European art.

He has succeeded in his Basic paintings to express the idealism of
Concrete art while adding a subjective beauty of color.

Ward Jackson

In",,Diet Sayler*, Catalogue of series of exhibitions in

Ludwigshafen, Bucharest, Prague, Cambridge, Ely.

Verlag fiir moderne Kunst, Nirnberg, 1999

Ward Jackson (1928 - 2004) was artist and art historian, Director of Art Archives (until 1994)

at Guggenheim Museum, New York.

Coincidenta si Temporalitate in Spatiu

Sayler isi Tnzestreaza pictura sau spatiul instalatiei cu o ordine in sine,
concentrata asupra unei cunoasteri specifice prin experienta estetica.
Aceasta reprezinta o artd a compozitiei, inerentd nu numai in pictura,
ci intr-o masura mai mare, imanenta contextual. Interactiunea dintre
lucrare si context induce eliberarea de energii creative vii.

Sayler intoarce Arta Concretd spre spatiu sau, mai precis, el o
valorifica pentru spatiu care — si acest lucru este un dat din traditia
constructivista rusa, la fel ca Mondrian — a fost intotdeauna esential,
un rezonator indispensabil. De fapt, el realizeaza ca geometria rigida a
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ceea ce numim ,,arta post-concreta" reprezinta un impas pentru ca
s-a dezvoltat ntr-un fenomen superficial.

Sayler deschide spatiul intr-un fel analog expansiunii spatiului de
ascultare al muzicii contemporane, indreptatind Arta Concreta sa fie
eliberata de constrangerile progresului si al sindromului concomitent
de realizare. Aceastd imprejurare reprezintd eliberarea, comparata
cu un oftat de usurare intr-un spatiu deschis. Faciliteaza noul si
posibilul discernamant in sunetul Elementelor de Baza din spatiu.

Lida von Mengden, Ludwigshafen
in: ,Diet Sayler" Catalog al seriei de expozitii in
Ludwigshafen, Bucuresti, Praga, Cambridge, Ely.

Verlag fiir moderne Kunst, Nirnberg, 1999
Lida von Mengden(n. 1 947) este istoric de artd, curator (pana 2007) la Ludwig Hack Museum,
Ludwigshafen

Coincidence and Temporality in Space

Sayler endows a picture or installation space an order all its own,
which aims at specific knowledge through aesthetic experience.
This is an art of composition, not merely inherent in the picture, but
to an even greater extent, contextually immanent. The interaction of
work and context induces the release of fresh creative energies.
Sayler returns Concrete Art to space or, to put it more precisely,

he reclaims it for space, which —and this is a given from Russian
Constructivist tradition as well as Mondrian — had always been the
essential, indispensable resonator. He realized, in fact, that the rigid
geometry of what we might term «post-Concrete» art was a dead
end because it had developed into a superficial phenomenon.

Sayler opens up space in a way that is analogous with the expansion
of listening space by contemporary music, thus enabling Concrete
Art to be freed from the constraints of progress and the
concomitant achievement syndrome. This circumstance represents
liberation, comparable to breathing a sigh of relief in an open

space. It makes possible new «clear insight» into the sound of Basic
Elements in space.

Lida von Mengden

in: ,Diet Sayler" Catalogue of exhibitions in

Ludwigshafen, Bucharest, Prague, Cambridge, Ely.

Verlag ftir moderne Kunst, Niirnberg, 1999

Lida von Mengden('b. 1947) is art historian, curator (until 2007) at Ludwig Hack Museum,
Ludwigshafen
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Trasee ale schimbarii

Cand Diet Sayler a inceput sa devina cunoscut in Ntrnberg, n
1973 (in ce ma priveste, I-am descoperit in 1976), s-a impus ca artist
de la bun inceput; adica, avea sa ne ofere ceva nou si aparte. ...

Sayler; care pe buna dreptate s-a autodefinit ca ,,instigator", a
produs valva ca teoretician, initiator de expozitii, si desigur ca artist.
Faptul ca propunea o perspectiva inedita, reiesea din una dintre
afirmatiile sale despre linie, si anume:

,Linia ca schimbare vizibild, ca potential sensibil al energiei si
al modificabilitatii. Linia ca anularea contradictiei intre ratiune si
emotie.” Pe cat de succinte, aceste notiuni exprimd deja crezul
artistului, avand consecintele ample; acest crez se Intrevede in
»anularea contradictiei intre ratiune si emotie”. ... Cu aceasta,
metoda de generare unilateral rationald a unor concepte
constructive a fost depasitd intr-un mod inedit. ...

In continuarea eforturilor teoretice ale artistului, importanta era
revolta sa impotriva cunoscutei scrieri a lui Kandinsky, ,,De la punct si
linie la plan, legat de care Sayler afirma:

,Nu trasarea miscarii de la punct la linie, ci de la linie la linie, drept
obiect spre obiect, drept trdire a schimbarii, a tensiunii si relaxarii,
drept perceptie a evolutiei, a timpului, a sperantei. Astfel, chiar si
cel care nu se ocupa cu configurarea relatiilor elementare, realizeaza
fara indoiala ca aici aparuse un artist complex si perseverent, pus pe
schimbare. ...

Contestand purismul doctrinar al adeptilor artei concrete din
anii ‘60, adicd arta concreta deja instituitd, a mers mai departe si
a elaborat cele 8 teze privind notiunea artei “Basic", pe care le-a
prezentat Tn anul 1989 la Madrid. ...Noua paradigma a lui Sayler
se numea elementul “Basic". Folosindu-ne de notiuni din domeniul
filozofiei, putem aduce In discutie “Monada” lui Leibniz, care
reprezintd o entitate individuald desavarsitd, de sine statatoare,
ultimativa. Sayler lucrase timp de cativa ani la elaborarea acestui
element “Basic", inainte sa 1l prezinte, in jurul anului 1990, cu toate
consecintele care decurg de aici. ...

Eugen Gomringer, Rehau
in: ,,Sich ein Bild machen von Diet Sayler”

Graef Verlag, Nirnberg, 2007
Eugen Gomringer (b. 1 925) este poet, critic de artd and profesor (pdnd in 1990) la

Kunstakademie , Dusseldorf
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Lines of change

When one met Diet Sayler in 1973 in Nuremberg, in my case it
was 976, there was already the artist entirely there, which means
he had something to offer, which was new and peculiar.

Sayler; who claimed himself rightfully an ,,agitator", caused
movement as theoretician, as initiator of exhibitions and naturally as
artist. He introduced a new view of things, as we can see in one of
his statements concerning the line. It says as follows:

,Line as perceivable change, as sensible potential of energy

and convertibility. Line as suspension of the contradiction of
thinking and feeling." We can see Sayler's credo with far reaching
consequences already in these few words. We can perceive it in the
terms ,,suspension of the contradiction of thinking and feeling". ...
Through this, the one-sided rational fabrication-method of some
constructivist concepts has been overtaken. ...

Following his theoretical discourse, Sayler's protest against
Kandinsky's well-known text ,,Point and Line to Field" was of
considerable importance:

,Not the drawing movement from point to line, but from line to
line, as object to object, as experience of change, of tension and
relaxation, as experience of motion, of time, of hope." It surely
becomes clear also to the one who is not exercising the design of
the elemental relations, that an artist has appeared, with long breath
and willing to initiate changes. ...

His attempt against the pure doctrine of the concrete of the 60s,
that means against the mature concrete art, continued and reached
8 Theses to the notion of ,,Basis-Kunst", which he presented in 1989
in Madrid. ... Sayler's new paradigm was called the Basis-Element.
Who needs a makeshift to philosophy, can draw to Leibniz concept
of the Monade, which is as a last unity in itself closed and complete
individuum. Sayler worked for a couple of years on the concept of
the Basis-Element, before he presented it in its full consequence in
1990. ...

Eugen Gomringer, Rehau

in: ,,Sich ein Bild machen von Diet Sayler”

Graef Verlag, Niirnberg, 2007

Eugen Gomringer (b. 1925) is poet, art critic, professor (until | 990) at the Arts Academy,

Ddusseldorf
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Roman Cotosman / Rhythmic Void /
1991 / collage on paper / 60 x 80 cm



Diet Sayler (ndscut in Timisoara, Romania, in 1939) a devenit, inca
de cand s-a mutat in Nirnberg, Germania, in 1972, unul din artistii
cei mai importanti din Europa care lucreaza in zona artei concrete
constructive. O lucrare cinetica timpurie, cu muzica de J.S. Bach si
John Cage, discursul dintre sansd si ordine, stabilitate si instabilitate,
au reprezentat o tema constanti a creatiei sale. In timp ce esenta
practicii sale continua sa fie reprezentata de picturd, Sayler si-a
extins creatia pentru a include interventiile in contextul arhitectural,
in mod evident cu rezonanta istorica. Acestea variaza de la simpla
si trecatoarea insertie intr-o situatie urbana a unei singure forme
de culoare, o ‘norigramd’, la explorari complete ale cladirilor; ca
de exemplu Palazzo Ducale, Genova (2000). Tn ultimii ani au fost
organizate expozitii majore la Muzeul Wilhelm Hack, Ludwigshafen,
Muzeul Ceh de Arte Frumoase, Praga, Muzeul National de Arta,
Bucuresti (toate in 1999), si Kettle’s Yard, Cambridge (2000). Din
1992, Diet Sayler este profesor la departamentul de pictura de la
Academia de Arte Frumoase, Nirnberg.

Michael Harrison in: “Sich ein Bild machen von Diet Sayler”
Graef Verlag, Nirnberg, 2007
Michael Harrison(1947 - 201 3) a fost curator la Tate Gallery in London, director la Kettle's Yard

(pdnd in 201 1) in Cambridge

Diet Sayler (born in Timisoara, Romania in 1939) has, since moving
to Nuremberg in Germany in 1972 became one of the foremost
artists in Europe working in the area of constructive-concrete art.
An early kinetic piece used the music of J.S. Bach and John Cage, and
the discourse between chance and order, stability and instability has
been a constant theme of his work. While the core of his practice
continues to be painting, Sayler has extended his work to include
interventions in architectural settings, normally with an historical
resonance. These have ranged from the simple and fleeting insertion
into an urban situation of a single color shape, a ‘norigramme’, to
full explorations of buildings such as the Palazzo Ducale of Genoa
(2000). In recent years major exhibitions have been held at the
Wilhelm Hack Museum, Ludwigshafen, the Czech Museum of Fine
Arts, Prague, the National Museum of Art, Bucharest (all 1999) and
Kettle's Yard, Cambridge (2000). Since 1992, Diet Sayler has been
Professor of Painting at Nuremberg Academy of Fine Arts.

Michael Harrison In "Sich ein Bild machen von Diet Sayler”
Graef Verlag, Nirnberg, 2007
Michael Harrison(1947 - 201 3) was curator at the Tate Gallery in London, director of Kettle's

Yard (until 201 1) in Cambridge
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Diet Sayler / Engramm 2010 /
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Diet Sayler / Engramm 2010 /
Digital Installation / Chiesa Nostra Signora della Neve / La Spezia / 2010
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Diet Sayler a ajuns la indltimea maturitatii sale expresive avand in
spate o pregatire solida, ale carei surse, in termeni critici, pot fi gasite
n abstractia geometrica, suprematismul rusesc si arta concreta, totusi
creatia este 0 mare caldtorie personald, impletita cu complexitatea
istoriei artei si a istoriei in general, de natura sociald, politicd si
personald. Az, el poate fi considerat unul din exponentii de frunte ai
artei abstracte din Europa si o figurd reprezentativa in teoria artei, un
domeniu Tn care a adus o schimbare inovatoare de directie.

Trebuie doar sa ne gandim cu cat de mult timp Tnainte a ajuns el cu
lucrdrile sale (scrieri teoretice, colaje, picturi, sculpturi in otel, carti de
artist, desene, obiecte, lucrdri in situ, instalatii) la ipotezele teoretice
oferite, abia anul trecut, de editia a 52-a a Bienalei de la Venetia,
prin intermediul lui Robert Storr, cu titlul “Think with the senses.
Feel with the mind” (Gandeste cu simturile. Simte cu mintea). Spre
deosebire de rezultatele vizuale oferite de expozitiille de la Venetia,
prin acest joc al cuvintelor, ce nu pare sa convinga pe toata lumea,

si nici nu a facut-o, combinatia de termeni a reprezentat o stimulare
benefica in a opri conceperea si considerarea artei actuale ca si cum
am fi pe jumatate orbi, folosindu-ne numai un ochi, fie cel al purei
rationalitati (mintea), fie cel al perceptiei instinctive (simturile).

Lucio Barbera

In “Diet Sayler. La pittura non mente. Painting does not lie”
Magika Edizioni, Messina 2009
Lucio Barbera (1942 - 201 1) a fost critic de artd, profesor la Universitatea din Messina

Diet Sayler is at the height of his expressive maturity, having behind
him a solid training whose roots, in critical terms, are in geometric
abstraction, Russian Suprematism and Concrete Art, yet his is a
highly personal journey, albeit intertwined with the complexity of
the history of art and of history in general, of a social, political and
personal nature. He should today be considered one of Europe’s
leading exponents of Abstract Art, and a leading figure in art theory,
a field in which he has brought about an innovative change of
direction. We need merely think of how far ahead of the times he
had conceived and translated into action, i.e. in his works (theoretical
writings, collages, paintings, sculptures in steel and perspex, artist
books, drawings, objects, site-specific works and installations), the
theoretical hypothesis offered, only last year in the 52nd Venice
Biennial, by Robert Storr, and expressed in the title “Think with
the senses. Feel with the mind”. Apart from the visual results that
the Venetian show offered, through this play on words, which may
not convince everyone, and in fact did not, the combination of the
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terms was a healthy encouragement to stop conceiving and looking
at “Present Art” as if we were half-blind, using one eye only, either
that of pure rationality (the mind) or of instinctive perception (the
senses).

Lucio Barbera
in "Diet Sayler. La pittura non mente. Painting does not lie”

Magika Edizioni, Messina 2009
Lucio Barbera (1942 - 201 1) was art critic, professor at the University of Messina

Sfinxul lui Sayler

Daca transcendentul este tema acestor lucrari, totusi exprimate in
forma de figuri abstracte sau antropomorfe, lucrarile lui Diet Sayler
ar trebui sa faca parte din universul misterului.

Enigmele, dimpotrivd, sunt scriituri cifrate, coduri voluntar
intrerupte, fragmentate pentru a nu fi descifrate, pentru a le sustrage
posesiunii gandului. Tn aceste suprafete nu este nimic de vazut, nici
macar misterul; In fata tacerii lor e necesar sa te schimbi si sa constati
ca Tn acele suprafete, n acele fragmente scriiturale se intampla ceva.
Aceste suprafete, unde nimicul Tsi scrie propria absenta, seamand

cu sfincsii, ne pun in fata faptului ca opera, Tnainte de a fi obiect

de contemplare, este un gest metafizic care aduce in joc privirea
noastra, ducand-o dincolo de vizibil. Se naste intrebarea: cum este
posibild trecerea de la suprafata pland la semn?

... Din perspectiva lui Sayler, dimpotriva, nu existd puncte sau
linii care sa constituie sensul operei, ci transformarea planului in
semn: suprafetele sunt elaborate dupa o procedura care presupune
necesitatea golurilor care se insereaza in forma abstracta a
dreptunghiului. Cu alte cuvinte: experienta Norigramelor care nu
renunta la faptul sensibil - la culoare - ajunge la semn reusind un salt
pe care il concretizeaza dincolo de suprafata colorata: contururile
nu sunt lineare, sunt numai fragmentate conform unei rigori care e
tipica scriiturii. In masura in care acestea sunt enigme, Norigramele
trezesc in noi atentia spre particularul absent, detaliu, fragmentul
disparut. ...

Marcello Faletra

in "Diet Sayler. La pittura non mente. Painting does not lie”

Magica Edizioni, Messina, 2009

Marcello Faletra (n. 1955) este filosof; scriitor si publicist, professor la Universitatea din Palermo
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Sayler’s Sphinx

If transcendence were the theme of these surfaces, expressed in
the form of abstract or anthropomorphic figures, the works of Sayler
would be part of the universe of mystery. Enigmas, meanwhile, are
coded writings, consciously interrupted codes, fragmented so they
cannot be deciphered, to prevent their possession by thought. On
the surfaces there is nothing to see, not even mystery, and in the face
of their silence we need to change our approach, and realize that
on these surfaces, in these fragments of writing, something happens.
These surfaces where nothing manifests its absence are like sphinxes,
and they present us with the fact that the work, even before it is an
object of contemplation, is a metaphysical gesture which attracts our
gaze, and takes it beyond the visible world. A question arises: how is
it possible to pass from the flat surface to the sign?

.. In Sayler's perspective, meanwhile, it is not points or lines which
constitute the sense of the work, but the direct transformation
of the plane into a sign: the surfaces are configured according to a
procedure which gives priority to the emergence of empty spaces
inserted into the abstract form of the rectangle. In other words:
the Norigramms which do not renounce their perceptible aspect
— color — become signs in a sudden change, a leap, which Sayler
performs beyond the colored surface: the borders are not linear,
but fragmented according to a precision which is typical of writing.
Insofar as they are enigmas, the Norigramms draw our attention to
the missing detalil, the disappeared fragment.

Marcello Faletra

in “Diet Sayler. La pittura non mente. Painting does not lie”

Magica Edizioni, Messina, 2009

Marcello Faletra (b. 1955) is philosopher, writer and publicist, professor at the University of

Palermo

Atunci cand vorbim despre creatia lui Diet Sayler, in special despre
perceptia operei de artd, ne punem desigur intrebarea: Despre ce
este vorba?! Se numeste "“Fugue”, de aceea exista referiri la muzica
prin intermediul careia Diet Sayler Tnsusi se refera la lucrdrile sale
anterioare, in special la o lucrare specifica pe care o tot aminteste.
Este o lucrare de arta creatd in Romania in 1971, o lucrare cinetica
de arta in spatiu, compusa din cateva elemente care se misca —
datorita cdldurii, miscdrii in aer — aceste elemente sunt legate Intre
ele prin muzica lui John Cage si Bach.
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Diet Sayler / Engramm 201 | /

Digital Installation / Burg / Antonio Fazuni Bastion / Nuremberg / 201 |
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Diet Sayler / Engramm 201 |/
Digital Installation / Briicke Worther See / Nuremberg / 2012

Diet Sayler / Solo-show / Neues Museum / Nuremberg / 2013
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Este vorba despre elementele lucrarilor sale timpurii care 1l
influenteaza pe Sayler si de care este permanent preocupat de-a
lungul ultimelor decenii. ... Acest tip de lucrare se intoarce la ceea
ce a realizat el n anii ‘80. Aceastd lucrare de arta se concentreazd
pe miscarea in spatiu si se ocupa de muzica, dar nu este un obiect
cinetic cu muzica similar primei lucrdri mentionate mai sus; ea da
nastere la ceva nou, ceva ce incorporeaza aceste elemente: Cage si
Bach, sansd, folositd aleatoriu de Cage, si precizie si structurd, folosite
de Bach. Aceste doud fenomene constituie temele dominante ale
creatiei lui Diet Sayler.

Dezvoltarea in spatiu, la fel ca dezvoltarea in timp, sunt
caracteristicile acestor lucrdri, la fel ca miscarea, care se poate auzi
prin spatiu si timp, in timp ce ascultim muzici. In ambele cazuri,
creatia actuald se dezvoltd prin muzica. Tn decursul timpului este o
lucrare spatiald de muzica ce se Tmbind in minte si memorie. Asta
este caracteristica acestei lucrdri de arta.

Dieter Bogner

Discurs la vernisajul expozitiei DIET SAYLER: “FUGUE"

MUWA. Museum of Perception

Graz, 19.03.2010

Dieter Bogner (n. 1942) este colectionar de artd, curator, istoric de artd, Viena

When we talk about Diet Sayler’s work focusing on the perception
of this work of art of course the question arises: What is it all about?
It is called “Fugue”, therefore there is a reference to music, with
which Diet Sayler himself refers to his former works, especially to a
specific work which he keeps mentioning. It is a work of art that was
produced in Romania in 1971, a kinetic work of art in space, a work
made up of several elements which move - due to heat, movement
in the air - these elements are connected to each other through
music by John Cage and Bach.

It is the elements of this former work which Sayler has been
dealing with continuously in his art over the past decades. This
type of work goes back to the 80s. This work of art is all about
movement in space and deals with music but it is not a kinetic object
with music like the former work mentioned above; something new
has developed from it, something that incorporates these elements:
Cage and Bach, chance, aleatoric used by Cage and precision and

[51



structure used by Bach. These two phenomena are the theme
running through Diet Sayler's work.

The development in space, as well as the development in time
are characteristics of these works just as movement can be heard
through space and time when listening to music. In both cases the
actual work develops through music. In the laps of time it is a spatial
work of music that merges in the head and in the memory you have
the actual work. This is characteristic of this work of art.

Dieter Bogner
Speech at the opening of the exhibition DIET SAYLER: “FUGUE"
MUWA. Museum of Perception

Graz, 19.03.2010

Dieter Bogner (n. 1942) is an art collector, curator, art historian, Vienna

Diet Sayler (n.1939 Timisoara, Romania) este unul din cei mai
importanti reprezentanti europeni ai artei concrete. In anul 1972,
lasand Tn urma tara oprimata de regimul ceausist, a emigrat n
Germania, stabilindu-se mai mult intamplator la Nirnberg. Seria sa
de expozitii intitulatd , Konkret", organizata intre anii 1980 si 1990 la
Nirnberg, a gazduit multi artisti importanti, prezentand diferite fatete
ale artei concrete. Intre 1992 si 2005, Diet Sayler a fost profesor la
Academia de Belle Arte din Nirnberg.

Cum a avut el insusi de suferit de pe urma dictaturii, Diet Sayler
respinge ferm orice forma de ideologie. Nu in ultimul rand acesta
este motivul pentru care artistul, cosmopolit si poliglot, se numard
printre reprezentantii neconventionali ai artei concrete.

Locul formelor de baza clasice — patratul, cercul si triunghiul —a
fost ocupat de interpretari formale individuale, elaborate pe baza
unui tipar mai intai de forma patrata, apoi dreptunghiulara. Cu aceste
,Basics" sau ,,elemente de baza", Sayler a creat un repertoriu formal
personal, pe care se sprijind pana astazi creatia sa, artistul subliniind
mereu originea intuitiva a limbajului sau formal, care respinge
totalitarismul obiectivului si se dezice de orice dogma presupus
universal valabild.

Diet Sayler este un adept declarat al schimbarii si regenerarii, al
receptivitatii In fata neprevazutului si a subiectivitatii, toate acestea
fiind sursa principiului sau personal si profund umanist, si anume
speranta: ,,Istoria gandirii, istoria credintei, dar si istoria civilizatiei,
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nu pot fi concepute fard impactul artei, animata fiind de principiul
sperantei ca fortd motrice permanentd a poeziei. Poezie nu
inseamnd doar fictiune romanticd’, ci ,a face', ,a genera', ,a fabrica’,
n acceptiunea originara, clasica a cuvantului. Acesta este sensul in
care eu inteleg realitatea poeziei, care imbina potentialul fictiunii cu
potentialul actiunii. lar astfel se naste speranta.

Relatia dialectica Intre ordine si hazard, atat de tipicd pentru
arta concretd, este dinamitata In arta lui Diet Sayler si de catre
un alt element, si anume emotia, a carei expresie prioritara este
culoarea. ,,O orgd infinita a emotiilor*, astfel a numit Diet Sayler la
un moment dat culoarea. lar artistul a atins o virtuozitate desavarsita
la acest instrument: ,,Modul de aplicare succesiva a culorii este
deosebit de important pentru mine. De aici rezulta bogdtia corpului
cromatic. Numarul straturilor rezulta in mod empiric si necesar din
preocuparea pentru expresivitate. Straturile cromatice inferioare
influenteaza nuanta campurilor cromatice suprapuse.” ...

Thomas Heyden

Diet Sayler: Die Redlitdt der Poesie

Expozitie personald, Neues Museum Niirnberg, 2013

Thomas Heyden (n.1961) este istoric de artd, curator, Neues Museum, Niirnberg

Diet Sayler (n.1939 Timisoara, Romania) is one of the most
important concrete artists of Europe. In 1972 he turned his back
on Ceausescu's regime, emigrated to Germany and landed rather
incidentally in Nuremberg. With his exhibition series , konkret"
(1980 to 1990), which brought many important artists to
Nuremberg, Sayler presented different varieties of the concrete art.
He taught as a professor at the Academy of Fine Arts in Nuremberg
from 1992 to 2005.

Since he had to suffer himself under a dictatorship, Diet Sayler
declaredly refused any form of ideology. Not least therefore the
ample and polyglotte artist ranks amongst the unorthodox agents
of the concrete guild. The classical forms, square, circle and triangle
were replaced by more individual form-setting, which was invented
by the artist first on the basis of a square raster and later on a
rectangular one. With these ,,basics" or , basic elements" Sayler
created his own repertoire of forms, from which he draws till this
day.
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Thereby the artist always points out intuitive origins of his form-
language, which protests against the totalitarism of the objective and
which sends each only-true-dogma packing.

Diet Sayler's commitment to change and renewal, to openness
towards the unexpected and towards subjectivity leads to his
personal and very humanistic principle of hope: ,, The history
of thought, the history of belief, but also of civilization, are not
conceivable without art. Behind it | see the principle of hope as
always moving force of poetry. Poetry means not only ,romantic
poetry’, but making, creating, to fabricate in the original, classical
understanding of the word. In this sense | want to understand the
reality of poetry. She connects the potential of invention with the
potential of making. And this is hope."

The so typical dialectic of order and coincidence of the concrete
art is blown up by Sayler through one further element: the feeling,
which finds its expression mainly in color. Diet Sayler called color
once an ,,infinite orgue of feelings". And he learned to play this
instrument with virtuosity: ,, The layering of color is very important
for me. It creates the richness of the colored pigment. The number
of layers follows empirically and necessarily from the search for
expression. The underlying colors are guiding the tone of the
overlying color fields." ...

Thomas Heyden

Diet Sayler: Die Redlitdt der Poesie

Solo Show, New Museum Nuremberg

Thomas Heyden (n.1961) is art historian, curator, Neues Museum, Nuremberg

Diet Sayler / Engramm 2012/
Digital Installation / Colosseum / Nuremberg / 2012
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Bata Marianov / Roman Cotosman / Ciprian Radovan / Diet Sayler / lon Manta /
Timisoara / 1966



Biografie Roman Cotosman

1935
Ndscut la fimbolia, Romdnia, in familia preotului Gheorghe Cotosman.

1957-1960
Studii libere de desen si picturd cu maestrul lulius Podlipny, la Timisoara.

1960-1961
Elemente de cubism si de artd bizantind.

1962
Abandoneazd pictura figurativd. Experimente cu forme abstracte si geometrice.

1963
Licentiat in teologie, Institutul Teologic, Universitatea Sibiu.

1963
Cdildtorie la Paris, unde ia contact cu constructivismul, abstractionismul liric si arta
cineticd.

1964
Spargerea semnului plastic. Monotipuri monocrome. Interferente spatiale. Prima serie
de colaje constructiviste.

1965
Proiecte de artd cineticd. Ambient pentru un posibil happening — Teatrul Mic,
Bucuresti.

1966

Membru fondator al grupului constructivist-cinetic 1.1.1., impreund cu Stefan
Bertalan si Constantin Flondor — Timisoara.

Fuga cromaticd. Proiectii de lumind si miscare programatd.

Expozitia regionald — Timisoara, Muzeul de Artd.

1967
Salonul republican de desen si gravurd — Bucuresti, Sala Dalles.
Expozitia regionald — Timisoara, Muzeul de Artd.

1968

Expozitie personald Proiecte de artd cineticd — Bucuresti, Casa ziaristilor.

Stefan Bertalan, Roman Cotosman, Constantin Flondor, Zoltan Molnar, Diet Sayler.
5 artisti timisoreni Galeria Kalinderu, Bucuresti (Curator Eugen Schileru). Prima
expozitie abstract-constructivistd din Romdnia.

1969
Stefan Bertalan, Roman Cotosman, Constantin Flondor, Pavel llie, Mihai Rusu. Bienala
de artd constructivistd, Nirnberg (Curator pentru Romdnia: Octavian Barbosa)

1970
Se stabileste in Statele Unite, intdi la New York, apoi, din 1972, la Philadelphia.
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1972
Tensional Games, serie de desene si colaje.

1973
New Tendencies — Washington D.C., Henry Gallery.

1973-1975
Instalatii: elemente liniare, metalice. Linii aleatorii. Desene si picturi.

1975
Annual Awards Painting Exhibition — Philadelphia, Cheltenham Art Centre.

1976
Jocuri descentrate. Inceputul ciclului serial de desene Constructi spatiale.

1979
Contemporary Drawings — Philadelphia Il, Philadelphia Museum of Art.

1981
Roman Cotosman si Rudolf Valenta — Nirnberg, Galeria Johanna Ricard (curator Diet
Sayler).

1982
Arte ‘82 — Bilbao, Spania.

1983-1985
Sculpturi. Otel sudat. Reliefuri si instalatii.

1984
Annual Awards Painting Exhibition — Philadelphia, Cheltenham Art Centre.

1986-1987
Negru si alb. Ciclul serial de desene si picturd.

1988
Colaje cromatice. Inceputul seriei.

1989
Konkret neun, Niirnberg (curator Diet Sayler).

1989 — 1994
Lucreazd colaje, reliefuri, instalatii si picturd.

1991
Premiul sectiei de criticc a Uniunii Artistilor Plastici din Romdnia.
Expozitia Creatie si sincronism european, Timisoara, Muzeul de Artd.

1992
Konstruktive Kunst in Europa nach 1920 — Karlsruhe, Galeria Emilia Suciu.

1995 Expozitie personalc Collages — Munchen, Ublacker-Hdusl Museum (curator
Diet Sayler).
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Letter from Roman Cotosman to Diet Sayler / Ist of February 1979
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Bienala de la Venetia, participare in Pavilionul romdnesc.

1996
Expozitie personald la Bucuresti, Galeria Etaj 74

1997
Artd concretd, Beratzhausen/Bucuresti
Expozitie personald - Timisoara, Muzeul de Artd.

1998
Expozitie personald — New York, East-West Gallery.

2004
Donatia Cotosman, Timisoara, Galeria Triade.

2006
Moare la Philadelphia.

2006
George Apostu, Roman Cotosman, Paul Neagu. Artisti in Exil, Muzeul National de
Artd Contemporand (MNAC), Bucuresti

2008
Roman Cotosman, Muzeul de Artd Timisoara

2012
Kiinstler aus Rumdnien im Ausland, Galerie Emilia Suciu - konstruktiv-konkrete Kunst,
Ettlingen
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Roman Cotosman Biography

1935
He was born in Jimbolia, Romania, in the family of a priest, Gheorghe Cotosman.

1957-1960
Free drawing and painting studies with master lulius Podlipny at Timisoara.

1960-1961
Elements of cubism and Byzantine art.

1962
He gives up the figurative art. Experiments with abstract and geometric forms.

1963
BA in Theology, the Theological Institute, The University Sibiu.

1963
A travel to Paris, where he gets in touch with Constructivism, the lyrical
abstractionism and kinetic art.

1964
The split of artistic signs. Monochrome monotypes. Spatial interferences. The first
series of constructivist collages.

1965
Kinetic art projects. Ambiant for a possible happening — Teatrul Mic, Bucharest.

1966

Founding member of a kinetic-constructivist group, |.1.1., together with Stefan
Bertalan and Constantin Flondor — Timisoara.

Chromatic chase. Projections of light and scheduled movement.

Regional exhibition — Timisoara, the Museum of Arts.

1967

The Republican drawing and engraving salon — Bucharest, Sala Dalles.

Regional exhibition — Timisoara, the Museum of Arts.

1968

Solo exhibition Kinetic art projects — Bucharest, Casa ziaristilor (The Journalists’
House).

Stefan Bertalan, Roman Cotosman, Constantin Flondor, Zoltan Molnar, Diet Sayler.
5 artists from Timisoara. Kalinderu Gallery, Bucharest (Curator Eugen Schileru). The
first abstrac-constructivist exhibition in Romania

1969
Stefan Bertalan, Roman Cotosman, Constantin Flondor, Pavel llie, Mihai Rusu. The
Biennial of constructivist art, Ndrnberg (Curator for Romania: Octavian Barbosa)

1970
He settles to the United States, firstly to New York, then, in 1972, to Philadelphia.

1972
Tensional Games, a series of drawings and collages.
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1973
New Tendencies — Washington D.C., Henry Gallery.

1973-1975
Installations: linear and metallic elements. Random lines. Drawings and paintings.

1975
Annual Awards Painting Exhibition — Philadelphia, Cheltenham Art Centre.

1976
Off-centred games. The beginning of a serial cycle of drawings Spatial constructions.

1979
Contemporary Drawings — Philadelphia Il, Philadelphia Museum of Art.

1981
Roman Cotosman and Rudolf Valenta — Niirnberg, Johanna Ricard Gallery, curator
Diet Sayler.

1982
Arte '82 — Bilbao, Spain.

1983-1985
Sculptures. Welded steel. Relievos and installations.

1984
Annual Awards Painting Exhibition — Philadelphia, Cheltenham Art Centre.

1986-1987
Black and white. Serial cycle of drawings and paintings.

1988
Chromatic collages. The beginning of the series.

1989
Konkret neun, Nirnberg.

1989 — 1994
He makes collages, relievos, installations and paintings.

1991

The prize awarded by the department of criticism of the Union of Fine Artists,
Romania.

The Creation and European Synchronism exhibition, Timisoara, The Museum of Arts.

1992
Konstruktive Kunst in Europa nach 1920 — Karlsruhe, Emilia Suciu Gallery.

1995
Solo exhibition Collages — Munich, Ublacker - Héusl Museum (curator Diet Sayler).
Venice Biennale, participation in the Romanian Pavilion.
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Letter from Diet Sayler to Roman Cotosman / 20th of September 1980
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1996
Solo exhibition in Bucharest, Etaj 7 Gallery

1997

Concrete art, Beratzhausen/Bucharest

Solo exhibition - Timisoara, the Museum of Arts.
1998

Solo exhibition — New York, East-West Gallery.

2003
Cotosman Donation, Timisoara, Triade Gallery.

2006
He dies at Philadelphia.

2006
George Apostu, Roman Cotosman, Paul Neagu. Artists in Exile, National Museum of
Contemporary Art (MNAC), Bucharest.

2008
Roman Cotosman, Museum of Art, Timisoara

2012
Kiinstler aus Rumdnien im Ausland, Galerie Emilia Suciu - konstruktiv-konkrete Kunst,
Ettlingen

167



Roman Cotosman and Diet Sayler /
Wiashington / 1980



Diet Sayler — Biografie

1939
S-a ndscut in Timisoara, Romdnia.

1956-1961

Studiazd ingineria la Politehnica Timisoara.
Studiazd pictura cu Podlipny.

Picturd figurativd.

1963
Monotipuri geometrice abstracte.

1968

Stefan Bertalan, Roman Cotosman, Constantin Flondor, Zoltan Molnar, Diet Sayler.
5 artisti timisoreni Galeria Kalinderu, Bucuresti (Curator Eugen Schileru). Prima
expozitie abstract-constructivistd din Romdnia. Se mutd la Bucuresti.

1971
Doud spatii cinetice interactive la Pitesti, cu muzicd de John Cage si |.S. Bach.

1973
Emigreazd in Germania.
Trdieste la Nirnberg.

1974
"Aleatoriu” ca program artistic.
Farticipare la expozitia “Grands et jeunes d'aujourd’hui”, Paris.

1975
Sculpturi in aer.
Profesorat in Niirnberg.

1976
“Winkelkonstellationen”, carte de artist prefatatd de Max Bense.

1977
Simpozion de artd concretd in Varese, ltalia.
“flnf linien, finf worte”, portofoliu de serigrafii cu poezii de Eugen Gomringer.

1979
“Verdnderung”, carte de artist prefatatd de Anca Arghir si Eugen Gomringer.

1980-1990
Directia expozitiilor internationale “konkret | - 10”1n Ndrnberg.
1982

Simpozion R6hm, Darmstadt.
Sculpturi in otel si plexiglas.

1983-1996
Sederi frecvente in [talia.
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Roman Cotosman / Galerie Ricard /
Nuremberg / 198



Studio in Varcavello, Liguria di Ponente.

1986
Instalatie cu colaje murale in Miinchen si Paris.

1987
Colgje “Basic”
“Monocollagen”, “Wurfcollagen”.

1988
Premiul Camille-Graeser, Zirich
Directia expozitiei franco-germane “Konstruktion und Konzeption, Berlin, 1988”

1988
Dezvoltarea conceptului “Basic”.

1989
Symposium de Arte Sistematico y Constructivo, Madrid
Prezentarea conceptului “Basic”.

1989
Picturd “Basic”. "Malstiicke” si “Wurfbilder”.

1990
Spatiu “Basic”in Berlin, apoi in Bergamo, Budapesta, Lublin, Zirich, Londra, Bucuresti,
Cambridge, Ely, New York, Madrid, Genova, Nottingham, Pilsen.

1992
Profesor titular la Academia de Belle Arte din Ndrnberg.

1992
“Ligurigramme” — Instalatii “Basic” in Porto Maurizio, ltalia.
Fotografii “Basic”.

1993
Color field painting: “Bivalenzen”, “Wurfstiicke”. Diptice

1994
Premiul lonel Jianou, Davis, California, SUA.

1995
Profesor invitat la Statens Kunstakademi in Oslo, Norvegia.

1997-1999
“Norigramme”, Instalatii “Basic” in oras, in Nirnberg.

1998
Obiecte monocrome “Basic”.
Acril pe lemn.

1999
Mongrafie "Diet Sayler”.
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Publicatd de: Verlag flir moderne Kunst. Niirnberg.

1999-2001
Retrospectivd in Ludwigshafen, Bucuresti, Cambridge, Praga si Geneva.

2001
“Diet Sayler: Norigramme”. Monogrdfie.
Publicatd de: Consiliul Municipal, Niirnberg.

2001-2005
Expozitii cu studentii clasei Diet Sayler in Budapesta, Selb, Nirnberg,
Hoechstadt a. d. Aish si Schwabach. Apar doua carti

2005
Se retrage din Academie.

2006
Directia Academiei Internationale de Vard in Plauen, Vogtland
O serie de expozitii in Austria, Polonia, Republica Cehd, Elvetia, Germania.

2007
“Diet Sayler: Sich ein Bild machen". Monografie
Publicatd de: Graef Verlag, Niirnberg

2008-2009
Expozitii individuale in Erlangen, Basel, Messina, Bayreuth, Timisoara

2009
“Diet Sayler: La pittura non mente. Painting does not lie", Monografie
Publicatd de Magika, Messina.

2010-2014

Instalatii in interior. “Fugue”:
Museum der Wahrnehmung, Graz
Museo CAMEC, La Spezia
Muzeul de artd, Karlovy Vary

2014
“Diet Sayler: Fuge. Fugue®. Monografie
Publicatd de Muzeul de Artd Karlovy Vary.

Expozitii, muzee, publicatii:
www.diet-sayler.de
ArtFacts.net

Artaspects

Wikipedia
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Roman Cotosman, Johanna Ricard and Diet Sayler / Galerie Ricard /
Nuremberg / 1981



Roman Cotosman and Diet Sayler / Konkret 9 /
Kunsthaus, Nuremberg / 1989



Diet Sayler — Life and work

1939
Born in Timisoara, Romania, where he grew up.

1956 -1961

Studied Engineering at Timisoara Polytechnic.
Studied painting with Podlipny.

Figurative painting.

1963
Abstract geometric monotypes.

1968

First abstract — constructivist show in Romania:

Stefan Bertalan, Roman Cotosman, Constantin Flondor, Zoltan Molnar, Diet Sayler.
Five young artists at the Galeria Kalinderu, Bucharest.

Moved to Bucharest.

1971
Two interactive kinetic spaces in Pitesti with music by John Cage and |.S. Bach.

1973
Emigrated to Germany.
Now lives in Nuremberg

1974
“Chance” as programme.
Farticipation in the "Grands et jeunes d'aujourd’hui” show in Paris.

1975
Sculptures in aer.
Teaching in Nuremberg.

1976
“Winkelkonstellationen”, artist's book with a foreword by Max Bense.

1977
Symposium of Concrete Art in Varese, ltaly.
“flnf linien, flnf worte”, portfolio of silkscreens and poetry by Eugen Gomringer.

1979
“Verdnderung”, artist's book with text by Anca Arghir and Eugen Gomringer.

1980-1990
Direction of the international shows “konkret | - 10" in Nuremberg.

1982
Réhm Symposium, Darmstadt.
Sculptures in steel and plexiglas.

1983-1996
Frequent stays in ltaly.
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Studio in Varcavello, Liguria di Ponente.

1986
Installation of wall collages in Munich and Paris.

1987
“Basic” collages
“Monocollagen” and “Wurfcollagen”.

1988
Camille-Graeser Prize, Zurich
Direction of the French-German show “Konstruktion und Konzeption, Berlin 1 988"

1988
Development of the “Basic” concept.

1989
Symposium de Arte Sistematico y Constructivo, Madrid
Presentation of the "Basic” programme.

1989
“Basic” painting. The "Malstlicke” and the “Wurfbilder".

1990

Basic space in Berlin, and subsequently Bergamo, Budapest, Lublin, Zurich, London,
Bucharest,

Cambridge, Ely, New York, Madrid, Genoa, Nottingham, Pilsen.

1992
Appointed Professor at the Academy of Fine Arts in Nuremberg.

1992
“Ligurigramme” — “Basic” installations in the city of Porto Maurizio, Italy.
Basic photography.

1993
Colour field painting: “Bivalences”, “Wurfstlicke” and Diptychs

1994
lonel-Janou award, Davis, California, USA.

1995
Visiting Professor at the Statens Kunstakademi in Oslo, Norway.

1997-1999
“Norigramme”, Installations of “Basics” in the city of Nuremberg.

[998-
Bodies, “Basic” monochrome objects.

Acrylic on wood.

1999
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“Diet Sayler” Monograph.
Published by: Verlag fir moderne Kunst. Nuremberg.

1999-2001
Retrospective in Ludwigshafen, Bucharest, Cambridge,
Prague and Genoa.

2001
“Diet Sayler: Norigramme”. Monograph.
Published by: Nuremberg City Council.

2001-2005
Shows with the students of the Diet Sayler class in Budapest, Selb, Nuremberg,
Hoechstadt a. d. Aish and Schwabach. Two books are published

2005
Retire from the Academy.

2006
Direction of the International Summer Academy in Plauen in Vogtland
Series of Shows in Austria, Poland, Czech Republic, Switzerland and Germany.

2007
“Diet Sayler: Sich ein Bild machen". Monograph
Published by: Graef Verlag, Nuremberg

2008-2009
Individual shows in Erlangen, Basel, Messina, Bayreuth, Timisoara

2009
“Diet Sayler: La pittura non mente. Painting does not lie". Monograph
Published by Magika edizione, Messina.

2010-2014

Installations in:

Museum der Wahrnehmung, Graz
Museo CAMEC, La Spezia
Museum of Art, Karlovy Vary

2014

“Diet Sayler: Fuge. Fugue®. Monograph
Published by Museum of Art

Karlovy Vary.

Exhibitions, museums, publications:
www.diet-sayler.de

ArtFacts.net

Artaspects

Wikipedia
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Barbosa, Octavian: Constructivismul intre rational si irational: Secolul 20, nr. 5/
1969, Bucuresti
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