


The steps CULORILE REALE ALE INTUNERICULUI Un inceput exista mereu. Colectiile tatalui meu de reviste de stiinta si
tehnica influienteaza retina mea prin coperti si prin viziuni. Anii 70-

80 erau foarte interesanti pentru visatori. Atunci visatorii erau cei care

— - creau si influientau iar stiinta devenea o cultura. Exista stil si conceptie
unitard, exista idee. In Romania barierele apareau cu exteriorul si incet,

incet lucruri care trebuiau sa fie consumate deveneau, din statutul de

Coperta normalitate, extraordinare. Asa un film ca“Star Wars" revolutiona si pre-

J gatea admiratii si la oameni mari si la cei mici deopotriva. Fiecare fisi
alegea segmentul de desfasurare pentru visul lui catre spatiu si catre

DRAGO$ BOTEZAT

= Cavalerul = . k . K .

un viitor. Asa si eu am fost impresionat de la 7 ani de catre acest film si
Mirage daca nuloveam coincidenta nu aveam revelatia. Caci cum pot 3 baieti

”'R&E la 11 ani sa se intarate decat cu impresionabilitatea unor supra-puteri.
Hiper Dar cand un copil baiat vede un desen facut de un apropiat(tatal lor) cu

- ceea ce ei admirau, atunci simti atingerea unei revelatii. O revelatie ca
o un om normal poate, printr-un talent al lui, sa faca prin desen ceva care

ﬁ sa fie construit si format. Admiram un desen, un simplu desen! Aceasta

idee a fost inceputul nevoii mele de a ajunge intr-o directie unde pot
m Shaman si oamenii normali sa paseasca. O incurajare te face sa speri ca ai acces.
Asa au trecut anii copilariei cu imaginea unui film, cu cdutarea lui cdci
nimic nu exista in anii 80 in Romania decat legenda unui parfum miro-
web adress> www.botezat.com sit. lata cum un simplu desen a unui tata de prieteni mi-a facut primul
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LUPTA NOBILA PENTRU AUTODEPASIRE

m creionat intai caldretul. Apoi lucram cu pretiozitate cate un picior de cal pe noapte

intre temele de la scoala. Eram in ultimul an de chin scolastic. Refugiu si forta, dragoste

si avant, desenul era totul pentru mine. Cand abordam subiectul in mine ma simteam

aparte si deosebit, dar si un cavaler” Cavalerul’-era deja personajul unde-mi placea sa

ma iau in serios. Singurul personaj. In el stateau lupte trecute dar si viitoare, si mai
statea ceva: timiditatea mea ascunsa. Pentru ca acest cavaler avea mereu o armurd sau 0 mascd,
lupta lui era idealista. Si nu castigul luptei lui ma interesa ci atitudinea. Avantul meu nu slabise
ci dimpotriva se accentua in oficialitatea unui desen clasic. Asa configuram un desen pretios si
cautam, spatii ambientale pentru a da dimensiune “personajului”.

Cu timpul am devenit obsedat de calaretii cavaleri. Orice era legat de ei trebuia asimilat
si devorat apoi “scuipat” intr-un desen dintr-o alta erd. Viata pdrea interesanta acum si
dragostea mea pentru desen in sine era structurata printr-o disciplind coerenta.Asa am
evoluat catre desene mai compacte dar si catre un soi de mandrie personala. In timp am
inceput sa cred in mine altfel. Si asa m-am activat ca persoana sobra care se autodepaseste.
Deveneam ceea ce faceam....Nu de multe ori m-am privit prin acest cavaler intre lumi, cum
merge detasat si sobru, intre o lume plina de semnificatie si alta plina de reguli constitutive.
Oricum dragostea sporea si incet faceam pasul catre studiile premergatoare admiterii.

O altd aventura...
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I n timpul anului intai a aparut necesitatea alternantei. in scoala nu
regdseam idealismul care ma structura inainte de admitere asa
ca am inceput cu prudentd, un traseu paralel cu scoala. Fan al muz-
icii electonice mistice, al carui exponent era atunci Klaus Schulze,
admiram un disc numit “Mirage”. Asa m-am structurat catre un ab-
stract inspirat din vehicularea bitumului cu apa, lucrate pe spatele
studiilor de la scoald unde ramaneau pete surprinzatoare. Era de
fapt o patd ca un desen in configuratii picturale. Dar pretentia
era mare si simplul avant nu ajungea. Asa ca am inventat dupa
2-3 picturi care ma convinsesera acest ciclu tematic: MIRAGE.
Am intrat intr-o epoca in care munceam paralel cu scoala si ve-
deam arta ca un idealist. Asta m-a ajutat sa incheg ceva inainte de

o

N
vreme. Adica lucram intuitiv o lume personala si surprinzatoare. in
aceasta lume nu trebuia sd existe repere ale scolii deci nu vroiam
desen si masuri evaluate ca la scoala ci preferam un raport cre-
ativ intre lumina, spatiu si culoare. Desenul se justifica acum prin
valorile lui formale si nicidecum prin taria lui prozaica. Culoarea
incepea sa ma defineasca si sa lucreze in mine la fel ca si mediul
ales (uleiul). ncet, o lume se forma si eu juram sd nu mé ating de
teme clasice (portret,nud,flori..). Mai tarziu peste cativa ani aceste
teme vor constitui “prilejul” de a incalca o pro-misiune deci era
ceva care apartinea exclusiv artei si nu religiei, iar in acest mod am
calcat intuitiv cdtre zona “clasica” dar intr-o modalitate de expresie
descoperita din zona abstractului acestei perioade.

VIZIUNE $I AVANT M|

Perioada “Mirage” strange o pdrere despre absolutul artei, despre
pretentia ei extra - pamanteand. Adica nu participd la nici un
fenomen comun si este ca si denumirea ei: un drum in desert catre

ceva care nu poate fi atins niciodatd! Dar Arta spre deosebire de Viatd

impune viziune si formd asa cd lucrurile au un alt inteles aici. Pot afir- KSR LE.
ma ca “ Mirage” este o perioada pretentioasa despre ce inseamna “a b &
crea”. Incursiunea in necunoscut cere o stare speciald a esecului dar "

si a noutatii creative. Au existat unele preferinte catre spatiu si cu-

loare chiar daca lumina a fost principala forta in a evidentia vizualul ¢
abstract.

1
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SPACE ABSTRACT

Space abstract-asa cred ca pot face o de-
limitare intre abstractul organic si celelalte
teme. Oricum nevoia de spatiu si de raportare
cu forme diverse era nativa. Dincolo de asta
eu cdutam destul de mult forta unor formein
“micul” delir spatial. Reziduri care strabateau
valorile noi. Le potentau in forme si in pic-
turi spatiale. Desi nu ilustrau ci sugerau, ele
nu pastrau forma prozaica a unor picturi
fanteziste sau din fanzinele science-fiction.

Ruptura de SF era clara. Acum ma finaltam
cu vehiculul legitatii si nu rigiditatii formale
intr-un mediu personal si unic. Nu acceptam
decat anumite semne. Aceste semne puteau
sa faca diferenta intr-o compozitie. Semnele
si culorile....Putin cate putin lumea se extin-
dea si universul crestea. Pana cand muzica a
devenit asa de importanta ca sustinea spatiul
meu si fdcea minuni in arta ... arta ei.

iper a venit ca o semi-impdcare cu ceea ce este pamantesc.

Omul si reperele din viata umana se impleteau in zona spatiala
inca activd a “Mirage”-ului. Omul este un martor, este implicat dar
incd in coltul lui de liniste. El dd raportarea cu principiile pure. Este
cu spatele pentru a da o deschidere, dar si 0 masca pentru a as-
cunde alta deschidere-spatiul care e plastic aici. In timp capul care
nu avea portret s-a evidentiat prin forta eruperii pure, ne-transfor-
mate. Asa am ajuns de la Arta-Viata la Interior-Exterior. Omul meu
Hiper a trasat primele trasee ale umanitatii mele viitoare.

AparITIA marToruLul HIPER




m gasit denumirea aceasta - Hiper - pentru cd eram

pregatit sa introduc elementul uman in lumea “Mirajului”
imitrebuia o prezenta in ambientul acela spatial..”un martor”al
spatiului. Uninceputsiun martor...altul decat un cavaler.Unom
cu spatele era superb pentru a arunca profunzimile spatiale. Un
om lung intre lumi si intre stari. Sau unul stabil, lung care s fie
si mistic, si plastic si viril. Ceva intre pasiune si contemplare. Asa
ca un munte de maretie dar tacut in intimitatea lui masurata.
Da, un om pentru o luminag, si pentru o umbra...un carlig care
sa “scoata” misterele si starile incandescente. Acest carlig a de-
venit “acul” cu care mi-am cusut arta. Caci o sfasiasem si acum
trebuia re-parata. Asa cd am sfasiat capul Omului meu ca sa
iasa fervidele jactante si eruperi...fara sa il influenteze spatiul
dar sa-l potenteze catre incandescenta lui interioara. Omul ex-
plodat. Nu avea sex, el era doar o prezenta cu spatele. Genera
pictura si-i purta blazonul. Era faptul tacut si totodata raportar-
ea catre umanitatea dezgolita de orice adaos, omul mistic prins
in “masca” lui proprie unde mainile nu erau de nici un folos si
nici picioarele...un tors cu un cap explodand. El era"HIPER". L-am

repetat si i-am dat stratul meu interior creandu-i putintade a se
raporta cu lumina si culoarea... cu taisul luminii... asa ii dddeam
valente de invingdtor el fiind deja inutil... intre simbol si umani-
tate ii explodam spatiul si interiorul. Mai tarziu cand am dar dat
diploma mea de licenta mi-am numit lucrarea”INTERIOR-EX-
TERIOR". Merita caci lui ii faceam cunostinta cu toate valorile si
puterile lumii mele. incorporand “semnul” compozitia se struc-
tura mereu cu un “martor” in dreapta facand sa se “citeascd” o
picturd de la stanga la dreapta ca o carte, o altfel de carte. Una
unde se “intepenise” cineva rigid si neputincios caci ii lipisem
mainile, dar ii sfasiasem capul rotund. Mai tarziu am preferat sa
“turtesc” capul ca la rechinii “ciocan”. Caci chipul nu md interesa
si nici volumele reale ci situatia elementelor, unele cu altele care
la sfarsit sa formeze o lume din ceva hieratic si amorf. Caci oa-
menii mei erau amorfi si “profilul” lor era neinteresant...ei erau
martori si nu oameni propriu-zisi. Ei nu contineau dragoste si
ura, sau interese. Erau dezgoliti de activitati..dar “munceau”
spatiul si misterul..prin contemplarea coordonatelor noastre
bazice.

ADANCIMEA CATRE IDEALITATEA UMANA

MARTORUL NEANFRICAT OBSESIV

mul si spatiul. Omul si perspectivele lui. Spatele omului. Omul

raportat cu alt element constituit. incet se face un univers in care
sensul se plimba Intre valentele unui spatiu dorit de mine si“marto-
rul” care da sens spatiului, “figura” contemplativa si fixa in aparenta...
Ecran in care se opreste interesul vizual-portretul aici se precipita in
intruchiparea siluetei. Pentru ca interesul meu este inspre spatiu cu
element uman si nu spre portret uman. Intre un univers exterior si
altul interior exista relationari. In plastici acestea pot fi altele decat
gandurile. Ambientul “gestionat” de catre picturd formeaza ganduri.
Deci procesul poate fi siinvers. De aceea ma feresc sa dau titluri la pic-
turi, desi folosesc cate un reper din lumea figurativa... indraznesc sa o
caracterizez altfel decat o simpla realitate. Da, "Realitatea gestionata”..
imi convine asta.
Aceasta vine de la a organiza si a aranja cum crezi elementele in
functie de ceva...cam asa se intampld in “hiperhomogenic”. Punctul
de reper este clar: "omul coloand’, doar “gestionarea” spatiului poate fi
alta. Asa apare un limbaj unde “te trezesti” muncind.
Caci “realitatile” isi vor ordinea si asa devii incet ceva ce nu banuiai:
un alt MARTOR.




U n somn...o alta trezire.

Viziuni despre alta lume inclusa in veridicitatile simbolice ale
realitatilor. Caci interferentele creazd mistere si intersectiile duc
sigur la o focalizare, de cele mai multe ori plina de avant con-
templativ. “Criogenicul intocmit”. Detasarea de baia rece a unui
recipient cu scop arhivativ si urmarirea sperantei in atingerea lim-
itei. Asa preotul budist si faraonul re-dobandit isi fac aparitia in
zvacul debordant al Hiper-ului. Zona desprinderii explozive. Asa
se prefigura misterul in diferite intercalari. Intai ca o lumina pen-
tru un preot budist infricosat de revelatie... apoi pentru “faraon’,
pentru care desprinderea il catapulteaza in zona infricosatoarei
detasdri de ce era si trairea unui singur gest, acela al “lepadarii”.
Lepadarea de ce a fost, frica de ce vine. Oricum ar fi revelatiile se
platesc, iar orice zvac catalogat poate avea in spate multe fire
smulse. Principiu filosofal in esentd, “revelatia” existd numai prin
consecinte benefice... altfel, revelatiile “de moment” sunt doar
niste clipiri poate frivole ale destinului, pe care unii le intocmesc in
gesticulatia lor ca unelte. Dincolo de aceasta, puterea unui senti-
ment unelteste contra rezidurilor revelative.

Putem sa luam in calcul acest lucru domnilor....

O EVADARE FILOSOFICA

rasulmort, viziune ascultand omuzica ciudatalondoneza. Asa

bizarul ma incorpora intre un album mic cu picturi rupestre
aborigene. Intre sani si chip porneste o mana care ridica un peste
stricat. Ecranul care mijloceste trasatura. Un canal strabate cro-
matica sobra si incandescenta. Inutilitate a gestului, eclipsa unei
dez-umanizari. Trup unit cu di-solutia unei cresteri false,asa se in-
venta o lume a-ritmicd unde nu poti raporta fortele germinatiei
cu fortele pasului retro-activ dez-evolutiv. Ramasd timp de 2 ani
singulara, perceperea ei a fost total handicapata. In 2-3 ani parca
mi-a cerut sa-i fac “compunerea” in 2 stadii. Primul si al doilea. Al
doilea participa siimpinge gestul la un Furt. Da, al doilea“fura” si
fuge in propriul desert catre aceeasi limita caracteristica.
Primul stadiu o mare dez-amadgire iar al doilea 0 mare amagire.
Amandoua parcurgeau o varianta idealista a aceleiasi vanatori
marginale catre un materialism...un pseudo-materialism asa dis-
cret..asa potentat. O limita a unei ape plina de rechini..a omului
rechin a unui Hiper-caracter.

ORASUL MORT




erializarea.Bogatia naturii ca exemplu, este cuprinsa in “or-
dinea” data de succesul perceperii viziunii. Peisajul poate
deveni ceva incorporat, figura ramanand ceva “disonant”. Sem-
nul care contine o figurd incorporata cu peisajul poate crea deja
o compozitie abstractd. Daca faci abstract organic, si il simti
..restul este doar o miscare de alterare a realului. Abstractul
si realul au intalniri surprinzatoare dar si “romantice” pentru ca
exista mereu ceva care sa le clarifice: semnul plastic.
I nterventiile. Inevitabilul tusei. Asa se naste o configuratie care
sd supuna ceva, mereu re-creat, mereu re-configurat. Cand
obiectul si semnul isi cauta rostul atunci colajul abstract-real isi
face aparitia in orice picturd nu numai cea moderna. O pictura
clasica poate fi generatoare de abstract, o pictura moderna se
poate ajuta de clasic. Atata timp cat “adapostul” plastic este
corelat cu sens, pot considera pseudo colajul acesta de real-ab-
stract o etapd buna de a impaca nevoile actuale de sincretizare
a unor zone picturale. Clasic - modern, interior - exterior: deja
am destule dihotomii necesare unui gest artistic de impacare a
unor principii active dar controversate.
Referin';ele. Asa am considerat ca reluarea unor admiratii
sau teme din istorie care oricum se precipitau in mintea
mea ca valoroase sa le combin cu alte teme. Asa un Van
Gogh sau Monet puteau sta cu hiper-ul descriogenat ca intr-
un fel de plimbare pe strada luminii si culorii. Repetitia prin
accentuare a semnului care incorporeaza figura verticala. Asta
stabileste criterii si elaboreaza “variante-continuari’; ceva de
genul bogatiei naturii, mereu in devenire intr-un cadru limitat.
“Fereastra mascd” cu respiratia adaugata realitatii. Asa martorul
e subiect iar contopirea e inevitabila catre veridicitatea gestului

"

promis. Ramane sa contemplam “incorporarea”..




Oricét s-ar abandona in lumea“dobandita”HIPER rémane
intr-o transformare continua. A existat o extensie a
terminatiei superioare ca un gest, apoi el s-a transformat
incet intr-o forma mai mult extraterestra decat adaptarea
naturald a unui cap de om in normalitatea lui empirica, adica
cea naturald. A contura un cap: raportat cu simbolul si sem-
nul sinu cu realitatea portretului, care nu ma interesa. Capul
este forma si nu precizie prozaicd a unui chip. Asa alegerile
au pornit catre o dimensionare a lui ca ansamblu pictural si
nu ca o exemplificare a unei realitati deja uzate prin sub-
terfugiul picturii. Consider portretul ca o tema neinspirata,
problema nefiind rezolvata prin generalitatea picturii, o
mimica sau o lumina nefiind atat de “miraculoase” pentru
pretentia facerii temei.

o

xista o pretentie. Este o vehiculare a puterii care raz- Ova‘lria?nté a Hipe[-ului este "nudl:| albastru’} In general m-am.ferit de tqnul I‘c'>cal al pif:lii. E! perr'nite‘prea multe restrictii si
bate prin tot ce tine de structuri existentiale... un “vant” trimite mereu catre o tezo.lvar.e tromvpe-0|l ceea ce nu convine tota[plcturll mele. and ai spa'glulvg,l elementele doarvpre'z.-
spulberand “carapacea” printr-o spirald, o fants a iluziei si texte,v rapo‘rtgrea Ia.o figura chiar si umana sau laun semn prin trarjsformarlle necesare plc'Eurll, dezavmaggsc tonql real al carnii,
a devenirii. Dincolo de aceasta, elementele care alcatuiesc asa ca explicitez chiar cu volumetrie dar fara o cromatica normala. Incet, nudul albastru a inceput sa colinde prin arta mea ca

. . % A PR 2oema - .
un univers se agité in aceasta mi§care oscilatorie intre o idee slasa s-au nascut cate_va alaturari”in stadii sl evenimente.

iy ? Yy -
memorie clasica si alta migcare in supunerea simbolica a ! i e J " 5-,- ;

realului ...
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UN INVELIS DE PRETEXTE META-FORMICE

I_un fel de lumind care isi formeaza propria drama si care”“strabate prin” obiectualul recognoscibil. Asa se da putin in spectacol si
creaza o reformulare la ceva ecranat si constituit.

bsesia Hiper-ului vertical. Expunere firavd a unei subrede verticalitati cu initieri si avantari. Incorporarile
duc la pierderea initialului debordant si intra in cealalta extrema a contopirii ambientale.




PRINCIPII CARE PUN LA BAZA CONSTRUCTIA $I SUBTERFUGIILE

Haosul constructiv dat de atingerea pensulei elibereazd o substanta care
poate sta incorporata intr-o forma sau poate “canta” singura o partitura.
Lucrul in ulei caracterizeaza o spartura in simturi atunci cand aplici munca in
sine a picturii. Apelarea la aceasta zond creata de culoare si configurare te
poate anula in psihologia unui fapt al vietii, de aceea cei care “simt” materialele
tind cdtre o raportare interioara. Dincolo de aceasta raportare ramane energia
si motivatia.
Dacé fn muzica, care este sublima, se judecd prin curgerea si dilatarea
realitatii, in plastica lucrurile care “angajeaza” gestul sunt diferite. Aici nu
poti imagina ceva doar ca sa “de-a bine". Aici trebuie ca la fructe sa “petreci
etape”sa existe coacere. Deci in functie de factorii externi, psihologia de a vrea
ceva te va arunca in expresie. Asa dincolo de o baza tehnica se poate vorbi de o
intentie eliberatoare si configuratoare..
Nu cred ca un artist plastic poate “copia” oricat s-ar stradui. Ceva se va
strecura din psihologia creata prin lucrul “de dinainte’, acel lucru care I-a
eliberat de real si I-a aruncat in zona constructiva a intentiei proprii (arta sa).
Pentru un plastician “a copia” este echivalentul unei noi lectii pentru propria
lui hrana, hrana zonei lui ascunse, acea unde a avut succesele determinarii lui
catre gestul de a picta.
eci a copia exteriorul pentru interior. Gestul femeii la oglinda. Daca
la femeie exteriorul poate dicta legi pentru interiorul ei sensibil, la un
plastician exista un du-te-vino.
Ritmicitatea deciziilor intre interior si exterior, intre alegeri, placeri paradoxale
si re-transformarile care sa duca la ceva personal,ceva propriu care sa aiba
forta gestului, care sd “copieze” muzica si forta unui detaliu laolaltd.Aceasta
ritmicitate intre interior-exterior, exterior-interior framanta psihologia creats,
ce-a de-a doua, care tinde sa se transforme prin curiozitate dar si energie in
fapte si gesturi.
eci gestul este intentie; o intentie focalizata si manipulata nu numai prin
forta mijloacelor artei plastice. El fiind gest crede cd poate “contamina”
exteriorul pentru o organizare a interiorului sdu care dicteaza. Asa vedem
artistul care e definit de “atitudine”. El este deja nelinistit caci trebuie sa
actioneze. Asa apar biografiile care sunt in librarii,mai mult cu picanteriile de

can-can decat cu explicarea personajului.
De fapt artistii plastici anunta si dau alarma. Caci nimeni nu-i va convinge
pentru ca ei cred numai in simtul lor creat si psihologia existentei lor. Asa Ograni'gé nehotaratd, voit imprecisa, intre transfigurarea artistica si captarea vitalului lasa sa se reverse, dincolo de laturile pan-

ei au devenit un fel de “ciudati” care simbolizeaza numai o categorie nicidecum zelor semnate de Dragos Botezat, atmosfera unor culori intrate in amestec termic. Dar orice forma, oricat ar fi de estompata
o clasa. Din pacate o clasa sociala nu rezolva revolutiile, deci artistii din ziua de prin efecte de lumina difuza, contine o aluzie la lucruri intalnite si memorate de tanarul artist.
azi au rolul mai mult de a sparge gheata intr-un mod estetic iar in spate a se afla Dragos Botezat distileaza prin ochiul si gestul unui pictor inascut, o stare particulard de incandescenta a tesaturii profunde din
“clasa’sociala care sé faca jocurile. lucruri. Pictorul vede un arbore, un strat de flori, o silueta in prag, un colt de incipere cu o adancime de idealitate pe care o numim,
in alte prilejuri, aura.
Panzele lui Botezat vor sa fie membrane de rezonantd ale unei efemere ruperi de frontiere, in ordinea energiilor inalte.
AURELIA MOCANU-CRITIC $I ISTORIC DE ARTA(1999)




llContrariu de ce crede profanul, esentialul
artei nu este de a imita natura, ci de a fo-
losi, sub pretextul imitatiei, elemente plastice
pure: masuri, directii, ornamente, lumini, valori,
culori, materii, repartizate si organizate dupa
injonctiunile legilor naturale.

Facand aceasta, artistul nu inceteaza de-a fi
tributarul naturii, dar in loc sa-i imite meschin

accidentele, ii imita legile”

A Lhote
«(Tratat de figura si peisaj)
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UN NOU PARFUM DE DESCHIDERE

ECH_

esi jurasem fin alte etape ca temele clasice vor fi evitate, iata-ma ajuns prin

fapte in fata lor! Si pe langa o tratare efervescenta am mai simtit si o noua
revelatie prin fiinta. Dupa perioada Mirage si Hiper, pretentioase in felul lor, parca
oboseala pretentiei a scuturat putin sacul artei si a gasit acumulari si din domeniul
sensibil optic al realitatii inconjuratoare. Chiar mi se reprosa ca nu sunt atent la
spatiile fizice din jurul meu si ca pun accent pe imaginar si fantezie.
Pornind lainceput ca un exercitiu incet, incet prin admiratia mea fata de Bonnard

siVan Gogh care a strabatut cam toata studentia mea, am realizat ca juramantul
meu de a nu picta teme clasice era fals. Fals pentru ca nu tema conta ci felul in care
reprezinti chiar ceva banal. Odata printr-o criza de a picta mi-am intrebat profe-
sorul ce sa pictez ca nu stiu ce. Raspunsul a venit simplu: picteaza ceva ce vezi, o
sticla de exemplu. Nu m-a multumit ..am zis ca sticla e banala si ca nu poate exista
viata in ea. Atunci replica a venit neantarziat cu o idee si acum interesanta. Mi-a
zis in felul urmator:"..pune o musca in sticla si sticla va prinde viatd ...!" De fapt era
un pretext musca si sticla, musca trebuia sa fie substanta libera din lucrurile fixe,
asa am realizat capatul epocii mele Hiper. Sticla era martorul substantial catre o
abordare mai directa a conglomeratelor naturale pe care le iubeam totusi dar pe
care le tratam separat de arta.
Iaté—mé pictand natura si dand pofta mea artei si vietiil




} IRISUL INTRANSIGENT

ECH _

e ce intransigent? Probabil ca nu este asa dar un pas tot este. Acela al alegerii.

Am ales sa nu pictez flori de dragul florilor ci sa dezvolt doar pe una dintre
ele. Irisul era si in vecinatatea mea fizica iar dintre trandafiri si alte flori am preferat
puterea acestei flori. Principiu ascendent si descendent, sobrietatea si gratia ei efe-
mera au putut fi putere de a incepe reprezentarea. Acum realizez cum un gest
de sensibilitate naturala poate sustine pe deplin coordonatele interiorului meu si
extensiei tehnice artistice.




POVESTEA POMULUI EXPLOZIE

ECH.

dmiram de mic niste plopi care tot cresteau si asteptam sa

depaseasca etajul 7 unde locuiesc. Nu au mai apucat caci fiind prea
mari au fost“scurtati” Atunciam relationat cu o alta idee din studentie
unde facusem un studiu la o provocare aparent nevinovata. Profesorul
ne-a luat pe toti in parc si parca numai mie mi-a zis “.uite acesta este un
pom!”Da, mai citisem eu ca pictorii trebuie sa se trezeascd dimineata de
parca nu ar sti nimic despre univers si sa se mire prosteste, adica impre-
sia directa. Dar ca sa provoci printr-un mediu scolastic ceva iti trebuie
sustinere puternica la nivelul la care lucram atunci. A rdmas totusi
ideea. Da.. un pom simplu pe care toata lumea aparent il cunoaste. Dar
cum sa fie reprezentat? Aceasta este alta problema, una fin care au fost
implicati prin intrebari chiar si ei artistii - profesori plini de experienta.
Nu e vina lor caci si alti artisti din istorie au pus intrebarea aceasta: cum
sd reprezinti natura e mai simplu, dar un singur pom? lata-ma intors la
ceva ce stiam-Hiper si Mirage deopotriva. Sticla si musca.... Unul spunea
sa ma gandesc la forma lui, altul la miracolul apei dinauntru care ajunge
deopotriva sus in fiecare ramura. Mie mi-a venit un gand din copilarie
cand ma uitam la documentare si ma abandonam lor. Intre atatea imag-
ini cosmice am vazut si cateva documentare despre planeta noastra.
Acolo cineva povestea ca pomii simt, au o alarma interioara cand cineva
vine sa-i taie de exemplu. Asa am avut brusc o imagine a curajului prin
frica caci ei nu aveau cum sa fuga deci la ei supravietuirea nu tine decat
de alte considerente. Asa si pomul meu (imaginea mea din mine) care
nu mai era cu frunze ci cu putere. Puterea inocentei dar si a curajului, ca
un luptator deci, el era prin esenta barbat.
Iaté pomul cavaler!




SHAMANII DESUETI
EXPERIMENTUL INVERS

ECRANUL CA PANZA: TABLOUL CINEMATIC

Limitele unui instrument de lucru pot fi direct investigate
prin intermediul operei, atunci cand o faci trasand primii
pasi in lumea camerei video, acesta fiind parcursul lui Dragos

Botezat la inceputurile experimentarii sale in acest mediu.
Ce inseamna sa utilizezi mijloacele traditionale obtinand
N\—un rezultat nou, o diferenta semnificativa?
Inseamné sa “probezi"atat culorile cat si intunericul,
indepartandu-te de lumina diurna, de vizibil, patrunzand in
lumea“Samanilor desueti”. Trecand de porti si praguri ai intrat
pe un fagas al “inversarii“unde negrul este alb iar lumina este
intunecata. Aici la marginea lucrurilor totul se situeaza intr-o
tenta de albastru-gri translucid.
utele panzei si cilindrii ramificati care incoroneaza capete
de samani, extind si bulverseaza encefalul.
Craniul si “gaurile”sale vitale sunt astupate, invaluite in noi

podoabe capilare intr-o continua mutatie.

amera si operatorul ei au mai intai rotatiile si trepidatiile
frenetice ale inceputului, pentru ca mai apoi sd intre intr-o
noua stabilitate, o etapa a sedimentarii progresive.

Pielea, cel mai “intins” organ de simt al omului, acea
imbracaminte jilava si plapanda este pentru Dragos Botezat
atat un loc privilegiat unde sunt proiectate fantasmele sale,
cat si panza unde se intalnesc reflexele unei lumi telurice.
Spatiile unde se afla“samanii”inscriu ceremonialurile acestora
intr-un univers postnuclear, unde urbanicitatea este definita
prin pereti corodati si incinte betonate ale unor complexe
sportive abandonate de populatii ciclopice.

Cu greu s-ar putea spune daca “samanii desueti” vindeca
s-au tamaduiesc pe cineva cu licorile lor radioactive; ei
fnsa nu si-au uitat menirea si, intr-o lume care este plina de
“disenchantment”adica dez-iluzionata cat si des-coperita,
se vindeca singuri intre ei.

mul devine artist atunci cand modifica, iar aceasta me-

nire a sa este aproape compulsiva, indemnandu-| sa
“impregneze” si sa satureze suprafetele din jur, fie ca aces-
tea se afla in vdile golase si pietroase ale muntilor luand
forma unor glife albastruifie la malul marii unde corpul
uman si prelungirile sale de lemn zac intinse intre franghii
suspendate.

u in ultimul rand muzica , substratul sonor este inves-

tit cu o importanta deosebita de Dragos Botezat, ea il
poarta in explorarea sa cinematica. Imaginea nu poate fi
subordonata sunetului, in acest caz pentru ca amandoua
se sustin reciprog, inldturand pauzele si constrangandu-le
sd vorbeasca.

STEFAN TIRON-critic de arta
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red ca pentru o clipa, dupa vizionare ai impresia ca trebuie sa-{i
reorganizezi intreaga viata cu intentiile dar si cu esecurile.

Iternanta de realitati socheaza, dar paradoxal, da si solutii.

"Realul sensibil’construit in acest(e)filmulet(e), in care riscul
dar si ludicul participa activ si elaborat, aduce mesaje de dinaintea
revolutiilor umane si catapulteaza misticul si ritul peste realitatea
insasi.

Problema factorului uman este pusa din nou in aceeasi realitate
uzatd si cotidiana. Pentru a folosi un oarecare ghidaj conceptual
am folosit termenul de “saman desuet”.

Cum poate un plastician dintr-o lume statica, unde unele legi
sunt mai puternice decat vointa lui, sa cocheteze cu un alt mi-
jloc, deloc static, mijloc de exprimare care urmareste intr-un final
exact ceea ce evita arta plastica, adica anecdoticul in variantele
sale.

rucul pe care l-am propus acestui nou mijloc de expresie a fost
o invitare intr-o gradind deja dezvoltata de mine, un dans intre
mijloacele plasticii si noua realitate.

arfumul acestei “noi realitati” m-a sedus extinzand in mintea

mea capacitatile proprii de exprimare in zona picturii.

Preocuparea catre design , ambient sau crearea unui
personaj:toatd aceastd aventura isi gasea ecoul intr-o scena
care de fapt era doar “dansul” meu(noul spatiu de desfasurare al
artei mele).

Atitudinea mea fatd de lucruri a cdpatat noi sensuri. Dintr-un
contemplator, aproape spectator, am devenit preocupat de
transformari cu orice pret: astfel, interventiile s-au facut pe oameni,
obiecte, ambient: transformarea unui apartament, picturi parietale
intr-un cadru muntos..deci ARTA schimba calitatea anonima a
vietii.

Ceea ce nu mi-a displacut

Probabil ca vorbesc mult despre aceste filme in lipsa altora dar
am speranta ca vor mai urma si alt tip de filme, cu alt specific
(2007).

tunci exista motivatia emotionald a curiozitatii si a impletirii
aventurii cu misterul ce se crea prin fiecare secventd, acum nu
mai este suficient(2007) .

cum nu as mai face obiecte sau aventuri“langa’, ci ag abandona
munca la pregatiri pentru a capta secventa si atat.

Oricum exercitiul samanist il vad ca pe o supapa la edificiul meu
artistic... o respiratie mai mult picturala cu o relatie mai mult
decéat satisfacatoare: interiorul meu-exteriorul real.

amanii mei au calcat pe conventiile deja impietrite ale atitu-

dinii uzuale de aceea fi salvez si acum dupa 7 ani, stiind acum
consecinta lor. Ei au deschis drum cdtre proiecte foarte indraznete
in afara picturii mele si au creat precedentul lor.

aptul ca am inceput sa decorez o scara de bloc de 10 etaje

facdnd o muncd de nebun, sau ca am decorat case vechi in viz-
iuni proaspete colorate, adica ca am sfidat “bunul simt” se datoreaza
exercitiului samanist care si el e undeva tributar exercitiilor din anii
trecuti de a improviza cu elemente luate din realul inconjurator.
Aceste proiectii le faceam ca act creativ impreuna cu profesorul
Frorin CiuoTARu. Asa un simplu cauciuc sau pom putea deveni
baza unui organism nou unde se putea intampla ceva pe termen
limitat. Si care purta amprenta interiorului tau. Cream ceva unic prin
analogii. Evolutia unui act aproape ludic, sau care il incorporeaza
caci in timp ludicul devine mistic si izolat si face ravagii in
constiintele incarcate de “nevoi” prea umane si uzuale.
Poate ca lectia samanistd asta si este... 0 perpetuare a creativitatii
catre spontaneitate si catre mirarea unor configuratii stiute dar

mereu in devenire...

IDEI RECAPITULATE PE BAZA UNOR OBSERVATII SENSIBILE, ABORDATE PRIN

PRISMA IMPORTANTEI EVOLUTIVE

PARERI PRIVIND CREATIA TN MEDII NESPECIFICATE (2007)



CLUB CONTELE DRACULA
A -AMBIENTAL $I PREZENTARE

T
"‘h-.:m{ﬂ" L-am cunoscut de ziua lui pe patronul clubului cand
inaugura “Club Contele Dracula”. Mai tarziu am lucrat
niste tablouri in tehnica gravurii un fel de reantoarcere
la perioada cavalerului din trecutul meu artistic. Apoi am
descoperit ca spatiul mai trebuia amenajat si ca pot face
si alte lucruri pe langa asta: standuri, zugraveli, creatie
tematica si creatie computerizatd. Alegerea tematicii a
venit dintr-un interes de alt tip decat la prima vedere. Mai
exista o firma de turism care aducea in tara turistii straini.
De aceea s-a creat acest spatiu, pentru a inlocui traseele
initiatice Dracula prin tara unde se denaturase organiza-
rea. Asa niste elemente au fost concepute pe un prece-
dent, conceptia fiind foarte mult pregatita de catre bri-
tanici prin spectacole si puburi londoneze cu tematica.
Timp de 10 ani clubul a fiintat ca restaurant mai mult, la
noi nefiind agreat conceptul atat de mult ca la britanici.
Dar munca de publicitate si de organizare a elementelor
specifice a cazut pe umerii mei in timp. De la zugraveald
la fluturi publicitari si machete in reviste, “Contele” a prins
forma si prin actorul Petre Moraru care are program spe-
gial pentru clienti interpretand spiritul personajului.
ncd mai caut solutii de a face mai mult spatiului catre a
deveni un club si nu un restaurant. Pentru ca o super-
cultura a plecat de la stra-vechiul caracter Dracula si a
influentat o intreaga epoca actuald de la comicsuri, la
personaje supraputernice din filme acum clasice de sci-
ence- fiction si de groaza.

DESIGN AMBIENTAL

Oclipé de stare poetica si iatd-ma pus pe fapte extins din pictura catre peretii scarii de bloc
si noul meu apartament. Un proiect dat de mine, o nevoie de imposibil care m-a inviorat
spiritual si obosit fizic m-a angrenat in 9 etaje facute pentru o singura idee: aceea de a scapa de
linia clasica care departaja vopseaua de huma. Am lucrat singur o luna de zile pana sa ajung la
albul de baza pe 9 etaje. Apoi puneam noaptea cu buretele culorile pe scara locatarii ramanand
uimiti dimineata la vederea noii scari unde nu mai existau reperele vechi, eu pictand si usile de
lift. Transformarile au deschis un drum in decoratii, primii pasi fiind de la filmele samaniste si
casa Romantic Travel.

m realizat in timp ca oamenii nu sunt pregatiti de vremuri noi... banalitatea incorporand
ideea de clasic si prudent. Astept inca trezirea.

i
5+ ROMANTIC TRAVEL

:‘ SCURT ISTORIC A DECADEI
Pl

A

—

SOCIALUL SOPTIT

Trpemwag § era paeed sl g vrmws

Ca o poveste. Intai am initiat
un element apoi au aparut
natural evolutiile. De la niste
desene la “Clubul Contele Drac-
ula”la sigla RomanticTravel, apoi
dezvoltarea noului sediu pe
imaginea noptii instelate inter-
pretate de mine dupa Van Gogh,
apoi coperti de brosuri, makete
pentru ziare si reviste, standuri
care ne-au creat renume si apoi
brosuri originale - un parcurs de
10 ani deosebit pentru mine.
Despre mine ca art-director ag
spune ca am facut cu logica
proiectele, riscante in viziunea
oamenilor obisnuiti.

Intai a fost vorba de sigla. Am
dorit o sigla atipica care sa plece
dela ceva si sa ajunga la starea
poeticd a formei si mesajului.
Exista o sigla, un castel simplu,
I-am interpretat dupa castelul
Bran ai mi-a iesit un personaj
alergand. Factor dinamic si
compozit a sustinut firma cdtre

il PABCEL

istii roméni
e mrie e

o, iy o, b

urmatoarea etapa cea a imaginii
de firma. Pe vremea aceea eram
exclusivi pe Franta. Aveam un
ciclu de picturi abstracte infor-
male numit “Puntea” cu doua
stadii, un stadiu era o varianta
masculina de foc iar a doua era
misterioasa si lirica cu o spirala
influentata din noaptea instelata
de Van Gogh. Aceste picturi au
fost facute pentru arta mea si
nu pentru firma dar le-am im-
prumutat imaginea, apoi am
adaugat in timp elementele ca
in arta. Pe concept si pe eveni-
ment.

Asa a inceput o aventura in
care nu banuiam ca voi fi atat
de desfasurat in activitati. Tar-
gurile de turism se succedau si
eu aveam mereu de facut ceva:
cate un stand, cate o coperts,
cate o idee. Dupa 2005 dupa ce
am epuizat toate variantele de
stand pitoresc in care am folosit
constructii in care pictura nu lip-

sea si ideea de oras european
eraplina de avant,amtrecutlaa
alcatui revista Romantic Travel.
Revistele au fost concepute cu
o alcdtuire pitoreasca de ele-
mente in fiecare an creativitatea
mea respectand o imagine dar
si imbogatind-o. Am facut cate
3 reviste diferite ca activitate cu
specific diferit.

Locatia. Am schimbat locatia
firmei de la un apartament
la o casa de belle-epoque
bucuresteana pe 3 nivele. Am
dorit sa o scoatem din anonimat
si sa 0 pictam ca in zona impre-
sionista, pentru a evidentia car-
acterul de poveste, dar si speci-
ficul unei firme de turism . Asa
am pictat galben-orange o casa
trista si trecuta.

Intericarele le-am facut galben
lumina la un nivel, apoi la altul
am profitat de barne pe tavan si
am inchipuit o cabana in munti
CU un perete rosu.

APARITII IN PUBLICATII
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SPACE CITY TRI - STAR

Ora§ele spatiale. Viziunea viitorului Trecut—Viitor; Interior-Exterior, principii
pe tehnica trecutului. Un portret care pun baza artei mele prin sugerari
sau un hublou? In trecut cadrul era “aju- ale puterii creative a aldturdrii dar si
tat” de aceasta rama rotunda pentru a rezonanta vasta a extremelor alaturate.
concentra atentia citre un personaj sau Calul fantasma si masina creatura au co-
altul. Am combinat aceasta idee veche a ordonatele visului dar daca schimbam
rotundului focalizant cu ilustrarea unui punctele de reper chiar personajele
nou prin trasaturi verticale. Cromatica devin vis. Depinde care este preferinta
am clarificat-o ca episodicd si asa am caci labirintul ofera dar si constrange la
facut stadii. meditatie.
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DESPRE DRAGOS $1 IMAGINILE LUI...

entru cd e un om care-si cautd cu bund stiintd o unitate, incepi sda-i inregistrezi atributele picturii sale incd din momentul in

care rosteste primele fraze, chiar dacd acestea nu au de-a face in mod explicit cu meseria sa. Mai mult decat atat, ai impresia

cd imaginile sale pictate se dezvdluie din chiar partea care le hrdneste... comportamentul de zi cu zi.

Nu ambitie, dar detagsare - cu apasate accente ale unei libertdti cdutate. Totul e in miscare la Dragos- necontenit, curgere,
vehiculare de energie si un consum de energie pe mdsura traficului; o cddere apoi o imprevizibild crestere.Lucrurile comune cad in
schimbul neasteptatului. Riscurile, stau in schimb mdrturie si sunt strdnse si concentrate in imagini specifice.

O magazie de semne si de lucruri doar de el motivate, ii inconjoard lumea. Aceleasi semne si lucruri care, unui om obisnuit i-ar
prisosi si caruia i-ar trece neobservate. Dragos se caracterizeazd prin atributele unui colectionar neobisnuit, care-si pune in joc o
energie si un entuziasm uimitor.

Descompuse, imaginile lui se plaseazd intre o realitate figurativd, cu sugerdri de concret si un formal abstract. Elementul figurativ
trimite la o idee vag recognoscibild prin semne plastice, fiind imbibatd de formalul abstract care, in cele din urmd, determind spatiul
de o calitate virtuald.

Ceea ce-i poti reprosa lui Dragos este o ignorare a locului fizic din care face parte, a bogatiilor adunate de-a lungul anilor in arta
romdneascd. Dragos se luptd sd suplineascd aceastd lipsd, cu o altd realitate la care este supus-dorinta de a se implica in cat mai
multe lucruri deodatd, o neglijentad investitie dar atat de motivatd.

Seamdnd, nu-i asa, cu inocenta si calitatea jocului unui copil.

Bogdan Viaduta -artist plastic
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aca cosmica cu uger planetar si aripi paradoxale. O

depanare a unui ecou. Lungimea exagerata a masinii

ne arunca in nostalgii de belle - epoque. Dar depanarea

e in viitor acolo unde transportoarele vaca-masina se

fncumeta sa riste transformarile depanarii cosmice.
Umanitatea insa le vegheaza ...

L | o

TRANS - PORTOARE

NUDA VERITAS

ontorsionarile. Expresia fugarului ascuns de el insusi. Sa fie arta in stare sa prefere o contorsionare pentru o simpla expresie sau
dramatismul ei este format de puterea cu care este stoarsa substanta?
Daca arta picturala exemplifica drame, preferinta expresiei intampina intrebarile sau raspunsurile ? O parte se modeleaza prin lumina
si umbrd, alta prin organicitatea materialului dar ne ramane totusi partea tainica pe care o contorsiune ne-o ascunde.
Si asta nu tine de natura fiecaruia....
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THE STEPS

DRAGOS$ BOTEZAT
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.The steps-a collection of texts and images that explaines the periods when artistic needs became
bolder than school or the simple play of participation. Cover-my shadow on a screen after a projection
by Bill Viola-1999 Frankfurt. The knight - a period marked by drawing and the mediaeval theme. Mirage
- a period when | stepped into the universe of creative painting, beyond the scholastic dimension.
Hyper - a pretext to formalize a human witness in an artistic universe that was already developed. Echo
- enjoying nature with its most seductive and brightest aspects. Shaman - symbol for multi-media
creation.Foto:At some point life could be perceived through its desires. When life was dream there
appeared the main lines along which one found his grace and personal balance. The fact that | am
writing about them now does not mean that they have ended, but that they become visible like finished
drawings on the side walk. For fear of the rain | will mention these periods as possibilities of
interpretation. The true colours of darkness. There is always a beginning. My father’s collections
of scientific and technical magazines influence my retina with their covers and visions. The 70's-80's
were very interesting for dreamers. Back then the dreamers were those who were creative and exercised
their infleunce, while science became culture. There was style and coherent concept, there was the idea.
In Romania barriers tended to appear along with the exterior and, gradually, normal things that were
meant for consumption became extraordinary. This way, a film like “Star Wars” was revolutionary and
tempted the admiration of grown-ups and children as well. Every individual chose his own action
segment for his dream of the outer space and of the future. This is how this film has impressed me also
since | was 7 of age and unless | had the chance given by coinciddence, | would not have had the
revelation. As there is no better way to incite 3 11-year-old boys than with the impressiveness of super-
powers. But when a child, a boy, sees a drawing made by somebody close to him (their father) of
something they admired, then he feels the tang of a revelation. A revelation that a normal man can, with
the help of his talent, to make something that can be constructed and shaped by drawing. | admired a
drawing, a simple drawing! This idea was the point when | started to need to go into a direction where
normal people can go as well. An encouragement make you hope for access. This is how childhood
years passed with the image of a film, they passed in search for it because in the 80’s there was nothing
in Romania but the legend of a perfume one sensed. This is how a simple drawing made by the father of
some friends made me take the first step into a vast universe - the universe of the Force...of Art!

The noble fight to overcome my own limits. First | drew the rider. Then | used to dedicate precious
time to one of the legs every night between homework. | was in the last year of scholastic agony. Refuge
and strength, love and upturn, drawing was everything to me. When | approached the subject within
myself | felt special and different, but | also felt | was a knight. “The knight’- was already the theme where
| liked to take myself seriously. The sole character. In this character there were hidden past, but also
future battles and there was something more: my secret timidity. For this knight always had an armour
or a mask on, his fight was driven by an ideal. And not his victory, but rather his attitude was of interest
to me. My upturn had not lessened; on the contrary: it became greater in the formalism of a classical
drawing. This way | was configuring a precious drawing and | was looking for ambient spaces in order to
give my“character”a dimension. With time | became obsessed by riding knights. Anything connected to
them had to be assimilated and devoured, then “cast out” in a drawing from another era. Life seemed
interesting now and my love for drawing as such was structured through a coherent discipline. This way
| evolved to more solid drawings, but also to a kind of personal pride. In time | started to believe in
myself in a different way. And thus | activated myself as severe person who overcomes his / her limits. |
was turning into what | was doing... Not many times have | watched myself in this knight travelling
between worlds, the way he rides, impersonal and sober, between a world full of significance and
another full of organic rules. Anyway, my love was growing and | was heading slowly to the preparatory
studies for the admission exam. Another adventure... Vision and upturn During the first year of
studies there appeared the need to alternate. In school | did not find the idealism that characterized me
before the admission, so | started carefully an itinerary paralell to school. | was a fan of mystical electronic
music whose was at that time Klaus Schulze, | admired a disk entitled “Mirage”. This is how | shaped
myself to an abstract dimension inspired from the meeting of asphalt and water, wrought in surprising
taints on the back of the studies | drew in school. As a matter of fact it was a taint looking very much like
adrawing in pictorial configurations. But my aspirations were high and bare upturn was not enough. So
after two or three paintings that had convinced me | invented this theme cycle: MIRAGE. | entered an era
in which | used to work parallely with school and | saw art with the eyes of an idealist. This helped me
reach a certain early coherence. That is, | was working intuitively on a surprising personal universe. In
this universe reference marks from school were not allowed, so | did not want evaluated drawing and
measures like in school, but | prefered a creative balance of light, space and colour. The drawing justified
itself now through its formal values, by no means through its prosaic strength. Colour started to define
me and work in me, as well as the medium | had chosen (oil). Slowly a universe was coming into being
and | swore not to approach classical themes (portrait, nude, flowers..). Some years later these themes
were to represent the « opportuninty » to break a promise; that is, it was something belonging
exclusively to art, not to religion and thus | intuitively stepped towards the “classical” domain, but in a
way of expression discovered in the abstract domension of this period. Sought space: construction
and grace The “Mirage” period summarizes an opinion about the absolut nature of art, about its extra-
terrestrial pretence. That is, it does not participate in any ordinary phenomenon and is like its name: a
desert road leading to the unreachable! But Art, unlike Life, imposes vision and shape, so things have a
different meaning here. | can state that “Mirage” is a particular period about the meaning of the verb
“create”. The journey into the unknown presupposes a special state of failure, but also of creative novelty.
There were some preferences of space and colour even if light was the main force shaping the abstarct
visual. Space abstract Space abstract-this way | think | can distinguish between the organic
absolute and the other themes. However, the need of space and the need to relate to various shapes are
inborn. Beyond this | was looking quite a lot for the force of certain shapes in the “small” space delirium.
Scrapes that intertwined with the new values. They potentiated them in spatial shapes and paintings.
Although they did not illustrate, but rather suggested something, they did not have the prosaic form of
fantastic paintings or science-fiction fancies. The break from SF was clear. Now | rose with the vehicle of
law, not of the formal stifness, in a unique personal environment. | only accepted certain signs. These
sign could make the difference in a composition. Signs and colours... Step by step the world became
wider and my universe was expanding. Until music had become so important that it supported my
space and worked wonders in art... its art. The forthcoming of the witness Hiper Hiper came as
a semi-concilliation with the earthly. Man and the landmarks in human life intertwined in the still active
space of the“Mirage”. Man is a witness, is involved, but still in his quiet corner. He is the reference to pure
principles. He is placed with his back turned in order to induce the idea of opening, but also to suggest
a mask that hides another opening - space in its artistic dimension. In time the head without a portrait
stood out by the force of pure unchanged eruption. This is how | came from Art-Life to Interior-Exterior.
My Hiper-Man traced the first lines of my future humanity., The depth to human ideality | found
this name - Hiper - because | was prepared to introduce the human element into the universe of
“Mirage”. | needed a presence in that spatial ambient..”a witness” of space. A beginning and a witness...
other than the knight. A man with his back turned was a wonderful way to project spatial depths. A long
man between worlds and between states. Or a stable long one who should also be mystical, artistic and
virile. Somehting between passion and contemplation. Similar to impressive splendour, but silent in his
restrained intimity. Yes, a man for light and for shadow... an anchor that should “pull out”incandescent
mysteries and states. This anchor became the « needle » with which | stitched my art. For | had torn it and
now it had to be mended. So | tore my Man'’s head off, in order to let his fervid boasts and eruptions

ut.... so that he is not influenced by space, but potentiated in the sense of his inner incandescence. The
exploded man. He was not gendered, he was just a presence with its back turned. He genetated the
painting and bore its emblem. He was the silent fact and at the same time the relation to humanity
stripped of any addition, the mystical man caught in his own “mask” where his hands and legs were

useless... a trunk with an exploding head. He was "HYPER". | drew him again and again and | lent him my
inner layer, giving him the possibility to relate to light and colour... with the cutting edge of the light...
this way | gave him victor valences, though he was already useless... between symbol and reality |
exploded his space and interior. Later, when | presented my diploma paper | called my work "INTERIOR-
EXTERIOR". He deserved this, as | introduced him to all values and potencies of my world. Absorbing “the
sign” the composition permanently structured itself with the help of a « witness » on the right side that
caused the painting to be « read » from left to right like a book, a different kind of book. One where
something rigid and weak had got « stuck », for I had glued his arms to the body, but | had torn his round
head off. Later | prefered to “flatten” his head like the head of “hammer” sharks. His face was of no
interest to me, nor were the real volumes, but the situation of the elements, the way they fitted to one
another, so that in the end they shape a world out of something hieratic and shapeless. Because my
people were formless and their “profile” was uninteresting..they were witnesses, not people as such.
They did not contain love, nor hate, nor interests. They were stripped of activity...yet they “worked” space
and mystery... by contemplating our basic coordinates. The fearless obsessive witness Man and
space. Man and his perspectives. Man's back. Man in relation to another constituted element. Slowly a
universe emerges in which meaning hangs between the valences of a space | imagined and the “witness”
who give space a meaning, the apparently fixed contemplative “figure”.. This screen is the end of visual
interest-here the portrait rushes to embody the figure. Because my interest heads towards a space
containing a human element, not to human portrait. There a relations between an interior and an
exterior universe. In visual arts these relations can be other than thoughts. The ambient « managed » by
painting shaped thoughts. Therefore the process can also be reverse. That is why | avoid giving titles to
my paintings, althought | use a reference mark from the figurative world... | dare describe it differently
than a simple reality. Yes, “Managed reality”... | like this. This comes from organising a arranging the
elements the way you think function of something....this is how things happen in “hyperhomogenic”.
The point of reference is clear: “the pillar man’, only space “management” can be different. This is how a
language emerges where you “wake up” working. Because “realities” claim their order and thus yoy
slowly become someone you would not have suspected: another WITNESS. A philosophical
escape >A sleep...another awakening.Visions of a different world included in the symbolic actualities of
realities. For interferences create mysteries and intersections certainly lead to a focus point, most of the
times full of contemplative upturn. “Elaborated Cryogenic”. Taking distance from the cold bath of a
receptacle with archive role and following the hope to reach the limit. Thus the Buddhist priest and
regained Pharao appear in the exhuberant thrill of the Hyper. The zone of explosive separation. This is
how mystery foreshadowed itself in various intercalations. At first like a light for a Buddhist priest fearing
revelation... then for the “Pharao” for whom the separation means catapulting into the threatening
separation from who he was and living a sole gesture, that of “abandonment”. Abandonment of what
was, fear of what is to come. No matter what, revelations have to be paid and any categorized thrill can
have many torn out wires. A philosophical principle in its quintessence, “revelation” exists only through
benefic consequences... otherwise “momentary” revelations are only maybe frivolous winks of destiny
that some people turn into tools in their gestures. Furthermore, the power of a feeling intriguates
against revelation residues. We can also take this into account, gentlemen.... Dead city Dead city,
avision while listening to strange London music. This is how the bizarre inserted me between the pages
of a small album with aboriginal rupestral paintings. Between the breasts and face there starts a hand
that lifts a rotten fish into the air. The screen that mediates the feature. A channel crosses the sober
incandescent colours. Uselesness of gesture, eclipse of a dishumanisation. A body united with the
dissolution of a false growth; this is how an allorhythmical world was invented where you cannot relate
the forces of germination to those of the retro-active re-gressive step. As it remained singular for 2 years,
my perception of it was totally handicaped. It was as if it required me in 2-3 years to “compose” it in 2
stages. The former and the latter. The latter participates and pushes the gesture to commit an Act of
Theft. Yes, the latter “steals” and runs through its own desert towards the same characteristic limit. The
former stage a great disappointment and the latter a great delusion. Both were going along an idealistic
path of the same marginal hunt for materialism...a type of pseudo-materialism that is so discreet..so
potentiated. A limit of waters full of sharks...of the man-shark of a Hyper-character. The series-
intervention-reference Serialisation.Nature's richness for example is contained in the “order” given by
the successful perception of the vision. The landscape can become integrated, while the figure remains
“dissonant”. The sign that contains a figure integrated in the landscape can already create an abstract
composition. If you make organic abstract and you feel it ..the rest is but a way of altering the real.
Abstract and real have surprising, but also “romantic » encounters becasue there is always something to
clarify them: the artistic sign. Interventions. The inevitable of the brush stroke. This is how a dominating
configuration comes into being, a configuration that tames the always re-created, always re-configured.
When the object and sign search for their meaning the colage abstract-real will surface in any painting,
not just modern painting. A classical paiting can generate abstract, a modern paiting can be supported
by the classical. As long as the artistic“shelter”is correlated with the meaning, | can consider this pseudo
colage of real-abstract a good stage to concilliate the actual needs of syncretising some pictorial
domains. Classical - modern, interior - exterior: | already have enough dichotomies at my disposal
necessary for an artistic gesture of reconciliating active, but controversed principles.References. Thus |
considered returning to admirations or themes related to history that rushed into my mind anyway, |
considered them to be valuable and | considered combining them with other themes. This way a Van
Gogh or a Monet could walk with the decryogenated hyper along the street of light and colour. The
emphatic repetition of the sign that incorporates the vertical figure. This etsablishes criteria and
elaborates “continuation-versions”, like nature’s richness in permanent metmorphosis within a limited
framework. “The mask window” adding breath to reality. The witness is thus subject and the merging
towards the promised gesture is inevitable. The thing left to do is to contemplate “absorption”.. A
cover of meta-formic pretexts No matter to what extent the hyper abandons himself in the “attained”
world, he remains in a continuous transformation process. There existed an extension of the superior
termination such as a gesture, then he slowly turned into an extra-terrestrial shape rather than the
natural adaptation of a human head in its empirical, that is natural normality. Outlining a head: related
to symbol and sign and not to the reality of the portrait in which | was not interested. The head is shape
rather than prosaic precision of a face. This way the choices started to indicate its dimensioning like a
pictorial group of elements, not like an exemplification of a reality already worn out through the
subterfuge of painting. | consider the portrait an uninspired theme; the problem is not solved through
the generality of painting, mimic or light are not « miraculous » enough to have the pretence of making
up the theme. There is a pretence. There is the circulation of a power that penetrates everything
pertaining to existential structures... a “wind” blowing out the “shell” by a simple spiral, a gap of illusion
and becoming. Beyond this, the elements that make up a universe vibrate in this oscillating movement
between a classical memory and another. Movement in the symbolic subjection of the real... A
version of the Hyper is the « blue nude”. Generally | avoided the local tone of the skin. It allows for too
many restrictions and always makes reference to a “trompe-oil” solution that does not suit my painting
totally. When you only have pretext space and elements, relating to a figure, be it even human, orto a
sign through the transformations necessary for painting disappoint the real tone of the flesh, so |
explicate even with volumetry, but without the common colour. Gradually, the blue nude started to
stray my art as idea and this is how several “juxtapositions” in stages and events came into being.

The limit created by secret light. Or the spatial limit that always wants and configures something
alternative. First space, then the setting a sort of light that shapes its own drama and that “streams
through” recognisable objectual. Thus it makes a spectacle of itself and creates a reformulation to
something screened and constituted. The obsession of the vertical Hyper. Fragile representation
of an unstable verticality with initiations and upturns. Absorptions lead to the loss of the exuberant
initial element and at the same time get to the other extreme of ambiental merging. Principles
that place constructions and subterfuges at the foundation Constructive chaos created by the
brush stroke releases a substance that can stay incorporated in a shape or may “play” a solo score. Work
in oil is characteristic for a breech of the senses when you apply the concrete work of painting. Appealing
to this domain created by colour and configuration can suspend you in the psychology of a fact of life;
that is why the ones who “feel” the materials tend to an inner representation. Beyond this representation
is energy and motivation. If in music, that is sublime, one judges from the point of view of the flow and
expansion of reality, in plastic art the things that “engage” the gesture are different. Here one cannot
imagine something just for the sake of “looking good". Here is the evolution similar to that of fruit: one
has to “go through various stages” in order to get ripe. Therefore, function of the external factors, the
psychology of wanting something pushes you into expression. Thus, beyond a technical base one can
speak of a liberating and shaping intention.. | do not think that a plastic artist can “copy’, no matter how
hard he tried. Something of the psychology created by “previous” work will slip into his art, that
something that freed him from the real and threw him into the constructive zone of his own intention

(his art). For a plastic artist “copying”is equivalent to a new lesson for his own nourishing, the nourishing
of his hidden side, that side where he had the successes of his determination by the gesture of painting.
So copying the exterior for the interior. The woman'’s gesture in the mirror. If for the woman the exterior
can dictate laws for her sensitive interior, with a plastic artist there is a pendulation. The rhytmicity of the
decisions between inside and outside, between choices, paradoxical pleasures and re-transformations
that lead to something personal, something specific that has the force of the gesture, that « copies »
music and the force of a detail at the same time.This rhytmicity between interior and exterior, exterior
and interior stir the psychology created, the latter tends to transform into acts and gestures through
curiosity, but also through energy. Therefore the gesture is intention; an intention focused and
manipulated not only through the force of the means of plastic art. Being gesture, he believes he can
“contaminate” the exterior in order to organize his interior that dictates. This way we see the artist
defined by “attitude”. He is already restless for he has to act. This is how biographies appear in book
shops, comprising rather the scandalous zest than the explanation of the character. Actually, plastic
artists ring the alarm. For nobody will convince them; they believe only in their created sense and the
psychology of their existence. So they became a kind of “freaks” who symbolise only a category, by no
means a class. Unfortunately a class cannot solve revolutions, so artists nowadays have the role to break
the ice aesthetically and in the background is the social “class” that plays the tune. An indefinite
intentionally imprecise border between artistic transfiguration and the capture of the vital gives way,
beyond the sides of the canvases signed by Dragos Botezat, to the atmophere of colours in a termic
mixture. But any shape, no matter how blurred by the effects of pale light, contains an allusion to the
things that the young artist has seen and memorised.Dragos Botezat distills through the eye and the
gesture of a born painter a particular state of incandescence of the profound texture in things. The
painter sees a tree, a flower bed, a figure on the threshold, a room corner with an ideality depth that we
call aura in other context. Botezat's canvases function as resonance membranes of an ephemerous
break of limits in the order of high energies. AURELIA MOCANU- art critic and historian (1999) A
new fragrance of opening “Contrary to what the profane believes, the essential domension of art is not
to imitate nature, but to use, under the pretext of imitation, the purely plastic elements: dimensions,
directions, ornaments, lights, values, colours, materials distributed and organised according to the
injunctions of natural laws. By doing this, the artist does not stop being tributary to nature, but instead
of shabbily imitating its accidents he imitates its laws. "A.Lhote(Treatise of figure and landscape )

Although I had sworn in other stages that classical themes would be avoided, here | am in front of them
by my way of acting! And beside an effervescent approach | also felt a new revelation through being.
After the Mirage and Hyper periods, that were pretentious in their own way, it seemed as if the fatigue
of pretence shook the bag of art a little and found accumulations in the sensitive optical domain of
reality around us as well. Some reproached me even that | did not pay attention to the physical spaces
around me and | only stress the imaginary and the fantastic. At first it started like a drill, then gradually,
due to my admiration for Bonnard and Van Gogh that lasted almost through all my study years, | realised
that my vow not to paint classical theme was false. False, as not the theme mattered, but the way in
which you represent even something trivial. Once, as | was going through a painting crisis, | asked my
professor what | should paint. The answer came right away: paint what you see, for example, a bottle.
The answer did not satisfy me ..l argued that the bottle was trivial and that there could not be any life in
it. Then my professor replied immediately with an idea that I still find interesting. | told to myself:"..put a
fly into the bottle and the bottle will become alive ...I"” As a matter of fact, the bottle and the fly were a
pretext ; the fly was supposed to be the free substance in fixed things. This way | realised that | had come
to the end of my Hyper era. The bottle was the substantial witness for a more direct approach of natural
conglomerates that | loved, yet | considered separately from the art. Here | am painting nature and
impregnating my appetite to art and life! The intransigent iris Why intransigent? It is probably
not like that, but it is still a step. That of choice. | chose not to paint flowers for the sake of flowers, but to
develop only on one of them. The iris also had the advantage of being in my proximity, so | prefered the
power of this flower to the one of roses and other flowers. Ascending and descending principle, its
sobriety and ephemeral grace could be power even before | started the representation. Now | realise
how a gesture of natural sensitivity can fully support the coordinates of my interior and the technical
artistic extension. The story of the explosion tree As a child | used to admire some poplars that
grew and | was waiting to grow higher than the 7th floor where | live. They did not have the chance to
do so; they were « trimmed » as they were too high. Then | connected to another idea from my student
years, when | did a study on an apparently innocent challenge. Our professor took all of us to the park
and he told us, but | felt as if he had told it only to me “.look, this is a tree!” Yes, | had read that painters
had to wake up in the morning as if they knew nothing of the universe and wonder stupidly, that means
direct impression. But in order to trigger something through a scholastic medium you need strong
support at the level at which we worked back then. The idea still persisted. Yes.. a simple tree that
everyone apparently knows. But how should it be represented? This is another matter, one in which
even they - experienced artist-teachers were involved with questions. It is not their fault, for other
artists in history asked this question as well: representing nature is easier, but how shall you represent
on single tree? Here | am, back at something | knew-Hyper and Mirage all the same. The bottle and the
fly.... One told me to think of its shape, the other of the miracle of the water that reaches the tip of every
branch. A childhood thought came to my mind, from the time when | used to watch documentary films
and abandon myself to them. Among so many cosmic images | saw several documentaries about our
planet. In those films trees were believed to be able to feel, to have an inner alarm system, when
somebody comes to cut them down, for example. | suddenly had the representation of courage through
fear, as trees cannot run, so their survival depends exclusively on circumstances. This applied to my tree
as well (to my image inside of me) that was not of leaves, but of power. The power of innocence, but also
of courage, like a warrior, for the tree was essentially brave. This was the knight-tree! The obsolete
shamans-the reverse experiment-THE SCREEN AS CANVAS: CINEMATIC DEPICTION The limits of a
work instrument can be investigated directly through the work, when you do it by tracing the first steps
in the universe of the video camera, this being the path Dragos Botezat walked at the beginnings of his
experimenting in this field. What does using traditional means and obtaining a new result, a significant
difference mean? It means “trying” both colours and darkness, going away from day light, from the
visible, entering the world of “Obsolete Shamans”. Having passed gates and thresholds you went on a
path of “inversion"where black is white and light is dark. Here, on the edge of things, everything is
situated in a nuance of translucid blue-grey.The canvas folds and branched cilinders that crown the
shamans’ heads extend and dissipate the encephalon. The skull and its vital “holes” are sealed, covered
in new thatches in permanent mutation.The camera and cameraman first perceive the phrenetic
rotations and vibrations of the beginning and then go into a new stability, a stage of progressive
sedimentation.The skin, the “widest” human sensory organ, that damp and puny clothing is for Dragos
Botezat both a priviledged place where his phantasms are projected and the canvas where the
reflections of a telluric world converge.The spaces where the « shamans » are circumscribe their rituals
in a post-nuclear universe where urbanicity is defined by corroded walls and concrete enclosures of
sport centers abandoned by cyclop populations. Hardly could you tell whether “the obsolete shamans”
healanybody with their radioactive potions; however, they did not forget their callingin a “disenchanted’,
that is dis-illusioned and dis-covered world; they heal each other. Man becomes artist when he changes
things and this calling of hi sis almost compulsive, urging him to “impregnate” and saturate the
surrounding surfaces, be they in the barren rocky valleys of the mountains taking up the shape of bluish
glyphs, or on the sea shore where the human body an dits wodden prolongations lie stretched out
among hanging ropes.Not last the music, the sound underlayer is invested with special importance by
Dragos Botezat, it carries him throughout his cinematic exploration. The image cannot be subjected to
sound; in this case because both support each other, filling pauses and constraining them to speak.
STEFAN TIRON- art critic IDEAS REVIEWED BASED ON SENSITIVE OBSERVATIONS, FROM THE
VIEW POINT OF EVOLUTIONAL IMPORTANCE | believe that, for a moment, after viewing it you are
under the impression that you have to reorganise your entire life with its intentions, but also with its
failures. The alternation of realities is shocking, but paradoxically also ofers solutions. “The sensitive
real"constructed in this/these film(s) in which risk, but also the ludic actively and elaborately participate
bring forth messages before human revolutions and project the mystical and the rite over reality itself.
The issue of the human factor is again placed in the same worn out daily reality. In order to use certain
conceptual guidance | chose the term “obsolete shaman”How can a plastic artist form a static world
where some laws are stronger than his will to play with another means, not at all static, means of
expression that in the end aims at exactly what plastic art avoids, that is the anecdotical in its various
versions. The trick that | proposed to this new means of expression was an invitation in a garden that |
had already elaborated, a dance between the means of plastic art and the new reality.The fragrance of
this “new reality” seduced me and extended in my mind my own expression capacities in painting. My
pursuit of design, ambient or the creation of a character:this entire adventure found an echo in a scene

that was actually nothing more than my “dance” (the new space for the progress of my art). My attitutde
to things was marked by new meanings. From a contemplative artist, almost a spectator, | became
preoccupied by transformations at all costs: thus, interventions were made on people, objects, ambient:
the transformation of a an apartment, parietal paintings, in a mountain landscape...therefore, the ART of
changing the anonymous quality of life.l did not dislike that ... Opinions on creation in
unspecified environments (2007)-Probably | speak much about these films for lack of others, but |
hope that there will follow another type pf films as well, with a different particularity (2007).Then there
was the emotial motivation of curiosity and the twist of adventure and mystery that was created
through every sequence; now this is not enough (2007) .now | would not make objects or adventure
“aside’, but | would abandon my preparation work in order to focus on catching attention only.However,
| perceive the shaman exercise like a valve of my artistic aedifice... a rather pictorial air with a more than
satisfactory relation: my interior meu-real exterior.My shamans broke the already rigid conventions of
the usual attittude; that is why | still save them now, after 7 years, as | know their consequence. They
pioneered very bold projects outside my painting and they created their precedent.The fact that |
started to decorate the staircase of a 10-storied block of flats working like crazy or that | decorated old
houses in colourful visions, that is, | defied « common sense », is due to the shaman exercise that is
somehow tributary to the exercise in the years before when | improvised with elements from the
surrounding reality. | made these projections as an act of creation together with professor Florin
Ciubotaru. This way, a simple tyre or tree could become the base of a new living organism where
soemthing could happen on limited term. And that bore the mark of your interior. We created something
unique bu means of analogy. The evolution of an almost ludic act or of an act that incorporates it, for in
time the ludic element becomes mystical and isolated and ravages the consciences bearing too human
or too usual “needs ».Maybe that is actually the shaman lesson... a mutation of creativity towards
spontaneity and towards the admiration of well-known, but for ever becoming configurations ...
Count Dracula Club ~ambient and presentation-l met the owner of the club on his birthday, when he
inaugurated “Count Dracula Club”. Later | used engraving for some paintings: a kind of comeback to the
era of the knight in my artistic past. Then | discovered that space had to be fit up a little and that | could
also do other things: stands, wall paintings, thematic creation and computerised creation. The choice of
theme came out of a different type of interest than at first sight. There also was a tourism agency that
brought foreign tourists in the country. That is why this space was created, in order to replace Dracula’s
initiation paths in the country where the organisation was faulty. This is how some elements were
conceived based on a precedent, the concept being prepared long before by the British through theme
shows and London theme pubs. For 10 years the club functioned rather as restaurant, because in our
country people did not like the concept as much as the British. But in time publicity and the management
of specific elements were left to me. Staring from the wall paintng and ending with the advertising
flyers and templates in magazines, “The Count” became a shape also with the help of the actor Petre
Moraru who performs especially for the customers interpreting the character’s spirit. | am still looking
for solutions to do more with the space so that it becomes a club, not a restaurant. Because starting from
the ancient Dracula character a super-culture influenced the whole contemporary era, from comics to
super-heroes in films that have now become science-fiction and horror classics. Ambiental
design-A moment in a poetic state and here | am, | want to expand from the painting onto the walls of
the block staircase and my new apartment. A project | initiated, a need of impossible that revived me
spirittually and, though being physically tired, engaged me in doing 9 floors for one sigle idea: that of
getting rid of the classical line that separated the paint from the loam. | worked alone for a month until
I reached the basic layer of white on 9 floors. Then, at night, | stroke the coloured paints on the staricase
walls with the sponge, so that the neighbours got stunned in the morning upon seeing the new
staircase where there were not any old reference marks, as | also painted the elevator doors. The
changes triggered a new trend of decorations, the first steps being the one between the shaman films
and the Romantic Travel House.l realised in time that people are not ready for new eras... banality
comprises the concept of classic and cautious. | am still waiting for the awakening. Romantic
Travel-a short history of the decade Like a fairy tale. First | initiated an element, then the evolutions
appeared naturally. From some drawings at “Count Dracula Club” to the Romantic Travel logo, then the
development of the new localisation against the starry night that | interpreted after Van Gogh, then
brochure covers, templates for newspapers and magazines, stands that made us renowned and original
brochures - a 10-year course that was special for me. About me as art-director | would say that | used
logic in my projects, projecs that were risky from the point of view of ordinary people. First was the logo.
| wanted an atypical logo that left from one point and led to the poetic state of form and message. There
was a logo, a simple castle; | interpreted it after the Bran Castle and | ended up with a running character.
A dynamic composite factor promoted the company towards the next stage, the one of company
image. At that time | was exclusively targeted on France. | had a cycle of informal abstract paintings
named “The Footbridge” with two stadiums, a stadium was a masculine version of fire and the second
was mysterious and lyrical with a spiral inspired from Van Gogh's starry night. These paintings were
made for my art, not for the company, but | borrowed their image, then, in time, | added the elements
like in art. On the concept and event.This is how an adventure started in which | did not suspect to be so
ample in my activities. Tourism fairs succeeded one another and | always had something to do: a stand,
a cover, an idea. After 2005, after | had exhausted all versions of pictureque stand in which | used
constructions where painting was never absent and the idea of European city was very exciting, | started
to put together the magazine Romantic Travel.The magazines were conceived with a picturesque
structure of elements; every year, my creativity observed and enriched an image. | made three different
magazines with various specific themes. Location. | changed the location of the company from an
apartment to a three-storied belle-epoque house in Bucharest. We wanted to give it an identity and
paint it in Impressionist style in order to highlight its fairy-tale character, but also the specific identity of
a tourism company. So | painted a sad faded house in yellow-orange.The interiors were light yellow at
one floor, then | took advantage of the ceiling beams at another and | pictured a chalet in the mountains
with a red wall. Space cityThe spatial cities. The future vision built on the technique of the past.
A portrait or a window? In the past the frame was « aided » by this round frame in order to focus the
attention on a character or another. | combined this old idea of the focalising round with the
representation of the new through vertical strokes. | decided that the colours were episodic, so | made
stadiums. Tri-starPast-Future; Interior-Exterior, principles that make up the foundations of my art
by means of strong suggestions of creative power of juxtaposition, but also the vast resonance of
adjacent extremes. The shadow-horse and the creature-machine have dream coordinates, but if we
change the points of reference, the characters themselves become a dream. It depends on preference,
for the labyrinth offers, but also constrains to meditation. About Dragos and his image...As
there is a man that consciously seeks unity, you start to perceive the attributes of his painting from the
very moment when he speaks out the first sentences, even though they were not explicitly linked to his
profession. Moreover, you are under the impression that his painted images reveal themselves even
from the part that feeds them... everyday behaviour. Not ambition, but distance - with strong accents of
a sought freedom. Everything is movement with Dragos- uninterruptedness, flow, circulation of energy
and an energy consumption that matches the circulation; a fall followed by an unpredictible rise.
Ordinary things elapse replaced by the unexpected. Risks, however, are witnesses thereof and are
gathered and concentrated in sepcificimages. A stock of signs and things only he can motivate surround
his world. The same signs and things that would be redundant for an ordinary person and they would
be overlooked. Dragos distinguished himself through the features of an unusual collector who calls
amazing energy and enthusiasm into play. Decomposed, his images are placed between a figurative
reality with suggestions of the concrete and an abstract formal element. The figurative element makes
reference to a vaguely recognizable idea by means of plastic signs and is impregnated by the abstract
formal element that, in the end, determines the virtual space. What one can reproach to Dragos is an
ignoration of the physical place he belongs to, of the riches gathered in years in Romanian art. Dragos is
fighting to supply this deficit with a different reality he is subject to-the wish to get involved in as many
things as possible at the same time, a careless, but so fundamented investment.lt is similar to the
innocence and the play quality of a child, isn't it? Bogdan Vladuta —plastic artist. Trans - porters
Cosmic cow with planetary udder and paradoxical wings. The reeling of an echo. The exaggerated
length of the machine throws us into belle - epoque nostalgias. But the reeling is in the future, where
cow-machine transporters dare take the risk of the transformations of cosmic reeling. Humanity,
however, watches over them ... Nuda veritasThe twists. The expression of the fugitive who hides
from himself. Is art capable to prefer a twist to a simple expression or is its dramatism formed by the
power with which substance is sqeezed?If pictorial art exemplifies dramas, does the preferrence of
expression meet the questions or the answers? A part is moulded through light and shadow, another
through the organicity of the material, but we are still left with the secret part hidden by a twist. And this
does not depend on every person’s nature ...






