
In the context of the return to Geometrical and Kinetic Art in Paris in the second half of the fifties, the formation 
of Equipo 57 by a group of Spanish artists and architects based in the French capital entailed a reaction against 
the ubiquitousness of Art Informel and Lyrical Abstraction. At the same time, it implied adopting a particularly 
meaningful political stance in connection with the Franco regime. In an attempt to conform to the spirit of the 
times and the modes of industrial production this group proposed to construct reality through an objective and 
quantifiable geometric language divested of all individual traces.

Abstract Art: Geometry and 
Movement

explore the expressive capacities of Kinetic 
Art. In formal terms, their works, apparently 
rooted in pre-war Constructivism, actually 
transcend the traditional limits of painting 
and sculpture, which they apply to wider 
fields of research linked to mechanical 
and electrical media. The exhibition was 
constructed around prophetic statements 
such as ‘The pleasure of a new plastic 
beauty that moves, and moves us, lies in 
store.’ In the period between the two world 
wars Alexander Calder (1898-1976) had 
already ventured into this line of research 
from the ranks of the avant-garde through 
the mobile. Calder’s discourse on move-
ment was enhanced in this new context, 
as a result of which he became a key figure 
bridging the gap between generations of 
artists. In his turn, Spanish artist Eusebio 
Sempere (1923-1985), who had settled 
in Paris in 1948, was immediately influen-
ced by Le Mouvement and paved the way 
for similar trends in Spain.

As opposed to the insistence on individualism, the introspection of Art Informel painters 
and the other consequences of European and American abstraction, around the mid-fif-
ties several new proposals strove to achieve a more geometrical, objective and dehuma-
nised art. Although this tendency was rooted in the period between the two world wars 
(we cannot avoid thinking back to Russian Suprematism and Constructivism, Dutch 
Neoplasticism or the lessons of the Bauhaus), in the world that emerged in the aftermath 
of the Second World War Geometrical Art was based on very different principles—born 
in an age in which the industrial and the mechanical were no longer confined to factories 
and world fairs but had become a part of everyday life, a part of people’s daily experiences. 
In this way the moving image seems to be the best indication of the coexistence between 
man and machine: film had become a mass phenomenon and television was occupying 
hitherto private spaces (Televisión Española, Spanish national television, had begun to 
broadcast regularly in October 1956, a few months before the foundation of Equipo 57). 
In this context of information flow, the figure of the artist as an isolated genius and an 
individual bestowed with the gift of rare inspiration seemed to gradually lose ground as 
the need for a more rigorous analysis of the moving world increased. 
The opening of the exhibition entitled Le Mouvement at the Denise René gallery in Paris 
in 1955 marked the beginning of a trend that led abstraction to a certain objectivity in 
the fields of Geometrical and Kinetic Art. Among others, Victor Vasarely (1906-1997), 
a Hungarian artist based in Paris, and Swiss artist Jean Tinguely (1925-1991) began to 

New acquisitions

Jean Tinguely.  Méta-Malevitch, 
1954
Equipo 57. Film experiencia nº 1. 
Base teórica: Interactividad del espa-
cio plástico, 1957 
Equipo 57. Sin título, 1959



The rejection of Spanish Informalismo 
(contemporary to French Art Informel) was 
one of the primary motives behind the for-
mation of the Equipo 57 group in a Parisian 
café in 1957. Its members regarded such 
lyrical and expressive painting an exponent 
of a decadent bourgeois society. At a time 
when the bourgeoisie had become the so-
cial class whose economic (and soon de-
mographic) strength supported the Fran-
co regime within industrial and consumer 
society, new and indirect forms of dissent 
outside of easel painting were imposed. 
The members of Equipo 57 had noticed 
the presence of Art Informel works repre-
senting the regime at international events, 
but they had also grasped the exhaustion 
of the model in Europe. The veiled nature 
of the criticism of the group’s discourse 
did not prevent Luis González Robles, sta-
te commissioner and promoter of Spanish 
Informalismo, from curbing its expansion 
both within and without Spain, or the im-
prisonment of one of its members. 
Equipo 57 proposed far-reaching political 
action inspired by Marxist concepts that 
in Franco’s Spain must have appeared 
almost illegible. Even though the works 
reveal formalist and engrossed qualities, 
the group’s agenda included the material 
transformation of reality, no longer ba-
sed on idealisms but on a very physical 
and quantifiable concept of the environ-
ment and man’s possibilities of altering it 
through his gaze. The change in percep-
tion, that Walter Benjamin considered 
the characteristic phenomenon of our day 
and age, proved essential: in opposition 
to the frontal vision brought into effect 
since the Renaissance, the universe was 
now perceived as a poyhedral environment 
that moved following a specific pattern 
(like a machine). The visual consequence 
of the application of these principles was 
well-defined fields of colour that did not 
only interact within the actual paintings 
but in connection with other paintings in 
the same series. In this way the immedia-
te gesture characterising Art Informel was 
replaced by the need to measure precisely 
each gradation of colour to attain an effect 
of continuity. Thus, the overall interaction 
of the painting series produced by Equipo 
57 suggests movement by means of tran-

sitions of similar though not identical ima-
ges that produce an illusion of movement: 
the precise frame rate of a film projector.
By choosing team work, Equipo 57 was 
able to adopt a collective identity that con-
cealed (for artistic purposes only) the true 
identity of each of the contributors and 
therefore all references to signatures and 
marks that had characterised most post-
war abstract painting. The methodology 
followed was supposed to be applied by 
all of the members of the team insofar as 
it were in keeping with the group’s lines 
of research, i.e., the creation of an inde-
pendent pictorial space, the relationship 
between concave and convex areas (what 
they called an inflection zone, where sur-
faces were transformed), the study of 
rhythms, etc.
Like the avant-garde trends that emerged 
between the two great wars, the proposals 
made by Equipo 57 had to be accompa-
nied by a series of theoretical texts that 
were glosses on a certain type of otherwise 
inscrutable art and a written legacy of an 
experience that had arisen as a pedagogi-
cal initiative and was even applied to furni-
ture design.
Although Equipo 57 ceased to exist as a 
group in 1962, its short-lived experience 
would have a remarkable influence on both 
the methods of collective work based on 
precise principles, and on the concepts 
considered. These were rooted in Kinetic 
Art and in other projects, such as those 
developed at the Calculation Centre of the 
University of Madrid, which in 1973 first 
showed an interest in the generation of 
plastic forms through mathematics in the 
protohistory of computer-generated art. 
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