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One year after the first Biennale d’Architecture d’Orléans, 
Marcher dans le rêve d’un autre [Walking Through Someone 
Else’s Dream], when the Spanish art scene took over Rue  
Jeanne-d’Arc, here at the Frac Centre-Val de Loire we are 
delighted to present an exhibition on “digital archaeology” in 
Spain: Madrid, October 68. The exhibition will bring together 16 
artists and architects and 138 works, telling the incredible story 
of the Computing Centre at the University of Madrid, where at 
a precise moment in Spain’s history, the encounter between a 
computer, a group of artists, and a group of scientists would mark 
a turning point in fine arts, musical, poetic, and architectural 
expression.

After almost two years of research and exploration on the Spanish 
experimental scene, the Frac Centre-Val de Loire’s collection 
of European works has been significantly expanded, with 
Spanish experimentation now added to the synthesis of the arts, 
Italian and Austrian radicality, French futurism (la prospective 
française), deconstruction movements from the 1980s, and the 
most innovative digital research.

“Writing” this Spanish history of experimentation in collaboration 
with Mónica García Martínez has led to a two-part exploration. 
For the first part, works by Francisco Javier Seguí de la Riva and 
Ana Buenaventura, as well as those of Andrés Perea Ortega, 
recently integrated into the collection of the Frac Centre-Val de 
Loire and thus joining Enric Miralles’ body of work, demonstrate 
experimentation in art and architecture at its most decisive 
moment in the late 1960s. And for the second part, updating 
the collection of the Frac Centre-Val de Loire with the most 
contemporary forms of the 2000s generation discloses a 
questioning of discipline and allows the centre to continue 
“collecting” the most current ideas. The works of MAIO, (María 
Charneco, Alfredo Lérida, Guillermo López, and Anna Puigjaner), 
María Mallo, Ana Peñalba, and TAKK (Mireia Luzárraga and 
Alejandro Muiño) thus enhance a collection already well known 
for its ability to construct a present-day history of art and 
architecture. As for the work of Spanish composer Hèctor Parra, 
it uncovers a new landscape of relationships between music and 
architecture.

Art, referred to here in its broadest sense, including all forms of 
creation, has the particularity of being able to “misrepresent” 
reality and its components and thus propel them into fiction. 
When artists, architects, poets, or musicians come together at 
the Computing Centre in Madrid, they effect that same shift 
in meaning. In the Spanish experimental art scene, this entails 
moving from one world to another. For the misrepresentation 
to occur, the identities must be swapped over – for that is the 
use and meaning of the word. For those artists that participated 
in various organised meetings, it was first a case of “detaching” 
themselves from their discipline by searching within other 
disciplines (mathematics, biological sciences, etc.) for the 
conditions of a revival of the creative process. Later, they had to 

“tame” the computer and establish a new balance between the 
“wish” of the artist, implying an imaginary world and chance, and 
use of the computer to automate the creative process.

So the research led by Francisco Javier Seguí de la Riva and 
Ana Buenaventura took the path of biological sciences in order 
to redefine, thanks to the computer’s ability to calculate, the 
conditions for a systemic, and not analytical, creation. They 
do not consider art and architecture to be stable and isolated 
systems but rather territories where instability, fluctuation, 
chaos, disorder, haziness, openness, creativity, ambiguity, and 
paradox can develop. Through the possibilities offered by 
computation, the two artists recognised the opportunity to 
master the creative process while integrating movement and 
even chance.

The idea of regulation that Juan Navarro Baldeweg evokes in 
his research on regulatory architecture also introduces the 
parameters of systemic thinking. Taking into account mobility 
and flexibility, architecture should be able to react in real time to 
environmental movements and individual expectations.1

The exhibition is organised into three chapters. The first room 
introduces the origins of this adventure and undertakes a 
synthesis around the works of poet Ignacio Gómez de Liaño. 
The second chapter is designed to reveal two parallel paths: 
Automatic Design of Architectural Space and Automatic Design 
of Sculptural Forms. The third and final chapter is devoted to the 
meeting of José Luis Alexanco’s body of work with MOUVNT 
(1971) and Solitude Interrompue (1971).

Abdelkader Damani

Exhibition Curator 
Director of the Frac Centre-Val de Loire

MADRID, OCTOBER 68  
The Spanish experimental scene
ABDELKADER DAMANI

1 These references can be understood in terms of a conceptual innovation that has 
been continued in New-Territories’ (François Roche) most current research in the 
Architecture of “humeurs” project, 2008–2010. In this project, the studio imagines an 
architectural and urban structure subject to the moods and desires of an individual. 
With Emotive City, 2016, Minimaforms similarly introduces the thoughts of a city 
whose urban development is based on “daily emotional interactions”. 
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Ignacio Gómez de Liaño
La retina de Madrid, 1972

Courtesy Ignacio Gómez de Liaño
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In 1968,1 the arrival of the first computer at the Spanish 
University marks the beginning of activities of the Computing 
Centre,2 created by common accord between the IBM company 
and the University of Madrid. After decades of cultural isolation, 
artists, architects, and musicians came together to think about 
the introduction of the computer into the creative process. 
The Computing Centre became the largest space for creative 
freedom at the end of the dictatorship and imposed itself as a 
collective and experimental organisation, in a context where 
a group structure still implied “a special, almost subversive 
meaning”.3  

The immunity that the aura of technology procured, apparently 
free of any ideological dimension, enabled the Computing 
Centre to give visibility to innovation in the pipeline in Spain. A 
twofold shift thus emerged: on the one hand, the collapse of the 
cultural block imposed by the political regime; on the other, the 
suppression of borders between the various fields of creation, 
opening up experimentation towards new expressive pathways. 

In a “mannerist cultural era”,4 full of the pastiches and 
hybridizations that have brought dogmatic modern models into 
crisis, the work of the Computing Centre specifically revolves 
around language as a model in the creative process. Based 
on Noam Chomsky’s generative grammar and Max Bense’s 
new theories of information, the operational strategies of the 
Computing Centre were fundamentally based on the inheritance 
of Spanish experimental poetry.5 The plasticity of the poetic 
sign allowed “bridges [to be built] between an absolutely virtual 
and imaginary world and a real world”,6 and to open writing up 
to different horizons of experimentation in which music and the 
fine arts participate. 

The integration of the computer within creative processes 
revealed the necessity of returning to the origins of things, 
analysing the languages of the various disciplines in a logical 
and systematic manner. Architects and artists worked hand 
in hand with programmers to identify the basic units that 
intervene in the creative process and formulate the laws that 
would ensure the coherency of their expressions. Moreover, the 
arrival at the Computing Centre of artists whose work was easily 
computerised and interpretable from the linguistic perspective 
gave considerable impetus to the automation of plastic forms. 
Such was the case with the work of Manuel Barbadillo, considered 
the point of departure of the branch of modular research, which 
the work of artists such as José Luis Gómez Perales, Soledad 
Sevilla, and Enrique Salamanca was to come under. José María 
Yturralde’s Figures impossibles [Impossible Figures] – which he 
had so far created in an intuitive way and that he systematised to 
form the basis of his painting – as well as the MOUVNT project 
by José Luis Alexanco – which broke with traditional sculptural 
representation by introducing variables and a random dimension 
into his creative process – constitute other research subjects 
that preceded automation. 

Among the architects, Juan Navarro Baldeweg developed 
a system in which the computer was integrated into the 
architecture, which was continually redesigned, depending on 
the needs of the individual and the evolving external conditions. 
Javier Seguí de la Riva directed another branch of research in 
which the computer participated in the automatic composition 
of architectural spaces. According to the method of Ian Moore 
and Neville Longbone, it defined the minimalist living units 
(cells) and, in collaboration with Ana Buenaventura, designed 
various spatial organisations (Social Order, Biological Order, 
Cosmic Order) in such a way that any architectural configuration 
would stem from these systems that allow the community to be 
organised, to include life cycles, and visualise the structures of 
the universe. 

Creation by computer involves a broader examination of 
creative processes in both art and architecture. The objective 
has been progressively shifting from formal expression towards 
the expression of thought. Mathematical and parametric models 
used at the Computing Centre propose evolutive and open 
organisations that introduce variability into the production 
process itself, reflecting a random and incomplete dimension of 
nature. Creation moves away from certainties to transform itself 
into a tool that interacts live. As José Luis Alexanco affirms: 
“the intention is to give an idea of an open artwork, in the sense 
that the various pieces that compose each work are likely to be 
arranged in various ways… without, however, the overall structure 
changing.” 

Today, as we are celebrating the 50 years since the start of 
the adventure of the Computing Centre, we would like to pay 
homage to the pioneers of the “inadmissible”7 community whose 
collective experience required a different form of creativity 
based on collaborative work and the meeting of disciplines. 
This exhibition looks back over the various research projects 
undertaken at the Computing Centre, a platform that, beyond 
a basic interrelationship between creating and computing, 
was able to canalise a large part of the artistic impetus of the 
period. This exhibition aims to introduce a fundamental episode 
from the Spanish scene and compare it with other fields of 
experimentation, by contextualising it within a global culture. 

Mónica García Martínez  

Exhibition curator 
Architect, architecture historianand professor  

at the Polytechnic University of Valencia

 

 

THE COMPUTING CENTRE  
OF THE UNIVERSITY OF MADRID
MÓNICA GARCÍA MARTÍNEZ
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Centre de Calcul de l’Université de Madrid, 1969 © Florentino Briones

1 Although the Computing Centre was formally created in 1966 following an agreement 
between the University of Madrid and IBM, its activities only began in 1968.

2 Directed by Florentino Briones (first director of the Computing Centre). It is also 
important to highlight the work of Mario Fernández Barberá (the manager referred 
by IBM) and Ernesto García Camarero (deputy director and subsequently director 
of the Computing Centre from 1973).

3 Carrillo, Jesús, “Recuerdos y desacuerdos. A propósito de las narraciones del arte 
español de los 60 y 70”. In De la revuelta a la posmodernidad (1962-1982). (Madrid: 
Museo Nacional Centro de Arte Reina Sofía, Ministerio de Cultura, 2011), 58.

4 Fullaondo, Juan Daniel, Nueva Forma, n°82, 1972; Nueva Forma, n°109, 1975.

5 Ramón Espinar Gallego, in the article “Spanish Experimental Poetry in Context”, 
retraces the evolution of poetry and its symbolic resources from the traditional 

avant-gardes through to experimental poetry: “[…] if the avant-gardes have traditionally 
destroyed syntactic structure and the sentence, let us allow words to have the most 
absolute freedom, experimental poetry begins by destroying terms and working with 
letters, both from a spatial and a phonetic perspective. At a superior level, it destroys 
the letters to work with signs and, finally, with signals, in an attempt to consolidate 
experimentalism with the help of modern theories of communication, like semiotics, 
cybernetics, and information technology.”

6 Juan Navarro Baldeweg adds: “I recalled the comment by Ezra Pound about an 
episode from the Odyssey in which the sailors go down to the beach to find the 
boat and the words rang out, said Pound, as though they were striking against the 
rocks, the pebbles of the beach, carrying the murmur of the waves as they break. An 
onomatopoeia was established between these two structures, between what is said 
and the sound that the words themselves were producing.”

7 Seguí de la Riva, Francisco Javier. Interview at the studio of José Luís Alexanco, 
1 March 2018.
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GUEST ARTISTS AND ARCHITECTS

José Luis Alexanco
(Madrid, 1942)

Leader of the Spanish experimental scene in the last years of 
Francoism, José Luis Alexanco plays a fundamental role in the 
origin of the Seminary on the automatic generation of artistic 
forms. By using new methods derived from the introduction of 
machine in artistic creation, he pursues his work in the field of 
sculpture following the leitmotif of a “progressive isolation of 
the human figure”. José Luis Alexanco breaks with traditional 
sculpture thought as an autonomous entity by introducing 
variables and unpredictability to his creative process.

José Luis Alexanco, Traspase, Momentos, MOUVNT, 1964
Courtesy José Luis Alexanco © ADAGP, Paris, 2018

José Luis Alexanco
Manuel Barbadillo
Ana Buenaventura
Luis de Pablo
Ignacio Gómez de Liaño
José Luis Gómez Perales
Lugán (Luis García Núñez)
Abel Martín
Juan Navarro Baldeweg
José Miguel de Prada Poole
Enrique Salamanca
Guillermo Searle
Francisco Javier Seguí de la Riva
Eusebio Sempere
Soledad Sevilla
José María Yturralde
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Manuel Barbadillo
(Cazalla de la Sierra, 1929 – Malaga, 2003)

A painter trained at the School of Arts and Craft of Sevilla, Manuel 
Barbadillo progresses towards geometric abstraction during his 
journeys in Marocco and New York. His paintings spring from the 
repetition of almost identical small unites (modules) combined 
together by symmetry and rotation.

Luis De Pablo & José Luis Alexanco
(Bilbao, 1930)

Resulting from the dialogue between the composer Luis de 
Pablo and the artist José Luis Alexanco, the piece Soledad 
Interrumpida (interrupted solitude) can be considered as a point 
of convergence between experimentations led by the ALEA, an 
electro-acoustic music laboratory directed by Luis de Pablo, and 
those led within the Computing Centre where Alexanco was a 
driving force.

Ignacio Gómez de Liaño
(Madrid, 1946)

Professor of philosophy, poet and novelist, Ignacio Gómez de 
Liaño co-ordinates the Seminary on the automatic generation 
of artistic forms held by the Computing Centre of the University 
of Madrid between 1970 and 1971.  Ignacio Gómez de Liaño’s 
experimental poetry stands for a plasticity of the sign itself. 
According to the poet, the use of a computer withstands a poetic 
charge by the link it establishes between the real world and the 
virtual world.

Manuel Barbadillo, Meralia, 1984. Courtesy Jane Weber © ADAGP, Paris, 2018 Ignacio Gómez de Liaño, Poema dedicado a Peñaranda, 1972-2015
Courtesy Ignacio Gómez de Liaño

José Luis Alexanco, Soledad Interrumpida (New York), 1980
Courtesy José Luis Alexanco © ADAGP, Paris, 2018

José Luis Gómez Perales
(Madrid, 1923 - Guadalajara, 2008)

Trained at the San Fernando Fine Arts School of Madrid (1948-
1951), José Luis Gómez Perales evolves towards an abstract and 
modular work as soon as 1952. His constructions of planes and 
lines take inspiration in the Fibonacci numbers, which determine 
the dimensions of his composition’s modules.

José Luis Gómez Perales, Construcción modulada, 1970
Courtesy Galerie José de la Mano, Madrid
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Luis García Núñez Lugán
(Madrid, 1929)

Luis García Núñez, better known under the name of Lugán, 
begins his artistic production with pieces close to constructivist 
figuration, before moving towards geometric abstraction. His 
technical formation at Telefónica during the late 1960’s, allows 
him to apply his electronic knowledge to his artistic activity and 
to introduce electronic elements within  pieces both visual and 
tactile.

Abel Martín
(Mosqueruela, 1931 – Madrid, 1993)

Abel Martín and Eusebio Sempere are amongst the pioneers 
of artistic silkscreen printing in Spain, a technique to witch 
they trained within the Wilfredo Arcay studio in Paris during 
the 1950’s. Abel Martín’s first works in the Computing Centre 
involve optico-kinetic research based on families of computer 
generated mathematical curves.

Juan Navarro Baldeweg
(Santander, 1939)

Painter and architect,  Juan Navarro Baldeweg leads research 
conducted at the Computing Centre on artificial systems 
created by Man and within which life can develop. Between 
1967 and 1968, he lives in London and carries out research at the 
Centre for Urban Studies on urban scale complex systems as well 
as on their self-regulation and shape generation processes.

Luis García Núñez Lugán,  4 Impulsos aleatorios, 1969
Courtesy Luis García Núñez Lugán 

Abel Martín, Sans titre, 1974. Courtesy Florentino Briones

Juan Navarro Baldeweg, El autómata residencial , Perspectives, 1969
Courtesy Juan Navarro Baldeweg © ADAGP, Paris, 2018

José Miguel de Prada Poole
(Valladolid, 1938)

Architect and designer,  José Miguel Prada Poole is the author of 
research on interactive structures that can modulate themselves 
depending on the environment and the changing needs of the 
individual. In 1977 he publishes, in the form of a notebook, Las 
Fuentes del Espacio (The Sources of Space), in witch he exposes 
his conception of space. According to him, the knowledge 
on space is always partial as it is continually altered by the 
mechanisms of perception.

José Miguel de Prada Poole, Fuentes del espacio, 1970
Courtesy José Miguel de Prada Poole, Colegio Oficial de Arquitectos de Madrid,  

Colegio Territorial de Arquitectos de Valencia

GUEST ARTISTS AND ARCHITECTS
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Enrique Salamanca
(Cadix, 1943)

After a first period marked by pop spirit and the lively 
atmosphere of Ibiza at the time, Enrique Salamanca joins the 
Computing Centre between 1970 and 1972, and takes interest in 
phenomenons of perception of elementary geometric figures. 
Enrique Salamanca’s work avoids the risks of rigidity which 
sometimes follow research on modularity, and sets itself in a 
kinetic approach.

Francisco Javier Seguí de la Riva (Madrid, 1940)
& Ana Buenaventura (Madrid, 1942)

From 1974, Javier Seguí de la Riva teaches Shape analysis at the 
Superior Technical School of Architecture of Madrid. He joins 
the Computing Centre in 1968 where he collaborates with the 
sociologist Ana Buenaventura. The computer allows them to 
reinforce the role of process in their work, establishing an instant 
dialogue between conception and realisation.  Javier Seguí de la 
Riva and Ana Buenaventura’s interest progressively shifts from 
formal expression to the fundamental organization present in 
all artistic expression : a shape consists itself of smaller shapes 
which, aggregated to each other, form together a system.  

Enrique Salamanca,  Cinta cilindros (serie hexágono), 1971
Galerie José de la Mano, Madrid © ADAGP, Paris, 2018 Francisco Javier Seguí de la Riva & Ana Buenaventura

Juegos cósmicos 1, 1972
Courtesy Francisco Javier Seguí de la Riva & Ana Buenaventura

Guillermo Searle
(Madrid, 1946)

In the late 1960’s, to access computer science, one needs to know 
complex programming language. Architects and Artists from the 
Computing Centre collaborate with analysts and IT students who 
assist them in developing programs executed on the computer. 
The role of a programmer such as Searle however exceeds that of 
a simple translator. He must understand the working processes of 
the artists, before establishing a scientific method which allows to 
clarify and transcribe their methods of conception.

Guillermo Searle, La Maja desnuda, s.d.
Courtesy Guillermo Searle
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Soledad Sevilla
(Valence, 1944)

Soledad Sevilla is a student of the Saint Jordi Fine Arts School 
of Barcelona from 1960 to 1965. In the late 1960’s, she joins the 
Seminary on the automatic generation of artistic forms of the 
Computing Centre and produces, between 1969 and 1971, work 
based on a modular structure. Soledad Sevilla superimposes mo-
dules to generate shapes she qualifies of “residual”.

José María Yturralde
(Cuenca, 1942)

José María Yturralde obtains a doctorate in Fine Arts at the 
Polytechnic University of Valencia before teaching at the 
department of painting. In 1967, he approaches the group Antes 
del Arte that intends to transfer notions from the scientific 
field to the artistic field. He will continue in this way within the 
Computing Centre, particularly through the Figures Impossibles. 
Yturralde combines his investigations on space, on the curvature 
of space-time and on gravity, to primary geometric shapes from 
his research in optico-kinetic art.

Eusebio Sempere
(Onil, 1923-1985)

Trained at the San Carlos Fine Arts School of Valencia, Eusebio 
Sempere settles in Paris in 1948 where he binds with movements 
close from geometric abstraction and optico-kinetic art. Pioneer 
of artistic silkscreen printing in Spain, he becomes a reference 
for the young generation working to bring art and science closer 
together. He directs his research towards illusions of perception 
based on elementary shapes.

Eusebio Sempere, Autorretrato, 1968-73
Courtesy Guillermo Searle © ADAGP, Paris, 2018

José María Yturralde, Estructura volante II, 1976
© IVAM, Institut Valencià d’Art Modern, Generalitat Valenciana. Don de l’artiste

Soledad Sevilla, Mondrian, 1973
Courtesy Sevilla Soledad

GUEST ARTISTS AND ARCHITECTS
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CURATORS 

Mónica GARCÍA MARTÍNEZ  
Architect, architecture historian and professor at the Polytechnic 
University of Valencia

Mónica Garcia is an architect, and graduate of the Polytechnic 
University of Valencia in Spain. She obtained a Master’s (MArchII) 
at Harvard University, and a PhD in architecture at the Poklytechnic 
University of Madrid (ETSAM). She has collaborated with various 
architectural agencies in France, and founded the Garcia-Floquet 
arquitectos agency in Valencia, whose work was selected for the 
10th and 11th Spanish Biennial of Architecture and Urbanism. She 
is a supervisory professor at the School of Architecture in Valencia, 
and a guest critic at the IE University, at the Universidad Europea in 
Madrid and at the Ecole nationale supérieure d’architecture at Paris-
La Villette (ENSAPLV). Her research is focused on the experimental 
practices of architecture in Spain, from the 1990s to the present day. 
As such, she has been invited to the Biennale to cast an eye on the 
Spanish experimental scene, she has been invited as well to curate 
the exhibition Madrid, octobre 68.

Abdelkader DAMANI
Director of the Frac Centre-Val de Loire 

Abdelkader Damani is leading the Frac Centre-Val de Loire since 
September 1st, 2015. He trained in architecture at Oran (Algeria). On 
his arrival in France in 1993, he studied art history and philosophy at 
the University Lyon 2 and Lyon 3. After being in charge of art and 
architecture projects in the “Centre Culturel de Rencontre” of la 
Tourette (an architecture of Le Corbusier), he is leading from 2007 till 
2015 the «VEDUTA» program at the Biennale of Contemporary Art of 
Lyon. In 2014 he is co-curator of Dakar Biennale (Our Common Futur, 
DAK’ART 2014). In capacity of Director of the Frac Centre-Val de Loire, 
he carries out in 2017 the first Biennale d’Architecture d’Orléans. In 
2019, he is the general curator of the first biennial of Rabat.
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Enrique Salamanca
Doble cinta cilindros, 1971
Courtesy Galerie José de la Mano, Madrid
© ADAGP, Paris, 2018

PRESS SELECTION

José María Yturralde
Estructura volante II, 1976
© IVAM, Institut Valencià d’Art 
Modern, Generalitat Valenciana. 
Don de l’artiste.

Eusebio Sempere
Autorretrato, 1968-1973
Courtesy Guillermo Searle
© ADAGP, Paris, 2018

Guillermo Searle
La Maja desnuda, s.d.
Courtesy Guillermo Searle

Ignacio Gómez de Liaño
La retina de Madrid, 1972
Courtesy Ignacio Gómez de Liaño

Francisco Javier Seguí de la Riva 
& Ana Buenaventura
Orden cósmico, 1973
Collection Frac Centre-Val de Loire

Francisco Javier Seguí de la Riva
Desocupación 2, 1971
Collection Frac Centre-Val de Loire

Francisco Javier Seguí de la Riva 
& Ana Buenaventura
Orden biológico, 1971
Collection Frac Centre-Val de Loire

Francisco Javier Seguí de la Riva
Salidas de ordenador, 1971
Collection Frac Centre-Val de Loire

Francisco Javier Seguí de la Riva 
& Ana Buenaventura
Juegos cósmicos 1, 1972
Courtesy Francisco Javier Seguí de la Riva 
& Ana Buenaventura

Francisco Javier Seguí de la Riva 
& Ana Buenaventura
Computer art conditional growing B, 1972
Courtesy Francisco Javier Seguí de la Riva 
& Ana Buenaventura

José María Yturralde
Variaciones figuras imposibles 
pentagonales, 1970
Courtesy José María Yturralde 
et Galería Javier López y Fer 
Francés, Madrid

José María Yturralde
Figura Imposible, 1973
Courtesy José María Yturralde et Galería 
Javier López y Fer Francés, Madrid
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Abel Martín
Sans titre, 1974
Courtesy Florentino Briones

Manuel Barbadillo
Meralia, 1984
Courtesy Jane Weber
© ADAGP, Paris, 2018

Soledad Sevilla
Mondrian, 1973
Courtesy Sevilla Soledad

José Luis Alexanco
Traspase, Momentos, MOUVNT, 1964
Galería Maisterravalbuena, Madrid
© ADAGP, Paris, 2018

José Luis Alexanco
Génesis de MOUVNT, 1969
Courtesy Galería Maisterravalbuena, Madrid
© ADAGP, Paris, 2018

Frac Centre-Val de Loire, vue de l’exposition Madrid, 
octobre 68
© Martin Argyroglo

Frac Centre-Val de Loire, vue de l’exposition Madrid, 
octobre 68
© Martin Argyroglo

Frac Centre-Val de Loire, vue de l’exposition Madrid, 
octobre 68
© Martin Argyroglo

Frac Centre-Val de Loire, vue de l’exposition Madrid, 
octobre 68
© Martin Argyroglo

Frac Centre-Val de Loire, vue de l’exposition Madrid, 
octobre 68
© Martin Argyroglo
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COLLECT / CIRCULATE / RAISE AWARENESS

From 1983 onwards and in partnership with the Ministry for Culture 
and Communication, a Fonds régional d’art contemporain 
[Regional Fund for Contemporary Art] was established in 
each region in France. The Frac’s mission includes creating a 
contemporary art collection with an emphasis on current works, 
their circulation, and raising awareness about them in the region, 
in France, and abroad.

The Frac Centre-Val de Loire has chosen to adopt an atypical 
approach: transforming its collection into an interdisciplinary 
questioning, an open terrain for thought, and a reservoir of 
ideas on the architecture of tomorrow by bringing together 
contemporary art and experimental architecture from 1950 to 
today.

The Frac Centre-Val de Loire is one of the three largest 
collections of art and architecture in the world after the Centre 
Pompidou and MoMA in New York.

Over thirty years, the Frac Centre-Val de Loire has established 
true regional and interregional connections thanks to its 
programme of exhibitions and cultural and educational events 
held outside the centre, destined for a wide audience and carried 
out in partnership with various organisations (cultural, social, 
educational, medical, and heritage), but also with collectives, 
associations, and even inhabitants themselves.

 428 ARCHITECTS AND ARTISTS

22 310 ARTWORKS

1 185 MODELS

1 000

THE COLLECTION

ARTWORKS AND ART INSTALLATIONS

© Roland Halbe

THE  FRAC CENTRE-VAL DE LOIRE
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ARTWORKS AND ART INSTALLATIONS

FRAC CENTRE-VAL DE LOIRE’S EXHIBITIONS

Superstudio, Manifesto new new York (in nero e azzuro), 1969
© Superstudio

LA VIE APRÈS L’ARCHITECTURE 
Life After Architecture
SUPERSTUDIO

March 22, 2019 — August 11, 2019

The first french exhibition dedicated to Superstudio focuses 
on the whole work of the Italian group, which is an historical 
figure of Italian radical architecture and counter-design.

In partnership with : MAXXI, CNAP, Centro per l’Arte 
Contemporanea Luigi Pecci, Centro Studi Poltronova and  
personal archives of the Superstudio members.

Frac Centre-Val de Loire

Vue de l’exposition. Collection Frac Centre-Val de Loire © Martin Argyroglo

ARKHÈ
New hanging of the ccollection

June 07, 2018 — February 17, 2019

The new hanging of the collection of the Frac Centre-Val de 
Loire invites the visitor to reconsider the very foundations on 
which architectural experimentation has been built since the 
start of the 1950s.
The exhibition looks back over contemporary interpretations of 
architecture’s founding myth. Primitive hut or first fire, woven 
canvas or sculpted monument, garden of Eden or mother’s 
womb… Behind each model, behind each new start, is a certain 
vision of man: the first architecture prescribes what the last 
man will be. 

RABAT’S BIENNAL OF ART AND ARCHITECTURE
Rabat, Marocco

Inauguration of the first edition in 2019

International

Bernard Tschumi, Parc de la Villette, Paris, 1991. Folie P7
 Collection Frac Centre-Val de Loire © Photographie Philippe Magnon

DREUX, Chapel of the Hôtel-Dieu 

LE PARC DE LA VILLETTE 
Bernard Tschumi

December 21, 2018 — February 24, 2019

Presented as part of the inauguration of the Micro-folie 
located in Dreux in the Lièvre d’Or district, the exhibition 
presents the project of the Parc de la Villette realized by the 
architect Bernard Tschumi, who became one of the iconic 
figures of 1980s architecture, in particular the deconstructivist 
movement.

France
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88 rue du Colombier 
45000 Orléans - France
Tél. + 33 (0)2 38 62 52 00
contact@frac-centre.fr
www.frac-centre.fr

Direction régionale
des a�aires culturelles

Centre-Val de Loire

Le Frac Centre-Val de Loire est un établissement public de 
coopération culturelle créé par la Région Centre-Val de Loire, 
l’État et la Ville d’Orléans
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With the support of Acción Cultural Española (AC/E) for 
the participation of the 16 Spanish artists and architects 
of the exhibition, throught the Programme for the  
Internationalisation of Spanish Culture (PICE), as part of 
the Mobility Grants.

Open from wednesday to sunday
from 2 pm to 7 pm
Evening opening until 8 pm every first Thursday of 
the month
Closed on December 25th and January 1st


