
In the face of a longing for revolution, the string of military coup d’états throughout the 1960s and 1970s would 
chart a new political and artistic map in Latin America. In 1973, the year of the coup d’état in Chile, led by 
Augusto Pinochet, Juan Carlos Romero (1931) presented the installation Violencia (1973–1977), made up 
of texts, images, newspaper headlines and posters. Romero would record “the heat” of a conflict that poured 
through the streets, revealing the narrow gap between a word (“violence”) and its form in reality. Through his 
designs of prisons for artists, Horacio Zabala (1943), in contrast, represented a form of silent, buried violence 
that foretold the fate of thousands of people that went missing during the dictatorship. 

The human body was also the subject of works with a political fo-
cus. El perchero (The Clothes Rack, 1975) by Carlos Leppe (1952-
2015) featured three photographs, hung on a wooden coat rack, of 
the artist dressed in women’s clothing. Leppe crossed references 
to the military order imposed on bodies by the dictatorship in Chile 
(from torture to amputation, and even physical disappearance) with 
impositions of gender associated with totalitarianism. In a line of 
work akin to Leppe’s, the Chilean writer and visual artist Diamela 
Eltit (1949) upheld the “concrete substance of pain” associated 
with identity and materialised in a sacrificial, wounded, and above 
all, marginal body. The artist read the content of her novel Lumpéri-
ca (1983) inside a brothel, before kneeling down to clean the street 
where it was located. These artists applied strategies that travel 
across the intimate space of the lacerated body to public interven-
tion in the city.

Art Activism in Latin America

In these decades Brazil also experienced one of its toughest peri-
ods of military dictatorship, which lasted 21 years (1964–1985). 
Artists such as Letícia Parente (1930), Anna Bella Geiger (1933) 
and Cildo Meireles (1948) used their artistic practice as a guerrilla 
instrument against the processes of internal political oppression, as 
well as the cultural and economic colonialism of foreign action.

If in 1968 art was called upon to intervene in a radical chapter in his-
tory, during the 1970s, when dictatorship violence cancelled revo-
lutionary demands, art took risks through other strategies of resist-
ance in a gesture of reappropriation in the occupied and militarised 
public sphere. 
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The radical questioning of art and its practices that took hold in the 1960s and 1970s was not limited to the 
plastic arts, it was also happening in film. In the world of documentary, revolts and sociopolitical movements 
gave rise to an ideological cinema the like of which had never previously existed. La hora de los hornos (The Hour 
of the Furnaces, 1968) by Fernando Solanas (1936) and Octavio Getino (1935) made a very clear, fundamen-
tal contribution to the redefining of political cinema, and became a model for post-May 68 militant internatio-

Using a similar method to the Latin American artists shown in the previous room, and aga-
inst the same background of major social upheaval and political crackdowns, Solanas and 
Getino managed to produce, distribute and show their film using a variety of strategies to 
get round General Juan Carlos Onganía’s dictatorial political repression in Argentina. They 
built up a nationwide network of groups responsible for the clandestine distribution of the 
film: popular organizations and workers’ and students’ groups. Projection was controlled by 
a narrator who would stop the film every time anybody wanted to debate a point or suggest 
ideas for the revolutionary struggle. Internationally, it was shown at events including the 
Pesaro International Film Festival of New Cinema and the Cannes Film Festival.

The film is divided into three parts: Neocolonialism and Violence, Act for Liberation and Vio-
lence and Liberation. The first is being shown in this room because it is the most innovative 
and experimental in terms of its use of film language. With its 88 minute duration and or-
ganization into thirteen film essays analyzing Argentine and Latin American history from 
outside the official perspective, the film is constructed like a collage with images taken 
from the press and documentary films like Fernando Birri’s Tire dié and Humberto Ríos’ 
Faena, quotes from Frantz Fanon, Juan D. Perón and Ernesto Che Guevara (to whom the 
film is largely dedicated) and snatches of music that reinforce the idea of calling people to 
violence, such as the insistent African drums. All this builds into an emotionally powerful 
film with one very clear objective: to show and to change the reality of the people of La-
tin America. So the film becomes a theoretical-practical experience, and it was precisely 
because of making the film that the authors decided to create the Cine Liberación group, 
which produced the manifesto-document Hacia un Tercer Cine (Towards a Third Cinema, 
1969) setting out the ideological and aesthetic bases of their acts. The group saw the pro-
jector as a weapon firing twenty-four frames a second, a weapon whose target was the 
passive spectator - a “coward and traitor” in Fanon’s words – to goad him onto joining the 
revolutionary activity.

F.E. Solanas y O. Getino
La hora de los hornos, 1968
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