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introduction
Celia Ho

Enzo Camacho and Ami Lien (Filipinx
and Taiwanese American, respectively)
are an artist duo who have been ;
coliaborating since 2009, constellating
between their home bases of Berlin and
New York, alongside the Philippines
and other sites of cultural connection.
Their collaborative practice, which

has long been motivated by an

interest in the impact of globalisation
on overiooked communities and
locales, has increasingly focused

on the Philippines, where they have
been developing a community-based
artistic practice in alignment with

local peoples’ struggles. Since 2017,
Camacho and Lien have made regular
visits to the island of Negros (where
Camachao's mother’s family is from)

to connect with its local ecologies,
expanding their understanding of the
sugar plantation histories which have
formed entrenched and oppressive
social structures in the region.

Their journey began with an inquiry
into the ‘Angry Christ’ mural painted by
the queer, Filipino-American modernist
Alfonso Ossorio (1916-1990) and
located in a workers’ chapel within

the compound of an industrial sugar
mill. The mid-century mural’s striking
and disruptive aesthetics vividly
depicts the Last Judgement, with boid
iconographic elements like Christ’s
body adorned with a flesh-like robe,
with stigmata palm wounds resembling
anuses. Camacho and Lien enacted

a speculative reading of the mural’s
potential spiritual and revolutionary
power, placing its queer transgression
in alliance with the anger stemming
from intolerable conditions faced

by the sugar workers populating

its surroundings. In the process of
learning about these conditions, the
artists were confronted by disturbing
episodes of state sanctioned violence
associated with local land struggies.
In recent years, extrajudicial killings’
of activists have continued to occur,
such as the 2018 Sagay massacre?,
along with countless incidents of
red-tagging, baseless arrests, and
imprisonment. The artists became
conscious, too, of the urgency of
social movement organising in order to
genuinely respond to enduring land-
based oppressions.

1. According to the non-profit Giobal Witness report, ‘Overall, Global Witness documented 186 kiilings in Asia,

11 of which took place in the Philippines, which has i

pped the ing in the region every year without ex-

ception. Ferdinand Marcos Jr., who took office in June 2022 as the new president, has so far failed to address
human rights violations. instead, he has focused his agenda on busii and mic il , raising

continued concerns amongst civil society about an increase in mining and other resource exploitation at the
mfofhumandghtsandthosafetyofdofanders'elobalmmss srandm,gFirm 15 Sep 2023. Accessed 13

Oct 2023. Mtpsllmglobalwfmess.om. / igns/
JwyYBpBRASEWA vi

I-activists/standing-firm/?gclid=CjwKCA-

51d ‘OMSIO_HMWQACOCNOGWSEQAVD_BWE

2. Carios H. Conde, “Philippine Sugar Plantation Massacre”, Human Rights Watch, 22 Oct 2018. Accessed 13
Oct 2023. hitps://www.hrw.org/news/2018/10/22/philippine-sugar-plantation-massacre
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As the exhibition title ‘Offerings for
Escalante’ suggests, the artworks on
view are dedicated to Escalante, a town
in the northern province of Negros
Occidental, Philippines. Escalante
gained significant international
attention due to a tragic incident that
took place on 20 September 1985,
known as the Escalante Massacre.

A group of protesters coming from
different walks of life, primarily farmers
and agricultural workers, staged a
peaceful protest advocating for land
reform and improved working and
living conditions in response to the
worsening economy under the regime
of Ferdinand Marcos (1965-1986). At
feast 20 protesters were killed and
‘many injured by armed men who were
believed to be part of a paramilitary
group. The Escalante Massacre is not |
an isolated incident in the Philippines,
and the call for land and economic
reforms to address deep-rooted
causes of social inequality and political
repression, a result of colonial and
imperial subjugation, have long been
part of the narrative in the history of
the people in the Philippines. In more
recent years, the commemoration of
the Massacre has also been under
threat?, with the banning of the annual
ritualistic re-enactment as the state
attempts to silence the cry for justice.
Through paying close attention to
these suppressed narratives from
Negros, the artists aim to explore and

shed light on the profound significance
that remembering and mourning play
within the ongoing struggie for food
sovereignty and land justice.

The experimenital documentary

Langit Lupa demonstrates the artists’
profound engagement with plantation
land and its inhabitants as a dynamic
realm of interconnected social
experiences. Through deliberately
avoiding the use of any archival
documentation in the film, the artists
deviate from the convention of a
didactic documentary that typically
relies on assembling archival
educational materials and images from
the past. Rather, they question the very
nature and purpose of documentary
filmmaking and explore how tragic
events can also be narrated through
the lens of the present. The film
juxtaposes the present landscape

of the plantation with microscopic
depictions of the flora of Negros. This
is achieved through the experimental
use of phytogram*, where the visually
captivating shadow play of leaves
spectrally appears and disappears,
blurring the line between the organism
and its spiritual residue. Accompanied
by witness retelling of the massacre,
these thoughtfully constructed
sequences evoke a meditative sense of
time passing and transport the viewers
through the enduring impacts of this
historical event. Instead of confronting

3. Quoted from Philippine News Agency, 'Mayor Melecio Yap Jr. called for healing during the 35th year com- -
memoration of the Escalante Massacre held at the public plaza of the northern Negros city on Sunday.

+..(We cannot achieve freedom and p

if there is hatred in our hearis),’ Yap said in his message relating

to the theme ‘Towards a New Decade of Healing and Moving Forward', Nanette Guadalquiver, ‘Call for healing
highlights Escalante Massacre’s 35th anniversary’, Philippine News Agency, 21 Sep 2020. Accessed 13 oct

2023. https://www.pna.gov.ph/articles/1116075

4. A technique that uses the internal chemistry of pfants for the creation of images on photographic emulsion. .

According to the artist Karel Doing, This method allowed me to tap into the agency of the piants, activating the

therein contained

These chemical traces or ‘phytograms’ not only reveal the outline of the piant

but also the vascular tissue and in some cases the individual cells.’ hitps://phytogram.blog/research/

3. S|ETERTGE : [8H &

£+ » iFBMelecio Yap Jr. FFSAl

#% > | Nanette Guadalquiver
[Calt for healing

Escalante Massacre’s 35th

anniversary] > FERETEFTRDH -

2020498 21H » 20235108

13580 -

4. —BERAYRBIE PR ES
FEAB ERICFRRATHHT - BHTR
Karel Doing 888 » [EEHLNE
BRI IEIOSERIAE - BERS
PSS E o BEAL SRR »
N [aEEE)] - TEERET
WIS - R LR TS
A48 > BEBEME - | https://
phytogram.blog/research/

FMEWIES [is8Escalante] PR @ BHERSMEIER
BT AR R T B BRI R RO - IR E RN
19855920 BB EMNIBR (B ENEER) MEZE
B EAIRE - —HUBENIRETASE - RESTEE
i - HE e - BoEiE (19655 19864F)
YA T BERCAEERE  BTRNTHRE - w8tk
B MEITENEEESG BERESHEAEMNEEA
BEVRET ZH2hSE  WERTASE - HEEH
B EMS RS E—-RR S  ARNEEERET T
HEFL  BABENET » GERABARNERMES »
BSER O HEENEURA S FRRENEEREE
& - 5 - BRBHNESEHR TR » —S—HENE
SEEREAREIL  BREREHERSRABOTE - B
BEERPEIMEARER B W EBINNEESE - MUEER
EERREAATRANES TR TNERM S5 - 2
MNREMAENFERS - ;

ERRACBRERER (X i) TUFHBHRNHEER
ENERZANFELS - WRE T BESRENN -
PSRN AER - BN RARBRER R PEBEARRE

XSS - IRERREEUEE S AR LB MRS H IR

SNEREE - tANCE, BRNAEAENRHEMN -
REMMEARENRERRRBEANER - BHRHEERD
SHRRRNESEFE TARENE LRRNEMTENRE
WE - BBWRIBEREYRTE - BArOOBRHR
XiH%k - MANRRBRENT MR HBEHREZ MR
2 FEERRERENER - BEROEENERFER
TRBAFENERIRER - HHER T MILER BN
ARE - ERATEHERRRNGE - TEEAEYRER
AT VE—BTRNRERRE - FHEMETEREZHRN
AP ERNFBTETRAFHNRESRE - £#BEL
SRR ENE - BAESORERNENERS - 88
—HE5 | RERB AR EER - BRERRKRNNE - e
BERRE -

ERfEEERERS FR-BRFEEESES - ERL
BTTINBRTEHE - ELBEFERNRACHNRE ;
BRRERN FRRMIN—ENSHEECRERTE
5T - WIERESNBFRIEER SR IR T 8 -
fEf (&KL (BER) ) RRREFA—ERBENH
PSR - BENHENEESHET ARBIBNR



viewers with explicit scenes of
violence, the phytogram creates a
different space for listening. Through
the void and abstract forms of the
phytogram, the artists invite viewers
to be an active participant in the event
and engage themselves in a sensorial
interaction as the stories unfold.
Transcending the traditional narrative-
based documentary, the artists aspire
to craft an immersive and emotionally
resonant experience that induces
altered states of consciousness,
evoking a sense of connection and
reflection.

The aforementioned scenes are
intercut with ones featuring a group
of children playing and re-enacting a
memorial procession in a graveyard.
it is important to note that the group
of children involved in the film are

not merely actors playing a role. The
artists met these children while staying
in a coastal village near Escalante,
and developed relationships with
them initially through various art-
making activities over the course of
several months. Gathering organic
materials from the land for paper-
making workshops with the children
became the starting point for Sccial
Volcano (lava moon), which depicts
the landscape of Negros with a rich
assemblage of textures. The four
other drawings on handmade paper
are similarly comprised of natural
fibres gathered during the artists’ field
research n Negros, including bagasse

{sugarcane fibre), banana staik,
bougainvillaea, cilantro, coconut husk,
cagon grass, corn husk, lemongrass,
onion skins, papaya seeds, sargassum
algae, and seashell. The material
exploration extends from the plantation
to the neighbouring fishing village
where the artists mostly stayed during
their research and community-building
trips. In the artists’ words, this series
of handmade paper works gesture
toward alternative landscapes and
prompt viewers to contemplate the
dynamic interplay of different elemenis
within the land in both vibrant and
inflammatory ways. The inclusion of
various folk iconographies such as
butterflies, flames, and the sacred
heart invites viewers to interpret and
reflect on their meanings in refation

to themes of loss, rebirth, love, and
transformation. These iconographies
are also meticulously crafted in wet
vegetal pulp, frame by frame, in the
16mm stop-motion film Decomposition
Animation. The deliberate appearing
and reappearing of symbois draw

the viewer's attention to the decay

of organic compost. Through the
animation, the cyclical nature of

life and death is represented by the
decomposition process, highlighting
the interconnectedness of ecosystems
and the potentials for renewal and
regeneration.

The strategic placement of the site-
specific light installation Compostlight
serves as a connecting element

5. quoted “Asserting their rights to land and food, organized peasants around the country have started
occupying areas of disputed farmland and growing their own crops. This burgeoning movement has created a2
network for sharing knowiedge and experience in both organic farming and political organizing.” Amy Lien and
Enzo Camacho, “Surviving Tiempo Muerto: On Bungkalfan and Peasant Resistance in the Philippines’, 22 Apr

2 7 lia A . e,

2020. Accessed 13 Oct 2023. https://; t.0rg/i
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throughout different sections of the
exhibition. Placed in a cross-shaped
space, the light installation signifies

a liminal and intermediate space that
encourages viewers to process and
reflect. It is inspired by the artists’ visit
to a bungkalan® site, where despite
the farmers’ need to vigilantly protect
their occupation from the landowners’
private militia, they installed a disco

light to add some festive vibes to their -

communal patio. In Compostlight, the
light projected through delicate onion
skin paper and reflecting off of mirrors
creates a kaleidoscopic ambiance,
which moves with the viewer into the
different registers of the exhibition.

This exhibition revolves around the
central theme of a peoples’ struggle
for sovereignty against the plantation
system, which is woven into various
“forms of artistic expression. It
flourishes in the vibrantly crafted
handmade paper works, undergoes
decomposition in the 16mm stop-
motionvideo, transcends into an
ethereal movement through the
captivating light installation and an
experience of the afterlife in the
documentary film in the form of
phytograms. These closely related
works not only resonate with one
another but also bear a strong

connection with the plantation land and

its inhabitants, prompting viewers to

empathise with the ongoing struggles

and oppression faced by the peasants
and victims of the massacres that
extend far beyond Escalante. Within
this context, the bamboo scaffolding
design of the exhibition space creates

-a temporary sanctuary, offering a
contemplative refuge for viewers to
engage with the artworks.

‘Offerings for Escalante’ is an
intentional act of homage and
remembrance, driven by the artists’
inquiry into the relationship between
art and activism. They seek to explore
when art becomes accountable to
the social movements of a land, how
culture can respond to the increasing
militarisation of a territory, and
speculate on how art can provide a
platform for learning and listening

to local needs and developing long
term commitments and relationships
with the local communities, and

how to interweave transnational
cultural collaborations in the process.
Through these inquiries, the works

in this exhibition extend beyond

their subject matter in Negros to
reach Hong Kong and other locales,
resonating with similar social
struggies, and alluding to a wider
colonial history of dispossession

and loss. The artists consider how
their collaborative practice can carry
stories and narratives across borders,
in the process bridging issues such
as environmental destruction with
the hardships faced by marginalised
and migratory communities displaced
from their homelands. By delving

into the complexities of the past and
present, this exhibition invites viewers
to envision a more just and inclusive
future for all, one that transcends
social and cultural boundaries in the
name of genuine liberation.

I'would like to express our deepest

" gratitude on behalf of the artists and
myself to all those we have connected
with in the process of making this
exhibition come together.
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On'Heavén, Earth, Hell

Eunsong Kim

Enzo Camacho and Ami Lien’s
2023 experimental documentary,
Langit Lupa, opens up on a plane of
polychromatic green land. Some of the
greens of the grass are greyed, and
the mountain holds a distant bluish
tint. In writing about the landscape
of the island of Negros, the region
featured in the documentary and well
known in the Philippines for its sugar
production, Camacho and Lien describe
"..field after field of cane. These fields
possess no lush beauty.” This absence
can be explained by the abundance of
chemical fertilizers deployed to tend
the nutrient-depleted soil, on which
nothing would otherwise grow?. in
this, the two artists remark on how
the sugar industry ‘tends towards
entropy.® Thus, in the opening shots of
the film, though the sugarcane plants
hold the darkest hues, under the heavy
presence of chemical fertilizer, it wouid
be disingenuous to describe them as
lush.*

Rather than aestheticized encounters
with abstracted landscapes, the
documentary offers the audience with
histories and memories about the land,

voiced by survivors of the Escalante
Massacres of 1985. Visiting Ninita
Orot's grave at the public cemetery,
also surrounded by a sugarcane
plantation, a speaker remarks on how
there is 'so much grass, while a ring of
children chant a nursery rhyme: ‘Langit,
Lupa, Impiyerno (Heaven, Earth, Hell),’
which ends with the line, ‘Who will leave
your mother’s place?. Cut between
shots of fields, a butterfly lays still on

a desiccated strip of felled sugarcane,
and as the survivors speak, phytograms
begin to appear.® Phytograms are a
type of photographic emulsion, which
use organic materials as central to

the development and image making
process. Botanical matter is deployed
to stimulate chemical reactions that
allow images to form. The artists, who
began to make phytograms in Negros
alongside their production of the film,
describe the process as such: 'Plants
are soaked in a solution of Vitamin C
and washing soda, which activates

a phenol chemical within the plant,
allowing it to act as a developer for
photosensitive material. When the
plants are laid on the film stock, it
leaves a chemical trace.'

1 'meAngrycmm.'AmyUenandEnzoCamacho.HowtoRelate, ed.

Hanna Magauer et. al. transcript Verlag, 2021, p. 59.
2. Ibid., 59.
3. Ibid., 58.

4. Onmisnote,MUmmmhdsmeofioumaﬂstEdgarKadagsfsopaﬂng
remarks in the documentary on the relationship between US deforestation
and the rise of sugar plantations--particularly when he says, ‘It was a
massacre of the jungle. A massacre of the environment.”

5. Description of phytograms from the artist Ami Lien, with a note that this

is a relatively new term coined by artist Karel Doing.

18

xR

£ B# Eunsong Kim

#EEnzo CamachoS3iER 2023 ENREBER, (X i)
{Langit Lupa) & » BRBER—FRHRRNREAM - aEE
R 2R EHE - MELREE —HFEENE - KA
HEMIEE% M EHTE (Negros) @ EEHEFRENZNE
PEEE - CamachofE R R RERE : [
HERSERE  HEtAtERERzETS -] 'BF

1. ( BORAYREF) FMRMENzZ0
Camacho (MIfTEEFHMR) (How
to Relate) Hanna Magauer& A4S
8 > Transcript Veriag tHR#E >
20214 » B 59/ °

ey i B LR AR RER) T RN

S.ALE M5 F—H 2o 7ERSIR »ﬁmmﬁmmﬁ; ;ﬁgﬁ
enaern NI o Bl - A RBHEH - @

G5 o Koot SRR~ chBENEME - EEBRSSERATARLE - RINE

PG ¢ RIS LRI =

T T

é{’f”‘# B WIEUBHELFERRRRRE - TEEEB1985F
12U EMIS BN (Escalante Massacres) RfEFFER
ut - AeaEIRE R i EREEsE R - MG AERTER
# . BB (Ninita Orot) (EERES - MERAN HERE
—(EEEEED [SERENE] @ AR—SRERENE

(X ~ #1 ~ E) (Langit, Lupa, Impiyerno) » TiB#&—K
19




6. Interview with the artist, August 2023.

7. Yoneyama states, “We must seriously consider and appreciate survivors’
insistence on teliing the past as it really happened, despite their keen
awareness of the limits of mimetic representation.” And simuftaneously,
“We must also rethink...beyond the alleged objective of establishing histor-
ical knowledge.” Yoneyama, Lisa. Hiroshima Traces: Time, Space, and the

MR [EeRESERENLS ? | HHRTRNRGZE
2 - — SIS SR A TR H RN > MEEEE
RECIES - VR EERSTE - ENEEEERRA
B - TELUSMAERETERIRE » USRIt RisE

Dialectics of Memory. University of California Press, 1999, page 212.

Phytograms utilize the plants as model,
subject, object, colorist, and developer.
The phytograms of leaves bitten by
insects create intricate images and
provide details about the interior
workings of the land that the camera
cannot capture. And the moments in
which they appear move quickly in
flashes and are elongated through
repetition. Not quite sepia toned, with
clusters of dark lines, splatters of

dots with ring shadows that whirl like
trace fragments, the phytograms hold
a distinctive space for the survivors

to speak. As bits of overexposed

white light sneak through some of the
frames, the viewer can spot parts of
the original matter, but never its whole.
The enigmatic imagery, woven together
with survivor memories of their lost
ones, the history behind their protests
and present day feelings, asks the
viewer to hear what we may not know,
while visually reminding us what cannot
Be known. The phytograms create this
visceral experience, and Lien describes
how through them, ‘the viewer is invited
to project something onto the wild
micro terrains made by this merging

of plant and film.’ The coupling of
landscape scenes with the phytegrams
may be a way to understand the

edifice of the documentary. From
couplets of labourers tending to the
sugarcanes and children playing in

the fields pulling on the crops, to the
phytograms in which the survivors
speak, the relationship between land
extraction, labour dispossession,

and the expropriation of life become
distilled and unfastened. Small, isolated
microorganisms from the land are
tended to with the deepest focus, and”

. the land from which the objects serve

20

as the documentary’s main visuals.
This oscillation, between wide angled
shots and the intimacy of the intercut
phytograms, becomes the portal
through which one grapples with the
politics of the documentary, and the
stakes of remembering the Escalante
Massacre.

It seems important to note that
this is not just a film about a
massacre, but also abouta
powerful mass protest.

— Enzo Camacho®

How does one contend with
documentation of a massacre? My
engagement with Camacho and Lien's
documentary bears much trepidation.
As in, the project is too urgent, and the
voices featured too critical to speak of
lightly. The ways in which the artists
engage with survivors remind me of
Lisa Yoneyama'’s writing in Hiroshima
Traces, and her position on the limits
of mimetic representation and thus
the importance of listening’. In writing
about representations about Hiroshima
and Nagasaki, and her interviews with
survivors and the documentaries in
which they've appeared, Yoneyama
situates the survivors’ memories as
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* both history and political desire. She

cautions against that which distorts
‘forgetting’ with ‘remembering’ which
too often happens in the form of
‘state commemorative monuments.

" Such monuments frequently signal a

.conclusion to the past, enacting the

« official erasure of people and their

memories which produces the ‘taming
of memory.' 2

* And perhaps as an antidote against

this potential ‘taming,’ the interviews
in Langit Lupa arrive almost wholly

. unfiltered. When | ask the artists

where they locate themselves in the
interviews, Camacho responds that
they see themselves as presentin
material ways, from how ‘our literal

fingerprints are imprinted in some

of the phytograms, to the ways in
which their bodies shape the camera’s
framing, to the ambient sounds of their
voices towards the end of the film.
What became central for the artists
was prioritizing an ongoing long-term
relationship with the community, with
those who appear on and off screen.
They also tell me that the documentary

. was survivor-activated, and thus the

explicit politics of the film is survivor-
driven. The collaborative practice in the
film's making configures art as a tool
for critical listening, and its circulation a
weapon for the life of their memories.
And simultaneously, there are still

the limitations of representation—as
Yoneyema suggests—a limitation of -

“8. In situating the “taming of memory,” Yoneyama writes of the initial
planning of the “Peace Tower,” or what became known as the Hiroshima

. Peace Memorial. The commemorative site was first proposed with an

entertainment and shopping arcade; she also writes of the various
projectsithe city officials planned ta revitalize the city, inciuding
“municipal festivals” and “tourism pmmoﬁon Under the tutelage of
victims and survivors, the state insisted on suppressing memories of the
past in order to rush towards a limiting future. See Yoneyama, Hiroshima
Traces: Time, Space, and the Dialectics of Memory, pp. 43 and 44.
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9. https://walkerart.org/magazine/amy-lien-enzo-camacho-bungkalan-

peasant-resistance-phillipines-artist-op-ed
10. Interview with the artist, August 2023,

11. Lee, Doreen. Activist Archives: Youth Culture and the Political Past in

Indonesia. Duke University, 2016, p. 20.

which many of the survivors seem
critically aware. In this regard Camacho
notes that ‘A film is not self-sufficient...
what matters is how you situate your
work...and which social forces these
practices serve within a wider field

of struggle.’ Corresponding to the
present field of struggle, in an earlier
work, Camacho and Lien locate the
histories of Peasant Resistance in the
Philippines, and Negros in particular,
by describing Bungkalan—the practice
of ‘hacienda workers...independently
cultivatfing] small pockets of their
masters’ idle lands to grow sweet
potatoes, pigeon peas, eggplant, okra,
water spinach, and other crops...’ for
their own sustenance and in resistance
_ to Tiempo Muerto.® Tiempo Muerto,
the period considered ‘dead time,
describes both the moments between
the harvest and its planting and how
the hacienda workers are paid only for
the time laboured directly in the field,
and not the precarious life required for
this labour. :

Bungkalan is a practice against the
force of dead time, which akin to

dead labour, imprints the workers’
irregularity, and how their lives become
affixed to the end and life of a crop,
uncredited to its living. A speaker

in Langit Lupa extrapolates on the
compression and composition of
Tiempo Muerto, and how in Hiligaynon,
the language of the workers, there

are two kinds of hunger Bungkalan
addresses. Gutom is the regular hunger

one might feel when needing to eat, and
tigkiriwi is ‘when the hunger goes on
for days and weeks — the hunger that
gnaws at the guts, when your stomach
and brain moan together. Tigkiriwi, the
viewer can surmise, arises from the
conditions the hacienda workers faced
before the Escalante Massacre, and
tigkiriwi remains the condition of labor.

Against state permission, this
experiment in documentary-making
remembers both hungers alongside
the massacre. Lien emphasises the
risks taken by these survivors and why
the film insists on their anonymity. As
she remarks, ‘The victim’s memories of
the Escalante Massacre are contested
narratives under state-sanctioned
national history."® Their accounts of
tigkiriwi propel a politics against the
violence that produces this hunger,
and mark how desires for the dead,
and the appetite towards living might
take the difficult form of collective and
communal remembrance. In discussing
the archival practices of youth activists
who protested the violent suppression
of peasants and left-wing students

in Indonesia, Doreen Lee writes,
‘Remembering one’s discordant past
or the nation’s submerged past is
disruptive work, for remembering mars
the surface of normality...and can make
the survival of survivors that much
harder." Remembering, Lee contends,
is not practised with ease by survivors
and is nevertheless prioritised. When a
speaker in the film states, ‘Here, when

9. https://walkerart.org/
magazine/amy-lien-enzo-
camacho-bungkalan-peasant-
resistance-phillipines-artist-
op-ed
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we visit our dead, it’s a family affair,
and ‘I wish I didn’t have to remember
‘because it makes my chest hurt’ yet
insisting,’ until | die, | will never forget,’
composite familial gatherings are
assiduously practised as ritual and in
.perpetuity across temporalities..
Writing about the memorials
constructed to honor victims who ‘lived
and died in defiance’ of Ferdinand
Marcos' dictatorship, Josen Diaz
writes, ‘l search for ways to name the
dead and the living that do not over

- determine their being and becoming
in the world. "2 Akin to searching for
names and holding their becoming,
the illocutionary phytograms travel
between past and present, braiding
timescales. Camacho describes,
‘Following the survivor testimony

narrating the moment when the
paramilitary troops started shooting,

- we wanted to make it almost seem as
- if the phytograms are ‘performing’ or

‘reenacting’ the violent scene, so that
there is a kind of collapse of timescales
and registers, between the violence
that has been inflicted on the land over
centuries, and this specific incident of
human violence.' *® Langit Lupa gives
as much as it demands: to hold the
difficulty of remembrance, to listen
rather than to identify, to interrogate
rather than abandon, to hear memories
as part of the land, to situate historical
desire with critique, to push against the
ease of clarity, against the expectation
of artistic resolution—towards the
widest fields—

12, Diaz, Josen. Postcolonial Configurations: Dictatorship, the Racial
Cold War; and Fitipino America. Duke University, 2023, p. 8.

13. Interview with the artist, August 2023

The essay ‘On Heaven, Earth, Hell’ by Eunsong Kim was commissioned by Active
Cultures, a non-profit arts organisation based in Los Angeles exploring the confluence of
art and food through public projects, programs, and publishing.

11. Doreen Lee + (BMi7F
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$2) (Activist Archives: Youth
Culture and the Political Past in
Indonesia) : #E A% » 2016
ErF20H -

12. Josen Diaz » (BEEMHE -
WA - MRS MLI R TR ME)
(Postcolonial Configurations:
Dictatorship, the Racial Cold
War, and Filipino America) » £
A 2023 PEH -

13, TR » 2023 8K
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This reproduced excerpt from a 1985 issue of Mr. and Ms. magazine is generously
provided courtesy of the Bantayog Ng Mga Bayani (Heroes' Monument) Library. The
issue contains a news report on the Escalante Massacre co-written by Inday Espina-
Varona (credited as Ma. Salvacion Espina), whose testimony also appears in Camacho
and Lien’s film Langit Lupa. )

HIEERENE— /198558 (Mr. and Ms.) 2% » EiBantayog Ng Mga Bayani (SUgAZ254)
S AEIRGE o ARSI T IRRT RIS AR - 258571 inday Espina-Varona (8%
Ma. Salvacion Espina) #F&IRCamachoSB3ERINER (K #h) rhiRfHsst -
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Public Programmes 2HIEH

During the exhibition, Para Site will host a series of public programmes including
discussions, a paper-making workshop, and a mutual aid fundraiser event, in
collaboration with grassroots organisations and local collectives that focus on
migrant worker issues and cultural activism. The multivalent presentation aims
to explore connections between the Philippines, Hong Kong, and beyond, as well
as to foster alternative gathering contexts that couid offer fertile grounds for
transcultural solidarity.

BN > Para Sitel§ BB —RAFIAREE » QIENRE  BETIESNEHRRED
=, PREMARTNHE THEN TR IRNAMMIBEE - AHREERNSE
RESEERERE - SHERHMIE ZHORE - TREEE (I RENERRE S

Fit » DARERSTBREM B¥AVBEX LW -

Paper-making workshop
ST (e

October 2023
20234108

During the artists’ research in the

. Philippines, they have spent time
engaging with the local communities,
conducting regular paper-making and
painting workshops with local children
alongside their own studio production.
These workshops are conceptualised to
combine discussions about social and
political concerns with material play
and artistic experimentation. For the
paper-making workshop in Hong Kong,

the artists will collaborate with migrant
communities such as Bethune House
Migrant Women's Refuge. During the
workshop, the participants will use food
scraps and recycled materials from
daily life to create new artworks. -

BRFEFAETETHRANN - REBUE
EEMES  ETEENFHERNRERS - &
EHREETENNSENAETIF - B
& TR BRSNS B AERNR S
REEERANBHRMIEES - EEBIE
TR - BRRRRABRHE (AR
B2 RBERBIIEMFR) S1F - ETEY
B SRESHASMAENERESTH
Bl Bl ERT A B R ©

Mutual Aid Fundraising Event
ERREER

04.11.2023 Saturday 8pm - 1am
20235 11A48E7, - B LSRERRIK

Para Site presents a mutual aid
fundraiser event with live music/ DJ
sets. The event will kickstart with
presentations from the artists and

their close collaborators, musician-
composers Alyana Cabral and Sara
Rivera from the Filipino SAKA collective.
An after party will follow, featuring
Alyana Cabral and special guests from
the local Hong Kong music scene.

All proceeds will go to the Mothers

and Relatives Against Tyranny and
Repression (MARTYR), an organisation
based on Negros Island, Philippines.
MARTYR was formed in 1985 by parents
and relatives of victims of human rights
abuses under the Marcos regime. It is
engaged mainly in organising survivors
and victims’ relatives to support each
other and actively participate in the
pursuit of justice.

Para Site/i§ 82 —I5 5 BhBFER) - HARS
SIERIBEREDIET o BRI LERR
RERBAENERRREhER « REFE
2 BMBESAKARYAlyana CabralffiSara
RiverafiyiRiEaM0 < HERBTNRREEE
#Alyana CabralflIRE EE TR
HREERY - FiEBieEMas (s
BRAREFRBENRSBEEFRNFBES
(MARTYR) ° MARTYRMBILHA19855F »
HETHBETAERILSEENEBHR
BAERE - BT BEBNEEEENR
EENEHBYRERHIRIES -

Venue Sponsor i8S
Eaton &EGEIE

Chater Road Situationer Event with
Sara Rivera and Alyana Cabral
hAEITIHININER) - MSara Rivera#ll
Alyana Cabral3t B T4

05.11.2023 Sunday afternoon
202311858 @ #H

Para Site will host a potiuck gathering
on Chater Road in Central, where we
invite both the migrant community
and general public to come together
and share food from their homelands.
During this event, artist and SAKA
representative Sara Rivera will share
the challenges faced by the collective
in their political organising initiatives
in the Philippines, provide updates

on recent agrarian movements and
developments. Musician Alyana Cabral
will share her insights into political
folk songs and lead a group singalong.
Come to share and enjoy the feast
and experience the power of music in
bringing people together.

Para Sitel§ 7 EHEFTE BN —ERER
2 BEBREHENABRERIERERS
SR o ZEEEFEDD - BRRMSAKAR
$:Sara Riverafi§ P EZMMESERERGR
AT EEENRE - WRAMREEL
HESHSRNBINES - S¥RAlyana
Cabral 3 EMHECARENR® » XWEKX
FEFSE - BMHESOERSFESS
EiRBSRNERD -



About the Artists BIRZEMR

Enzo Camacho and Ami Lien ZFEE

Photo: Piotr Niepsuj
Enzo CamachoSe#¥ -
MWR:Piotr Niepsuj

Enzo Camacho and Ami Lien are artists and writers from the Philippines and
the US, respectively. Together, they have an artistic practice that moves
from the Philippines outward to other places, addressing localised iterations
of labour and capital from the perspective of imperial damage. They have
had solo exhibitions at Kunstverein Freiburg (2018); and Hessel Museum

of Art, Bard College, Annandale-on-Hudson (2018). Their work has been
included in recent group exhibitions at Tai Kwun Contemporary, Hong Kong
(2022); the 10th Asia Pacific Triennial, Queensland Art Gallery, Brisbane
(2021); the 5th New Museum Triennial, New York (2021); the 39th EVA
International, Limerick (2021); Manifesta 13, Marseille (2020); the Drawing
Center, New York (2020); the Kuandu Museum of Fine Arts, Taipei (2019);
the Brunei Gallery, SOAS University of London (2019); the NTU Center for
Contemporary Art, Singapore (2018); UCCA Center for Contemporary Art,
Beijing {2017); Jim Thompson Art Center, Bangkok (2017); and Green Papaya
Art Projects, Manila (2009). From 2021 to 2023, Camacho and Lien were
fellows at the Graduate School of the Universitat der Kunste, Berlin.

Enzo CamachoSUER BN IR AFRERLFNBRRRES - TANBEHRE
BLSFEEAEMEREH R  YTHISHAENHAETMLE4HNSE TR
FAHERE - —AMRNEBEEHERL (2018F) URBESEBHessel B8
- (2018%F) B|MER < FARNEHAMEAEGE (20224) - HEWHET
BEA=ER (2021F) - BOFEIEFEEE=ER (2021F) JRER
E=+ABEVARIBRSER (20215) - B¥@Manifesta13 (2020%) -
#4Drawing Center (20204F) -« &1LRESSMHRE (20195F) -~ MBUKSEIE
BT (20195F) - FIMBNTUERBHRL (20185) ~ EEARHTEAEE
s (2017458) ~ BAJim Thompson&Efrhdy (20174) YUK RHICreen
Papaya Art Projects (20094F) 25HifE - 2021520234/ » PR ER
KEHRE - 7
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Enzo Camacho and Ami Lien.

Para Site is Hong Kong’s leading contemporary art centre and one of the oldest P E '
and most active independent art institutions in Asia. It produces exhibitions, an . %
publications, discursive, and educational projects aimed at forging a critical v b} 1
understanding of local and international phenomena in art and society. oteB
Para SiteBiZEMAEBNR EABHDD » FETHELBEA « RERNEIIE
Hz— - BURESEABRE - HRTM AR ERESE - [HEEhSERREN
3T BRITE—ENEAER - HORKUBHMAMRRRERNTS -
Offerings for Escalante
%42 Escalante
21.10.2023-08.02.2024
Enzo Camacho + Ami Lien ¥
Curator HEA
Celia Ho 8%

o Lead Support &R
Exhibition Manager /& RAFE -
Doris Poon B&Rt4 SUNPRIDE FOUNDATION BEES®
Project Coordinators X E Bl SUNPRIDE %—
Harold Chan PR E 4 FOUNDATION f
Jackson Kwong BREE%F

Additional Support 177588

Spatial Design SRR

i n A
Marsoiliar Villacorta LLC Institut fiir Auslandsbeziehungen (IFA)

Graphié Design SFERE 3 f Institut fiir
GWO BEAN %a 1 ®  Auslandsbeziehungen
(Aubrey Au BEit#% & Shuilam Wong #5i5)

; Residency Partners B 5 E)
Translation S East 17 SKW
Jason Chen BEF& Eaton
Feng Yau /58

Tao-Yun Nicole Wu R35%

Catalogue Print and Production BTIENRIBI{E
GWO BEAN 3%

é ﬂ ﬁ‘g EAST 17

Para Site Art Space is financially supported by the Art Development Matching Grants Scheme of the
Government of the Hong Kong Special Administrative Region. The Government of the Hong Kong
Special Administrative Region provides funding support to the exhibition only, but does not otherwise
take part in it. Any opinions, findings, conclusions or recommendations expressedinthe materials/
activities {or by members of the Para Site team) are those of the organisers of the exhibition only and
do not refiect the views of the Government of the Hong Kong Special Administrative Region.

Para Site B RIS E AN THERR [BHEIRENNDHN] Nl - SASNTRERRERERR

SEHEGHSMREE, BIRSEE T - 1E7IY / EWA (FPara SiteflA) RENEMER - MXRAR - AR
89 > AMZEENETRENERY - TTRREBNHITREBITRE °
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GLASGOW
INTERNATIONAL ~ MeMA

Festival of Contemporary Art

CCA Berlin

Langit Lupa, a film by Enzo Camacho and Ami Lien, is co-commissioned by Para Site, CCA
Berlin, Glasgow International, and MoMA PS1.

BHFER (X #) ZPara SiteBi%EM - HMERBHPO  RIHTEEERERURMOMA PS1E

{EZRERE -

For all the artworks included in the exhibition: Courtesy of the artists and 47 Canal, New York

FiE Ran ERE R BekhA947 CanalfRfi

Special thanks to the artists, as well as

1SRN HEENR » LUK

47 Canal

Kape Albarako

ALPAS Pilipinas

Ygfryd Alvarado

Geli Arcefio

Tibs Arcefio

Helen Arguelles

Asia Pacific Mission for
Migrants (APMM)

Rey Asis

Au Kin Wai RRZ2&

Yason Banal

Bethune House Migrant
Women's Refuge

Richard Birkett

Baba Bisaya

Black Window RE 2

Raffi Bun

Alyana Cabral

Davis Campbeli

Sophie Cavoulacos

Chan Ching Man BRIES

Chan Lai Ki June BREER

Sharon Chan

Siriwan Chan B

Daniel Chew

Anna Cho-Son

Deng Peiyuan 3855

Bundo Deoma

Double Sun image HBE{&

Ozge Ersoy

Merv Espina

Filipino Migrant Workers’
Union (FMWU)

First Safety Engineering

Limited 2 #—(#) TR

HRAE
Fong Ming Lok 75833&
Laura Fried
Gabriela Hong Kong

Hong Kong Campaign
For Human Rights and
Peace in the Philippines
(HKCAHRPP)

Hui Ka Kiu #F &

Ip Yuk-Yiu ZhE1E

Ruba Katrib

Kee Cheung Glass & Frame
Co IREBEBIEAT

Eunsong Kim

KOPO Production

Kwok Yin Liu

LaborBerlin

Kaman Lam #E3X

Timothée Lambrecq -

Renan Laru-an

Lau Sze Nga 2IE

Jasmine Lee

Margaret Lee

Andy Li San Kit Z=5i&

Eugene Lien

Elaine Lin #7823

Kevin Ling #HE

Liu Nanxi 2/885

Lo Lai Lai Natalie &ERE

Julieta Mermida

Donna Miranda

lan Mission

Mery Grace Mission

Mission for Migrant Workers
HK

Mothers and Relatives
Against Tyranny and
Repression (MARTYR)

* Masahiro Nakamura

Oliver Newton
Ng Kai Fung REi#
Peace and Development
Group (PDG)
Joyous Prim
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Printhow BSENHE

Thea Quiray Tagle

Yesha Ramos

Residents of Purok
Bougainvillea

Sara Rivera

Carissa Rodriguez

Sama-samang Artista para
sa Kilusang Agraryo, or
Artist Alliance for Genuine
Agrarian Reform and Rural
Development (SAKA)

Sang Wood Kids Club
43EKids Club

Fabian Schoneich

Angelo Suarez

Nefterti Tadiar

John Tain S3889

Tang Tin Yan 88X &

Shiela Tebia

Tom Chung Man S8

Yentl Tong BB

UdK Graduiertenschuie

United Filipinos in HK
(UNIFIL-MIGRANTE-HK)

Wallo Villacorta

Wang Xindi E3i#t

Binghao Wong 1%

Samson Wong HEF

Michelle Wong &%

Wong Winsome Dumalagan

i
Cici Wu Bif#

Xiao Wenyan #3157

Nan Xi
Lev Xue
Tirdad Zolghdar

PARA SITE TEAM
PARA SITE BB

TEAM X

Billy Tang A8
Executive Director and Curator

BITHEREBRA

Kelly Ma fBith
Deputy Director Bl

Celia Ho Al E58
Curator SR A

Jessie Kwok SBiER
Assistant Curator
BB A

Doris Poon 7&&Rig
Exhibition Manager
RRAER

Jason Chen BRF&
Communications Manager
famaEE

Juliana Chan BRREk
Development Manager
R

Holly Leung 22853
Gallery Manager
R

Harold Chan BREEE
Project Coordinator
HEBE

Jackson Kwong FBE#F
Project Coordinator
HEBE

Lynna Lam #3j
Development Intern*

RRPEEE

*2023/24 The Arts Talents Internship
Matching Programme is supported
by the Hong Kong Arts Development
Council Bif A R B
2023/24 HEHAEHERREL

PARA SITE BOARD
PARA SITE B35

‘Alan Lau Ka Ming 8I583
Chair =& :

Mimi Chun Mei-Lor Z£4§
Vice Chair BIZEfE

Antony Dapiran #i %8
Treasurer 5]

Sara Wong Chi Hang #&{E
Secretary &

Nick Adamus

Shane Akeroyd &1l
Bonnie Chan Woo Tak Chi $ABREZ
Dr. Yeewan Koon B Ei8+
Alan Y Lo ZEigeg

Federico Tan

Young Kar Fai Samson 851§

GLOBAL COUNCIL BRRiF®

Shane Akeroyd

Mimi Brown & Alp Ercil

Jehan Chu

Mimi Chun & Chris Gradel

Samantha & Jamie Goodman

M Art Foundation

Benedicta M Badia Nordenstahl

Inna Rodchenko-Highfield &
Tucker Highfield

Dina Shin

Virginia Yee

Ethan Yip

FOUNDING FRIENDS #a8I%F &

Stephen Cheng
COLLECTIVE Studio

David Zwirner Gallery

Alan Lau

Wendy Lee

Edouard & Lorraine Malingue
Schoeni Projects

SUNPRIDE FOUNDATION
Yuki Terase




FRIENDS & iy

A Pipeline &
Almine Rech Gallery
Nick & Cordula Adamus-Voegtle
Christine & James Boyle : i)
Rachel Catanach & David Boyce €
Nicolas & Delphine Canard-Moreau
Lawrence Chu & Natalie Chan Chu 5
Jane DeBevoise AT
Yan Du
Reimi Imaizumi
Jina Lee & Jae Won Chang
Lisson Gallery
AlanLo
Kai-Yin Lo
Ingrid Lok & Tim Li
MagicianSpace = -
Elaine W. Ng ~ ‘

- Justin Ng ’
Stefan Rihs
Fabio Rossi
Roman Ruan & Freda Yang
ShanghART
Angelle Siyang-Le
Tabula Rasa Gallery
Bonnie & Darrin Woo
Dayea Yeon
Kelly Yip

CONTACT BHEZ
WWW.para-site.art

22/F & 10B, Wing Wah Industrial Building
677 King’s Road
Quarry Bay
% ~  Hong Kong
gﬁﬂﬁﬂﬁﬂsﬁﬂ !
TEAWN22(8K10@BE

: t. +852 25174620
: ; - e.info@para-site.art

Wednesday to Sunday, 12-7pm
Closed on Monday, Tuesday, and Public
Holidays

EM=EEMA
s © FFR12RER 76

Eifi— -« El"RAHEHRGE
Facebook/Instagram: @parasite.hk

Wechat: parasitehongkong
54







