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"Transndiondization, Acculturation and Negotiation: A Review of the Histories of Collaboration
Between Japanese and Rilipino Artists and the Crestion of Art and Culturd Space From 2003-2008".

Introduction

It was more than two decades ago that a culturd gpace was spawned between the Philippines and Japan.
By the early 80s, the artists and theater troupes that would soon form the bulk of culturd exchange
between the two countries were having their presence fet in the world of arts and socid commentaries.
Some of these artigs were developing their pieces as early asthemid- or late-70s. It isimportant to point
out these literary growths because these pieces would be the same dements that were in the mind of
cultural workers or students who went to Jgpan to sudy or to immerse themsalves in networking with
developmenta non-government organizations.

An important thester group in the Philippines cdled PETA (Philippine Educationd Theater Association
worked with the Black Tent (BT) Thester of Japanin 1979. In 1983, a6-wesk summer workshop and
theeter forum was hed in Tokyo. This would involve not only theater prectitioners but dso
development workers from India, Mdaysia, South Korea, Thalland, the Philippines and Japan. This
event became known as Asan Theater Forum. The result was a three-day festivd hdld in a park in

Setagaya

This Adan Theater Forum would soon give rise to more workshops that would extend till 1985. The
collaboration with Black Tent Theater would bring PETA to Jgpan. At the core of this vigt is a
performance cdled “Pledge for Freedom™ in 1986. The date is crucid because this marks the People
Power revolution and the presentation is about the triumph of freedom over dictatorship.

In 2003, the firg attempt at Kabuki in the professond way was being prepared in the Universty of the
Philippines. Their project was the play "Kanjincho," one of the most popular Kabuki dramas, in
Japanese literature.  The idea of staging Kabuki in the Philippines came from Dr. Jna Umdi, who
returned to the Philippinesin 2001 after her studies and research on Japanese Literature for some eight
yearsa DoshishaUniverdty in Kyoto.

Interestingly, Umali with Dr. Matthew Santamaria of the University of the Philippines Asa Center were
active in the daging of the play “In My Faher’s House” in Kyoto. The play deds with the
disntegration of afamily during the occupation of Manila by the Japanese. It narrates the sory of three
brothers during World War |1 as they take different directions, pushed by the unusud circumsances of
wartime Philippines.

Umdi would be ingrumentd in bringing to the Philippines Nohgakushi Umewaka Naohiko. Soon, the
scholar would not only stage Noh but act in them and dso train people in the said traditiona theater
form.

In 2005, Umewaka conducted what Umdli described as an intengve training, which went on for five
weeksto train Flipino atigs for ajoint performance with Noh masters. The Noh master was using the




principles of Noh for the Filipinos. The event they were preparing for was the commemoration of the
fiftieth year of the resumption of the diplomeétic rel ationship between the Philippines and Japan.

In 2005, Umewaka staged ““The Coffee Shop Within the Play”” with Flipino actors. Upon the invitation
of the University of the Philippines Diliman’s Center for Internationd Studies, he conducted an
intensve five-week daily training rehearsd using the principles of Noh for Filipinosto prepare them for
ajoint Noh performance with Noh Magers to commemorate the golden years of Philippines-Japan
Friendship. He would be returning to the Philippines to train Flipino sudents in Manila and in other
places in the country. Umewaka would come back to Manilain 2007 to degpen the training of the Noh
Theater Ensemble at the University of the Philippines. He directed aso that year his modern play, “The
Itdian Restaurant,” which would demongtrate to Filipino audience a Noh play thet is not within the
culturd history and geography of Jgpan, as Filipinosimagine Japan and its culture to be.

Umewaka would meet during these vists Dr. Amelia Lapena Bonifacio, Professor Emeritus of the
University of the Philippines. The professor is the author of “Ang Pagldakbay ni Ssa Isang Noh sa
Laguna,” from which “The Dance of Sisa”” was taken directed and performed in by Umewaka Thisis
Lgpena-Bonifacio's reinterpretation as a Noh play of Jose Riza's Sisa character from the novel Noli me
Tangere. The “Noh” play was written in 1973 during her felowship in Jgpan but would get its staging
by Noh practitionersin 2005.

In Amelia Lapena Bonifacio’s interpretation of Sisa, the mother is no longer the week character. Using
the narrative technique of Noh, Bonifacio makes Sisa come back from the dead/past to confront the
present. Ssain the Noh mode remembers the crudty of histories, doing what Rizd and his novel could
not do. Sisafaces up to the Spanish priest: the colonized equd to the colonizer.

Hereisaplay that, coming from adifferent cultural background (Jgpan), but helping out in crystalizing
the lessons of another nation’s (the Philippines) cultura higtory. Only in artswould thiskind of effort be
problematized.

Shoko Masumoato did the lighting design for the play, The Dance of Sisg, billed under an Okina play.
The design, according to the Japanese lighting artist, was a heding light design, gppropriate to the
resumption of goodwill between the two nations.

The Case of Shoko Matsumoto, Cosmopolitan and Transnationd

Shoko Matsumoto participated in many theetrical productions tha involved Japanese artigts in the
Philippines, with these productions further mediated by organizations like the Culturd Center of the
Philippines, the Philippine government’s Nationd Commission for Culture and the Arts (NCCA), locd
government units, the Japan Foundation and the Japan Information and Cultura Center.

In this regard, Matsumoto is a sgnificant actor in the many theatricd productions. A crudd part of
Matsumoto’s engagement in theeter productions are the companion workshops on light design for dl
those participating in the production. In some cases, Masumoto organizes o sat design workshops
involving Flipino and Jgpanese designers. This brings about a collaboration of cultures and tradition
outside the theater presentations.

This study, however, focused on two notable productions: the Philippine Bedtime Stories in 2004 and
Philippine Bedtime Stories 2 in 2006 as joint projects between Flipino and Japanese theeter groupsin




Tokyo, Theater Company RIN KO GUN. The said production covered many play, and was performed
in Taga og/Pilipino and Japanese with English subtitles.

Thisthester Company named RIN KO GUN has long been engaged in exchanges with Southeest Asa|
and Flipino theater groups, with collaboration beginning in 1999 when company members joined a
workshop run by Rodgardo Labad of the Philippine Educationd Theater Association (PETA) in
Y okohama.

As pat of this exchange, RIN KO GUN member Toshihisa Yoshida stayed for one year in the
Philippines as a fdlowship sudent from the Agency for Culturd Affarsin 2002. He would return to
Japanin 2003.

Ancther production that underscored the exchange in terms of acculturation and transnationdization
was Bakeretta A co-production of the Jgpan Foundation, Tanghdang Rilipino and the Snag Arts
Foundation, Bakeretta became part of a wave of Japanese horror films that came surging over Asa,
including the Philippines.

At the center of these productions was Chong Wishing, the Japanese director and playwright.

Chong Wishing, a Korean-Jgpanese, dramétizes the evolved transnationa qudities and amosphere of
what transpired between the Philippines and Jgpan in the intervening years covered by 1983 and 2009.
Chong Wishing completes the journey aso of negotiation and acculturation when one redlizes that the
director atributes asgnificant part of his career to exposure to Black Tent Thester, the same group that
basicdly began the journey of Philippine thester groups in the paliticd, culturd and aesthetic senseto
and from Japan way back in 1979.

Concluson.
If we are going to do a historica timeline and place it dong the concepts of culturd exchange where
negotiation, appropriation, acculturaion and, findly, transnationdization occurs, this is how the
historicd map will appear as such, with years overlapping and traditions not entirdly closed unto
themsealves.

1983-1986: Culturd Exchange built dong theetricd presentations. The groups are left untouched
in terms of identity: Philippine theater groups are marked in terms of origin and higtoricd tradition; the
sameiswith Japanese theater groups.

1983-2000 The Jgpayuki phenomenon contributed to an earlier blurring of whét is perceived to be
authenticaly Filipino with communities of Filipino entertainers presenting improvised folk dances and
other culturd artifacts and mostly by memory. These groups fredy dlowed Jgpanese individuds and
other non-Filipino individuds to participate in the presentation. In reverse, the same groups adso
presented and re-presented not by memories but by perception what they thought to be Japanese arts
through songs and gestures. The years from 1983 to 2000 serves asintroduction.

1983-1999: Philippine theatre groups evolved partnering with Jgpanese Theater groups.  Church-
based and non-governmentad organizaions are the conduits and sponsor for these exchanges. The




exchangeis political. Grassroots organi zations begin to be involved more Sgnificantly at this point.

1986-2008 Migrant thester groups performing in Japan gopropriaied traditions from home
country.

1990-2000 Theater groups from the Philippines and Jgpan consdering the common themes in
each nation. In the case of the Philippines, the democratic space dlowed this exchange.

2000-2009 Shoko Matsumoto as a case study of a Jgpanese artis whose exposure in and to
Philippine theater art scene and other art performance spaces reved a truly transnationa/cosmopolitan
persona

2000-2009 Theater groups under the Sinag Arts Studio learn Jgpanese lighting design from a
Japanese artist even if the results are not consdered as Jgpanese. Transndiondization is now rooted in
the interdtices of exchanges between the Philippine and Jgpanese art. The “Japaneseness” of Sinag-Arts
(literdly “Shine Arts) is blurred in its Philippine name and even amidst the many events that are focused
on identifiably Japanese artifacts and arts (Ikebana, Japanese Food asin O-bento,etc which are presented
viaSnag Arts)

2000-2009 Japan Information and Cultura Center (JCC) and Japan Foundation contribute to the
exchange by bringing in to the Philippines Japanese traditiond theater arts. Cinemalis aso exchanged.
The same two organizations are dso regponsible for sending to Japan theater groups and individud
Filipino artigs.

2003-2008 Philippine and Japanese thester artists collaborate to craft theater pieces that cannot be
identified anymore aswholly Japanese or wholly Filipino. The templates are found in two presentations:
Bakeretta and Philippine Bedtime Stories, where Japanese playwrights compose scenes that are of the
Philippines and where Japanese actors perform in plays situated in the Philippines and whose themes are
not limited to clear geographies that one could ascribe to ether the Philippines or Japan.

From an art form that started as ameansto introduce cultures to eech other, to thester groups negotiating
with how presentations would best communicate cultures, the culturd spaces created interdtitidly
produced through the years presentations that crystdlized and conjured as wel as congructed
boundaries. These borders were sometimes broken by smultaneous and/or combined use of languages,
i.e, Philippine and Japanese. When at lagt Japanese theater art forms (Kabuki, Noh) were reedily taught
(the Japanese teachers believed it could be done) to Flipino artidts, this readiness was lad down by
earlier atigs gopropriating Western fairy tdes and embedding them in the socid redities of Philippine
children (the case of Philippine Educationa Thester Associaion (PETA) doing Hans Chridtian
Andersen must be aFilipino, which toured Japan). When some Shakespearean tragic plays (Romeo and
Juliet by Black Tent and PETA) were adgpted, the Philippine and Japanese thegter groups looked into




the political love-hate rdaionship between Japan and the Philippines. The transnationd artists and arts
survived in the middle of Philippine-Japan reations.

Publication of the Results of Research Project:

Verbd Presentation (Date, Venue, Name of Conference, Title of Presentation, Presenter, etc.)

1. Oct. 23, 2009, Hanoi, Vietnam, The Second International Conference of Japanese Studies in
Southeastt Asa, Tranducent, Trangparent: The Lighting Aesthetics of Shoko Matsumoto and the
Credtion of Aegthetics in the Collaboration Between Japanese and Flipino Theater Artigts.
Presentor: Tito Genova Vdiente

2. September 6-9, Naga City, Philippines. Lecture: Japanese Theater Experiencesin the Philippines.
Theater Worskhop and Collaboration between Ateneo de Naga University Dignos [Bird] Theeater
Company with Umewaka Naohiko/University of the Philippines Center for Internationd Studies

3. Oct. 4 2010, Ateneo de Manila Humanities Week. Negotiating Cultures. A Review of the
Higtories of Collaboration Between Japanese and Filipino Artists and the Crestion of Art and
Culturd Spaces

4. Univergty of the Philippines and Culturd Center of the Philippines. Round-table Discusson in
Rinko-Gun Theater Company production/presentation

5. Jduly 29, 2011. Metropalitan Museum of Manila, Manila, Philippines. Roundtable Discussion on
Japanese Cultures in the Philippines, following the Collaterd Lecture Monuments and Mascots,
Aesthetics of Kawalisa, Presenter: Tito Genova Vdiente with resdent curators, critics and mass
mediarepresentatives

6. ONGOING: Documentetion of the Artigic Collaborations Between Jgpanese and Filipino
Theater and Public Spaces Artigts vis-avis Shoko Masumoto’s archived maeridsin the Library
of the Univerdty of the Philippines Center for Internationd Studies Researcher and
Conaultant/Editor: Tito GenovaVdiente.
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