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7KLV� VWXG\� FRQFHUQV� WKH� FRQWLJXRXV� VSDFHV� EHWZHHQ� WKH�ZULWLQJ�
practice and the dancing practice of Hijikata Tatsumi1. The complex 

RSHUDWLRQ�RI�GDQFH�DHVWKHWLFV�XQGHUWDNHQ�E\�+LMLNDWD�LV�FRQVLGHUHG�KHUH�
LQ� OLJKW�RI�KLV� UDGLFDO�H[SORUDWLRQ�DQG�GLYHUVL¿FDWLRQ�RI�FRUSRUHDOLW\��
In conjunction with his performative achievements his writings raise 
DZDUHQHVV�RI� WKH�XQUHDGDEOH�QDWXUH�RI� WKH�FDUQDO�ERG\� �nikutai) and 

manifest a singular criticism about the coupling between knowledge 

DQG�FRUSRUHDOLW\�

Theory and Practice, Bodies and Words

In 2009 the 15th Performance Studies International Confer-

HQFH� �=DJUHE�� -XQH� ������� IDFHG� WKH� FRPSOH[� SUREOHP�RI� ©0,6SHU-
IRUPDQFH��0LV¿ULQJ��0LV¿WWLQJ��0LVUHDGLQJª��:KDW�FDPH�WR�WKH�IRUH��
ZHUH�HPHUJLQJ�DJHQGDV�WKDW�UDGLFDOO\�GLVFXVVHG�WKH�HUURU�ZLWKLQ�WKHRU\�
LQ�UHODWLRQ�WR�D�©PLV�SHUIRUPDWLYLW\�RI�WUDQVPLVVLRQ�RI�NQRZOHGJH�DQG�
RI�LWV�OHFWXUH�PDFKLQH��RI�WKH�YHU\�DFDGHPLF�IRUPDW�RI�WKH�FRQIHUHQFH2». 

2QH�DPRQJ�WKHVH�DJHQGDV�ZDV�WKH�XUJHQF\�IRU�D�QHZ�YRFDEXODU\��ZKLOH�
WKH�H[LVWLQJ�RQH�ZDV�FKDOOHQJHG�E\�D�©SURYRFDWLYH�WHUPLQRORJ\�FRLQ-

age» that attempted to re-position the status of rhetoric and the notion 

1 7KLV�DUWLFOH�LV�DQ�DGDSWHG�YHUVLRQ�RI�P\�SDSHU�)OXLG�&RUSRUHDOLWLHV��+LMLNDWD�
Tatsumi’s Bodies Trembling between States of Crisis delivered at PSi#21 Fluid States 

7RKRNX�������$RPRUL��$XJXVW����6HSWHPEHU���
2 /DGD� ýDOH� )HOGPDQ�� ,QWUR��� 36L� 0LV�3HUIRUPLQJ� 3DSHUV, «Performance 

Research», vol. 15, n. 2, 2010, p. 2.
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RI�VXEMHFWLYLW\3��7KH�QDWXUH�RI�LOOHJLELOLW\�ZKLFK�DIIHFWV�WKH�ERG\�ZDV�
LQHYLWDEO\�SXW�XQGHU�H[DPLQDWLRQ��7KLV�FKDOOHQJH�GHQRXQFHV�D�VKDUHG�
XQHDVLQHVV� DERXW� DSSURDFKHV� WR� SHUIRUPDQFH� VWXGLHV� QRZDGD\V�� DQG�
VKRZV�WKH�VWURQJ�QHFHVVLW\�IRU�H[SORULQJ�QHZ�WRROV�WKDW�PLJKW�UHGXFH�
WKH�GLVWDQFH�EHWZHHQ�WKHRU\�DQG�SUDFWLFH��WKH�ERG\�DQG�GLVFRXUVH4.

3HUIRUPDQFH�VWXGLHV�DQG�GDQFH�VWXGLHV�DUH�\RXQJ�UHVHDUFK�¿HOGV��
DQG�WKH�PRVW�UHFHQW�LV�WKH�ODWWHU��'DQFH�UHVHDUFK��DV�GH¿QHG�E\�-DQHW�
/DQVGDOH��©LV�YHU\�PXFK�D�QHZFRPHU�DV�D�GLVFLSOLQHª5 and it has given 
ULVH�WR�FRQWLQXRXVO\�QHZ�FKDOOHQJHV�LQ�DQDO\WLF�DSSURDFKHV�WR�PRYH-
PHQW�DQG�FKRUHRJUDSK\�IURP�WKH�����V�DQG��PRUH�SURQRXQFHGO\�VLQFH�
WKH�����V��0DQ\�GHEDWHV�DUH�VWLOO�RSHQ�DQG�LW�LV�D�GLI¿FXOW�WDVN�WR�VROYH�
theoretical and methodological problems that arise from the encounter 
EHWZHHQ�VFKRODUVKLS�DQG�FKRUHXWLF�DUWV��WKH�DUHD�ZKLFK�YLVLEO\�PDQL-
IHVWV�D�YHU\�KLJK�GHJUHH�RI�FRPSOH[LW\�LQ�LWV�VXUYH\�

7KH�VSHFL¿F�FOXVWHU�RI�SUREOHPV�ZH�HQFRXQWHU��ZKHQ�GHDOLQJ�ZLWK�
+LMLNDWD¶V�DUW��LV�RI�WUDQVODWLQJ�GDQFH��WUDQVODWLQJ�FRUSRUHDOLW\��WUDQVODW-
ing Japanese, translating Hijikata’s hermetic texts6. The explosion of 
LVVXHV� UHODWLQJ� WR�FRUSRUHDOLW\��DQG� WKH�TXHVWLRQV� WKH\�HPEUDFH��KDYH�
EHHQ�HQYLVLRQHG�E\�+LMLNDWD¶V�GLDJQRVLV��$V�D�FRQVHTXHQFH�� LW� LV�P\�
contention that a parallel examination of Hijikata’s praxis and writings 
PD\�RSHQ�XS�QHZ�SHUVSHFWLYHV�RQ� WKH�HQFRXQWHU�EHWZHHQ�GDQFH�DQG�
GLVFRXUVH�� WKH� ERG\� DQG�ZRUGV��$V� ,� HOVHZKHUH� VXJJHVWHG7�� WKH�¿EUH�
and fabric of movement in butoh praxis, if viewed from a certain per-
VSHFWLYH��SHUWDLQV�WR�D�GLIIHUHQW�RUGHU�IURP�WKDW�RI�FRQWHPSRUDU\�GDQFH�
DQG�RWKHU�W\SHV�RI�H[SHULPHQWDO�SHUIRUPDQFH��7KDW�LV�WR�VD\��butoh�PD\�
EHORQJ�WR�D�UHJLVWHU�WKDW�QHFHVVDULO\�UHTXLUHV�QRW�RQO\�D�QHZ�ODQJXDJH�

3 Ibidem.
4 3UREOHPV�FRQFHUQLQJ� WKH�GLVFRXUVH�RQ� WKH�ERG\�DUH� IHOW� VWURQJO\�E\� D� ODUJH�

JURXS�RI�WKHRULVWV�ZRUNLQJ�LQ�FRPSOHWHO\�GLIIHUHQW�DUHDV�
5 Janet Lansdale, $� WDSHVWU\� RI� LQWHUWH[WV�� GDQFH� DQDO\VLV� IRU� WKH� WZHQW\�¿UVW�

century, in The Routledge Dancer Studies Reader�� HGLWHG�E\�$OH[DQGUD�&DUWHU�DQG�
-DQHW�2¶6KHD��/RQGRQ�1HZ<RUN��5RXWOHGJH��������S������

6 0\�SROLWLFV�RI�WUDQVODWLRQ�LV�WU\LQJ�WR�DYRLG�DV�PXFK�DV�SRVVLEOH�D�FRQWDPLQDWLRQ�
RI�WKH�RULJLQDO�VRXUFH��HYHQ�LI�WKLV�PHDQV�VDFUL¿FLQJ�WKH�¿QDO�WH[WXDO�DHVWKHWLFV�

7 See for example Katja Centonze, I colori proibiti di Kinjiki������������ƿQR�
Yoshito, Hijikata Tatsumi e il corpo eretico nel�EXWǀ��LQ�-DSDQ�3RS��SDUROH��LPPDJLQL��
suoni dal Giappone contemporaneo��HGLWHG�E\�*LDQOXFD�&RFL��5RPD��$UDFQH�(GLWULFH��
������SS����������
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RI�FULWLFLVP��EXW�D�VSHFL¿F�WKHUPRPHWHU�RI�FRUSRUHDO�VHQVLWLYLW\��,Q�SDU-
ticular, due to its paradoxical character, butoh� LWVHOI�FDOOV� LQWR�SOD\�D�
QHZ�IRUPXODWLRQ�RI�LWV�VXUYH\�

+LMLNDWD¶V�'DQFH�RI�7HUURULVP��1DNHG�:RUGV��1DNHG�%RGLHV

(VSHFLDOO\� GXULQJ� WKH� ����V�+LMLNDWD¶V�butoh unfolds as a “ter-
odansu” (dance of terrorism�). The corporeal matter, he works on, 
DSSHDUV�DV�D�PLQH¿HOG�DQG�VLWH�RI�FULWLTXH�DJDLQVW�WKH�VRFLR�SROLWLFDO�
V\VWHP�DQG�WKH�SHUYDVLYH�FRPPRGL¿FDWLRQ�RI�H[LVWHQFH��,Q�KLV�UHYROX-
WLRQDU\�SURMHFW�ZH�VHH�FRQGHQVHG�WKH�FULVLV�RI�WKH�SRVW�ZDU�ERG\�DQG�
D�FULWLFDO�FRUSRUHDOLW\��ZKLFK�HQDFWV�D�UHVLVWDQFH�WR�WKH�SROLWLFV�HVWDE-
OLVKHG�E\�WKH�8�6��-DSDQ�6HFXULW\�7UHDW\���������+H�GLVVHFWV�WKH�ERG\�
LQWR�QXDQFHV�ZKLFK�DUH�PXOWL�OD\HUHG�DQG�PDQLIHVW�VXEWOH�DQG�FKDQJH-
DEOH�VSHFWUD�LQ�D�SRO\VHPRXV�LQWHUSOD\��:LWKLQ�WKLV�H[WHQGHG�ODQGVFDSH�
emerges the nikutai, which is the starting point of the adventure of bu-
toh¶V�KLVWRU\��7KH�nikutai, transient and anarchic, is the living and raw 
FRUSRUHDOLW\�PRVW�H[SRVHG�WR�GHWHULRUDWLRQ�DQG�PRVW�DWWDFKHG�WR�OLIH��
Its highest expression and potential is shown in processes like met-
DPRUSKRVLV��PRGL¿FDWLRQ� DQG�PXWDWLRQ��%HVLGHV� WKH�nikutai Hijikata 
ÀHVKHV�RXW�WKH�suijakutai��WKH�ZHDNHQHG�ERG\��WKH�DOWHUHG�ERG\��RU��DV�
,�GH¿QH�LW�KHUH��WKH�FRQWDPLQDWHG�ERG\9), the shitai �WKH�GHDG�ERG\���
jintai� �WKH� KXPDQ� ERG\���mi �ERG\��� karada� �ERG\��� shintai� �ERG\���
etc10. Hijikata writes:

� Tatsumi Hijikata, Naka no sozai/sozai (Inner material/material), in Hijikata 
Tatsumi DancE ExpErIEncE no kai. +LMLNDWD� 7DWVXPLVKL� QL� RNXUX� +RVRH� (LNǀ 
VKDVKLQVKǌ, program notes, Hijikata Tatsumi DancE ExpErIEncE no kai, Daiichi Seimei 
+DOO��7RN\R��-XO\�������������

9 For the suijakutai in contrast to Körperkultur see Katja Centonze, %XWǀ�� OD�
GDQ]D�QRQ�GDQ]DWD��FXOWXUH�FRUHXWLFKH�H�FRUSRUDOLWj�FKH�VL�LQWHUVHFDQR�WUD�*LDSSRQH�
e Germania, in %XWǀ��3URVSHWWLYH�HXURSHH�H�VJXDUGL�GDO�*LDSSRQH��HGLWHG�E\�0DWWHR�
Casari and Elena Cervellati, Bologna, Dipartimento delle Arti e almadl, 2015, 
�KWWS���DPVDFWD�XQLER�LW������!��SS����������

10 For Hijikata’s construction of disparate corporealities see Katja Centonze, 
Bodies Shifting from Hijikata’s 1LNXWDL to Contemporary Shintai��1HZ�*HQHUDWLRQ�
Facing Corporeality, in $YDQW�*DUGHV�LQ�-DSDQ��$QQLYHUVDU\�RI�)XWXULVP�DQG�%XWǀ��
Performing Arts and Cultural Practices between Contemporariness and Tradition, 
HGLWHG�E\�.DWMD�&HQWRQ]H��9HQH]LD��&DIRVFDULQD��������SS���������
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The nikutai¶V�YRLFH�� LQVLGH�ZKLFK�DUH�EXULHG�DQ�LQ¿QLWH�QXPEHU�RI�FKDVPV�
[sakeme@��LV�VRPHWKLQJ�DV�LI�\RX�ZRXOG�ZUDS�LQ�D�KDQGNHUFKLHI�DQHZ�WKH�VFUHDP�
IURP�WKH�PDWHULDO��7KLV�KDSSHQV�RIWHQ�LQ�WKH�FLYLOLVDWLRQ�LQVLGH�WKH�ERG\�>karada]. 
:KR�LV�WKH�FUHDWRU�RI�WKH�RYHUFRQ¿GHQFH�LQ�WUDQVIRUPLQJ�LQWR�ÀHVK�DQG�EORRG"�
7KH�SXUH�VSLULW�DQG�WKH�GLP�VRXO�JD]HG�DW�E\�WKH�nikutai��ZKLFK�LV�GLYLQLW\�RI�ÀHVK�
[niku no kami@�DQG�UDZ�GUHDP��FU\�ZLWK�D�IDOWHULQJ�YRLFH��KDQG�LQ�KDQG�XQGHU�WKH�
collapse while still pending up in the air as ever…11

+LMLNDWD¶V�UDGLFDOLVP�DQG�GHHS�FRQFHUQ�IRU�WKH�ERG\�PDQLIHVWHG�LQ�
his performative practice penetrates into verbal landscape enforcing 
WKH�UHYROXWLRQDU\�DFW�RI�KLV�DUW��ZKHUH�ERGLHV�DUH�WDNHQ�LQ�H[WUHPH�VLWX-
DWLRQV��DQG�WKUHDW�DQG�ULVN�DUH�GLVSOD\HG�RQ�WKH�FKRUHRJUDSKLF�OHYHO�E\��
IRU�H[DPSOH��XQEDODQFH��LQVWDELOLW\�DQG�HQWURSLF�IRUFHV�

+LV� REVFXUH� OLWHUDWXUH� JRHV� EH\RQG� UKHWRULF��:H� VHH� FRQ¿UPHG�
LQ� LW�� WKH�ZD\� WKH� ERGLHV�� DV� FRQFHLYHG� E\� WKH� GDQFHU�� FRQJHDO� LQWR�
VWDWHV�RI�HPHUJHQF\�WXUQLQJ�LQWR�ZHDSRQV�RI�FULWLFLVP��7KH�ERG\�LWVHOI�
LV�UDGLFDOO\�TXHVWLRQHG��$W�WKH�VDPH�WLPH�WKH�ERG\�TXHVWLRQV�WKH�HV-
tablishment. While dealing with bodies/corporealities in his texts, he 
applies distinguished terminologies in differing contexts, connoting 
FDVH�E\�FDVH�WKH�VSHFL¿F�PDWHULDOLW\�DQG�PDWWHU�RI�WKH�ERG\��+LMLNDWD�
WUHDWV�ZRUGV� DV� ERGLHV� DQG� RSHQV� XS� WKH� VDPH�ZRUG� WR� FRQWLQXDOO\�
QHZ�PHDQLQJ��+LV� ©ERGLO\�ZULWLQJ12ª� FRQIHUV� FRUSRUHDOLW\� WR�ZRUGV�
DQG�FUHDWHV�V\QDHVWKHWLF�WH[WV�ZKLFK�DUH�PXOWLGLPHQVLRQDO�DQG�LQYROYH�
all senses.

7KH�FULWLFDO�ERG\�RU�ERG\�RI�FULVLV�LV�UHYHDOHG�LQ�0LVKLPD�<XNLR¶V�
WH[W�©.LNL�WR�EX\ǀª��&ULVLV�DQG�GDQFH���ZULWWHQ�LQ�������ZKHQ�WKH�GH¿-
nition butoh�ZDV�QRW�\HW�LQ�XVH��0LVKLPD¶V�OLWHUDWXUH�RQ�WKH�DYDQW�JDUGH�
GDQFH� LV��ZLWKRXW� DQ\� GRXEW�� DPRQJ� WKH�PRVW� LQWXLWLYH� WH[WV�ZULWWHQ�
about Hijikata’s dance preannouncing the main traits of its develop-
ment13��0LVKLPD�UHÀHFWV�RQ�+LMLNDWD¶V�ZRUGV��©+H�VDLG�WKDW��DQ�H[DP-

11 Tatsumi Hijikata, Nikutai ni nagamerareta nikutaigaku��©*HQGDLVKL� WHFKǀª��
vol. ����Q������������S������P\�WUDQVODWLRQ�

12 )RU�WKH�FRQFHSW�RI�©ERGLO\�ZULWLQJª�VHH�6XVDQ�/HLJK�)RVWHU��Choreographing 
history, in The Routledge Dancer Studies Reader, cit., pp. 291-302.

13 For Mishima’s writings on Hijikata’s avant-garde dance see Katja Centonze, 
Encounters between Media and Body Technologies. Mishima Yukio, Hijikata Tatsumi, 
DQG�+RVRH�(LNǀ, in Enacting Culture-Japanese Theater in Historical and Modern 
Contexts�� HGLWHG� E\� %DUEDUD� *HLOKRUQ�� (LNH� *URVVPDQ�� +LURNR� 0LXUD�� DQG� 3HWHU�
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SOH�WKDW�VHL]HV�WKLV�SRVWXUH�RI�FULVLV�±�DQG�LW�LV�D�YHU\�VLQJXODU�H[DPSOH�
– is “a man who urinates outdoors in a standing position seen from 
behind14”».

:H�PD\�VD\�WKDW�WKH�QRYHOLVW�ZDV�FRQIURQWHG�ZLWK�DQ�DUWLVWLF�UHDO-
LW\�FKDUDFWHULVHG�E\�WKH�SRWHQWLDO�WR�GLVSOD\�FRQFUHWHO\�ZKDW�LWV�LQWHQ-
WLRQV�DQG�GHVLUHV�DUH��DQG�E\�WKH�DFWXDO�DQG�FDUQDO�PDQLIHVWDWLRQ�RI�D�
GLVFRXUVH�WKDW�JRHV�EH\RQG�ZRUGV��,Q�IDFW��KH�RIWHQ�SXWV�HPSKDVLV�RQ�
WKH�DFWXDOLW\��akuchuarite)15 of the performative act in Hijikata’s cre-
ations16.

7KH�GH�¿JXUHG�ERG\�VHHQ�IURP�EHKLQG�EHFRPHV�D� topos in Hi-
MLNDWD¶V� DQWL�GDQFH�� ZKHUH� WKH� WHUULWRU\� LV� SUHGRPLQDWHO\� RFFXSLHG�
E\�WKH�UHDU��7KH�UHDU�UHSODFHV�IDFH��KHDG�DQG�KDQGV��ZKLFK�DUH�ZHUH�
the usual vehicles of expression. This implies that together with the 
erasure of the face and hands, expression is also erased17. As he de-
clares in his program notes for Kinjiki nibusaku (Forbidden Colours 
II, 1959):

The execution of the action will be done all at once without bending the 
GRPHVWLFDWHG�DUWLFXODWLRQV��7KH�H[SUHVVLRQ�RI�WKLV�ERG\�ZULWKLQJ�LQ�DJRQ\�XQGHU�
the strict restriction of the bar [EǀMǀ], will be reoriented from the face to the back. 
7KH�SURPRWLRQ�RI�WKH�SULRULWLVHG�EDFN�WR�FDUU\�RXW�D�YHU\�LPSRUWDQW�UROH��LQ�FRQ-
VHTXHQFH�RI�WKLV�GUDPD�LQ�ZKLFK�DOO�WKH�HYLO�FRPHV�IURP�WKH�UHDU��WKH�FKHVW��ZKLFK�
FLUFOHV��WKH�FKHVW�ZKLFK�PRYHV�VORZO\��DQG�WKH�FKHVW�ZKLFK�ÀLHV�KLJK�DURXQG�DQG�
PXVW�ODQG��DUH�HTXLYDOHQWO\�XVHG��.

(FNHUVDOO��0�QFKHQ��,XGLFLXP��������SS�����������/HWWHUDWXUD�LQYDJKLWD�GHO�FRUSR��
/D�GDQ]D�GL�+LMLNDWD�7DWVXPL� ULÀHVVD�QHOOH�SDUROH�GL�0LVKLPD�<XNLR, in 5LÀHVVLRQL�
sul Giappone II�� HGLWHG� E\� 0DULD� &KLDUD� 0LJOLRUH��$QWRQLR� 0DQLHUL� DQG� 6WHIDQR�
Romagnoli, Roma, Aracne, 2016 (forthcoming).

14 Mishima translated in Centonze, Encounters between Media and Body 
7HFKQRORJLHV��0LVKLPD�<XNLR��+LMLNDWD�7DWVXPL��DQG�+RVRH�(LNǀ, cit. p. 224.

15 0LVKLPD� HPSOR\V� WKH� WHUP�akuchuarite, which is the transliteration of the 
French word actualité.

16 Cf. Katja Centonze, Encounters between Media and Body Technologies. 
0LVKLPD�<XNLR��+LMLNDWD�7DWVXPL��DQG�+RVRH�(LNǀ, cit.

17 Katja Centonze, /HWWHUDWXUD�LQYDJKLWD�GHO�FRUSR��/D�GDQ]D�GL�+LMLNDWD�7DWVXPL�
ULÀHVVD�QHOOH�SDUROH�GL�0LVKLPD�<XNLR, cit.

�� Tatsumi Hijikata, Kinjiki��©.XJDWVX�LWVXND�URNXML�QR�NDL���QLQ�QR�DEDQJ\DUXGRª��
program notes, 650 experIenCe� QR� NDL��'DLLFKL� 6HLPHL�+DOO��7RN\R�� 6HSWHPEHU� ���
������P\�WUDQVODWLRQ�
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+LMLNDWD�GLYHVWV�QRW�RQO\�WKH�ERG\�LQ�KLV�DUW��EXW�KH�XQGUHVVHV�DOVR�
ZRUGV��QDNHG�ZRUGV��QDNHG�ERG\��RIWHQ�WKURXJK�D�PL[�RI�FUXHOW\��DS-
SDUHQW�VDUFDVP�DQG�GU\�UHDOLVP��+LV�FRXQWHU�GLVFRXUVH�DQG�GLVLQWHJUD-
tion of cultural categories goes further: he eradicates and opposes his 
RZQ�SK\VLFDOLW\�ZKLFK�LV�FRQGLWLRQHG��VKDSHG��IRUPHG��LQIRUPHG��GR-
PHVWLFDWHG�E\�WKH�V\VWHP�RU�E\�GDQFH�IRUPXODV�

Nonhuman Theatre

$�IXUWKHU�LPSRUWDQW�DVSHFW�LQ�+LMLNDWD¶V�UHYROXWLRQ��HQXFOHDWHG�E\�
0LVKLPD�DQWH�OLWWHUDP��LV�WKH�UHODWLRQ�EHWZHHQ�WKH�ERG\�DQG�WKH�REMHFW��
ZKLFK�LV�H[HPSOL¿HG�E\�WKH�GDQFHU�DV�D�SDWLHQW�DIIHFWHG�E\�SROLRP\-
elitis, who tries to catch an object. Mishima envisages in this relation 
a process of estrangement and detects the thing (mono) as a dreadful 
thing-in-itself (monojitai)19.

,�WKLQN�WKDW��ZKDW�LV�GHVFULEHG�E\�0LVKLPD��FDQ�EH�FRQQHFWHG�DQG�
H[WHQGHG�WR�WKDW�VSHFL¿F�FRUSRUHDOLW\�RI�WKH�hagurete iru nikutai, often 
PHQWLRQHG�E\�+LMLNDWD��Hagurete iru nikutai�LV�WKH�FDUQDO�ERG\�ZKLFK�
KDV�EHFRPH� ORVW�� HUUDQW�ZDQGHULQJ�URDPLQJ��GLVRULHQWHG�� WKH�ERG\�RI�
which we lose control, which has lost control, alienated from itself, 
GHWDFKHG�IURP�WKH�ERQGV�ZKLFK�JRYHUQ�VRFLHW\�DQG�WKH�LQGLYLGXDO��GL-
YRUFHG�IURP�VXEMHFWLYLW\�DQG�IURP�WKH�SHUVRQ�KHUVHOI�KLPVHOI��6XFK�D�
ERG\�FDQQRW�EH�VXEMHFWHG�HLWKHU�WR�FKRUHXWLF�PHWKRGRORJ\��RU�WR�³UHDG-
DEOH´�NLQHWLF�FRQ¿JXUDWLRQV��,W�EHORQJV�WR�WKH�QRQ�RULHQWHG�DQG�QRQ�GL-
UHFWHG�JHVWXUH�DQG�WR�WKH�GH�¿JXUDWLRQ�RI�WKH�V\VWHPLF�RUJDQLVDWLRQ�RI�
FKRUHRJUDSK\20��7KHUHIRUH�LW�LV�VWULFWO\�OLQNHG�WR�ZKDW�+LMLNDWD�GH¿QHV�
as the mumokutekina nikutai, the nikutai without an aim, or, as I call 
it, the atelic21 nikutai��ZKLFK�RSHUDWHV� DJDLQVW� WKH� VRFLHW\�RI�SURGXF-
WLYLW\�� 7KLV� FRUSRUHDOLW\� GLVREH\V� G\QDPLFV� RULHQWHG� WRZDUGV� D� JRDO�
with an aprioristic and distinguishable point of departure and arrival. 
The mumokutekina nikutai is at the centre of his dance, as he declared 

19 Cf. Katja Centonze, /HWWHUDWXUD� LQYDJKLWD�GHO� FRUSR��/D�GDQ]D�GL�+LMLNDWD�
7DWVXPL�ULÀHVVD�QHOOH�SDUROH�GL�0LVKLPD�<XNLR, cit.

20 Ibidem.
21 ,�HPSOR\�KHUH�WKH�WHUP�³DWHOLF´��SXUSRVHOHVV��ZLWKRXW�DQ�XOWLPDWH�HQG��DV�WKH�

DQWRQ\P�RI�³WHOLF´���GLUHFWHG�RU�PRYLQJ�WRZDUGV�D�JRDO��DQ�RXWFRPH�RU�D�GH¿QLWH�HQG��
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in Keimusho e (To prison22���DQG�PD\�EH�DVVRFLDWHG�DOVR�WR�LPPRELOL-
W\23��+LMLNDWD¶V�UHQRYDWLRQ�FRQVLVWV�LQ�FRQFHLYLQJ�GDQFH�E\�VXIIRFDWLQJ�
GDQFH��ZKLFK�PHDQV��E\�SUHYHQWLQJ�DQG�VDERWDJLQJ�LWV�FRPPRQO\�SHU-
FHLYHG�G\QDPLF�HVVHQFH��+LV�GDQFH�ODXQFKHG�DQ�DWWDFN�WR�WKH�URRWV�RI�
WHUSVLFKRUHDQ�DUW�GHQ\LQJ�LWV�KDUPRQLF�DQG�ÀXHQW�G\QDPLFV��DQG�SUR-
PRWLQJ�WKH�QRQ�GDQFLQJ��QRQ�PRYLQJ�ERG\24.

Mishima isolates a crucial characteristic, i.e. the non-dialectic 
EHWZHHQ�WKH�ERG\�DQG�WKH�REMHFW�DQG�WKH�PDQLSXODWLRQ�RI�WKH�nikutai 
LQ�UHVSHFW�WR�WKH�REMHFW��+LMLNDWD�REOLWHUDWHV�WKH�KLHUDUFK\�DPRQJ�KX-
man being, animal and object, dismissing an anthropocentric vision 
of dance in terms of human expression. In his challenge to theatre and 
dance, he pushes to the extreme the nonhuman dimension in perfor-
PDQFH�DQG�LQYHVWLJDWHV��LQWHOOHFWXDOO\�DQG�FKRUHXWLFDOO\��SURFHVVHV�IRU�
which the dancer or experiencer starts to animate the inanimate and 
UHQGHU�LQDQLPDWH�WKH�DQLPDWHG��+LV�WHUURULVWLF�DFW�HQIROGV�QRW�RQO\�RQ�
a socio-political plane but invests the conception in itself of artistic 
creation as human domain.

$OVR�,FKLNDZD�0L\DEL�IRFXVHV�RQ�WKH�nikutai/object relation and 
GLVFHUQV�LQ�+LMLNDWD¶V�GDQFH�DQ�RSHUDWLRQ��ZKLFK�KH�GH¿QHV�DV�WKH�niku-
taika sareta mono, the nikutaised thing25. 

The Body Observes the Study on the Body

,Q�KLV�HVVD\�Nikutai ni nagamerareta nikutaigaku �7KH�VWXG\�RQ�
the nikutai�VFUXWLQLVHG�E\�WKH�nikutai, 1969) Hijikata reserves a peculiar 
attention also to natural crisis underlining the difference between his 
UHJLRQ��7ǀKRNX��DQG�WKH�PHWURSROLV�RI�7RN\R��$OWKRXJK�QRW�H[SOLFLWO\�

22 Tatsumi Hijikata, Keimusho e, cit. p. 46.
23 Katja Centonze, /HWWHUDWXUD�LQYDJKLWD�GHO�FRUSR��/D�GDQ]D�GL�+LMLNDWD�7DWVXPL�

ULÀHVVD�QHOOH�SDUROH�GL�0LVKLPD�<XNLR, cit.
24 )RU�D�GDQFH�WKHRU\��ZKLFK�EUHDNV�ZLWK�WKH�LVRPRUSKLVP�EHWZHHQ�GDQFH�DQG�

movement see André Lepecki, ([KDXVWLQJ�'DQFH��3HUIRUPDQFH�DQG� WKH�SROLWLFV�RI�
movement, /RQGRQ�1HZ�<RUN��5RXWOHGJH�������

25 For further details see Katja Centonze, Mutamenti del linguaggio estetico e 
VHJQLFR�GHOOD�GDQ]D��$QNRNX�%XWǀ, in Mutamenti dei linguaggi della scena teatrale 
e di danza del Giappone contemporaneo�� HGLWHG�E\�%RQDYHQWXUD�5XSHUWL��9HQH]LD��
Cafoscarina, 2014, pp. 99-100.
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H[SUHVVHG�LQ�KLV�GLVFRXUVH��E\�DGGUHVVLQJ�QDWXUDO�FDODPLW\��tensai, also 
QDWXUDO�FDWDVWURSKH��SODJXH��FDWDFO\VP��DQG� WKHUHIRUH��HDUWKTXDNHV�DV�
well, are implied. There might be a connection between the instable 
bodies in butoh� DQG� WKH� SK\VLFDO� H[SHULHQFH� RI� HDUWKTXDNHV��%RGLHV�
FRQWLQXH�WR�VKLYHU�DOVR�DIWHU�DQ�HDUWKTXDNH��7KH�VKDNLQJ�FRUSRUHDOLW\�
GLVSOD\LQJ�keiren, convulsive trembling, is a distinctive characteristic 
LQ�+LMLNDWD¶V�GDQFH��ZKLFK�PD\�EH�DI¿OLDWHG�WR�WKLV�VHLVPLF�ERG\�

,Q�KLV�HVVD\�KH�DVVRFLDWHV�QDWXUDO�GLVDVWHUV�ZLWK�VSHFL¿F�FRUSRUHDOL-
ties, in particular with the bodies of children. As far as I have observed, 
WKH� LQIDQW�ERG\� LV�GHQRWHG�E\�+LMLNDWD� WKURXJKRXW�KLV� WH[WV�ZLWK� WKH�
term karada or shintai and never with the term nikutai. Hijikata focuses 
RQ�WKH�VLWXDWLRQ�RI�QDWXUDO�FULVLV�DQG�WKH�LQIDQW�ERG\�ZLWKRXW�UKHWRULFDO�
gloss. His impassive and cold-blooded words manifest an absence of 
GHVSHUDWLRQ�DQG�OLH�RXWVLGH�WKH�VSKHUH�WR�ZKLFK�PRUDO�MXGJPHQWV�DSSO\�

1DWXUDO�GLVDVWHUV�DQG�FKLOGUHQ�DUH�FRQQHFWHG��7KHUH�DUH�PDQ\�FKLOGUHQ�FRQ-
VLGHUHG�WR�EH�WKH�DSSHQGL[�WR�QDWXUDO�GLVDVWHUV��,W�LV�D�QDWXUDO�GLVDVWHU�ZKHQ�WKH\�
DUH�VZHSW�DZD\�E\�LOOQHVV��DV�ZHOO�ZKHQ�D�mochi26 gets stuck in their throat. Chil-
GUHQ�DUH�VWDQGLQJ�QH[W�WR�QDWXUDO�FDODPLW\��7KH\�VFUHDP��QRW�EHFDXVH�WKH\�KDYH�
IRXQG�WKHLU�KDW�RU�RQH�RI�WKHLU�VKRHV�KDV�IDOOHQ��EXW�UDWKHU�EHFDXVH�WKH\�FDQQRW�¿QG�
WKHLU�ERG\�>karada].

,�KDYH�PDGH�WKH�H[SHULHQFH��RQH�DIWHU�WKH�RWKHU��RI�EHLQJ�QHDUO\�WKURZQ�LQWR�
WKH�LURQ�SRW��EXW�,�ZDV�QRW�DEOH�WR�KDYH�VXFK�D�QDWXUDO�GLVDVWHU�LQ�WKH�FLW\��6SHDNLQJ�
DERXW�QDWXUDO�GLVDVWHUV�UHPLQGV�PH�RI�WKH�ÀRRG��7RJHWKHU�ZLWK�WKH�ÀRRG�FRPH�WKH�
corpses of drowned children [kodomo no suishitai], and when the children’s white 
VZROOHQ�EHOO\�FRPHV�GULIWLQJ��LW�JLYHV�D�FRRO�VHQVDWLRQ27.

:LWK� WKLV� HVVD\�+LMLNDWD� HQDFWV� D� FRQFUHWH�PRYHPHQW� IURP� WH[W�
WRZDUGV�WKH�FDUQDO�ERG\�

As the title highlights, Hijikata operates an inversion of the rapport 
between the nikutai and the discourse on the nikutai. Here it is not the 
VWXG\�RI�WKH�ERG\�WKDW�REVHUYHV�WKH�ERG\��EXW�WKH�ERG\�REVHUYHV�WKH�
cognitive practice and research. Present dance studies, as shown in 
GLVFXVVLRQV�RIIHUHG�E\�3KLOLSD�5RWK¿HOG�RU�6XVDQ�/HLJK�)RVWHU��SXQF-
WXDWH�WKLV�YHU\�DVSHFW��DQG�DGGUHVV�WKH�ERG\�RI�WKH�REVHUYHU�VFKRODU��

26 Rice cake.
27 Tatsumi Hijikata, Nikutai ni nagamerareta nikutaigaku��FLW��S������P\�WUDQVODWLRQ�
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ZKLFK�LV�HSLVWHPRORJLFDOO\�LQFOXGHG�LQ�WKH�DQDO\VLV����:H�PD\�VD\�WKDW�
Hijikata accomplished what dance studies and performance studies 
UHFHQWO\�FODLP��WR�EULQJ�EDFN�FRUSRUHDOLW\�WR�LWV�FRUSRUHDO�VHQVH�

Nikutai ni nagamerareta nikutaigaku�HPEUDFHV�VWUDWL¿HG�REVHUYD-
tions, perceptions and cognizance concerning bodies. It is an important 
NH\�WR�DFFHVV�+LMLNDWD¶V�FRQFHSWLRQ�RI�GLYHUVH�FRUSRUHDOLWLHV��DV�ZHOO�
as their intriguing rapport with language, with the verbal and rational 
XQLYHUVH��,W�PD\�EH�FRQVLGHUHG�DQ�LQYHVWLJDWLRQ�DQWH�OLWWHUDP�RI�VHYHUDO�
LVVXHV�SRVHG�E\�UHFHQW�GDQFH�WKHRU\��7KLV�WH[W�FDPH�RXW�LQ�WKH�2FWREHU�
special number Nikutai to gengo �1LNXWDL�DQG�ODQJXDJH��RI�Gendaishi 
WHFKǀ��&RQWHPSRUDU\�DUW�KDQGERRN���������DIWHU�WKH�6HSWHPEHU�QXP-
EHU���������ZKLFK�LQFOXGHG�.DVDL�$NLUD¶V�FULWLTXH�DQG�RWKHU�HVVD\V�RQ�
ODQJXDJH�DQG�WKH�FDUQDO�ERG\��,Q�P\�RSLQLRQ��ERWK�LVVXHV�HSLWRPLVH�WKH�
intricate debate on the nikutai�LQ�WKH�����V�DQG�+LMLNDWD¶V�DQDO\VLV�LV�DQ�
outstanding example.

,�GDUH�WR�VD\�WKDW�+LMLNDWD¶V�WH[WV�DUH�ERGLO\�WH[WV��ZKLFK�PHOW�RUDO-
LW\�DQG�ZULWLQJ��SHUIRUPDQFH�DQG�OLWHUDF\��ERGLHV�DQG�ZRUGV��DQG�WKLV�LV�
FOHDUO\�GLVSOD\HG�LQ�WKLV�HVVD\�

A fundamental aspect of Hijikata’s dance politics and artistic strate-
J\�LQWURGXFHG�H[SOLFLWO\�LQ�WKLV�HVVD\��LV�WKH�VKDWWHUHG�YLVXDO�UDSSRUW��WKH�
GHEXQNLQJ�RI�³RSWRFHQWULVP´��+H�EORZV�XS�WKH�PRQRSRO\�RI�VLJKW�LQ�SHU-
ceiving and producing performance, and as a criterion in philosophical 
SKHQRPHQRORJ\��7KLV�DVSHFW�LV�FU\VWDOLVHG�LQ�WKH�UHLJQ�RI�ankoku (utter 
darkness), in the subtraction of light, in confusing the audience’s visual 
SHUFHSWLRQ�DQG�HPSRZHULQJ�WKH�RWKHU�VHQVHV��7KH�SHUIRUPLQJ�ERG\�LV�
deferred from the production of visual forms and the spectator’s and the 
SHUIRUPHU¶V�JD]H�LV�GLVRULHQWHG��$V�DUWLFXODWHG�LQ�6DOO\�%DQHV�DQG�$QGUp�
/HSHFNL¶V�FROOHFWLRQ�RI�HVVD\V��UHFHQWO\�GDQFH�DQG�SHUIRUPDQFH�VWXGLHV�
have concentrated on reorienting the optomonopolism and turned to the 
DQDO\VLV�RI�SHUIRUPDQFHV�LQYROYLQJ�RXU�RUJDQV�EH\RQG�RXU�H\HV29.

In respect to the gaze in Hijikata’s dance Gunji Masakatsu high-
lights:

�� 3KLOLSD�5RWK¿HOG��Differentiating phenomenology and dance, in The Routledge 
Dancer Studies Reader�� FLW�� SS�� ��������� 6XVDQ� /HLJK� )RVWHU� Choreographing 
history, cit.

29 The Senses in Performance�� HGLWHG� E\� 6DOO\� %DQHV� DQG� $QGUp� /HSHFNL��
/RQGRQ�1HZ�<RUN��5RXWOHGJH�������
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>«@�+LMLNDWD�7DWVXPL�SHHSV�FRQVWDQWO\�LQWR�WKH�nikutai’s inside/inner part as 
LI�KH�ZRXOG�JR�EH\RQG�WKH�LQVLGH�RI�D�FDYHUQ��DQG�DV�LI�KH�ZRXOG�ORRN�DW�VRPH-
thing which is his own nikutai, but is not his own nikutai. There the relation of 
showing and seeing seemed not to have been established. While the spectator sees 
Hijikata’s dancing nikutai, and also Hijikata is seeing that nikutai, it seems as he 
would render this nikutai and its condition different from the usual scenic arts in 
the world30.

7KH� H[WUDRUGLQDU\� FRQGLWLRQ� FUHDWHG� LQ�+LMLNDWD¶V� SHUIRUPDQFHV��
DFFRUGLQJ�WR�*XQML��FDQ�EH�SDUDOOHOHG�RQO\�E\�WKH�IRON�WUDGLWLRQ�EDVHG�
RQ�WKH�V\PSDWKHWLF�PDJLF��jujutsu. This situation happens, for exam-
SOH��GXULQJ�WKH�+DQDPDWVXUL�DQG�<XNLPDWVXUL��SHUIRUPHG�LQ�:LQWHU�LQ�
WKH�DUHD�EHWZHHQ�WKH�PRXQWDLQV�RI�WKH�XSSHU�FRXUVH�RI�7HQU\ǌJDZD��,Q�
these rituals the relation between seeing and show/ing, between who 
dances and who is watching is erased. As Gunji explains, spectators 
(kenbutsu) are excluded, because a fundamental condition of partaking 
in the event is of blood relations31.

In Nikutai ni nagamerareta nikutaigaku Hijikata discusses also ni-
kutaigaku��VWXG\�RQ�WKH�FDUQDO�ERG\��DQG�nikutaishi��KLVWRU\�RI�WKH�FDUQDO�
ERG\���%RWK�DUH�QRW�FRPPRQ�GHVLJQDWLRQV��,Q�P\�RSLQLRQ��WKHVH�QHROR-
gisms are emphasised in respect to the shintai �ERG\���WKH�FRUSRUHDOLW\�
SUHYDLOLQJO\�FRQVLGHUHG�LQ�D�SKLORVRSKLFDO�VXUYH\��$V�D�FRQVHTXHQFH��ni-
kutaigaku and nikutaishi can be viewed in contrast to the common desig-
nation of shintairon��WKH�WKHRU\�RQ�WKH�ERG\32. In respect to nikutai, shin-
tai�LV�IXUWKHU�D�VRUW�RI�QRUPDWLYLVHG�ERG\�LQVHUWHG�LQWR�D�VRFLDO�FRQWH[W�

Hijikata envisages nikutaishi and nikutaigaku� DV� P\WKRORJ\��
VKDUHG�E\�D�ODUJH�QXPEHU�RI�SHRSOH��OLYLQJ�RQ�WKH�VXUIDFH�RI�WKH�FDU-

30 Gunji Masakatsu, 6KL�WR�LX�NRWHQEXWǀ��©%LMXWVX�WHFKǀª��Q�����������S�������P\�
translation.

31 Ibidem��6HH�DOVR�.DWMD�&HQWRQ]H��)LQLV� WHUUDH��EXWǀ�e tarantismo salentino. 
Due culture coreutiche a confronto nell’era intermediale, in Atti del XXX Convegno 
di Studi sul Giappone��HGLWHG�E\�0DULD�&KLDUD�0LJOLRUH��*DODWLQD��/HFFH���&RQJHGR�
(GLWRUH��������SS����������

32 Cf. Katja Centonze, Bodies Shifting from Hijikata’s 1LNXWDL to Contemporary 
Shintai�� 1HZ� *HQHUDWLRQ� )DFLQJ� &RUSRUHDOLW\, cit.; Katja Centonze, Topoi of 
3HUIRUPDWLYLW\��,WDOLDQ�%RGLHV�LQ�-DSDQHVH�6SDFHV�-DSDQHVH�%RGLHV�LQ�,WDOLDQ�6SDFHV, 
in Japanese Theatre in a Transcultural Context. German and Italian Intertwinings, 
HGLWHG� E\� 6WDQFD� 6FKRO]�&LRQFD� DQG� $QGUHDV� 5HJHOVEHUJHU�� 0�QFKHQ�� ,XGLFLXP��
2011, pp. 211-230.
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QDO�ERG\��DQG�FRPSDUHV�WKHP�WR�EDFWHULD��+H�LURQLFDOO\�REVHUYHV��WKDW�
WKHVH�GLVFRXUVHV�DUH�PHDQW�IRU�PDLQWDLQLQJ�WKH�©K\JLHQH�RI�WKH�ERG\�
[karada]»33.

$FFRUGLQJ�WR�WKH�GDQFHU��WKLV�FRQGLWLRQ�RI�WKH�GLVFXUVL¿HG�nikutai 
is transitional, then, he adds, «real extinction» makes its entrance. The 
GHDG�ERG\��shitai, does not take part in the «real extinction», and there-
IRUH�DOVR�WKH�FRUSVH�LV�DIIHFWHG�E\�WKH�P\WKRORJLFDO�EDFWHULD�

Our nikutai� LV� VKDWWHUHG�� GLVLQWHJUDWHG� HYHQ� LQ� WKH� YHU\�PRPHQW�
RI�ELUWK��LW�LV�QRW�LQWDFW�RU�LQWHJUDO��7KLV�LV�UHÀHFWHG�DOVR�LQ�+LMLNDWD¶V�
FKRUHRJUDSKLHV�VLQFH�WKH�EHJLQQLQJ��DQG�ZLOO�EH�¿[HG�DV�D�PHWKRG�LQ�
KLV� GDQFH� SUDFWLFH� GH¿QHG� DV� WKDW� RI�butoh-fu (butoh notation). The 
nikutai concerns a condition of corporeal fragmentation, a split corpo-
UHDOLW\��D�VWUD\LQJ�DQG�DOLHQDWLQJ�DOLHQDWHG��hagurete iru��FRUSRUHDOLW\��
FKDUDFWHULVHG�E\�FKDVPV��WHDUV��FUDFNV��ULSV��sakeme), and not graspa-
EOH�LQ�D�XQLW\��7KHUHIRUH��©WKH�KDQG�FKDVHV�WKH�KDQG34ª��7KH\�DUH�VHHQ�
DV�LQGHSHQGHQW�HQWLWLHV��DOLHQDWHG�IURP�WKH�VXEMHFW��6XEMHFWLYH�LGHQWLW\�
is obliterated and the nikutai melts, congeals, coagulates like a sugar 
FDQG\��bekkoame�� LQ�D�SK\VLRFKHPLFDO�SURFHVV�UHSURGXFHG�LQ�GDQFH��
7KH�ERG\¶V�VWUXFWXUH�LV�UDGLFDOO\�GLVWXUEHG�LQ�LWV�QRUPDO�DQG�QRUPDWLYH�
organisation, its parts and senses are dissociated from their original 
SK\VLRORJLFDO�SRVLWLRQ�DQG�IXQFWLRQ��GLVPHPEHUHG��PL[HG�XS�DQG�WKHQ�
dislocated, as for example in the case of a seeing foot or a seeing rear35. 
The dancer’s hand does not belong to the dancer. The nikutai is an 
object independent from the dancer, and is aligned with the external 
REMHFWV��7KLV�GHIHUUHG�DQG�GLVWDQWLDWHG�ERG\��WKH�GLVWDQFH�EHWZHHQ�WKH�
dancer and him or herself, is the peculiar Verfremdung achieved in bu-
toh dance, where the attention is shifted from the centre to the periph-
HU\��DQG� WKH� IRFXV� LV�GLVWULEXWHG�HYHU\ZKHUH��7KH�GHFHQWULQJ�SURFHVV�
SRLQWV�DW�WKH�DQWL�PRGHUQ�DVSHFW�RI�+LMLNDWD¶V�GDQFH�VWUDWHJ\��%XW��DV�,�
often have discussed elsewhere, the condition of Verfremdung is not a 

33 Tatsumi Hijikata, Nikutai ni nagamerareta nikutaigaku, cit. p. 31. Hijikata 
H[SUHVVHV�KHUH�KLV�FULWLTXH�DJDLQVW�WKH�VDQLWLVHG�DQG�SURVSHURXV�SRVW�ZDU�VRFLHW\�

34 Tatsumi Hijikata, Nikutai ni nagamerareta nikutaigaku, cit. p. 31.
35 7KLV�ZDV�SXW�LQWR�SUDFWLFH��IRU�H[DPSOH��GXULQJ�.RED\DVKL�6DJD¶V�ZRUNVKRS�

(PohrC�HYHQW��7RN\R��0D\������������ZKHUH�WKH�WRSLFV�ZHUH��H\HV�XQGHU�WKH�IHHW��H\HV�
on the rear; corporeal situations linked to Francis Bacon’s art, and to articulations with 
spherical junctions in Hans Bellmeer’s art.
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prerogative of butoh, although it has been accentuated and made ex-
plicit, and UHFXUV�KLVWRULFDOO\�DQG�WHFKQLFDOO\� LQ�-DSDQHVH�SHUIRUPLQJ�
DUWV�GDWLQJ�EDFN�WR�SUHPRGHUQ�WKHDWULFDOLW\36.

Hijikata’s words reveal that the nikutai is bound to loneliness and 
LV�DSSURDFKDEOH�FRJQLWLYHO\�RQO\�WKURXJK�SK\VLRORJ\�±�DQG�QRW�WKURXJK�
nikutaigaku or nikutaishi.

:H�PD\�VD\��WKDW�WKH�GLVFXUVLYH�GLVFLSOLQHV�HPEUDFLQJ�nikutai are 
IDOOLEOH�DQG�PLV¿ULQJ��EHFDXVH�WKH�nikutai is not circumscribable, con-
¿QDEOH��FRQWDLQDEOH�

+LMLNDWD¶V�ZRUGV�FRQYH\�WKDW�ZH�FDQ�GRPLQDWH�KLVWRU\�DV�D�FXOWXUDO�
construction, but we cannot dominate the nikutai. I suppose that herein 
lies the anarchic nature of the nikutai.

1HYHUWKHOHVV�WKHUH�DUH�DOVR�FRQWUDVWLQJ�DQG�SDUDGR[LFDO�DVSHFWV�RI�
the nikutai or different nuances or states of the nikutai. Therefore, it is a 
ÀXLG�HQWLW\��,W�LV�ÀXLG��EHFDXVH�WKHVH�FRUSRUHDOLWLHV�PDLQWDLQ�SDUDGR[HV�
DQG�FRQWUDGLFWLRQV�LQVLGH��VXFK�DV�©WKH�GHDG�ERG\�VWDQGLQJ�VWUDLJKW�DW�
the risk of its own life»).

,Q�+LMLNDWD¶V�WH[WV�ZH�DUH�QRW�FRQIURQWHG�ZLWK�WKH�LGHD�RI�WKH�ERG\��
EXW�WKH�ERG\�LQ�LWVHOI��7KURXJK�WKLV�SHUVSHFWLYH��WKH�ZRUG�GRHV�QRW�HQ-
WUDS��FRUSR�UHDOLW\�LQ�D�¿[HG�FDWHJRU\��EXW�ÀRZV�WRJHWKHU�ZLWK�LW�

36 ,� GLVFXVVHG� WKH� ©GLDFKURQLF� SRO\PRUSKLVP� RI� wazaogi», for example, in 
.DWMD�&HQWRQ]H��)LQLV�WHUUDH��EXWǀ�e tarantismo salentino. Due culture coreutiche a 
confronto nell’era intermediale, cit. pp. 130-133.


