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In the spring of 2000 «The Drama Review» published one issue 
GHGLFDWHG�WR�EXWRK�DQG�7DWVXPL�+LMLNDWD��7ZR�\HDUV�EHIRUH�WKHQ��DQG�
OLWWOH�PRUH�WKDQ�WHQ�\HDUV�DIWHU�WKH�GHDWK�RI�WKH�GDQFHU��KLV�UHFRUGV�ZHUH�
GHOLYHUHG�WR�WKH�.HLR�8QLYHUVLW\�$UW�&HQWHU�WR�IRUP�WKH�+LMLNDWD�7DWVXPL�
Archive. «The Drama Review» published the English translation of 
VRPH� RI� +LMLNDWD¶V� ZULWLQJV�� D� FKURQRORJ\�� FULWLFDO� LQWHUYHQWLRQV�� D�
QXPEHU�RI�SKRWRJUDSKV��,Q�KHU�LQWURGXFWRU\�HVVD\��HIIHFWLYHO\�HQWLWOHG�
The words of Butoh�� 1DQDNR� .XULKDUD� ZURWH�� ©+LMLNDWD� WUDLQHG� KLV�
GDQFHUV�DQG�FKRUHRJUDSKHG�ZRUNV�XVLQJ�ZRUGV��8OWLPDWHO\�KLV�GDQFH�
ZDV�QRWDWHG�E\�ZRUGV�FDOOHG�butoh-fu (butoh notation). A tremendous 
number of words surround his dance1».

1DWXUDOO\�WKH�H[LVWHQFH�RI�QRWDWLRQV�DQG�WKH�DFFHVVLELOLW\�RI�UHFRUGV�
changed the course of butoh studies. Behind the great fascination for an 
obscure and extreme dance, for a new avant-garde, for a language that 
LQ�FROOHFWLYH�LPDJHU\��HVSHFLDOO\�LQ�WKH�:HVW��PDQDJHG�WR�WUDQVIHU�WR�
FKRUHRJUDSK\�WKH�SROLWLFDO�UHYROWV�RI�WKH�����V�DQG�-DSDQ¶V�VKRFN�DIWHU�
WKH�ZDU��EHKLQG� WKH� VFDQGDO�DQG� WKH�SRZHU�RI�ÀXQJ�DQG� WUDQV¿JXUHG�
bodies, there emerged the full coherence of a performative culture, 
WKH� IXOO� GHSWK� RI� D� JURXS� RI� LQWHOOHFWXDOV�� D� FRPPXQLW\� RI� KHUHWLFV�
ZLWKLQ� WKH�KHUHV\��JDWKHUHG�DURXQG�7DWVXPL�+LMLNDWD��7KHUH�HPHUJHG�
WKH� WHFKQLTXHV�� WKH�ZRUN�PHWKRGV��DV�ZHOO�DV� WKH� WKRXJKW�� WKH�XVH�RI�
heterogeneous sources, the vortex of a dialogue between East and 
West, and between past and present.

,W�EHFDPH�FOHDU�WR�:HVWHUQ�VFKRODUV�WRR�WKDW�EXWRK�LV�QRW�VLPSO\�D�
GDQFH�VW\OH��DQG�WKDW�+LMLNDWD¶V�QRWDWLRQV�DUH�QRW�WKH�WUDQVFULSWLRQV�RI�

1 1DQDNR�.XULKDUD��The Words of Butoh, «The Drama Review», vol. 44, n. 1, 
Spring 2000, p. 14.
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movement. Butoh-fu is one of the levels of creation in which images, 
texts and their connection to choreographies generate the new language 
of a dance that breaks through the boundaries of theatre, even before 
expressing subversive contents or expressing itself in unusual forms. A 
dance for which a name needed to be invented2, to be later placed at the 
heart of authentic darkness. «Ankoku Butoh», the dance of darkness.

'LIIHUHQWO\� IURP� +LMLNDWD¶V� ZULWLQJV3 and from the documents 
DERXW� KLV� DFWLYLW\� DV� GDQFHU� DQG� FKRUHRJUDSKHU� �SKRWRJUDSKV�� YLGHR�
IUDJPHQWV��DXGLR�¿OHV��DUWLFOHV��HWF����WKH�EHDXWLIXO�QRWDWLRQ�VFUDSERRNV�
GR�QRW�FU\VWDOOL]H�D�UHVXOW�EXW�UDWKHU�JLYH�DFFRXQW�RI�D�SURFHVV��7KH\�
DOORZ� XV� WR� UHÀHFW� RQ� WKH� GRFXPHQWV� IURP� GLIIHUHQW� SRLQWV� RI� YLHZ��
to use them for different purposes (including exhibitions), and to 
FRQFHLYH�RI�WKH�DUFKLYH�DV�D�G\QDPLF��RSHQ�V\VWHP��SHUFHLYHG�E\�WKH�
EXWRK�FRPPXQLW\�DV�VRPHWKLQJ�OLYLQJ�DV�ZHOO�DV�GDQJHURXV�

Our archive aims to be a genetic archive, focusing on evolution and constant 
growth. The basic idea is to set up a time axis from past to present to future, 
VWDUWLQJ�ZLWK� GRFXPHQWDWLRQ� RI� WKH� SDVW� DQG� FDUU\LQJ� RXW� FUHDWLRQV� WRZDUG� WKH�
future via current dialogues. An archive should be a space of formation with 
emphasis on processes moving along the time axis4.

With these words Takashi Morishita describes the management 
standards at the Hijikata Tatsumi Archive, which he directs.

During the opening of the conference PSi Tohoku 2015 – Beyond 
&RQWDPLQDWLRQ�� &RUSRUHDOLW\�� 6SLULWXDOLW\� DQG� 3LOJULPDJH� LQ� 1RUWKHUQ�
Japan5 (Aomori, August-September 2015), Morishita spoke about Hijikata 

2 About the genesis of the name cf. Idem, p. 12.
3 Hijikata’s writings were released in Japanese language in two volumes under 

the title +LMLNDWD�7DWVXPL�]HQVKǌ��7KH�&ROOHFWHG�:RUNV�RI�+LMLNDWD�7DWVXPL���7RN\R��
.DZDGH�6KREǀ�������

4 Takashi Morishita, Hijikata Tatsumi’s Notational Butoh. An Innovational 
Method for Butoh Creation��7RN\R��.HLR�8QLYHUVLW\�$UW�&HQWHU��������S�����

5 2UJDQLVHG�E\�36L (Performance Studies international) in collaboration with Keio 
8QLYHUVLW\�$UW�&HQWHU�DQG�$RPRUL�0XVHXP�RI�$UW��WKH�FRQIHUHQFH�ZDV�KHOG�LQ�WKH�-DS-
DQHVH�UHJLRQ�RI�7RKRNX��ZKHUH�+LMLNDWD�RULJLQDOO\�FDPH�IURP��DQG�RIIHUHG�DQ�RFFDVLRQ�
of meeting and exchange among scholars and performers from all over the world. See 
3HUIRUPDQFH�6WXGLHV�LQWHUQDWLRQDO�)OXLG�6WDWHV������7RKRNX��-DSDQ��6HOHFW�FRQIHUHQFH�
proceedings��HGLWHG�E\�3HWHU�(FNHUVDOO��7RN\R��.HLR�8QLYHUVLW\�$UW�&HQWHU��������KWWS���
www.art-c.keio.ac.jp/publication/other- publication/psi2015tohoku-proceedings/>.
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and the archive. While introducing him, Stephen Barber stressed that 
0RULVKLWD¶V� FRPPLWPHQW�ZDV� QRW� RQO\� DLPHG� DW� RUJDQLVLQJ�� SUHVHUYLQJ�
and making the archival materials accessible, but also at showing and 
SUHVHQWLQJ�WKHP��VLQFH�WKH�HQG�RI�WKH�����V�WKH\�ZHUH�H[KLELWHG�LQ�PXVHXPV�
all over the world), and thus creating a new audience for Hijikata’s work. 
Morishita started speaking, and now and again a strange crackling sound 
covered his voice. Part of the audience complained about it, it seemed like 
a technical problem, an anomalous fact within an impeccable organisation. 
:KDW�LV�PRVW�VWUDQJH��LV�WKDW�QRERG\�WULHG�WR�VROYH�LW��$ERYH�WKH�FUHDNLQJ��
Morishita talked about Hijikata, of how he built a new environment for 
SHUIRUPDQFH�� D�QHZ�ZD\� WR�XVH� WKH�ERG\�DQG�FRQFHLYH�RI�GDQFLQJ��+H�
WKHQ�WDONHG�RI�WKH�PDQ\�(DVWHUQ�DQG�:HVWHUQ�WHFKQLTXHV�+LMLNDWD�VWXGLHG��
DQG� WKH� LQÀXHQFH� RI� KLV� UHDGLQJV�� *HRUJHV� %DWDLOOH�� -HDQ� *HQHW�� 7KH�
QRLVH�JUHZ�VWURQJHU��0RULVKLWD��VHUDSKLF�DQG�REVWLQDWHO\�LQGLIIHUHQW�WR�WKH�
background, talked about the spread of Antonin Artaud’s thought, of the 
¿UVW�SHUIRUPDQFHV�E\� -DSDQHVH�DUWLVWV� DQG� WKH�SUDFWLFH�RI�KDSSHQLQJV�±�
forms of representation that during the 1960s opened up new scenarios and 
PHDQLQJV�WR�WKH�SK\VLFDO�SUHVHQFH�RI�SHUIRUPHUV�EXW�ULVNHG�UHPRYLQJ�WKH�
WHFKQLTXH�IURP�VWDJH�SUDFWLFH��+H�WDONHG�DERXW�WKH�VFUDSERRNV�FROOHFWLQJ�
Hijikata’s notations and of how the traces of the method he built are kept 
LQ�WKH�DUFKLYH��,Q�UHSO\�WR�VRPH�TXHVWLRQV��KH�WDONHG�DERXW�WKH�FRQQHFWLRQ�
EHWZHHQ�WKH�DUFKLYH�DQG�WKH�XQLYHUVLW\�KRVWLQJ�LW��DQG�DERXW�SURMHFWV�IRU�WKH�
publication of unreleased materials. But the background noise became a 
UHDO�GLVWXUEDQFH��,W�VORZO\�WRRN�RQ�D�UHFRJQLVDEOH�IRUP��'XULQJ�KLV�UHDGLQJ�
Morishita reassured his listeners. This wasn’t microphone feedback. «What 
\RX�KHDU�DUH�WZR�YRLFHVª6, he explained. One is the voice of Hijikata in 
DQ�ROG�UHFRUGLQJ��YHU\�GDPDJHG�LQ�WKH�¿UVW�SDUW��$Q�REVFXUH�GRFXPHQW��
$�UHDOO\�JRRG�ZD\�WR�OHW�WKH�DUFKLYH�VSHDN��7R�OHW�+LMLNDWD�VSHDN��DQG�
VHFUHWO\�GLDORJXH�ZLWK�KLP��7KHUH�DUH�WZR�YRLFHV�EXW�+LMLNDWD�LV�QRW�LQ�
conversation. The other voice is Artaud’s, from To have done with the 
judgement of god. A document in the document. A dialogue blending 
GLIIHUHQW�YRLFHV�RQ�OHJDF\�DQG�DUFKLYDO�PDWHULDOV�DV�SRVVLEOH�SODFHV�IRU�
WKH�VWUDWL¿FDWLRQ�RI�WLPH��$UWDXG¶V�UHFRUGLQJ�IRU�WKH�UDGLR�SURJUDPPH�
FHQVRUHG� LQ� ����� EHFDPH� DQ� H[WUDRUGLQDULO\� SUHFLRXV� REMHFW� IRU�

6 0RULVKLWD¶V� LQWHUYHQWLRQ�FDQ�EH�IXOO\�FRQVXOWHG�RQ�WKH�FRQIHUHQFH�GRFXPHQ-
WDWLRQ� SDJH� �http://psi21.portfolio-butoh.jp/featured/rewind-psi-2015-tohoku/> and 
IURP��KWWSV���ZZZ�\RXWXEH�FRP�ZDWFK"Y VV�Z�.X�9�V>.
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+LMLNDWD��LQ�WKH�����V��RQH�RI�WKH�VWHSV�LQ�KLV�SURIRXQG�LQWHUHVW�IRU�WKH�
)UHQFK�SRHW��YHU\�LQWHQVH�VLQFH�WKH�����V�

7KH� UHIHUHQFH� WR�$UWDXG� LV� D� V\PSWRP�RI�+LMLNDWD¶V� UHODWLRQVKLS�
ZLWK� ZULWLQJ�� ZKLFK� VSDQV� WKURXJK� KLV� DUWLVWLF� H[SHULHQFH� RQ� PDQ\��
YHU\�GHHS��OHYHOV��7KH�WKUHH�PRVW�HYLGHQW�RQHV�DUH�KLV�UHODWLRQVKLS�ZLWK�
OLWHUDWXUH��SDUWLFXODUO\�IURP�)UDQFH��KLV�UHODWLRQVKLSV�ZLWK�ZULWHUV�DQG�
LQWHOOHFWXDOV�RI�KLV�WLPH��DQG�ZLWK�ZULWLQJ�LWVHOI�±�QHYHU�D�VLGH�DFWLYLW\�
IRU�+LMLNDWD��UHYHDOLQJ�D�OHYHO�RI�ODQJXDJH�UHVHDUFK�VWULFWO\�FRQQHFWHG�
to the radical experimentation he conducted on corporeal movement. 
%HVLGH�SUHVHUYLQJ�WKH�WUDFHV�RI�KLV�FKRUHRJUDSKLF�DFWLYLW\��WKH�DUFKLYDO�
materials show Hijikata as a reader and as a writer engaged in the 
GRXEOH�WDVN�RI�OLEHUDWLQJ�ERWK�ERG\�DQG�ODQJXDJH�IURP�DXWRPDWLVPV��
HPXODWLRQV�DQG�VRFLDO�FRHUFLRQ��IURP�WKH�ERQGV�RI�SURGXFWLYLW\��IURP�
WKH�LOOXVLRQ�RI�KDUPRQ\��IURP�WKH�GHFHSWLRQV�RI�KLVWRU\�

7KH�GLIIHUHQW�ZULWLQJ�OHYHOV�DUH�DOUHDG\�LQWHUODFHG�LQ�WKH�SHUIRUPDQFH�
WKDW� PDUNV� WKH� EHJLQQLQJ� RI� WKH� EXWRK� DGYHQWXUH� �QRW� \HW� XQGHU� WKLV�
name). In the context of dance, this adventure was inaugurated under the 
VLJQ�RI�VFDQGDO��DQG�ZDV�KDQGHG�RYHU�WR�KLVWRULRJUDSK\�VXUURXQGHG�E\�
P\WKLFDO�WRQHV��Kinjiki��)RUELGGHQ�FRORUV���ERUURZHG�LWV�WLWOH�IURP�<XNLR�
Mishima’s novel, and in its second, extended version, presented four 
PRQWKV�DIWHU�WKH�¿UVW�RQH��LQ�6HSWHPEHU�������LW�SUHVHQWHG�RQ�VWDJH�WKH�
character Divine, which from the pages of Jean Genet’s Our Lady of the 
Flowers�VQXFN�XQGHU�WKH�IROGV�RI�.D]XR�2KQR¶V�ERG\��DQG�FRQWLQXHG�WR�
inhabit it in other performances unconnected to Mishima’s title. Hijikata 
KDG�DOUHDG\�UHDG�*HQHW�DW� WKH�HQG�RI� WKH�����V7��7KH�¿UVW� WUDQVODWLRQV�
RI�KLV�ZRUNV�KDG�DSSHDUHG� WHQ�\HDUV�EHIRUH�DQG� LQ������ WKH�-DSDQHVH�
version of The Thief’s Journal ZDV�SXEOLVKHG�±�D�ERRN�WKDW�OHIW�D�YHU\�
GHHS�WUDFH�LQ�WKH�¿UVW�WH[W�+LMLNDWD�ZURWH�DERXW�GDQFH��HQWLWOHG�To prison.

$OO�WKH�SRZHU�RI�FLYLOL]HG�PRUDOLW\��KDQG�LQ�KDQG�ZLWK�WKH�FDSLWDOLVW�HFRQRPLF�
V\VWHP�DQG�LWV�SROLWLFDO�LQVWLWXWLRQV��LV�XWWHUO\�RSSRVHG�WR�XVLQJ�WKH�ERG\�VLPSO\�
for the purpose, means, or tool of pleasure. Still more, to a production-oriented 
VRFLHW\��WKH�DLPOHVV�XVH�RI�WKH�ERG\��ZKLFK�,�FDOO�GDQFH��LV�D�GHDGO\�HQHP\�ZKLFK�

7 $ERXW�-HDQ�*HQHW�LQ�SRVW�ZDU�-DSDQHVH�FXOWXUH�DQG�WKH�JUHDW�LQÀXHQFH�RI�KLV�
writings on Hijikata and Ohno, cf. Stephen Barber, +LMLNDWD��5HYROW�RI�WKH�%RG\, Chi-
FDJR�8QLYHUVLW\�3UHVV��6RODU�VHULHV��������HVSHFLDOO\�SS����������)LUVW�HGLWLRQ��/RQGRQ��
Creation Books, 2005).
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PXVW�EH�WDERR��,�DP�DEOH�WR�VD\�WKDW�P\�GDQFH�VKDUHV�D�FRPPRQ�EDVLV�ZLWK�FULPH��
PDOH�KRPRVH[XDOLW\��IHVWLYDOV��DQG�ULWXDOV�EHFDXVH�LW�LV�EHKDYLRU�WKDW�H[SOLFLWO\�
ÀDXQWV�LWV�DLPOHVVQHVV�LQ�WKH�IDFH�RI�D�SURGXFWLRQ�RULHQWHG�VRFLHW\��,Q�WKLV�VHQVH�
P\�GDQFH��EDVHG�RQ�KXPDQ�VHOI�DFWLYDWLRQ��LQFOXGLQJ�PDOH�KRPRVH[XDOLW\��FULPH��
DQG�D�QDLYH�EDWWOH�ZLWK�QDWXUH��FDQ�QDWXUDOO\�EH�D�SURWHVW�DJDLQVW�WKH�³DOLHQDWLRQ�RI�
ODERU´�LQ�FDSLWDOLVW�VRFLHW\��7KDW�LV�SUREDEO\�WKH�UHDVRQ�WRR�WKDW�,�KDYH�H[SUHVVO\�
taken up with criminals.

7KHUH�DUH�VRPH�FRPPRQ�SRLQWV�LQ�WKH�WDFLWXUQLW\�RI�FULPLQDOV��DQG�WKHUH�DUH�
FUXVKLQJ�PLVWDNHV�WKDW�H[WHQG�VWUDLJKW�RQ��,�DP�DOZD\V�GUDJJHG�E\�WKH�OHJV�RI�WKH�
\RXQJ�FULPLQDOV�WRGD\�ZKR�SDVV�PH�E\��7KH\�DUH�OHJV�ZKLFK�KDYH�QHYHU�FDUULHG�
SROLWLFV�DV�DFFRPSOLFHV�IRU�KRUVLQJ�DURXQG��<RXWK�ZKR�FKDVH�IDU�EH\RQG�VXVSLFLRQ�
WKH�LQWHUQDO�PHGLFLQH�DQG�VXUJLFDO�NQLIH��ZKLFK�WRGD\¶V�FLYLOL]DWLRQ�GLVSHQVHV�WR�
WKHP��,�ZDJHU�UHDOLW\�RQ�D�QRQVHQVLFDO�YLWDOLW\�WKDW�KDV�SXUJHG�WKH�HFKR�RI�ORJLF�
IURP�P\�ERG\�DQG�,�GUHDP�RI� WKH�GD\�ZKHQ�,�DP�VHQW� WR�SULVRQ�ZLWK� WKHP��,Q�
SULVRQ�,�ZLOO�OHDUQ�WR�SOD\�IRRWEDOO��7KH\�DUH�WKH�OHJV�RI�FULPLQDOV�ZLWK�QR�QHHG�WR�
OHDUQ�KRZ�WR�VWDQG�LQ�VXFK�D�SODFH��,�DP�VWXG\LQJ�WKDW�NLQG�RI�³FULPLQDO�GDQFH´�.

7KH�ZD\�LQ�ZKLFK�OLWHUDWXUH�DFWV�RQ�+LMLNDWD¶V�FUHDWLYH�SURFHVV�JRHV�
EH\RQG�WKH�IDVFLQDWLRQ�IRU�WKHPHV��DOUHDG\�PDUNLQJ�D�EUHDN�IURP�WKH�GDQFH�
UHSHUWRLUH�LQ�ZKLFK�QHYHU�VR�PXFK�HPSKDVLV�ZDV�JLYHQ�WR�KRPRVH[XDOLW\��
crime, social violence. Even when Hijikata’s choreographies depart from 
a narrative development, the thought of poets and writers he recognised 
DV�IDWKHUV�PDUNHG�KLV�UHVHDUFK�E\�FUHDWLQJ�WKH�FRQGLWLRQV�WR�OHW�WKH�ZRUG�
DFW�RQ�WKH�GDQFH�LQ�DQ�LQGLUHFW�ZD\�

Genet remained a preferential reference for Hijikata as dancer and 
choreographer (as for example in Divinariana for Ohno9, 1960 and Butoh 
Genet for Mitsutaka Ishii, 1967). Other references are Isidore Ducasse, 
known as Comte de Lautréamont, author of The Song of Maldoror to 
ZKLFK�WKH�)UHQFK�VXUUHDOLVWV�JDYH�SRVWKXPRXV�QRWRULHW\��DQG�ORYHG�E\�
Artaud (Disposal place – Extract from The Song of Maldoror, 1960), 
and Artaud himself, who lent the scene of Heliogabalus’s procession 

� Tatsumi Hijikata, To Prison, «The Drama Review», vol. 44, n. 1, Spring 2000, 
SS���������RULJLQDOO\�SXEOLVKHG�DV�Keimusho e��©0LWD�%XQJDNXª��-DQXDU\������

9 2KQR��ZHOO�NQRZQ� LQ�(XURSH�� LV� UDUHO\�PHQWLRQHG� LQ� WKLV�'RVVLHU��7KH�8QL-
YHUVLW\�RI�%RORJQD�KRVWV�D�.D]XR�2KQR�$UFKLYH�WKDW�FRQWULEXWHV�WR�WKH�VWXGLHV�ZLWK�
conferences, researches, translations. See for example %XWǀ��3URVSHWWLYH� HXURSHH� H�
sguardi dal Giappone��HGLWHG�E\�0DWWHR�&DVDUL�DQG�(OHQD�&HUYHOODWL��%RORJQD��'LSDU-
timento delle Arti e almadal��������KWWS���DPVDFWD�XQLER�LW������!��DQG�.D]XR�ƿQR�
DQG�<RVKLWR�ƿQR��1XWULPHQWR�GHOO¶DQLPD��/D�GDQ]D�EXWǀ�$IRULVPL�H�LQVHJQDPHQWL�GHL�
Maestri, Macerata, Ephemeria, 2015.
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WR�+LMLNDWD¶V�PRVW�IDPRXV�SHUIRUPDQFH��WKH�VROR�SHUIRUPDQFH�RI������
+LMLNDWD�7DWVXPL�DQG�WKH�-DSDQHVH��5HEHOOLRQ�RI�WKH�ERG\10.

+LMLNDWD�ZDV�LQLWLDWHG�WR�$UWDXG�E\�WKH�ZULWHU�7DWVXKLNR�6KLEXVDZD��
D� UH¿QHG�)UHQFK� VFKRODU��ZKR� HQGHG� XS� LQ� D� ORQJ� DQG� FRQWURYHUVLDO�
FRXUW� FDVH� IRU� WUDQVODWLQJ� 0DUTXLV� 'H� 6DGH¶V� QRYHOV�� (YHQ� EHIRUH�
Artaud’s books were translated11�� KLV� WKRXJKW��KLV�KLVWRU\��KLV�SRHWU\�
DQG� LGHDV� DERXW� WKHDWUH� HQWHUHG�+LMLNDWD¶V� LPDJHU\� WKURXJK� KLV� ORQJ�
conversations with Shibusawa, who was open to real dialogue, of the 

VDPH�DJH�DV�+LMLNDWD� �OLNH�KLP�ERUQ� LQ�������KH�GLHG�RQH�\HDU�DIWHU�
WKH� GDQFHU�� LQ� ������� YHU\� NQRZOHGJHDEOH� DQG� DWWUDFWHG� E\� WKH� GDUN�
VLGH�RI�NQRZOHGJH��IURP�0HGLHYDO�GHPRQRORJ\�WR�EODFN�PDJLF��IURP�
HURWLFLVP�WR�WKH�SRHWU\�RI�WKH�poètes maudits��$Q�HQOLJKWHQHG�¿JXUH��
+LV�QDPH�FRPSOHWHV�WKH�WLWOH�RI�DQ�LPSRUWDQW�FKRUHRJUDSK\�E\�+LMLNDWD��
Rose-colored dance – A la maison de Monsieur Shibusawa, from 1965.

Hijikata’s relationship with writing, as well as with literature, 

KDV� WR� GR� ZLWK� KLV� LQWHOOHFWXDO� ELRJUDSK\�� DQG� ZLWK� WKH� QHWZRUN� RI�
connections that nurtured his creation of a new dance, meaning new 

movements, new topics, new methods, new sources of inspiration, new 

productive strategies, new patterns of interaction with spectators, new 

DHVWKHWLFV��QHZ�IRUPV�RI�FROODERUDWLRQ�ZLWK�RWKHU�DUWLVWV��QHZ�SHGDJRJ\�
– and also, a new language.

10 +LMLNDWD� 7DWVXPL� WR� QLKRQMLQ�� QLNXWDL� QR� KDQUDQ� is elsewhere translated as 

©+LMLNDWD�7DWVXPL�DQG�-DSDQHVH�SHRSOH��5HEHOOLRQ�RI� WKH�%RG\ª��RU�©5HYROW�RI� WKH�
Flesh»). About the English translation of the performance title cf. Bruce Baird, Hi-
jikata Tatsumi and Butoh. Dancing in a Pool of Gray Grits�� 1HZ�<RUN�� 3DOJUDYH�
Macmillan Press, 2012.

11 The theatre and its double appeared in Japanese in 1965, (in Italian, aside 

IURP�SUHYLHZV� LQ� WKH�PDJD]LQH�©6LSDULRª� LQ� ������ LW�ZDV� FRPSOHWHO\� WUDQVODWHG� LQ�
����� IRU�(LQDXGL��ZKLOH� LQ�(QJOLVK� LW� KDG� DSSHDUHG� IRU� WKH�1HZ�<RUN�*URYH�:HL-
GHQIHOG�LQ��������$V�HDUO\�DV������6KLEXVDZD�GHGLFDWHG�RQH�RI�KLV�ZULWLQJV�WR�+H-
liogabalus, and read Artaud in original language. A partner in dialogue for Hijikata 

WKURXJKRXW�WKH�����V��EULQJLQJ�EDFN�WR�KLP�IURP�)UDQFH�WKH�WDSH�ZLWK�WKH�UHFRUGLQJ�
of To have done with the judgement of god, is the philosopher Kuniichi Uno, a student 

RI�*LOOHV�'HOHX]H��ZKR�LQ������HGLWHG�WKH�-DSDQHVH�WUDQVODWLRQ�RI�A thousand plateaus 

E\�'HOHX]H�DQG�*XDWWDUL��DQG�LQ������WKH�WUDQVODWLRQ�RI�To have done...�E\�$UWDXG��,Q�
�����+LMLNDWD�XVHG�$UWDXG¶V�UHFRUGLQJ�LQ�D�FKRUHRJUDSK\�IRU�WKH�GDQFHU�0LQ�7DQDND�
DQG�LQ�������VKRUWO\�EHIRUH�KLV�GHDWK��KH�SODQQHG�ZLWK�8QR�D�ZRUN�WLWOHG�Experiment 
with Artaud. About Artaud’s voice, and Hijikata’s voice, cf. Stephen Barber, +LMLNDWD��
Revolt of the Body, cit., p. 104.
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Scholars of Hijikata, some of whom appearing in this Dossier, agree 
RQ�WKH�IDFW�WKDW�KLV�ZULWLQJ�VKRXOG�QRW�EH�UHDG�DV�D�FRUROODU\�WR�WKH�GDQFH��
Writing and dance are intertwined, but writing represents a parallel 
artistic path, and a remarkable contribution to the Japanese literature 
of the 1960s and 1970s. In this sense, since Hijikata’s writings are still 
SDUWLDOO\� XQUHOHDVHG�� DQG� IRU� WKH� JUHDWHVW� SDUW� XQWUDQVODWHG�� WKH�PRVW�
DXWKRULWDWLYH�VWXGLHV�UHTXLUH��IURP�:HVWHUQ�VFKRODUV��D�GHHS�NQRZOHGJH�
RI�WKH�-DSDQHVH�ODQJXDJH�DQG�RI�+LMLNDWD¶V�LQWHOOHFWXDO�GHYHORSPHQW��E\�
ZKLFK�KH�IRUFHG�WKH�ODQJXDJH�WR�VD\�VRPHWKLQJ�WKDW�GLG�QRW�H[LVW�EHIRUH�
being nominated. Hijikata’s language is the language of his writing, his 
HVVD\V��KLV�LQWHUYHQWLRQV��KLV�PHPRLUV��LW�LV�WKH�ODQJXDJH�WKDW�GLDORJXHV�
with the images in the choreographic notations of his notebooks; it is 
WKH�ZRUN�ODQJXDJH��VSRNHQ��UHSUHVHQWLQJ�WKH�VKDUHG�ERG\�RI�NQRZOHGJH�
between the choreographer and his dancers, collaborators, students.

<RNR�$VKLNDZD��WKH�GDQFHU�ZKR�ZDV�WKH�³V\PERO´�RI�WKH�FRUSRUHDO�
PHWDPRUSKRVLV�LQYHVWLJDWHG�E\�+LMLNDWD�LQ�WKH�����V��WKH�SURWDJRQLVW�
RI�KLV�PRVW�VWUXFWXUHG�EXWRK��GHVFULEHV�WKH�GDLO\�ZRUN�VHVVLRQV�

,�KDG�WR�EH�YHU\�UHFHSWLYH��DQG�KLV�GHPDQGV�ZHUH�SK\VLFDOO\�YHU\�H[WUHPH��
)RU�DOPRVW�WHQ�\HDUV�RXU�GDLO\�URXWLQH�EHJDQ�ZLWK�KLV�GUXPPLQJ�RQ�D�VPDOO�GUXP�
stretched with animal hide, […] and with his words, which he uttered in a stream like 
SRHWU\��:KHQ�ZH�GDQFHG��WKH�LPDJHV�ZHUH�DOO�GHULYHG�IURP�KLV�YHUEDO�H[SUHVVLRQ��
Without the words we could not dance, so it was like following a poem12.

Hijikata was surprised, Ashikawa continues, «at the similarities 
between writers’ creative processes and his own»13.

,Q�DQ\�FDVH��WKH�ZRUG�GRHV�QRW�OLPLW�LWV�DFWLRQ�WR�LWV�OLWHUDO�PHDQLQJ��
,W� LV� D� ZRUG� EHDULQJ� UHDO� FRQVHTXHQFHV�� $V� LQ� WKDW� ROG� WUDFN� WKDW�
disturbed Morishita’s speech, in Hijikata’s words something is unveiled 
DQG�VRPHWKLQJ�LV�KLGGHQ��LQYLWLQJ�XV�WR�ORRN�GHHSHU��EH\RQG�WKH�ÀDVK\�
VFDQGDO�DQG�WKH�K\SQRWLF�FKDUP�RI�KLV�GDQFH��$OZD\V��EHVLGH�FRQWDLQLQJ�
HOHPHQWV� RI� KLV� SHUVRQDO� UHVHDUFK�� +LMLNDWD¶V� ZRUGV� DUH� FURVVHG� E\�
tensions between the past and the present, between different artistic 
ODQJXDJHV��EHWZHHQ�WKH�ERG\�RI�WKH�GDQFHU�DQG�WKDW�RI�WKH�KXPDQ�EHLQJ�

12 <RNR�$VKLNDZD��'DQFH��,QWLPDF\�3OD\V�,WV�7UXPS, in Mark Holborn, Ethan 
Hoffman, Butoh. Dance of the dark soul��1HZ�<RUN��$SHUWXUH��������S�����

13 ,GHP��S�����
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,Q� WKH� DUFKLYH�� WKH�GRFXPHQWV� WKDW�PRUH� HYLGHQWO\�SUHVHQW� WKHVH�
VWUDWL¿FDWLRQV� DUH� WKH� QRWDWLRQ� ERRNV�� RU� VFUDSERRNV�� FRPSRVHG� RI�
images cut out from art magazines and commented in a language that 
LV� ERWK� SRHWLF� HODERUDWLRQ� DQG� ZRUN� ODQJXDJH�� $V� SUHYLRXVO\� VDLG��
EXWRK�IX�PHDQV�EXWRK�QRWDWLRQ��,W�LV�QRW�D�V\VWHP�RI�V\PEROV�PHDQW�WR�
WUDQVFULEH�WKH�GDQFH��7KH�QRWDWLRQV�GR�QRW�FRPH�DIWHU�WKH�FKRUHRJUDSK\��
&RPELQLQJ�WKH�RXWORRNV�RI�GLIIHUHQW�VFKRODUV��ZH�FDQ�GH¿QH�WKHP�DW�WKH�
VDPH�WLPH�DV�D�¿HOG�RI�H[FKDQJH�EHWZHHQ�PDVWHU�DQG�VWXGHQWV��DV�WKH\�
SUREDEO\�DQVZHU� WR� WKH�QHHG�RI�IRUPXODWLQJ�D� ODQJXDJH�DQG�FRQWHQWV�
IRU�WKH�WUDQVPLVVLRQ�RI�PRYHPHQWV�WKDW�JRHV�EH\RQG�WKH�UHQGLWLRQ�RI�
D� IRUP��� DV� WKH� IRUPXODWLRQ� RI� D�PHWKRG� �ZKLFK� FODVVL¿HV� FRUSRUHDO�
PRYHPHQWV�DQG�VWDWHV�E\�DVVLJQLQJ�QDPHV�WKDW�SRLQW�WR�WKH�XQLYHUVH�RI�
iconographical and thematic sources substantiating them), as objects 
RI�DUW�DQG�PHPRU\��DQ�DXWKHQWLFDOO\�KHWHURJHQHRXV�UHSHUWRU\�WR�ZKLFK�
PRQWDJH�JLYHV�D�UK\WKP�DQG�GLODWHV�DVVRFLDWLRQV��

+LMLNDWD�SUREDEO\�VWDUWHG�XVLQJ�WKH�QRWDWLRQV�IURP�WKH�PLG�����V��7KH�
traces of choreographic genesis emerge from the comparison between 
some scrapbooks and his last, great solo performance, Rebellion of the 
Body��RI�������DIWHU�ZKLFK�KH�RQO\�DSSHDUHG�LQ�FKRUXV�SHUIRUPDQFHV��+H�
GDQFHG�SXEOLFO\�IRU�WKH�ODVW�WLPH�LQ������DQG�WKHQ�ZLWK�JUHDW�LQWHQVLW\�
dedicated himself to teaching and to the creation of choreographies for 
KLV�GDQFHUV��PRYLQJ�DZD\�IURP�WKH�PRUH�H[SHULPHQWDO�VWUXFWXUH�RI�WKH�
¿UVW�SHUIRUPDQFHV�DQG�SURGXFLQJ�PDWHULDOV� WKDW�ZHUH�PRUH�VWUXFWXUHG�
DQG� UH¿QHG�� YHU\� FKDUDFWHULVHG� LQ� VW\OH�� 0RULVKLWD� VXJJHVWV� D� GLUHFW�
connection between Hijikata’s departure from the stage and the use 
of notations as the building of a solid method that could survive the 
SHUIRUPDWLYH�GLPHQVLRQ��$�PHWKRG�LV�D�GHOLYHU\��LW�DOORZV�WKH�SDVVDJH�
of dance experience from he who creates it to other performers, and it 
UHTXLUHV�WKH�¿QH�WXQLQJ�RI�D�YRFDEXODU\�DQG�WKH�FUHDWLRQ�RI�D�XQLYHUVH�
of shared associations. To avoid exhausting its purpose in the form 
RI�PRYHPHQW�DQG� LQ� WKH�H[HFXWLRQ� WHFKQLTXH�� WKLV�SDVVDJH� UHTXLUHV�D�
V\VWHP�WKDW�FDQ�HQJHQGHU�D�FKDLQ�RI�KLGGHQ�PHDQLQJV��WKH�FRQQHFWLRQ�
to perception and imagination exercises, the suggestion of a mental 
FRQGLWLRQ��,Q�WKLV�ZD\�VRPH�ZRUGV�VWDUW�WR�GLVSOD\�D�QXPEHU�RI�PHDQLQJV��
The name of Bacon becomes the indication of a movement containing 
WKH�FKDUDFWHULVWLFV�RI�VTXDUHV�DVVRFLDWHG�WR�VRPH�TXDOLWLHV�RI�WKH�ERG\�
±�OLNH�WRUVLRQ��WUDQV¿JXUDWLRQ��IXVLRQ�±�ZKLOH�DOVR�FDUU\LQJ�ELRJUDSKLFDO�
memories – the suicide of the painter’s lover –, and all the words and 
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gestures used in the workroom to inspire the imagination connected to 
%DFRQ�DQG�PDNH�LW�D�UHDO�PRYHPHQW��SUHYLRXVO\�LQH[LVWLQJ��LQHYLWDEO\�
UHTXLULQJ�LQGLFDWLRQV�DERXW�PRYHPHQW�PHFKDQLFV�WRR��+HUH�LV�WKH�SRZHU�
RI�D�ZRUG��UHYHUEHUDWLQJ�IURP�WKH�ERG\�WR�WKH�SDJH�DQG��LQ�WKLV�OLNH�LQ�
PDQ\�RWKHU�FDVHV��LQFOXGLQJ�WKH�SRZHU�RI�LPDJHV�

Images are the most consistent components of the scrapbooks, 
almost making them a visual guide for the creation of performance14. 
%H\RQG�WKH�XVH�RI�VXUUHDOLVW�DVVRFLDWLRQ�WHFKQLTXHV��GHFRQWH[WXDOLVDWLRQV�
and collages, which place the issue of their interpretation in art-
KLVWRULFDO� WHUPV�DQG�GLVFRQQHFW� WKHP� IURP� WKH� V\VWHPV�RI�PRYHPHQW�
transcription revealing them as the place for genesis, the complex 
V\VWHP�RI�VFUDSERRNV�UHYHDOV�D�OHYHO�RI�FRQQHFWLRQ�WR�LPDJHV�WKDW�LV�YHU\�
FRQVFLRXV��QRW�RQO\�DHVWKHWLF�±�SUHFLVHO\�DV�LW�KDSSHQV�IRU�WKH�UHODWLRQVKLS�
between Hijikata and literature. The scrapbooks are maps of Hijikata’s 
FKRUHRJUDSKLF�WKRXJKW��7KH\�VKRZ�D�SURFHVV�WKDW�UHVLVWV�LWV�SHUIRUPDWLYH�
UHVXOW��7KH\�LQFOXGH�GLIIHUHQW�NLQGV�RI�LPDJHV��PDVWHUSLHFHV�RI�:HVWHUQ�
DUW�� HVSHFLDOO\� IURP� WKH� WZHQWLHWK� FHQWXU\� �3LFDVVR�� .OLPW�� %HOOPHU��
Bacon, Michaux, Giacometti, Dubuffet – sometimes fragments of their 
works from which Hijikata cut out single characters, fragments of the 
KXPDQ�ERG\��IDFLDO�H[SUHVVLRQV���EXW�DOVR�IURP�SDLQWLQJ�DUW�RI�WKH�SDVW�
(an entire scrapbook is dedicated to Leonardo da Vinci – then there 
DUH� *U�QHZDOG¶V� DQG� $OWGRUIHU� FUXFL¿[LRQV�� DQG� %RVFK¶V� EHJJDUV���
reproductions of ancient Iranian artifacts and Roman friezes, Japanese 
art – and photographs from outside the realm of art to be used for their 
VXEMHFWV��HVSHFLDOO\�DQLPDOV��$W�WLPHV�WKH�LQWHUHVW�IRU�LPDJHV�LV�PRVWO\�
formal, connected to positions, attitudes, and it shows a glimpse of the 
work on real bodies that pose resistance to the (often informal) outline 
RI�RQH¶V�¿JXUH��,Q�RWKHU�FDVHV�WKH�IRFXV�RI�LQWHUHVW�OLHV�LQ�WKH�FRQWHQW��WKH�
WKHPH��WKH�VWRU\�RU�WKH�³VSLULWXDO´�GLPHQVLRQ�RI�WKH�LPDJH��ZKDW�FDQQRW�
EH�VHHQ�RI�WKH�¿JXUH��7KHUHIRUH��WKH�WUDQVIHU�SURFHVV�WR�FKRUHRJUDSK\�
LV�QRW�RQO\�DHVWKHWLF�DQG�LPLWDWLYH��LW�KDV�WR�GR�ZLWK�ZKDW�FRPSRVHV�WKH�

14 For a reading of the scrapbooks in the perspective of visual arts cf. Kurt 
Wurmli, The power of image. Hijikata Tatsumi’s scrapbooks and the art of Butô, PhD 
'LVVHUWDWLRQ��8QLYHUVLW\�RI�+DZDLL�DW�0DQRD��������7KH�WKHVLV�SUHVHQWHG�D�GHWDLOHG�
indexing of the iconographic apparatus of the scrapbooks, and proposes a compared 
reading between the images used as source of inspiration for the dance and the photo-
graphs documenting the performances.
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GDQFH��WKH�ZD\�LQ�ZKLFK�WKH�LPDJLQDWLRQ�DFWV�RQ�WKH�ERG\�¿OOLQJ�XS�WKH�
PRYHPHQW�DQG�WUDQVIRUPLQJ�LW��7KH�PRYHPHQW�LV�¿OOHG�XS�E\�PDNLQJ�LW�
GHQVH�DQG�LQWHQVLI\LQJ�SUHVHQFH��DQG�WUDQVIRUPHG�E\�PDUNLQJ�D�GDQFH�
WKDW�LV�FRPPRQO\�GH¿QHG�DV�PHWDPRUSKLF�UDWKHU�WKDQ�H[SUHVVLYH�

We are facing the atlas of a performative culture that is born with 
+LMLNDWD�EXW�GHFODUHV�DOO�LWV�URRWV��H[WHQGLQJ�LQ�PDQ\�GLIIHUHQW�GLUHFWLRQV�
LQ� WKH� SDVW�� )RU� H[DPSOH�� FRQVLGHULQJ� WKH� JUHDW� LQÀXHQFH� RI� )UHQFK�
writers on the evolution of his artistic development and the in-depth 
knowledge of his partner in dialogue Shibusawa, it would be interesting 
WR� UHDG� WKH�DFWLYLW\�RI� WKH� VFUDSERRNV�DJDLQVW� WKH�EDFNJURXQG�RI� WKH�
%DWDLOOH�RI�©'RFXPHQWVª��WKXV�EH\RQG�WKH�IDVFLQDWLRQ�IRU�WKH�WRSLFV�RI�
HYLO�DQG�HURWLFLVP�DUWLFXODWHG�E\�WKH�)UHQFK�ZULWHU�±�E\�ORRNLQJ�DW�WKH�
organisational methods for materials and knowledge, at the use of the 
residues of one culture to produce thought instead of cataloguing the 
culture, to liberate forces instead of archiving meanings. Thus the topic 
RI�PHWKRG�LQ�+LMLNDWD�JRHV�EH\RQG�WKH�WRSLF�RI�PHWKRG�LQ�FKRUHRJUDSKLF�
creation. Looking at the scrapbooks in relation to the work with his 
students and dancers, thinking of their connection to the spoken side 
of practice and looking at the relationship between the images and the 
poetic notations – in themselves concrete indications even when their 
OLQN�WR�WKH�LPDJHV�LV�QRW�DOZD\V�XQGHUVWDQGDEOH�±��ZKDW�LV�HYLGHQW�LV�
that the search for a work language pervades the images, the writings, 
and the dance – a language that arises from the encounter of these three 
sources. The powers enclosed in these forms reverberate on all levels 
of Hijikata’s work, a work in search for principles. For this reason his 
ZRUN�VKDUHV�PDQ\�FRPPRQ�SRLQWV�ZLWK�WKH�UHVHDUFK�RI�VRPH�:HVWHUQ�
GLUHFWRUV�FRQWHPSRUDU\�WR�KLP��,�DP�WKLQNLQJ�KHUH�RI�-HU]\�*URWRZVNL��
RU�(XJHQLR�%DUED��DQG� WKHLU�FDSDFLW\� WR� LGHQWLI\�SULQFLSOHV� UHFXUULQJ�
in performative cultures distant from one another as for time period 
and cultural tradition15��7KHLU�QDPHV�LQYLVLEO\�ÀLFNHU�EHKLQG�WKH�WKHPHV�
SUHVHQWHG� LQ� WKLV�'RVVLHU�� WKH� VXVSHQVLRQ� RI� WKH� HJR� DV� D� QHFHVVDU\�
dimension for the transmission relationship, pushing theatre training 
to the boundaries of personal initiation; the use of invisible materials 

15 About the recurring principles, and as methodological indication for a series 
RI�UHIHUHQFHV�DPRQJ�WKHDWUH�FXOWXUHV��VHH�WKH�ERRN�E\�(XJHQLR�%DUED�DQG�1LFROD�6DYD-
rese, $�'LFWLRQDU\�RI�7KHDWUH�$QWKURSRORJ\��7KH�6HFUHW�$UW�RI�WKH�3HUIRUPHU, London 
DQG�1HZ�<RUN��5RXWOHGJH��������DQG�IROORZLQJ�HGLWLRQV��
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LQ� VXSSRUW� RI� WUDLQLQJ�� WKH� VHDUFK� IRU� WUXWK� LQ� YROXQWDU\� DFWLRQ�� WKH�
LQWHUFRQQHFWLRQ�RI�ERG\�ODQJXDJH�H[SHULPHQWDWLRQ�DQG�VSLULWXDO�SDWK��
WKH� DFWLRQ� RI� SHUVRQDO� DQG� FROOHFWLYH�PHPRU\� RQ� WKH� DFWRU�GDQFHU¶V�
practice; the implementation of a work language that can render 
SRZHU�DQG�UHDOLW\�WR�ZRUGV��D�SXEOLF�ODQJXDJH�WKDW�NHHSV�VRPH�VHFUHWV��
3ULQFLSOHV��DV�$UWDXG�ZURWH��DUH�OLNH�GROSKLQV��©RQFH�WKH\�KDYH�VKRZQ�
WKHLU�KHDGV��KXUU\�WR�GLYH�EDFN�LQWR�WKH�REVFXULW\�RI�WKH�GHHSª16.

1RW� RQO\� GLG� +LMLNDWD� GHDO� ZLWK� LVVXHV� FRPPRQ� WR� WKH� WKHDWUH�
UHIRUPHUV�RI�WKH�VHFRQG�SDUW�RI�WKH�WZHQWLHWK�FHQWXU\��DOORZLQJ�XV�WR�UHDG�
KLV�H[SHULHQFH�RXWVLGH�WKH�FRQ¿QHV�RI�GDQFH�JHQUHV�EXW��OLNH�WKHP��KH�
also took up the work from where the masters of the past had left it. He 
chose his fathers. Some are European poets and men of theatre, in their 
WXUQ�RIWHQ�LQÀXHQFHG�E\�WKH�YLVLRQ�RI�(DVWHUQ�WUDGLWLRQV��,Q�+LMLNDWD¶V�
H[SHULHQFH�� WKH\� DSSHDU� DV� D� FXUUHQW� WKDW� GLYHV� GHHS� DQG� UHHPHUJHV�
LUUHJXODUO\�WKURXJK�VSDFH�DQG�WLPH��D�FKDQQHO�IRU�WKH�WUDQVPLVVLRQ�DQG�
regeneration of theatre culture following a non-linear development, a 
SDVVDJH�RIWHQ�IDFLOLWDWHG�E\�ERRNV�±�DJDLQ��E\�WKH�ZRUG��

7KH�RSHQLQJ�ZULWLQJ�RI�WKLV�'RVVLHU� LPPHGLDWHO\�GHOYHV�LQWR�WKH�
VSDFH�RI�WKH�UHODWLRQVKLS�EHWZHHQ�ERG\�DQG�ZRUG��WKH�VSDFH�RI�GLUHFW�
WUDQVPLVVLRQ� DQG� RI� +LMLNDWD¶V� ZRUGV�� ,W� ZDV� ZULWWHQ� E\� WKH� GDQFHU�
$NLUD�.DVDL��7KH\�WRR�DUH�WKH�ZRUGV�RI�D�PDVWHU�

7KH�$RPRUL�FRQIHUHQFH��DWWHQGHG�E\�DOO�WKH�VFKRODUV�LQYROYHG�LQ�WKLV�
Dossier, for some of them ended with an event outside the programme. 
.DVDL� KDG� RUJDQLVHG� D� PHHWLQJ� LQ� KLV� VSDFH� LQ� 7RN\R� WKDW� LQFOXGHG�
the performance of an Italian dancer, Alessandra Cristiani, and two 
WKHRUHWLFDO�WDONV�±�RQH�JLYHQ�E\�P\VHOI�DERXW�$QWRQLQ�$UWDXG��DQG�RQH�
E\�0DULD�3LD�'¶2UD]L�DERXW�WKH�LGHD�RI�EXWRK�LQ�,WDO\17. Bruce Baird and 
Katja Centonze managed to change their plans and attend the evening 
ZKLFK��DIWHU�GD\V�RI�UHÀHFWLRQ�RQ�GRFXPHQWV�DQG�RQ�WKH�ULVN�IRU�EXWRK�
WR�EH�WUDQVPLWWHG�DV�GDQFH�VW\OH�DQG�HPSW\�IRUP��RIIHUHG�WKH�RFFDVLRQ�WR�

16 Antonin Artaud, Le théâtre alchimique, in Le Théâtre et son Double, here 
TXRWHG�IURP�$UWDXG��The theatre and its double��WUDQVODWHG�E\�0DU\�&DUROLQH�5LFK-
DUGV��1HZ�<RUN��*URYH�3UHVV��������S�����

17 Alessandra Cristiani presented her solo performance Opheleia, which inaugurat-
HG�D�VWXG\�UHVLGHQFH�LQ�WKH�HXUK\WKP\�VFKRRO�GLUHFWHG�E\�$NLUD�.DVDL�LQ�KLV�7HQVKL�NDQ�
(The home of angels). The event marked an important step in the project of collaboration 
DQG�UHVHDUFK�WKDW�ZH�KDYH�FRQGXFWHG�ZLWK�.DVDL�DQG�KLV�FRPSDQ\�IRU�\HDUV�
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UHWKLQN�WKH�SRZHU�RI�+LMLNDWD¶V�OHJDF\�LQ�SUHVHQW�WLPHV��7KHUH��FRQFUHWHO\�
DQG�RXWVLGH�RI�DQ\�PHWDSKRU��WKH�LPSRUWDQFH�RI�PHPRU\�PHUJHG�ZLWK�
WKH� WRSLFDOLW\�RI�GDQFH��)URP�WKHUH� LW�ZDV� LPSRUWDQW� WR�VWDUW�DJDLQ�� WR�
UHÀHFW�RQ�WKH�UHODWLRQVKLS�EHWZHHQ�ZULWLQJ�DQG�GDQFH�PHWKRG��EHWZHHQ�
language and corporeal practice, between master and pupils, and between 
documents and artistic processes. I would like to thank all the scholars 
ZKR� DFFHSWHG�P\� LQYLWDWLRQ� DQG� RSHQHG� XS� UHÀHFWLRQ� WUDMHFWRULHV� RQ�
WKHVH�WKHPHV��(VSHFLDOO\�%UXFH�%DLUG�DQG�.DWMD�&HQWRQ]H��DOVR�IRU�WKHLU�
collaboration in the contacts with the archive.

%DLUG�� DXWKRU� RI� D� YHU\� LPSRUWDQW� ERRN� RQ� 7DWVXPL� +LMLNDWD��, 
delves here into the issue of the disproportion between the spread of 
butoh images19�DQG�WKH�DFFHVVLELOLW\�RI�SHUIRUPDQFH��7KH�FLUFXODWLRQ�RI�
SKRWRJUDSKV�FRQYH\HG�WKH�DHVWKHWLFV�DQG�WKH�LGHD�RI�EXWRK�EXW�ULVNHG�
GHSULYLQJ�LW�RI�WKH�PHWKRG�RI�GDQFH�FUHDWLRQ��$�PHWKRG�WKDW�JRHV�EH\RQG�
PRYHPHQW�WHFKQLTXHV��WKDW�SULYLOHJHV�FKRUHRJUDSKLF�H[DFWLWXGH�DERYH�
improvisation, that establishes a precise relationship with the audience. 
The issue is to move from the images and words about butoh to the 
images and words of butoh, outside of the descriptive role transgressed 
E\�+LMLNDWD��E\�XVLQJ�LPDJHV�DQG�ZRUGV�WR�WUDQVIRUP�WKH�GDQFHUV�DQG�
their performances. Baird, who has at length collaborated with the 
DUFKLYH�DQG�ZRUNHG�H[WHQVLYHO\�RQ�WKH�GRFXPHQWV��UDLVHV�WKH�SUREOHP�RI�
how active dancers received some operations for the interpretation and 

�� I advice readers to see his Hijikata Tatsumi and Butoh. Dancing in a Pool of 
Gray Grits��FLW���DERXW�D�QXPEHU�RI�WKH�WRSLFV�PHQWLRQHG�LQ�WKLV�LQWURGXFWRU\�HVVD\��HV-
SHFLDOO\�DERXW�WKH�QHFHVVLW\�WR�OLEHUDWH�ODQJXDJH�IURP�VRFLDO�FRQVWUDLQWV��EHVLGH�SK\VLFDO�
PRYHPHQW��DQG�DERXW�WKH�UHODWHG�GLDORJXH�EHWZHHQ�<XNLR�0LVKLPD�DQG�7DWVXPL�+LMLNDWD�

19 ,Q�WKLV�'RVVLHU�QR�VSDFH�LV�GHGLFDWHG�WR�WKH�WRSLF��ZRUWK\�RI�IXUWKHU�LQYHVWLJDWLRQ��
RI�WKH�EXWRK�SKRWR�DQG�¿OP�GRFXPHQWDWLRQ��LQFOXGLQJ�WKH�IDPRXV�FROODERUDWLRQV�RI�
+LMLNDWD�ZLWK� YLVXDO� DUWLVWV� FRQWHPSRUDU\� WR� KLP��%HVLGH� WKH� ERRNV� E\� WKH� DXWKRUV�
RI� WKLV�'RVVLHU� DQG� WKH�ELEOLRJUDSK\� LQFOXGHG� LQ� WKH� HVVD\V�KHUH� FROOHFWHG�� VHH� WKH�
FRQWULEXWLRQV� E\�0DUN�+ROERUQ� DERXW� WKH� FROODERUDWLRQV� EHWZHHQ�+LMLNDWD� DQG� WKH�
photographer Eikoh Hosoe: Eikoh Hosoe��FROOHFWLRQ�$SHUWXUH�0DVWHU�RI�3KRWRJUDSK\��
Köln, Könemann, 1999; 7KH�GHPRQ�P\WK��.DPDLWDFKL, in Idem, %ODFN�VXQ��7KH�H\HV�
of four. Roots and innovation in japanese photography, «Aperture», vol. 102, spring 
������DQG�WKH�DIWHUZRUG�WR�Ba Ra Kei. Ordeal by roses. Photographs of Yukio Mishima 
by Eikoh Hosoe, 1HZ�<RUN� $SHUWXUH��������$ERXW�WKH�VDPH�WRSLF��VHH�DOVR�P\�Corpo, 
spirito, immagine. Il Kamaitachi di Eikoh Hosoe e Tatsumi Hijikata, in Le religioni 
e le arti. Percorsi interdisciplinari in età contemporanea��HGLWHG�E\�6HUJLR�%RWWD�DQG�
Tessa Canella, Brescia, Morcelliana, 2015.
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WUDQVPLVVLRQ�RI�+LMLNDWD¶V�PHWKRG��,�ZRXOG�OLNH�WR�PHQWLRQ�KHUH�EULHÀ\�
DQ�DVSHFW�WKDW�ZDV�SXUSRVHIXOO\�QHJOHFWHG�LQ�WKH�FKRLFH�RI�WKLV�'RVVLHU¶V�
LQYHVWLJDWLRQV��DQG�ZKLFK�LQVWHDG�SOD\V�D�UHOHYDQW�UROH�LQ�WKH�DUFKLYDO�
DFWLYLW\�IRU�WKH�FUHDWLRQ�RI�QHZ�GRFXPHQWV��,�DP�UHIHUULQJ�KHUH�WR�WKH�
FROODERUDWLRQ�RI�VRPH�RI�+LMLNDWD¶V�VWXGHQWV��QDPHO\�<XNLR�:DJXUL�DQG�
0RH�<DPDPRWR��QRW�RQO\�IRU�WKH�FRPSDUHG�UHDGLQJ�RI�WKHLUV�DQG�WKHLU�
master’s notations, but also for a series of executions that transform 
ZULWWHQ�LQGLFDWLRQV�LQWR�UHDO�PRYHPHQWV�WKDW�FDQ�EH�¿OPHG��FDWDORJXHG��
and archived. In this operation words become real actions again, and 
WKH�GRFXPHQWDU\�DUFKLYH�GLUHFWO\�FRQIURQWV�WKH�DUFKLYH�RI�PRYHPHQWV�
VWRUHG� LQ� WKH� SK\VLFDO� PHPRU\� RI� VWXGHQWV�� WKH� RQO\� RQHV� ZKR� FDQ�
decipher Hijikata’s writings in terms of dance.

Writing here on behalf of the archive is Takashi Morishita, whom 
I thank for the authorisation to publish excerpts from his book Hijikata 
Tatsumi’s Notational Butoh. An Innovational Method for Butoh Creation, 
a gift he gave to the Aomori conference participants, an important 
GRFXPHQW� WR� VKDUH�� ,Q� KLV� H[SHULHQFH��+LMLNDWD¶V�ZRUG� LV� QRW� RQO\� WKH�
REMHFW�RI�VWXG\��LW�LV�WKH�GLUHFW�PHPRU\�RI�D�SURFHVV�WKDW�PDLQWDLQV�WKH�
H[DFWLWXGH�RI�ZULWLQJ��FUHDWHV�QDPHV�WR�PDNH�WKLQJV�H[LVW��DQG�WKH�HQHUJ\�
RI�WKH�VSRNHQ�ZRUG��DQLPDWHG�E\�JHVWXUHV�DQG�SK\VLFDO�SUHVHQFH20.

6WHSKHQ�%DUEHU¶V�HVVD\�RSHQV�XS�DQ�H[WUHPHO\�LQWHUHVWLQJ�YRUWH[�
RQ�WKH�UHODWLRQVKLS�EHWZHHQ�GDQFH�DQG�YLVXDO�DUWV��%\�REVHUYLQJ�WKH�XVH�
Richard Hawkins makes of Hijikata’s scrapbooks in artistic projects 
LQWHQGHG�IRU�PXVHXPV��KH�RIIHUV�D�FRPSOH[�WUDMHFWRU\�WR�UHDG�LQWR�WKH�
relationship between the choreographer and his sources, and between 
SUHSDUDWRU\� PDWHULDOV� DQG� DUW� REMHFWV�� �ZKLFK� LQ� +LMLNDWD¶V� QRWDWLRQ�
V\VWHP� RYHUODS�� E\� XVLQJ� WKH� UHSURGXFWLRQV� RI� WZHQWLHWK� FHQWXU\�
PDVWHUSLHFHV�DV�WRROV�IRU�GDQFH��DQG�E\�JHQHUDWLQJ�DQ�DUWLVWLF�SURGXFW�
that assumes a new value outside of its context, and of its nature. 

20 In one section of the book not included in this Dossier, Morishita recounts his 
arrival at Hijikata’s Asbestos Studio with the task of transcribing texts and speeches 
in view of publication. Even though the agreement with the publisher concerned the 
GHOLYHU\� RI� D� ¿QLVKHG�PDQXVFULSW��0RULVKLWD�ZDV� DVNHG� WR� WUDQVFULEH� WKH� VSHHFKHV�
WR�PDLQWDLQ� WKH� JUHDW� OLEHUW\� RI� DVVRFLDWLRQV� DQG� RI� ODQJXDJH� E\�ZKLFK� WKH� GDQFHU�
H[SUHVVHG�KLPVHOI�ZKLOH�PRYLQJ�LQVLGH�KLV�ZRUN�VSDFH��DQG�UHFDOOV�WKH�H[WUDRUGLQDU\�
change in register when he was dictated texts that Hijikata pronounced in structured 
form. Cf. Hijikata Tatsumi’s Notational Butoh, cit. p. 44.
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%DUEHU�ZULWHV�H[WHQVLYHO\�DERXW�WKH�UHODWLRQVKLS�EHWZHHQ�+LMLNDWD�DQG�
KLV� VRXUFHV��QRW� H[FOXVLYHO\�EXW� HVSHFLDOO\� OLWHUDU\�RQHV�� LQ�KLV�ERRN�
+LMLNDWD��5HYROW�RI�WKH�%RG\, GHYHORSHG�DURXQG�RWKHU�REMHFWV�RI�VWXG\�
for the author, including Antonin Artaud20.

Katja Centonze’s perspective brings the word back into the heart 
RI� WKH�GDQFH�SUREOHP��+LMLNDWD¶V�GH¿QLWLRQ�RI� WKH�ERG\��RI�D�VSHFL¿F�
TXDOLW\� RI� WKH� ERG\�� GLIIHUHQW� IURP� WKH� DWKOHWLF� ERG\� DQG� IURP� WKH�
HYHU\GD\�ERG\�� WKH� VHDUFK� IRU� D�QDPH� WKDW� FRUUHVSRQGV� WR� D� VSHFL¿F�
HQHUJ\��WKDW�EHFRPHV�H[SORVLYH�FRPSDUHG�WR�DOO�WKH�RWKHUV��FRPSDUHG�
to the context, for its power to be different. Centonze has translated and 
ZULWWHQ�DERXW�+LMLNDWD��LQ�YHU\�PDQ\�VSHHFKHV�VKH�KDV�OHW�KLV�SUHVHQFH�
HPHUJH�E\�SHQHWUDWLQJ�LQVLGH�KLV�ERG\�RI�ZULWLQJ�

Maria Pia D’Orazi21�WUDQVIHUV�WKH�UROH�RI�WKH�ZRUG�IURP�WKH�GH¿QLWLRQ�
WR� WKH� WUDQVIRUPDWLRQ� RI� WKH� ERG\�� IURP�+LMLNDWD¶V� HODERUDWLRQ� ±�ZKR�
WUDLQHG�KLV�DZDUHQHVV�DORQJ�ZLWK�KLV�SK\VLFDO�ERG\�±�WR�$NLUD�.DVDL¶V�
MRXUQH\�±�ZKR�LQKHULWHG�WKH�ZRUG�DV�D�WRRO�IRU�FUHDWLRQ�DQG�NQRZOHGJH�DQG�
UHFRYHUHG�LWV�SRZHU�EH\RQG�WKH�PHDQLQJ��,Q�5XGROI�6WHLQHU¶V�HXUK\WKP\��
.DVDL� ¿QGV� D� WHFKQLTXH� IRU� WKH� LQYHVWLJDWLRQ� DQG� FRPSRVLWLRQ� RI� WKH�
human being, merging language and movement and using the power of 
YRFDOL]DWLRQ��ZLWK�WKH�FDSDFLW\�WR�EULQJ�WKH�ERG\�EDFN�WR�LWV�RULJLQV��WR�
that place of contact with universal forces, to a space for creation.

,Q�,WDO\�.DVDL�ZDV�DQG�LV�WKH�SURWDJRQLVW�RI�D�ORQJ�SHGDJRJLFDO�DQG�
FUHDWLYH�SURFHVV��0\�DFNQRZOHGJHPHQWV�WR�KLP�JR�PXFK�EH\RQG�KLV�
KLJKO\�SUHFLRXV�FRQWULEXWLRQ�WR�WKLV�'RVVLHU�

In this Dossier we have chosen to respect the authors’ choice about the order 
LQ� -DSDQHVH� QDPHV�� 7KH� HVVD\V� E\� 7DNDVKL�0RULVKLWD�� %UXFH� %DLUG� DQG� .DWMD�
&HQWRQ]H�� FRPSO\� WR� WKH� VXUQDPH� QDPH� FRQYHQWLRQ��7KH� LQWURGXFWLRQ� DQG� WKH�
HVVD\V�E\�6WHSKHQ�%DUEHU�DQG�0DULD�3LD�'¶2UD]L��DQG�FRQQHFWHG�ELEOLRJUDSKLFDO�
indications, use the Western standard (name surname).

As for the transliteration, our choice was to use the standard in English 
ODQJXDJH� �EXWRK� IRU� EXWǀ� RU� EXW{�� LQ� DOO� WKH� HVVD\V�� H[FHSW� IRU� ELEOLRJUDSKLFDO�
LQGLFDWLRQV�WR�HVVD\V�DQG�ERRNV�WKDW�XVH�GLIIHUHQW�WUDQVFULSWLRQV�

20 Among Barber’s books: $QWRQLQ� $UWDXG�� %ORZV� DQG� %RPEV�� /RQGRQ� 	�
Boston, Faber and Faber, 1993; $UWDXG��7HUPLQDO�&XUVHV��7KH�1RWHERRNV����������� 
&KLFDJR�8QLYHUVLW\�3UHVV��6RODU�VHULHV�������

21 0DULD�3LD�'¶2UD]L�KDV�UHFHQWO\�FXUDWHG�WKH�,WDOLDQ�HGLWLRQ�RI�$NLUD�.DVDL��Un 
libro chiamato corpo, Dublin, Artdigiland, 2016 [Karada to iu shomotsu (A book 
QDPHG�ERG\���7RN\R��6KRVKL�<DPDGD������@�


