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,Q�0D\�RI�������WKH�IRXQGHU�RI�EXWRK��+LMLNDWD�7DWVXPL��H[SORG-
HG�RQWR� WKH�GDQFH�VFHQH� LQ�D�GDQFH�SRUWUD\LQJ�DQ�ROGHU�PDQ�KDYLQJ�
VH[�ZLWK�D�\RXQJHU�PDQ��DQG�WKHQ�FDXVLQJ�WKH�\RXQJHU�PDQ�WR�NLOO�D�
chicken1�� ,Q� D� VXEVHTXHQW�PDQLIHVWR��+LMLNDWD� DUJXHG� WKDW�KLV�GDQFH�
«must spout blood»2��7KLV�ZDV�FOHDUO\�D�GDQFH�ERUQ�IURP�WKH�GHVLUH�
RI�LWV�SHUIRUPHUV�WR�VWDJH�XQGHQLDEO\�VWULNLQJ�SHUIRUPDQFHV��,Q�WLPH��
SKRWRJUDSKLF�DQG�¿OPLF�UHFRUGV�RI�EXWRK�SHUIRUPDQFHV�KDYH�VSUHDG�
IDU�DQG�ZLGH�DQG� LQ�PDQ\�FDVHV�EHHQ�PRUH�ZLGHO\�YLHZHG� WKDQ� WKH�
SHUIRUPDQFHV� WKHPVHOYHV�� 7KRVH� SRZHUIXO� SKRWRJUDSKLF� DQG� ¿OPLF�
images have come, in turn, to set expectations for what butoh is and 
should be. A counter force has also shaped butoh. Although less well 
known, the dancers have sought to use the power of words and images 
to evoke movements and alter their own performances. Linking the 
power of the images of butoh to the various evocative powers that the 
dancers used in creating butoh is crucial for a more full understanding 
of butoh and for an understanding of how butoh itself has been under-
stood overtime.

Hijikata was a ringleader of a small group of dancers who sought 
QHZ�SRVVLELOLWLHV�LQ�ERGLO\�H[SUHVVLRQ�LQ�WKH�ODWH�����V�DQG�HDUO\�����V��
(DUO\�SHUIRUPDQFHV� DSSURSULDWHG� LGLRPV� IURP�)OX[XV�� QHR�'DGDLVP��
VXUUHDOLVP��DQG�KDSSHQLQJV��(YHQWXDOO\��+LMLNDWD�EHJDQ�WR�JR�EH\RQG�
VLPSO\�FUHDWLQJ�SRZHUIXO� LPDJHV�� DQG�EHJDQ� WR�FRQVLGHU�KRZ� WR�XVH�

1 )RU�D�GLVFXVVLRQ�RI�WKLV�GDQFH��VHH�P\�+LMLNDWD�7DWVXPL�DQG�%XWRK��'DQFLQJ�LQ�
a Pool of Gray Grits��1HZ�<RUN��3DOJUDYH�0DFPLOODQ�3UHVV��������HVSHFLDOO\�&KDSWHU�
2 Forbidden Eros and Evading Force.

2 Hijikata Tatsumi, Inner Material/Material�� WUDQVODWHG� E\� 1DQDNR� .XULKDUD��
«tdr», vol. 44, n. 1, Spring 2000, pp. 36-42 (39).
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words, images and evocation in creating his own dance. This time, 
KH�ZDV�H[SORULQJ�QRW�RQO\�DERXW�KRZ�WR�PRYH�WKH�DXGLHQFH��EXW�DOVR�
KRZ�WR�PRYH�WKH�GDQFHU�DV�ZHOO��7R�RYHUVLPSOLI\�D�FRPSOH[�LVVXH��DQG�
one that is treated in more detail elsewhere in this issue), Hijikata em-
EDUNHG�RQ�TXHVW�WR�JHQHUDWH�DQG�PRGLI\�GDQFH�PRYHPHQWV�WKURXJK�WKH�
XVH�RI�YDULRXV�NLQGV�RI�LPDJHU\�DQG�HYRFDWLYH�ZRUN3. I prefer the um-
brella term «Hijikata Method» for this loose constellation of experi-
ments, with the proviso that calling it a «method» overstates the extent 
to which Hijikata sought to organize these experiments into a formal 
method.

(YHU\WKLQJ�EHJDQ�ZLWK�REVHUYDWLRQ��DQG�IHZ�SHRSOH�LQ�WKH�ZRUOG�
were better and more minute observers of the world than Hijikata. He 
sought to discover new sources for movements, but also to understand 
KLPVHOI�DQG�WKH�ZD\V�KH�KDG�EHHQ�IRUPHG�DQG�VRFLDOL]HG��+H�REVHUYHG�
people and animals, but also reproductions of art works in art maga-
zines. The next step was collection and record keeping. He (or a scribe) 
would make notes and sketches in notebooks, and also cut out repro-
ductions of paintings, sculptures, and other art forms, and paste them 
LQ�VFUDSERRNV��DQG�PDNH�IXUWKHU�QRWDWLRQV�DERXW�WKHP���)LQDOO\�FDPH�
transmission. In dance classes, he would demonstrate movements, and 
WKHQ�WHOO�DQG�VKRZ�KRZ�WR�PRGLI\�WKHP�LQ�YDULRXV�ZD\V��+H�PLJKW�EH-
gin with a step, pose, or simple etude. Then he would tell his dancers 
what to imagine while doing this movement. He might use a picture 
culled from an art magazine while doing this and tell them to mimic 
D�VKDSH�RU�FDSWXUH�D�WRQH�RU�TXDOLW\�IURP�WKH�LPDJH��+H�PLJKW�LQVWUXFW�
the dancers to imagine doing the step as different characters, in differ-
ent settings, to different onomatopoeic sounds, or to different smells. 
Or he might engage the dancers in a surrealist preparation for the role, 
LQ�ZKLFK� WKH\�ZRXOG� LPDJLQH�DOO� VRUWV�RI� VWUDQJH� WKLQJV� OLNH�ÀRZHUV�
EORRPLQJ�LQVLGH�WKHLU�FKHVWV��WKHLU�VKRXOGHUV�VROLGLI\LQJ�LQWR�JODVV�DQG�
then shattering, or artists living inside their stomachs. At each moment 
DORQJ� WKH�ZD\�� KH�ZRXOG� GHPRQVWUDWH� WR� WKHP� KRZ� WKH� LPDJLQDWLRQ�
VKRXOG� DOWHU� WKHLU� PRYHPHQW�� ,QWHUHVWLQJO\�� WKH� PDWHULDO� WKH� GDQFHUV�
were expected to master was overwhelming, so with his encourage-

3 For a full treatment of this transformation, see Hijikata Tatsumi and Butoh, 
FLW���HVSHFLDOO\�&KDSWHU���0\�0RWKHU�7LHG�0H�RQ�+HU�%DFN��6WRU\�RI�6PDOOSR[.
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PHQW�� WKH� GDQFHUV� EURXJKW� DORQJ� WKHLU� RZQ� QRWHERRNV� DQG� IXULRXVO\�
took their own notes.

Hijikata would then organize these movements into careful cho-
UHRJUDSK\��+RZHYHU��WKLV�PHQWDOO\�DQG�SK\VLFDOO\�VWUXFWXUHG�FKRUHRJ-
UDSK\�GLG�QRW�VLW�ZHOO�ZLWK�DOO�WKH�GDQFHUV��ZKR�ZHUH�XVHG�WR�WKH�SULRU�
PRUH�FKDRWLF�DUW�IRUP��0DQ\�RI�WKHP�FODLPHG�WKDW�LPSURYLVDWLRQ�ZDV�
WKH�RQO\�ZD\�WR�GR�EXWRK��6R�WKHUH�ZDV�D�VSOLW�EHWZHHQ�WKH�SHUIRUPHUV�
ZKR�SULPDULO\�SUDFWLFH�LPSURYLVDWLRQ�DQG�WKH�RQHV�ZKR�FUHDWHG�KLJKO\�
VWUXFWXUHG�GDQFHV�HPSOR\LQJ�D�GL]]\LQJ�DUUD\�RI�YLVXDO��DXUDO��WDFWLOH��
JXVWDWRULDO��DQG�ROIDFWRULDO�LPDJHU\�SURPSWV��2IWHQ�WKH�DXGLHQFHV�ZHUH�
XQDZDUH�RI�WKLV�XVH�RI�LPDJHU\�DQG�DVVXPHG�WKDW�DOO�GDQFHV�ZHUH�LP-
SURYLVDWLRQDO��$QG�LQ�IDFW��WKH�HDUO\�SKRWRJUDSKLF�FROOHFWLRQV�DQG�¿OPLF�
UHFRUGV�RI�EXWRK�ZHUH�PRVWO\�FRQFHUQHG�ZLWK�KRZ�EL]DUUH�WKH�SHUIRU-
mances were. Photographic collections such Hanaga Mitsutoshi, The 
Butoh���������+HDUGWHU�DQG�.DZDL��Die Rebellion des Körpers���������
Marc Holborn, %XW{� Dance of the Dark Soul� ��������$VEHVWRV�NDQ��
Body on the Edge of Crisis���������DQG�9LDOD�DQG�0DVVRQ�6HNLQH��Bu-
WRK��6KDGHV�RI�'DUNQHVV���������SURYLGHG�VWULNLQJ�LPDJHV��EDFNJURXQG�
HVVD\V�DQG�LQWHUYLHZV�ZLWK�WKH�GDQFHUV��EXW�OLWWOH�VHQVH�DERXW�WKH�FUDIW�
RI�WKH�GDQFHUV�RU�KRZ�WKH\�ZHQW�DERXW�FUHDWLQJ�WKHLU�GDQFHV��6LPLODUO\��
¿OPV�DQG�YLGHRV�VXFK�DV�(GLQ�9HOH]��Dance of Darkness���������0L-
chael Blackwood, Body on the Edge of Crisis (1990); and Chris Bollard 
and Richard Moore, %XWRK��3LHUFLQJ�WKH�0DVN��������IHDWXUHG�YLVXDOO\�
jarring dances and interviews with dancers and critics, but again little 
indication about how the dances were created.

This state of affairs began to change when one of Hijikata’s later 
GDQFH�VWXGHQWV��0LNDPL�.D\R��SXEOLVKHG�KHU�ERRN�Utsuwa toshite no 
VKLQWDL��$QNRNX�EXW{�JLK{�H�QR�DSXU{FKL��%RG\�DV�5HFHSWDFOH��$Q�$S-
SURDFK�WR�WKH�7HFKQLTXHV�RI�$QNRNX�%XWRK����������ZKLFK�ZDV�DQ�LQ�
GHSWK�DQDO\VLV�RI�+LMLNDWD¶V�FKRUHRJUDSKLF�PHWKRGV4. Mikami outlined 
D�WD[RQRP\�RI�PRYHPHQWV�DQG�H[SODLQHG�WKH�ZD\V�WKDW�WKH�PRYHPHQWV�
¿W�WRJHWKHU�LQWR�ORQJHU�VHTXHQFHV��7KH�VHFRQG�KDOI�RI�0LNDPL¶V�ERRN�
contained the transcriptions of her own notebooks she had taken during 

4 0LNDPL�.D\R��8WVXZD� WRVKLWH� QR� VKLQWDL��$QNRNX� EXW{� JLK{� H� QR� DSXU{FKL 
�%RG\� DV� 5HFHSWDFOH�� $Q�$SSURDFK� WR� WKH� 7HFKQLTXHV� RI� $QNRNX� %XW{��� 7RN\R��
Anz�'R��������)RU�DQ�(QJOLVK�WUDQVODWLRQ��VHH�.D\R�0LNDPL��The Body as a Vessel, 
Birchington, UK, Ozaru Books, 2016.
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UHKHDUVDOV�ZLWK�+LMLNDWD��VXSSOHPHQWHG�E\�QRWHV�IURP�RWKHU�GDQFHUV���
It also contained some drawings, but without a demonstration of the 
PRYHPHQWV�DQG�WKH�ZD\�WKDW�+LMLNDWD�XQGHUVWRRG�D�SDUWLFXODU�VHTXHQFH�
RI�ZRUGV�WR�FUHDWH�RU�DOWHU�D�PRYHPHQW��LW�ZDV�LPSRVVLEOH�JHW�DQ\�LGHD�
RI�ZKDW�KHU�QRWHV�UHIHUUHG�WR��%XW�IRU�WKH�¿UVW�WLPH��VFKRODUV�DQG�RE-
VHUYHUV�EHJDQ�WR�XQGHUVWDQG�KRZ�+LMLNDWD�DQG�PDQ\�RWKHU�EXWRK�FKR-
UHRJUDSKHUV�LQ�KLV�OLQHDJH�ZHUH�DEOH�WR�DFKLHYH�WKH�HIIHFWV�WKH\�GHVLUHG�
on stage.

7KH�\HDU�������ZDV�D�ZDWHUVKHG�IRU�WKH�VWXG\�RI�EXWRK��ZLWK�WKUHH�
LPSRUWDQW�HYHQWV��WZR�RI�ZKLFK�KDSSHQHG�ZLWKLQ�WZR�GD\V��-DQXDU\����
DQG������7KH�¿UVW�ZDV� WKH�SXEOLFDWLRQ�RI�+LMLNDWD¶V� FROOHFWHG�ZRUNV��
7KLV�WZR�YROXPH�VHW�FROOHFWHG�QHDUO\�DOO�RI�+LMLNDWD¶V�ZULWLQJ�LQWR�RQFH�
place (including 120 pages of unpublished materials). It also contained 
DSSUR[LPDWHO\����SDJHV�RI�ZKDW�ZHUH�FDOOHG�©EXWRK�IXª�RU�©EXWRK�QR-
tation». This «butoh notation» was subdivided into several categories. 
7KH�¿UVW�ZDV����SDJHV�RI� WUDQVFULEHG� W\SHVHW�QRWHV� �VLPLODU� WR� WKRVH�
LQ�0LNDPL¶V�ERRN���7KHVH�ZHUH�IROORZHG�E\����SDJHV�RI�IDFVLPLOH�UH-
productions of handwritten notebooks (which included drawings and 
VNHWFKHV��DJDLQ�VLPLODU�WR�0LNDPL¶V�QRWHV���)LQDOO\�FDPH����SDJHV�RI�
photographic reproductions of scrapbooks5. In the scrapbooks, Hijika-
ta had cut out paintings from arts magazines and taped or glued them 
into a notebook, and then written (or had a scribe write) notes around 
SLFWXUHV��XVXDOO\�GHWDLOLQJ�D�SRVH��TXDOLW\��RU�FRVWXPH�WR�EH�WDNHQ�IURP�
a painting)6��3HRSOH�QRZ�KDG�UHODWLYHO\�GLUHFW�DFFHVV�WR�WKH�QRWHERRNV�
and scrapbooks and thus more clues about how Hijikata went about 
creating his performances.

7KH� FROOHFWHG� ZRUNV� ZHUH� IROORZHG� WZR� GD\V� ODWHU� E\� :DJXUL�
<XNLR¶V�Butô Kaden� �%XW{� )ORZHU� 7UDQVPLVVLRQ���Cd-rom� ������7. 
Waguri was a student of Hijikata’s from 1972-1979, and then later he 

5 Hijikata Tatsumi, Hijikata Tatsumi Zenshû (The Collected Works of Hijikata 
Tatsumi) (hereafter Htz���HGLWHG�E\�7DQHPXUD�6XHKLUR�HW�DO���7RN\R��.DZDGH�6KRE{��
���������SS����������

6 )RU�DQ� LQ�GHSWK�DQDO\VLV�RI� WKH�VFUDSERRNV��VHH�.XUW�:XUPOL��The power of 
LPDJH��+LMLNDWD�7DWVXPL¶V�VFUDSERRNV�DQG�WKH�DUW�RI�EXW{��3K'�'LVVHUWDWLRQ��8QLYHUVLW\�
RI�+DZDLL�DW�0DQRD�������

7 :DJXUL�<XNLR�� Butô Kaden, Cd-rom� DQG� %RRNOHW�� 7RNXVKLPD�� -XVWV\VWHP��
������,W�LV�FXUUHQWO\�DYDLODEOH�DV�dvd-rom�DQG�DOVR�DQ�DSS��6HH��KWWS���ZZZ�RWVXNLPL�
net/koz/e_bk_outline.html>.
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founded the Kozensha butoh troupe. His Cd-rom was packaged with 
a booklet, Butô-fu��%XW{�1RWDWLRQ���:DJXUL¶V�Cd-rom contained fewer 
PRYHPHQWV�DQG�LPDJHU\�H[HUFLVHV�����LQ�WRWDO��WKDQ�HLWKHU�0LNDPL�RU�
the collected works, but featured small video clips of him and oth-
HU�GDQFHUV�SHUIRUPLQJ�WKH�PRYHPHQWV�RU�VHTXHQFHV��VR�RQH�FRXOG�JHW�
an actual feeling for what the movement would have looked like on 
VWDJH��RU�KRZ�WKH�LPDJHU\�ZRUN�OHDG�WR�D�SDUWLFXODU�PRYHPHQW��8QOLNH��
0LNDPL��WKHUH�ZDV�UHODWLYHO\�OLWWOH�DWWHPSW�WR�H[SODLQ�KRZ�WKH�PRYH-
PHQWV�¿W�WRJHWKHU�LQWR�D�ODUJHU�ZKROH��EXW�:DJXUL�WULHG�WR�RUJDQL]H�WKH�
PRYHPHQWV� WKHPDWLFDOO\� WR� KLJKOLJKW� VHYHUDO� RI�+LMLNDWD¶V� FRQFHUQV��
7KH�PRYHPHQWV� DQG� SKRWRV�ZHUH� FRQQHFWHG�ZLWK� K\SHUOLQNV� VR� WKDW�
the viewer could bounce from one movement to a related movement. 
Waguri noted that each dancer took different notes, and he was clear 
that his work was but one interpretation of Hijikata’s methods (rather 
WKDQ�EHLQJ�D�GH¿QLWLYH�SUHVHQWDWLRQ��.

$�EULHI�GHWRXU� LV�QHFHVVDU\�WR�H[DPLQH�WKLV� WHUP�©EXWRK�IXª��EX-
toh-notation) (used both in the collected works and in Waguri’s Cd-
rom�DQG�ERRNOHW���ZKLFK�LV�D�ELW�RI�D�PLVQRPHU��7KH�QRWHERRNV��E\�WKH�
dancers, Hijikata, and his scribes) contain various notes and sketches in-
FOXGLQJ�VFHQH�GHVFULSWLRQV��VHTXHQFHV�RI�PRYHPHQWV��DQG�PRYHPHQW�GL-
agrams. The scrapbooks contained cut-out photos of various art works, 
ZULWWHQ�LPDJHU\�H[HUFLVHV��DQG�YDULRXV�LGHDV�DERXW�FRVWXPHV��DQG�SRVHV��
)RU�H[DPSOH��LQ�WKH�VFUDSERRN�HQWLWOHG�©0HOWLQJ�&DQG\ª��1DGDUH�DPH���
EHVLGH�D�FXW�RXW�RI� WKH���������.OLPW�SDLQWLQJ��The Bride, Hijikata’s 
scribe has penned: «There are several faces in the shawl; movement 
ZKLFK�WUDFHV�««���RQH�PRUH�ÀHVKL¿FDWLRQ�ZKLFK�FDSWXUHV�WKHVHª9. As 
Waguri observed, this is not the kind of notation which would allow 
DQ\RQH�WR�UHVWDJH�WKHVH�PRYHPHQWV��VXFK�DV�PXVLFDO�QRWDWLRQ��RU�/DEDQ�
notation, although someone who had trained with Hijikata could repro-
duce some portion of the movements10��5DWKHU��WKH�QRWHV�ZHUH�VLPSO\�
D�ZD\�IRU�+LMLNDWD�WR�UHPHPEHU�DQ�LGHD��RU�WKH\�DQWLFLSDWH�DVNLQJ�WKH�

� 6HH�:DJXUL�<XNLR��Butô Kaden��FLW���©$QDO\VLVª�'LVF�$�
9 Htz����S������
10 For a discussion of the differences between butoh-notation and other kinds of 

QRWDWLRQ��VHH�:DJXUL�<XNLR��:DJXUL�<RKDQD�DQG�.XQL\RVKL�.D]XNR��Butô-fu as Dance 
Notation in Butô-fu��%RRNOHW�DFFRPSDQ\LQJ�:DJXUL�<XNLR��Butô Kaden, Cd-rom and 
%RRNOHW��FLW���S�����
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dancer to adopt pose or facial expression, or asking the dancer to use an 
DWPRVSKHULF�HOHPHQW�IURP�WKLV�SDLQWLQJ�DV�DQ�LPDJHU\�SURPSW�WR�DOWHU�
D�PRYHPHQW��2U�LQ�WKH�FDVH�RI�WKH�GDQFHU¶V�RZQ�QRWHERRNV��WKH\�ZHUH�
notes for the dancer to remember what she had been taught in the over-
whelming wash of words and images in the studio.

)LQDOO\�LQ�������7KH�.HLR�8QLYHUVLW\�$UW�&HQWHU��RULJLQDO�(QJOLVK�
translation, «Research Center for Arts and Arts Administration, Keio 
8QLYHUVLW\ª��UHFHLYHG�D�FRQVLJQPHQW�RI�+LMLNDWD¶V�PDWHULDOV�IURP�+L-
MLNDWD¶V�ZLIH�0RWRIXML�$NLNR��%\�FKDQFH�D�SURIHVVRU�DW�.HLR�8QLYHUVLW\�
NQHZ�0RWRIXML�DQG�FRQYLQFHG�KHU�WR�FRQVLJQ�WR�WKH�8QLYHUVLW\�KHU�FRO-
lection of materials, which she was having trouble storing and man-
aging herself. The archivists were interested in butoh, but even more 
LQWHUHVWHG�LQ�H[SORULQJ�GLJLWDO�DUFKLYLQJ�VWUDWHJLHV��IRU�ZKLFK�WKH\�KDG�
received a large grant from the Japanese government)11.

We might linger over the English translation «Research Center for 
the Arts and Arts Administration». The Arts Center had two main goals. 
7KH�¿UVW�VWHPPHG�IURP�WKH�UHFRJQLWLRQ�WKDW�WKH�DUFKLYH�ZDV�KRXVHG�LQ�
D�XQLYHUVLW\�DQG� WKXV� WKH�FHQWHU�KDG� WKH�GHVLUH� WR�XVH�DOO� WKH�NQRZO-
edge-gathering and knowledge-disseminating resources of the univer-
VLW\�DV�WKH\�GHDOW�ZLWK�WKH�FRUSXV��7KH\�H[SOLFLWO\�FDOOHG�WKHPVHOYHV�D�
©UHVHDUFK�FHQWHUª��WKHUHE\�DFNQRZOHGJLQJ�WKDW�WKH\�ZRXOG�QRW�PHUHO\�
store materials for others to use, but also track the outside research 
DERXW� WKH�FRUSXV�� DQG�DQDO\]H� WKH�PDWHULDOV� WKHPVHOYHV�DQG�SURGXFH�
original research about them12. The addition of the concept of «arts 
administration» acknowledged the role of the Arts Center within a web 

11 6HH�6XPL�<{LFKL��*HQHWLF�$UFKLYH��%DVLF�+LVWRULFDO�&RQFHSWV�IRU�&RQVWUXFWLRQ, 
in *HQHWLF�$UFKLYH� (QJLQH��+LMLNDWD� 7DWVXPL�'DQFLQJ� LQ� D�'LJLWDO� )RUHVW��7RN\R��
5HVHDUFK�&HQWHU�IRU�WKH�$UWV�DQG�$UW�$GPLQLVWUDWLRQ��.HLR�8QLYHUVLW\��������SS�������
(3). The Arts Center did hire Hijikata’s long-time assistant, Morishita Takashi, who 
KDG�D�VSHFL¿F�LQWHUHVW�LQ�EXWRK��+H�KDG�ZRUNHG�ZLWK�+LMLNDWD�VLQFH�WKH�HDUO\�����¶V��
and even taken dictation on some of Hijikata’s notebooks and scrapbooks. He had 
DOUHDG\�EHHQ�ZRUNLQJ�ZLWK�0RWRIXML� WR�RUJDQL]H�+LMLNDWD¶V�PDWHULDOV�DQG�KHOSHG� LQ�
IRXQGLQJ�WKH�+LMLNDWD�7DWVXPL�0HPRULDO�$UFKLYH�LQ������

12 For a discussion of the «research archive» within the context of the larger 
XQLYHUVLW\��VHH�0DHGD�)XMLR��5HFRQVWUXFWLQJ�DQ�$UWLVWLF�3HUIRUPDQFH��7DWVXPL�+LMLNDWD�
Archives and the Research Archive System, in %DUDLUR�GDQVX�QR�LNRQRURMv��+LMLNDWD�
Tatsumi wo saikôchiku suru��7KH�,FRQRORJ\�RI�5RVH�FRORUHG�'DQFH��5HFRQVWUXFWLQJ�
7DWVXPL�+LMLNDWD���HGLWHG�E\�6XPL�<{LFKL�HW�DO���7RN\R��5HVHDUFK�&HQWHU�IRU�WKH�$UWV�
DQG�$UW�$GPLQLVWUDWLRQ��.HLR�8QLYHUVLW\��������SS�������������
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RI�PXVHXPV��JDOOHULHV��DQG�RWKHU�RUJDQV�IRU�ZKLFK�DUW�LV�DQ�DFWLYLW\�WR�
be administered.

2QH�FDQ�EDVLFDOO\�XQGHUVWDQG� WKH� VHFRQG� LPSXOVH�RI� WKH�GLJLWDO�
DUFKLYLVWV�E\� LPDJLQLQJ� WKDW� LW�ZRXOG�EH�XVHIXO� WR�KDYH�FRUSXV� VSH-
FL¿F�VHDUFKDELOLW\�IRU�+LMLNDWD¶V�HQWLUH�RHXYUH�RU�D�FRUSXV�VSHFL¿F�VHW�
of search terms. There is not much point in having Hijikata’s name 
WXUQ�XS�LQ�D�OLEUDU\�GDWDEDVH��RU�LQWHUQHW��VHDUFK�IRU�WKH�WHUP�©GRJª�
RU�©FDQG\ª��0RVW�XVHUV�ZRXOG�¿QG�WKLV�WR�EH�DQ�DQQR\LQJ�GLVWUDFWLRQ��
+RZHYHU��+LMLNDWD�RQFH�HTXDWHG�IHHOLQJ�MHDORXV�RI�D�GRJ�WKDW�ZDV�EH-
LQJ�EHDWHQ�E\�FKLOGUHQ�ZLWK�WKH�DELOLW\�WR�GDQFH�ZHOO13��6LPLODUO\��KH�
HQWLWOHG�D�VFUDSERRN�©0HOWLQJ�&DQG\ª��6R�LI�WKH�DUFKLYH�FRXOG�GLJLWL]H�
DOO�RI�+LMLNDWD¶V�QRWHERRNV��SKRWRJUDSKV��¿OPV�DQG�HVVD\V��DQG�SXW�NH\�
ZRUG�WDJV�RQ�WKH�SKRWRJUDSKV�DQG�¿OPV�WKDW�PLJKW�KDYH�VRPHWKLQJ�WR�
GR�ZLWK�©GRJª�RU�©FDQG\ª�WKHQ�UHVHDUFKHUV�FRXOG�HDVLO\�FRPSDUH�DOO�
WKH�XVHV�RI� WKH�ZRUG�©GRJª�RU�©FDQG\ª�DFURVV�+LMLNDWD¶V�HQWLUH�RXW-
SXW�WR�VHH�LI�WKH\�FRXOG�FRPH�XS�ZLWK�D�EHWWHU�XQGHUVWDQGLQJ�RI�ZKDW�
Hijikata had in mind when he talked about a crippled dog or melting 
FDQG\14���,GHDOO\��WKLV�ZRXOG�EH�VLPLODU�WR�WKH�ZD\�WKDW�RQH�FDQ�QRZ�
FRPSDUH�WKH�XVH�RI�WHUPV�DFURVV�-DPHV�-R\FH¶V�RXWSXW�EHFDXVH�RI�WKH�
RQOLQH�DYDLODELOLW\�RI�VHDUFKDEOH�WH[WV�VXFK�DV�Finnegans Wake15). The 
DUFKLYH� DOVR� DQWLFLSDWHG� WKH� SUREOHP� RI� SKRWRJUDSKV� DQG� ¿OPVWULSV�
ZKLFK�PLJKW�QRW�FRPH�ZLWK� WKHLU�RZQ�NH\ZRUGV� �XQOLNH�HVVD\V��� VR�
WKH\� LQYLWHG� LQWHUDFWLRQV�ZLWK�RXWVLGH� UHVHDUFKHUV�ZKR�FRXOG�VXSSO\�
WKHP�ZLWK� NH\�ZRUGV� WKDW� WKH\� FRXOG� WDJ� WR� LQGLYLGXDO� LWHPV� LQ� WKH�
FROOHFWLRQ��%HFDXVH�RI�¿QDQFLDO�FRQFHUQV�DQG�FRS\ULJKW�UHDVRQV�� WKH�
archive has not been able to provide the level of access implicit in 
the initial impulse (short of visiting the actual archive). However, the 
archive has still been important for transforming how scholars have 
understood butoh.

13 For Hijikata on the connection between a wounded dog and butoh, see From 
Being jealous of a Dog’s Vein��WUDQVODWHG�E\�.XULKDUD�1DQDNR��©7dr», vol. 44, n. 1, 
6SULQJ� ������ SS�� ������� )RU�P\� RZQ� DQDO\VLV� RI� WKLV� SDVVDJH�� VHH�%DLUG��Hijikata 
Tatsumi and Butoh, cit., pp. 131-134.

14 Maeda Fujio, 5HFRQVWUXFWLQJ� DQ� $UWLVWLF� SHUIRUPDQFH�� 7DWVXPL� +LMLNDWD�
archives and the research archive system, cit., pp. 42-44.

15 6HH�©,QGH[�WR�)LQQHJDQV�:DNHª���KWWS���FDLWODLQ�FRP�LQGH[�SKS"RSWLRQ FRPB
FRQWHQW	YLHZ DUWLFOH	LG ��	,WHPLG ��!�



BRUCE BAIRD76

6LQFH�%HQMDPLQ¶V�LQÀXHQWLDO�HVVD\�RQ�WKH�ZD\V�PHFKDQLFDO�UHSUR-
GXFLELOLW\� FKDQJHV� WKH� H[SHULHQFH� RI� DUW�� VFKRODUV� KDYH� EHHQ�PRUH� DW-
WHQWLYH�WR�WKH�ZD\V�LQ�ZKLFK�WKH�IRUP�RI�DQ�DUW�PDWWHUV��,Q�WKLV�FDVH��WKH�
DUFKLYH�KDV�QHFHVVDULO\�EHHQ�PRUH�IRFXVHG�RQ�WKH�WKLQJV�WKDW�DUH�HDV\�WR�
UHSURGXFH�PHFKDQLFDOO\�DQG�WKXV�HDV\�WR�DUFKLYH�WKDQ�WKRVH�SDUWV�RI�DU-
WLVWLF�SUDFWLFH�WKDW�GR�QRW�OHQG�WKHPVHOYHV�WR�DUFKLYLQJ�DV�UHDGLO\��1DPH-
O\��WKH�DUFKLYH�KDV�KDG�PRUH�WUDFWLRQ�ZLWK�SKRWRJUDSKV�DQG�QRWHERRNV�
scrapbooks, than it has with the vagaries of live performance. This has 
OHDG�WR�WKH�DUFKLYH�FRRSHUDWLQJ�LQ�WKH�SXEOLFDWLRQ��SUHGRPLQDQWO\�ZLWK�
PXVHXPV��RI�FROOHFWLRQV�RI�HVVD\V�DFFRPSDQLHG�E\�SKRWRJUDSKV��SRVW-
ers, and other ephemera of Hijikata’s practice, such as tickets, programs, 
and even reproductions of the art works in Hijikata’s private collection 
WKDW�ZHUH�FUHDWHG�E\�RWKHU�DUWLVWV16. These exhibition catalogues (spon-
VRUHG�LQ�SDUW�E\�PDMRU�DUW�PXVHXPV��KDG�WKH�HIIHFW�RI�ORFDWLQJ�+LMLNDWD�
¿UPO\�ZLWK�WKH�ZLGHU�DUW�ZRUOG�RI�VXUUHDOLVP��QHR�'DGDLVP��FRQFHSWXDO�
DUW��SRHWU\��UHSRUWDJH�DUW��DQG�SRVW�ZDU�SKRWRJUDSK\��EXW�GLG�UHODWLYHO\�
little to elucidate the contours of Hijikata’s particular interventions in 
these worlds. The archive also concentrated on the information about Hi-
jikata that could be revealed from the notebooks and scrapbooks. To be 
VXUH��WKH�DUFKLYH�KDV�DW�LWV�GLVSRVDO�VHYHUDO�¿OP�UHFRUGLQJV�RI�+LMLNDWD¶V�
GDQFHV��EXW�HYHQ�WKHQ��WKH�DUFKLYH�KDV�QRW�PDGH�WKHP�ZLGHO\�DYDLODEOH��
and researchers have been forced to visit the archive in order to see them.

Over time, the archive has expanded its activities. One guiding 
principle of the archive was the «genetic archive engine». This imagi-
QHV�WKH�DUFKLYH�QRW�MXVW�DV�D�UHSRVLWRU\�IRU�PDWHULDOV��EXW�DOVR�LPDJLQHV�
WKDW�WKH�DUFKLYH�FDQ�SOD\�D�UROH�LQ�WUDFLQJ�D�JHQHWLFV�RI�DUWLVWLF�SUDFWLFH��
+RZHYHU��DJDLQ��WKLV�ZDV�D�PRUH�YLDEOH�VWUDWHJ\�IRU�DQDO\]LQJ�WKH�SK\V-
LFDO�PDWHULDOV�WKDW�WKH�DUFKLYH�SRVVHVVHG�WKDQ�LW�ZDV�IRU�DQDO\]LQJ�WKH�
dances themselves. One particular example was the publication of a 
ERRNOHW�RVWHQVLEO\�DERXW�WKH������Rose-colored Dance. In it, an archi-
vist traced usage of thematic elements within the poster for the dance17.

16 7KH� SUHGHFHVVRU� WR� WKH� .HLR� 8QLYHUVLW\� $UW� &HQWHU�� WKH� +LMLNDWD� 7DWVXPL�
0HPRULDO�$UFKLYH��IRXQGHG�LQ��������FROODERUDWHG�ZLWK� WKH�$NLWD�6HQVKX�0XVHXP�
RI�$UW� LQ� ����� DQG� WKH� ,NHGD�0XVXHP�RI� ��WK�&HQWXU\�$UW� LQ� ����� RQ� H[KLELWLRQ�
catalogues. Both contain similar elements, performance photographs, posters and 
LQYLWDWLRQV��DQG�ZRUNV�E\�RWKHU�DUWLVWV�LQ�+LMLNDWD¶V�SULYDWH�FROOHFWLRQ�

17 A full color reproduction of the poster can be found in David Goodman, 
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,Q�WKLV�HYROXWLRQ��LQ�������QHR�'DGD�SDLQWHU�DQG�VHW�GHVLJQHU�1DND-
QLVKL�1DWVX\XNL�ZDV�H[SHULPHQWLQJ�ZLWK�KRZ�FRORUV�FRPSOHPHQW�DQG�
contrast with each other. He created a painting in which he reproduced 
WKH�¿JXUHV�RI�*DEULHOOH�G¶(VWUHHV�DQG�KHU�VLVWHU�WKH�'XFKHVV�RI�9LOODUV�
from the famous Fontainbleau painting Gabrielle d’Estrées et une de 
ses soeurs (~1594) but covered their faces with pink and green paint. 
:KHQ�WKH�LQÀXHQWLDO�JUDSKLF�GHVLJQHU�DQG�LOOXVWUDWRU�<RNRR�7DGDQRUL�
PDGH�WKH�SRVWHU�IRU�WKH�GDQFH��KH�ERUURZHG�WKH�¿JXUHV�DQG�WKH�FRORULQJ�
LQ�WKHLU�IDFHV��SODFHG�WKHP�ZLWKLQ�WKH�RYDOV�QRUPDOO\�XVHG�IRU�KRXVH-
hold portraits of the Emperor and Empress, and depicted Gabrielle 
G¶(VWUHHV¶�ORZHUHG�¿QJHUV�FRYHUHG�ZLWK�D�VLPLODU�SLQN�SDLQW�DV�LI�VKH�
KDG�MXVW�GLSSHG�KHU�¿QJHUWLSV�LQWR�D�FDQ�RI�$NHERQR�EUDQG�SLQN�VDOP-
on����6RPHWLPH�LQ������RU�������ZKHQ�1DNDQLVKL�UHYLVLWHG�WKH�WKHPH��
KH� UHWDLQHG�<RNRR¶V�RYDOV�DURXQG� WKH� WZR�¿JXUHV�DQG� WKH�SLQN�SDLQW�
RQ�G¶(VWUHHV¶�¿QJHUWLSV��EXW�MHWWLVRQHG�WKH�FDQ�RI�VDOPRQ��7KURXJK�WKLV�
³JHQHWLF´�HYROXWLRQ��ZH�FDQ�VHH�DQ� LGHD� WKDW� VWDUWHG�ZLWK�1DNDQLVKL��
WUDYHOHG�WR�<RNRR��DQG�WKHQ�ZHQW�EDFN�WR�1DNDQLVKL��EXW�UHWDLQHG�WUDFHV�
�JHQHWLF�PDWHULDO"��RI�<RNRR¶V�LQWHUYHQWLRQ�

However, there is a sense, to give credit where credit is due, that 
WKH� SURIHVVLRQDO� DUFKLYH� ZDV� PHUHO\� SLFNLQJ� XS� RQ� VRPHWKLQJ� WKDW�
the non-professional archivists at Hijikata Tatsumi Memorial Ar-
FKLYH�KDG�DOUHDG\�EHHQ�GRLQJ��$������PXVHXP�FDWDORJXH�KDG�DOUHDG\�
QRWHG� WKH� FURVV� IHUWLOL]DWLRQ� LQ� HYROXWLRQ� LQ� WKH� WKHPHV� LQ�1DNDQLVKL�
DQG�<RNRR¶V� SDLQWLQJV� DQG� SRVWHU�� 7KH� H[KLELWLRQ� FDWDORJXH� HGLWRUV��
0RULVKLWD�7DNDVKL� DQG�<DPD]DNL�<{NR� LQFOXGHG�<RNRR� DQG�1DNDQ-
LVKL¶V�ZRUN�ZLWK� D� EULHI� H[SODQDWLRQ�RI� WKH� WHPSRUDO� WUDMHFWRU\� IURP�
1DNDQLVKL�WR�<RNRR�DQG�EDFN�WR�1DNDQLVKL19��7KHQ�ODWHU�WKH\�LQFOXG-
HG�D�UHSURGXFWLRQ�RI�1DNDQLVKL¶V������SKRWRJUDSKLF�FROODJH��LQ�ZKLFK�
1DNDQLVKL�WRRN�WKH�HOHPHQWV�IURP�&H]DQQH¶V�©7KH�&DUG�3OD\HUVª�DQG�

$QJXUD�� 3RVWHUV� RI� WKH� -DSDQHVH� $YDQW�JDUGH�� 1HZ�<RUN�� 3ULQFHWRQ�$UFKLWHFWXUDO�
3UHVV��������S������)RU�WKH�DQDO\VLV��VHH�<DQDL�<DVXKLUR��Sakuhin kaisetsu (Explanation 
RI� WKH�:RUNV��� WUDQVODWHG�E\�%UXFH�%DLUG�� LQ�%DUDLUR� GDQVX�QR� LNRQRURMv��+LMLNDWD�
Tatsumi wo saikôchiku suru��7KH�,FRQRORJ\�RI�5RVH�FRORUHG�'DQFH��5HFRQVWUXFWLQJ�
Tatsumi Hijikata), cit., pp. 25-31.

�� <RNRR¶V�FKRLFH�WR�KDYH�G¶(VWUHHV¶�¿QJHUV�GLSSHG�LQWR�SLQN�VDOPRQ�WUDQVIRUPHG�
WKH�IHUWLOLW\�V\PERO�RI�WKH�RULJLQDO�LQWR�H[SOLFLW�IHPDOH�IHPDOH�KRPRHURWLF�LPDJHU\�

19 0RULVKLWD�7DNDVKL�DQG�<DPD]DNL�<{NR��HGLWHG�E\���Bijutsu to butô no Hijikata 
Tatsumi ten��,W{��6KL]XRND��,NHGD�0XVHXP�RI���WK�&HQWXU\�$UW��������S�����



BRUCE BAIRD78

0LOOHW¶V�©7KH�(YHQLQJ�3UD\HUª�ZKLFK�KH�KDG�LQFOXGHG�LQ�KLV�YDULDWLRQ�
RQ�<RNRR¶V�YDULDWLRQ�DQG�UHVWDJHG�WKHP�XVLQJ�FROODJH�SKRWRJUDSKV�RI�
people breathing though gas masks20.

1RZ��LW�ZLOO�EH�HDVLO\�VHHQ�WKDW� WKH�DQDO\VLV� WHOOV�XV�PXFK�PRUH�
DERXW�1DNDQLVKL¶V�SDLQWLQJV�DQG�<RNRR¶V�SRVWHU�WKDQ�LW�GRHV�DERXW�+L-
MLNDWD¶V�GDQFH��7KLV�DJDLQ�KLJKOLJKWV�WKH�GLI¿FXOW\�WKDW�WKH�DUFKLYH�KDG�
GHDOLQJ�ZLWK� WKH� GDQFHV� LQ� DQG� RI� WKHPVHOYHV�� UDWKHU� WKDQ� SK\VLFDO�
objects such as paintings and notebooks. However, archivist Morish-
LWD�7DNDVKL�H[SDQGV�RXWZDUG�IURP�WKH�KLQW�SURYLGHG�E\�<DQDL�WR�ZULWH�
DERXW� +LMLNDWD¶V� VWUDWHJ\� WR� ©LQWHUPL[� WZR� RSSRVLQJ� LPDJHVª� DQG�
makes explicit the connection between genetics and sexual contact to 
VSHDN�RI�©D�EXW{�GDQFHU�DQG�DQ�DUWLVW�YLRODW>LQJ@�HDFK�RWKHUª21. Thus we 
see the archivist creating a reading of Hijikata’s general artistic practice 
IURP�WKH�HYLGHQFH�SURYLGHG�E\�D�VSHFL¿F�H[FKDQJH�WKDW�+LMLNDWD�IDFLOL-
WDWHG��:H�FDQ�H[SDQG�RQ�WKLV�WR�VSHFXODWH�WKDW�+LMLNDWD�PD\�KDYH�DS-
SURSULDWHG�KLV�WHFKQLTXH�IRU�SXOOLQJ�SRVHV�DQG�TXDOLWLHV�IURP�SDLQWLQJV�
IRU�UHSURGXFWLRQ�LQ�KLV�GDQFHV��LQ�SDUW��IURP�1DNDQLVKL¶V�WHFKQLTXH�IRU�
taking poses from paintings and reproducing them in his own subse-
TXHQW�DUW�ZRUNV�

Because butoh performances often happened in small theaters in 
GLP�OLJKWLQJ��WKHUH�ZDV�D�WHQGHQF\�IRU�SKRWRJUDSKHUV�WR�XVH�EODFN�DQG�
ZKLWH�¿OP�WR�FDSWXUH�WKH�SHUIRUPDQFHV�LQ�VXE�RSWLPDO�OLJKW��7KLV�XVH�RI�
photographs stripped the color from the performances, and thus made 
WKH�SHUIRUPDQFHV�VHHP�PRUH�VHULRXV�DQG�FODVVLFDO�WKDQ�WKH\�ZRXOG�KDYH�
VHHPHG�WR�WKH�DFWXDO�DXGLHQFHV��7KLV�WHQGHQF\�ZDV�H[DFHUEDWHG�E\�WKH�
SKRWRJUDSKHUV�WKHPVHOYHV�ZKHQ�WKH\�FRXOG�KDYH�GRQH�GLIIHUHQWO\��+RVRH�
(LNR¶V�ZLOGO\� LQÀXHQWLDO�Kamaitachi� �6LFNOH�:HDVHO��ZDV� ODUJHO\� VKRW�
outdoors in natural light. However, Hosoe choose to shoot in black and 
ZKLWH�UDWKHU�WKDQ�LQ�FRORU��/RVW�ZDV�WKH�OXVK�JUHHQHU\�RI�WKH�OHDYHV��WKH�
EULJKWO\�FRORUHG�ÀRZHUV��WKH�\HOORZ�RI�WKH�KDQJLQJ�VWRFNV�RI�ULSHQHG�ULFH��

20 Idem, p. 34, and for the explicit details about Cezanne, and Millet, compare 
ZLWK� WKH�PXFK�IXOOHU�DQG�PRUH�GHWDLOHG� ODWHU�DFFRXQW�E\� WKH�SURIHVVLRQDO�DUFKLYLVW�
FXUDWRU�<DQDL�<DVXKLUR��Sakuhin kaisetsu, cit., p. 30.

21 Morishita Takashi, Hijikata Tatsumi no butô to Barairo dansu (Tatsumi 
+LMLNDWD¶V� %XWRK� DQG� 5RVH�FRORUHG�'DQFH��� WUDQVODWHG� E\� %UXFH� %DLUG�� LQ�Barairo 
GDQVX�QR� LNRQRURMv��+LMLNDWD�7DWVXPL�ZR�VDLN{FKLNX�VXUX� �7KH� ,FRQRORJ\�RI�5RVH�
colored Dance: Reconstructing Tatsumi Hijikata), cit., p. 7.
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WKH�EURZQ�RI�WKH�FORGV��DQG�WKH�FRORUV�RI�WKH�NLPRQR�DQG�\XNDWD�WKDW�WKH�
subjects wore. In time, the archive began to correct the black and white 

IRFXV�LQ�EXWRK�SKRWRJUDSK\�E\�LQFOXGLQJ�FRORU�SKRWRJUDSKV�DV�ZHOO��,Q�
2005, the archive (in collaboration with the Okamoto Taro Museum of 

$UW��SXEOLVKHG�D�����SDJH�H[KLELWLRQ�FDWDORJXH�ZKLFK�IRU�WKH�¿UVW�WLPH�
featured color photographs of Hijikata performances. Restored were the 

mottled reds, pale pinks, oranges, bright purples, greens, and blues of the 

SHUIRUPDQFHV�IURP������DQG�EH\RQG��7KHQ�ODWHU��WKH�DUFKLYH�ZDV�DEOH�
WR�H[WHQG�WKLV�LQWHUYHQWLRQ�EDFN�LQ�WLPH�E\�SXEOLVKLQJ�D�VSUHDG�RI�FRORU�
SKRWRJUDSKV�IRU�WKH������SLHFH�+LMLNDWD�7DWVXPL�DQG�-DSDQHVH�3HRSOH��
Rebellion of the Body in the pamphlet Hijikata Tatsumi’s Rebellion of the 
Body; Imagery and Documents of Butoh 196822.

There has been a danger in the archive as well. Some butoh artists 

have criticized the archive for the focus on Hijikata’s use of notebooks 

and butoh notation. Proponents of the improvisation faction of butoh, 

and Tanaka Min in particular, have argued that a focus on dance nota-

WLRQ�VHUYHV�WR�FRGLI\�D�SUDFWLFH�WKDW�+LMLNDWD�LQWHQGHG�WR�EH�TXLWH�ÀXLG�
DQG�H[SHULPHQWDO�DW�HYHU\�WXUQ23��,Q�SDUW��WKLV�UHÀHFWV�WKH�ORQJ�WHUP�WHQ-

GHQF\�RI�WKH�DUFKLYH�WRZDUGV�WKH�ZULWWHQ�DQG�YLVXDO�PDWHULDO��'HVSLWH�
the existence of visual, verbal, aural, tactile, and olfactorial elements 

in Hijikata’s transmission practice, the archive has continued to base 

WKHLU�DQDO\VLV�LQ�WKH�RULJLQDO�WHUP�EXWRK�IX��EXWRK�QRWDWLRQ���EXW�EHJXQ�
to call Hijikata’s activities «notational butoh».

Whether in response to this criticism, or because of the limitations 

in the prior sources (Mikami’s book was limited to written descriptions 

RI�LPDJHU\�H[HUFLVHV��DQG�:DJXUL¶V�Cd-rom�FRQWDLQHG�RQO\�D�UHODWLYHO\�
VPDOO�QXPEHU�RI�+LMLNDWD¶V�H[HUFLVHV���WKH�DUFKLYH�KDV�EHJXQ�WR�WU\�WR�
bridge the gap between the materials and the dances themselves. The 

DUFKLYH�EURXJKW�LQ�GDQFHUV�LQFOXGLQJ�:DJXUL�KLPVHOI��.RED\DVKL�6DJD��
DQG�<DPDPRWR�0RH�WR�GHPRQVWUDWH�PRYHPHQWV�DQG�H[SODLQ�WKH�LPDJH-
U\�H[HUFLVHV�XVHG�WR�DFKLHYH�WKHP��$JDLQ��SHUKDSV�EHFDXVH�RI�ODFN�RI�

22 Rebellion of the Body; Imagery and Documents of Butoh 1968�� HGLWHG� E\�
0DHGD� )XMLR� HW� DO���7RN\R��5HVHDUFK�&HQWHU� IRU� WKH�$UWV� DQG�$UWV�$GPLQLVWUDWLRQ��
.HLR�8QLYHUVLW\��������SS���������7KH�DUFKLYLVWV�ZHUH�DOVR�DEOH�WR�DVFHUWDLQ�WKURXJK�
SKRWRJUDSKLF�HYLGHQFH�WKDW�WKH�GDQFH�FRQWDLQHG�VOLJKWO\�GLIIHUHQW�VFHQHV�DQG�FRVWXPHV�
on the two different nights. See, $VVHPEODJH��5HEHOOLRQ�RI�WKH�%RG\, pp. 9-27.

23 Tanaka Min, personal conversation.
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resources, the archive has not been as forthcoming with the results of 
WKHVH�LQWHUYLHZV�DV�RQH�PLJKW�KDYH�OLNHG��EXW�HYHQWXDOO\�WKH\�UHVXOWHG�
in a non-circulating dvd-rom��©+LMLNDWD�7DWVXPL¶V�1RWDWLRQDO�%XWRKª�
��������ZKLFK�H[SODLQHG�+LMLNDWD¶V�ZRUNLQJ�PHWKRG�DQG�IHDWXUHG�FOLSV�
of dancers performing movements24.

Two recent activities show how much the archive has transformed 
RYHU�WKH�\HDUV��7KH�¿UVW�RI�WKHVH�LV�WKH�SXEOLFDWLRQ�LQ������RI�D�ELOLQJXDO�
dance script for Hijikata’s dance Costume en Face��ZLWK�8JO\�'XFN-
ling Press)25. The Costume en Face booklet consists of the notebook 
<DPDPRWR�0RH�ZURWH�IRU�WKH�PRYHPHQWV�LQ�WKH�GDQFH�ZLWK�WKH�VDPH�
name. It is the closest thing we have to an actual script for a Hijikata 
dance (although the introduction notes that there were changes made 
between the compilation of this notebook and the actual performance, 
DQG�<DPDPRWR�ZDV�QRW�WHFKQLFDOO\�DEOH�WR�GDQFH�DOO�RI�WKH�PRYHPHQWV�
listed in this booklet)26��+DSSLO\��LQ�������Costume en Face was used 
E\�3DXO�/D]DU�DQG�$QQLH�%�3DUVRQ�RI�%LJ�'DQFH�7KHDWHU�WR�FUHDWH�DQ�
original dance piece, Resplendent Shimmering Topaz Waterfall. Lazar 
DQG�3DUVRQ�KDG�QR�NQRZOHGJH�RI�DQ\�+LMLNDWD¶V�DFWXDO�GDQFHV�DQG�RQO\�
watched segments of the original dance hours before the premier, so 
WKH�GDQFH�ZDV�EDVHG�VROHO\�RQ�WKH�SURFHVV�RI�DVVRFLDWLRQV�HYRNHG�E\�
+LMLNDWD¶V�ZRUGV��DV�UHFRUGHG�E\�<DPDPRWR��

Another outcome perhaps related to the criticism that the archive 
was in danger of freezing Hijikata’s practice was the institution of 
a series of roundtable discussions featuring dancers from different 
points in Hijikata’s career. These round-table discussions (featuring 
GDQFHUV� VXFK�DV�6HLVDNX�� DQG� ,VKLGH�7DNX\D��KDYH�SURYLGHG�D�PRUH�

24 Hijikata Tatsumi’s Notational Butoh dvd-rom, Hijikata Tatsumi Archive, 
rCaaa�DQG�5HVHDUFK�,QVWLWXWH�IRU�'LJLWDO�0HGLD�DQG�&RQWHQW��.HLR�8QLYHUVLW\��������
Full disclosure, I served as the narrator for some segments of the English version of 
this dvd.

25 <DPDPRWR� 0RH� DQG� +LMLNDWD� 7DWVXPL�� &RVWXPH� HQ� )DFH�� $� 3ULPHU� RI�
Darkness for Young Boys and Girls��WUDQVODWHG�E\�6DZDNR�1DND\DVX��%URRNO\Q��1<��
8JO\�'XFNOLQJ�3UHVV��������EXW�VHH�DOVR�WKH�SXEOLFDWLRQ�RI�DQ�H[SDQGHG�YHUVLRQ�RI�WKH�
prior work of the archive, Morishita Takashi, Hijikata Tatsumi’s Notational Butoh. An 
Innovational Method for Butoh Creation��7RN\R��.HLR�8QLYHUVLW\�$UW�&HQWHU��������
pp. 49-60.

26 Morishita Takashi, Introduction�� LQ�<DPDPRWR�0RH��Costume en Face, cit., 
p. 9.
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JUDQXODU�YLHZ�RI�+LMLNDWD¶V�DUWLVWLF�SUDFWLFH�HUD�E\�HUD�DQG�PRPHQW�E\�
moment.

Whatever the case about the limitations of or dangers inherent 
in the archive, as with Big Dance Theater, artists have begun to use 
WKH�DUFKLYH� LQ�DOO�VRUWV�RI� LQWHUHVWLQJ�ZD\V��7KH�YLVXDO�DUWLVW�5LFKDUG�
Hawkins created a series of collages, «Ankoku Series» (2012), that 
WRRN� WKHLU� LQVSLUDWLRQ� LQ� OD\RXW� DQG�RU� WKHPHV� IURP� +LMLNDWD¶V� FRO-
ODJH�VW\OH�VFUDSERRNV27��,Q�+LMLNDWD¶V�©0HOWLQJ�&DQG\ª�VFUDSERRN��RQH�
page, has a black and white cut-out in the upper left hand corner of 
William De Koonig’s Woman, I (1950-1952 – this painting itself was a 
SURGXFW�RI�FROODJH�WHFKQLTXHV���+LMLNDWD��RU�D�VFULEH��PDGH�VNHWFKHV�RI�
what appears to be an arm and a torso, and scrawled in the remaining 
WKUHH�TXDUWHUV�RI�WKH�SDSHU�VHYHUDO�RSDTXH�QRWHV�VXFK�DV�

«Large nurse hat»
«From vapor/steam woman»
«The geisha’s Cupid night after being a geisha»
©$I¿[�WKLV�H[SUHVVLRQ�WR�WKH�ROG�ZRPDQ�ZKR�LV�DQJU\ª
©>GR�WKH@�0DOODUG�ORZO\ª
©7KLV�KDLU�VW\OH��LPSRUWDQWª
[Illegible – Bladder/arm/leg/light?] «that descends over and over (rustling)»
«Bacon’s beard which can sit»
©'UDJRQÀ\�0D\D�5RNNRXª
«Last»
«Pink—important»��

27 6HH�5LFKDUG�+DZNLQV� LQWHUYLHZHG�E\�-RKQ�$UWKXU�3HHW]��Richard Hawkins, 
©$UW)RUXPª�� )HEUXDU\� ���� ������ �KWWS���DUWIRUXP�FRP�ZRUGV�LG �����> and 
Agnieszka Gratza, «Richard Hawkins: Tate Liverpool» ArtForum� QG�� �KWWS���
DUWIRUXP�FRP�SLFNV�LG �����!�

�� See HTZ� ��� ����� 0\� WKDQNV� WR� <XNL� <RVKLPXUD� DQG� 5LFKDUG� +DZNLQV¶�
WUDQVODWRU��7DND�<DPDPRWR�� IRU� DVVLVWDQFH� LQ� GHFRGLQJ�+LMLNDWD¶V� KDQGZULWLQJ�� 6HH�
also Richard Hawkins, 5LFKDUG�+DZNLQV��$�7DON�DV�3DUW�RI�7KHRU\�RI�$FKLHYHPHQW, 
<DOH�8QLRQ��3RUWODQG��2UHJRQ��$XJ����������>XQSXEOLVKHG�SUHVHQWDWLRQ@�
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Hijikata Tatsumi, «Nadare Ame Scrapbook», p. 19, courtesy of the Keio
University Art Center
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Richard Hawkins, Ankoku 64 (Woman - ass in front), 2012,
Collage, 18 1/8 x 15 1/2 x 1 inches (46 x 39.4 x 2.5 cm) (RHw.291),

courtesy of the artist and Greene Naftali, New York
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8VXDOO\�DQ�DUURZ�RU�OLQH�FRQQHFWV�RQH�RI�WKHVH�QRWHV�WR�D�VSRW�RQ�
WKH� SDLQWLQJ� RU� DQRWKHU� QRWH��:H�PLJKW� SUHVXPH� WKDW� ©/DUJH�1XUVH�
Hat» indicates a possible hint for a costume for a character in a dance, 
DQG�©$I¿[�WKLV�H[SUHVVLRQ�WR�WKH�ROG�ZRPDQ�ZKR�LV�DQJU\ª�UHTXLUHV�
the dancer to adopt the expression of de Koonig’s woman at a certain 
point in a dance.

In Ankoku 64 (Woman – ass in front), Hawkins has positioned a 
IXOO�FRORU�YHUVLRQ�RI�GH�.RRQLJ¶V�SDLQWLQJ�LQ�URXJKO\�WKH�VDPH�VSRW�RQ�
WKH�SDSHU��DQG�VXEVWLWXWHG� LQ�D� ORQJHU�PRUH�XQL¿HG�KDQG�ZULWWHQ� WH[W�
(all in capital letters):

+HU�IDFH� LV�DWWDFNHG�E\� WKH�ZLQG�� WHHWK�FKDWWHULQJ��FKLQ� WUHPEOLQJ��$Q�ROG�
ODG\��VKH�FORVHV�D�GLUW\�FRZ¶V�EODQNHW�URXQG�KHU�KXQFKHG�VKRXOGHUV��ORVW��%LWWHU��
VKH�VWXPEOHV�GRZQ�WKH�ULYHUEDQN��$�%HJJDU��+HU�IDW�ÀDEE\�DVV�KDV�D�PLQG�RI�LWV�
RZQ�� ,W� JHWV� LWVHOI� XS�� KREEOHV� DZD\�� WUXGJHV� EDFN� DQG� VHWV� XS� UHVLGHQW� FR]LO\�
where her breasts used to be29.

,PPHGLDWHO\�RQH�UHDOL]HV�WKDW�+DZNLQV�LV�VXEVWLWXWLQJ�SRHWLF�WH[W�
IRU�+LMLNDWD¶V�QRWHV��EXW�WKHVH�WH[WV�DUH�QRW�HQWLUHO\�GLYRUFHG�IURP�+L-
jikata’s notes. In Hawkin’s Ankoku 65 (Woman – ass in front), we see a 
GLIIHUHQWO\�FRORUHG�SULQW�RI�WKH�GH�.RRQLJ�SDLQWLQJ�ORFDWHG�LQ�D�GLIIHU-
ent place on the paper (as well as de Koonig’s Woman, II) with a large 
-DSDQHVH� FDOOLJUDSKLF� ©9DSRU�:RPDQª� �<XJH�QR�RQQD��� DQG� D� VPDOO�
gloss in English «A Woman made of Steam»30. Thus we see that even 
if this could not be called a direct translation, in Ankoku 64, Hawkins 
KDV�FDSWXUHG�+LMLNDWD¶V�SUHRFFXSDWLRQ�ZLWK�RQH�ERGLO\�SDUW�VXEVWLWXWLQJ�
for another, and in Ankoku 65, Hawkins has echoed Hijikata’s concern 
with steam, mist, vapor and other atmospheric elements that can en-
twine with, mix with, and obscure other things.

The American modern dancer Trajal Harrell has begun a decade 
ORQJ�SURMHFW�VLPLODUO\�EDVHG�RQ�+LMLNDWD�DQG�2KQR¶V�PHWKRGV�FDOOHG�
©,Q� 2QH� 6WHS� DUH� D� 7KRXVDQG�$QLPDOVª�� +DUUHOO� KDV� DOZD\V� EHHQ�

29 See Richard Hawkins, «Ankoku 64 (Woman – ass in front)» Collage, 2012, 
*UHHQ� 1DIWDOL� *DOODU\�� �KWWS���ZZZ�JUHHQHQDIWDOLJDOOHU\�FRP�H[KLELWLRQV�ULFKDUG�
hawkins3#11>.

30 See Richard Hawkins, «Ankoku 65 (Woman – ass in front)» Collage, 2012, 
*UHHQ� 1DIWDOL� *DOODU\�� �KWWS���ZZZ�JUHHQHQDIWDOLJDOOHU\�FRP�H[KLELWLRQV�ULFKDUG�
hawkins3#16>.
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prone to mixing genres – a recent project was to think about Jud-
son Dance Theater and Harlem voguing. He visited the Art Center 
DQG�VDZ�+LMLNDWD¶V������Tohoku Kabuki Plan IV (a work which owes 
PXFK�RI�LWV�DHVWKHWLF�WR�WKH�IDVKLRQ�UXQZD\��DQG�ZDV�EORZQ�DZD\�E\�LW��
He also looked through Hijikata’s notebooks and scrapbooks and was 
WDNHQ�ZLWK�WKH�ZD\�WKDW�+LMLNDWD�ZDV�ORRNLQJ�DW�VR�PDQ\�DUWLVWV�DFURVV�
VR�PDQ\� WLPHV�DQG�SODFHV��+H�EHJDQ� WR�JHW�D�VHQVH� �DV�FDQ�EH�VHHQ�
IURP�WKH�WLWOH�RI�KLV�SURMHFW��DERXW�WKH�ZD\V�WKDW�+LMLNDWD�ZRXOG�¿OO�XS�
PRYHPHQWV�ZLWK�VR�PDQ\�HYRFDWLYH�ZRUGV�DQG�LPDJHV�LQ�RUGHU�WR�KHOS�
the dancers deepen the affective power of the performance. Thus far, 
Harrell’s project has resulted in several performances such as Used, 
Abused and Hung out to Dry (which was an attempt to vogue Hijik-
ata)31; The Return of La Argentina� �D�©¿FWLRQDO� DUFKLYLQJ�RI�.D]XR�
Ohno’s renowned solo piece Admiring La Argentina»); In the Mood 
for Frankie (a mediation on Hijikata’s principal danseuse Ashikawa 
<RNR�� DQG�PRGHUQ� GDQFH� FKRUHRJUDSKHU�.DWKHULQH�'XQKDP�32; and 
The Ghost of Montpellier Meets the Samurai (based on the premise 
that Ellen Stewart of La Mama contrives to get Hijikata Tatsumi and 
nouvelle danse� FKRUHRJUDSKHU�'RPLQLTXH�%DJRXHW� WR�PHHW� LQ�0DQ-
hattan and create a dance together)33.

+DUUHOO¶V�UHFRJQLWLRQ�RI�+LMLNDWD¶V�DWWHPSW� WR�¿OO�RQH�VWHS�ZLWK�D�
WKRXVDQG�DQLPDOV��QLFHO\�UHWXUQV�XV�WR�+LMLNDWD¶V�PHWKRG�RI�KDUQHVVLQJ�
the power of evocative language and images to generate novel dance 
VWHSV�KLPVHOI�DQG�WR�KHOS�KLV�GDQFHUV�PRGLI\�GDQFH�VWHSV�DQG�LQFUHDVH�
WKH�SRZHU�RI�WKH�GDQFHV��6XUHO\�+LMLNDWD¶V�DWWHPSWV�WR�FUHDWH�DQG�¿OO�KLV�
RZQ�PRYHPHQWV�PXVW�VWHP�IURP�D�GHVLUH�WR�WU\�WR�HQJDJH�KLV�GDQFHUV�
LQ�WKH�VDPH�ZD\�KH�HQJDJHG�KLV�DXGLHQFH��DQG�IURP�D�UHDOL]DWLRQ�RI�WKH�
YDULRXV�WHFKQLTXHV�XVHG�E\�RWKHU�DUWLVWV�ZKR�VRXJKW�WR�PRYH�SHRSOH��
It has taken some time for the full details of his artistic experiments to 
reach the wider world, and at times butoh has been in danger of being 

31 Brian Siebert, *OLPSVHV�RI�D�5DYH��6SDVPV�RI�'LVWUHVV��7UDMDO�+DUUHOO�DW�WKH�
Museum of Modern Art��©1HZ�<RUN�7LPHVª� ���)HEUXDU\�������S��&���

32 «Trajal Harrell: In One Step are a Thousand Animals», Museum of Modern 
$UW���KWWS���ZZZ�PRPD�RUJ�FDOHQGDU�SHUIRUPDQFH�����"ORFDOH HQ!�

33 Sheila Regan, 5HYLHZ��+DUUHOO¶V�¶*KRVW¶�SD\V�WULEXWH�WR�WKUHH�JLDQWV�RI�FRQ-
temporary dance��©6WDU�7ULEXQHª��0DUFK������������KWWS���ZZZ�VWDUWULEXQH�FRP�KDU-
UHOO�V�JKRVW�SD\V�WULEXWH�WR���JLDQWV�RI�FRQWHPSRUDU\�GDQFH�����������!�
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UHGXFHG�WR�VWULNLQJ�LPDJHV��GHYRLG�RI�DQ\�FRQWH[W�RU�WHFKQLTXH���RU�WR�
just another attempt at dance notation, rather than people understand-
ing the full visual, aural, and tactile range of Hijikata’s experiments in 
evocation. In part, this has happened because images and the written 
word are more storable and portable than the performances themselves. 
7KH�SULQFLSOH�DUFKLYH�RI�+LMLNDWD��WKH�.HLR�8QLYHUVLW\�$UW�&HQWHU��KDV�
QRW�DOZD\V�VNLUWHG�WKHVH�GDQJHUV�VXFFHVVIXOO\��EXW�WKH�DUFKLYLVWV�KDYH�
DOZD\V�EHHQ�FRPPLWWHG�WR�EDVLF�UHVHDUFK�WR�XQGHUVWDQG�+LMLNDWD�PRUH�
IXOO\�� DQG� WKH� DUFKLYH�KDV� HYROYHG�RYHU� WLPH� WR� DQVZHU� WKH�QHHGV�RI�
WKDW�UHVHDUFK��$V�RQH�FDQ�VHH�E\�ORRNLQJ�DW�WKH�FXUUHQW�DFWLYLWLHV�RI�WKH�
archive, and at the new visual and performing arts coming out of those 
activities, the archive is helping the world of butoh and its offshoots be 
HYHU\�ELW�DV�DOLYH�DV�WKH�JHQHWLF�PHWDSKRU�ZRXOG�VXJJHVW�


