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Introduction 

Not Expressing

Hijikata Tatsumi often said that expressing was a base impulse. If 
Butoh became a means of expression, it would be «begging and pros-
trating itself» – an «adjusted form of Butoh» manifesting «obedience 
DQG�MHDORXV\ª1.

+LMLNDWD�RIWHQ�VDLG�WKDW�KH�KDG�OHW�KLV�VLVWHU�LQWR�KLV�ERG\2. He stat-
HG�WKDW�KLV�VLVWHU��ZKR�ZDV�GHFHDVHG��VDLG�WR�KLP��©$OWKRXJK�\RX�GH-
YRWH�\RXUVHOI�WR�GDQFLQJ�WR�H[SUHVV�VRPHWKLQJ��ZKDW�FDQ�EH�H[SUHVVHG�
emerges through something not expressed, does it not»3?

According to Hijikata, his sister was his Butoh teacher.
,W�LV�QRW�FOHDU�LI�WKH�VWRU\�ZDV�VXEMHFWLYHO\�WUXH�IRU�+LMLNDWD��DQ�H[-

SHULHQFHG�LOOXVLRQ��RU�VRPHWKLQJ�KH�IDEULFDWHG�ZLWK�WKH�LQWHQW�WR�P\VWL-
I\��0RUHRYHU��LW�LV�GLI¿FXOW�WR�XQGHUVWDQG�KLV�%XWRK�IURP�VXFK�UHPDUNV��

1 Inu no joumyaku ni sitto suru koto kara (From Being Jealous of a Dog’s Vein), 
LQ�WKH�PRQWKO\�PDJD]LQH�©%LMXWVX�7HFKRª��0D\�������S������

2 First known reference was in the program for the «Cross Talk Intermedia 
)HVWLYDOª��)HEUXDU\�������

3 Kaza daruma (Wind Daruma), in Hijikata Tatsumi Zensyuu II (Collected 
:RUNV�RI�+LMLNDWD�7DWVXPL�,,���7RN\R��.DZDGH�6KRER�6KLQVKD��������SS����������
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,Q� DQ\� HYHQW�� QHLWKHU� LQ�ZRUGV� QRU� LQ� GDQFH� GLG�+LMLNDWD� ©H[SUHVVª�
VWUDLJKWIRUZDUGO\��7KHUH�LV�QR�ZD\�IRU�XV�WR�XQGHUVWDQG�WKH�FUHDWRU�RU�
his Butoh but to read between his lines.

2QVWDJH��KH�LV�QRWKLQJ�EXW�H[SUHVVLRQ��%XWRK�GDQFHUV�VWXG\LQJ�XQ-
der Hijikata endured teaching like a koan of Zen�� WKH\�ZHUH�WROG�QRW�
to express when going onto the stage, the place to express; likewise, 
ZKLOH�WKH\�ZHUH�RQ�WKH�VWDJH��WKH\�ZHUH�WROG�QRW�WR�H[SUHVV��%XW�ZKHQ�
Hijikata told them not to express, the nature of his Butoh must have 
EHHQ� LQ� WKRVH�ZRUGV�� ,W�PD\�EH� WKDW� WZR� LGHDV� DUH� VXJJHVWHG� E\� WKH�
statement «Butoh is not expression».

2QH�LV�WKDW�%XWRK�LV�QRW�WKH�H[SUHVVLRQ�RI�DQ�LGHD�XVLQJ�WKH�ERG\�
DV�D� WRRO��+LMLNDWD¶V�%XWRK�� UDWKHU�� LV�ERG\�DUW�ZKRVH�H[SUHVVLRQ� LV�D�
«convulsion of existence».

The other idea is that the method in Hijikata’s Butoh is to «express 
ZLWKRXW�H[SUHVVLQJª��DQG�WKLV�ZDV�DFFHSWHG�E\�WKH�%XWRK�GDQFHUV�ZKR�
studied under him.

This Butoh cannot be deciphered through existing codes. But if 
RQH�FRXOG�VLPSO\�VD\�WKDW�WKLV�LV�ZK\�+LMLNDWD¶V�%XWRK�LV�DQ�RULJLQDO�
ERG\�H[SUHVVLRQ��LW�ZRXOG�EH�WKH�HQG�RI�WKH�GLVFXVVLRQ��,Q�WKLV�ERRN4, 
we will attempt to reduce Hijikata’s Butoh to simpler forms so that 
WKLV�ERG\�DUW��ZKLFK�FDQQRW�EH�GHVFULEHG�E\�WKH�FRQFHSWV�RU�IRUPDWV�RI�
conventional dance, can be understood.

We will also attempt to address whether Butoh can be handed 
GRZQ�DV�DUWLVWLF�H[SUHVVLRQ��,V�%XWRK�D�WUDQVLWRU\�H[SUHVVLRQ"�,V�LW�DQ�
H[SUHVVLRQ�PHUHO\� RI� RQH¶V� LQGLYLGXDO� H[SHULHQFH"�:H�ZLOO� FRQVLGHU�
WKRVH�TXHVWLRQV��DORQJ�ZLWK�ZKHWKHU�WKH�PHWKRG��©H[SUHVV�ZLWKRXW�H[-
SUHVVLQJª�� DQG�+LMLNDWD¶V�PHWKRG�RI� FUHDWLRQ�%XWRK�1RWDWLRQ�FDQ�EH�
shared and handed down to following generations.

Handing Down Butoh

'DQFH�RQ�WKH�VWDJH�LV�LQWULQVLFDOO\�ÀHHWLQJ��RI�ZKLFK�+LMLNDWD�FRP-

4 The author refers here to the book from which these excerpts are taken: 
Morishita Takashi, Hijikata Tatsumi’s Notational Butoh. An innovational method for 
butoh creation��7RN\R��.HLR�8QLYHUVLW\�$UW�&HQWHU��������7KH�ZULWLQJV�KHUH�SXEOLVKHG�
DUH�WKH�UHSULQW��ZLWK�VRPH�FXWV��RI�WKH�SUHIDFH�DQG�WKH�¿UVW�FKDSWHU��SS��������>(G�@
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mented, «it will survive because it disappears»5. Although it disappears 
DV�D�WHPSRUDO�RFFXUUHQFH��LW�FDQ�EH�UHWDLQHG�LQ�WKH�YLHZHU¶V�PHPRU\��
,QGHHG�� EHFDXVH� RI� WKH� RQH�WLPH�RQO\� QDWXUH� RI� WKH� H[SHULHQFH�� SHU-
IRUPLQJ�DUWV�PD\�LPSUHVV�WKHPVHOYHV�XSRQ�WKH�YLHZHU�TXLWH�VWURQJO\��
$QG�LW�JRHV�ZLWKRXW�VD\LQJ�WKDW�ZKDW�D�GDQFHU¶V�ERG\�KDV�H[SHULHQFHG�
DQG�DEVRUEHG�GRHV�QRW�GLVDSSHDU�HDVLO\��6WLOO��KRZ�FDQ�D�WKHDWULFDO�DUW�
EH�NQRZQ�E\� WKRVH�ZKR�GR�QRW�VHH� LW"�+RZ�LV� LW�SRVVLEOH� WR�FRQYH\�
what has disappeared?

1R�PDWWHU�KRZ�PXFK�RQH�LV�WROG�RI�PDVWHUO\�SHUIRUPDQFHV�LQ�WKH�
FODVVLFDO�DUWV��LQ�WLPH��WKH\�H[LVW�RQO\�LQ�WKH�LPDJLQDWLRQ��>«@

'DQFH�SHUIRUPDQFHV�E\�+LMLNDWD�KLPVHOI�RU�SHUIRUPDQFHV�WKDW�ZHUH�
GLUHFWHG�FKRUHRJUDSKHG�E\�KLP�DUH�LQ�WKH�UHFHQW�SDVW��PDQ\�SHRSOH�KDYH�
written about them or recorded images of these performances, and danc-
HUV�ZKR�ZHUH�WDXJKW�GLUHFWO\�E\�+LMLNDWD�FDQ�VWLOO�GHVFULEH�WKHP�RUDOO\��
,Q� DGGLWLRQ��+LMLNDWD�ZURWH� DQG� VSRNH� D� JUHDW� GHDO�� SDUWLFXODUO\� IRU� D�
dancer, and a complete collection of his writings has been compiled.

6R�LW�PD\�LQGHHG�EH�SRVVLEOH�WR�JHW�WR�NQRZ�+LMLNDWD¶V�%XWRK�E\�
YDULRXV�PHWKRGV��7KH�TXHVWLRQ�LV�KRZ�XVHIXO�WKDW�ZLOO�DFWXDOO\�EH�

For example, Hijikata’s writings were poetic metaphors, full of 
VHOI�FRQFHDOPHQW�DQG�GLVWRUWLRQV��UDUHO\�GHYHORSHG�ORJLFDOO\��,Q�FODVVL-
FDO�SHUIRUPLQJ�DUWV��QR�WKHRULHV�RI�GUDPD�ZHUH�FRQVWUXFWHG�DV�WKH\�DUH�
in modem and present theatrical art. Rather, there were geidan: talks 
E\�WKH�PDVWHUV�RQ�WKHLU�DUW��7KH�VW\OH�DQG�FRQWHQW�RI�+LMLNDWD¶V�ZULWLQJV��
given his lack of desire to theorize Butoh, are closer to geidan.

$FFRUGLQJO\�� DOWKRXJK� KLV�ZULWLQJV� DQG� UHPDUNV�PD\� EH� KHOSIXO�
in understanding the background for Hijikata’s Butoh and his mental 
ZRUOG��WKH\�DUH�OHVV�KHOSIXO�WR�D�VHDUFK�IRU�KLV�PHWKRG�RI�GDQFH�FUHDWLRQ�
RU�KLV�WHFKQLTXHV�DQG�VNLOOV��QRU�GR�WKH\�KHOS�XV�WR�GLYLGH�IRUPV�LQWR�
FRQVWLWXHQW�SDUWV�WKDW�FDQ�EH�JUDVSHG�FRQFHSWXDOO\�

Thus, putting aside whether Hijikata’s writings should be called 
geidan�RU�QRW��WKH\�PD\�RQO\�EH�XVHIXO�IRU�JDLQLQJ�DQ�XQGHUVWDQGLQJ�RI�
D�WDVWH�RI�KLV�WDOHQW�DQG�WKH�HVVHQFH�RI�%XWRK��7KH\�VKRXOG�QRW�EH�RYHU-
ORRNHG��EXW�LW�FHUWDLQO\�GRHV�QRW�HQFRPSDVV�WKH�ZKROH�RI�XQGHUVWDQGLQJ�
Butoh.

5 ,Q�WKLV�ZD\�+LMLNDWD�IUHTXHQWO\�XVHG�SDUDGR[LFDO�H[SUHVVLRQV�ZKHQ�KH�WDONHG�
about his view of Butoh to his pupils.
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How much, for example, can we see Hijikata’s Butoh duplicated 
LQ�WKH�%XWRK�FXUUHQWO\�EHLQJ�SHUIRUPHG"�7KLV�PD\�VHHP�WR�EH�WKH�PRVW�
HIIHFWLYH�ZD\�WR�XQGHUVWDQG�KLV�%XWRK�±�EXW��LQ�IDFW��LW�LV�D�GHDG�HQG��7R-
GD\¶V�%XWRK�LV�GLYHUVH��DQG�ZH�DUH�EDUHO\�DEOH�WR�GHWHUPLQH�FRRUGLQDWH�
axes or a frame of reference on which to distribute it. Butoh itself has 
SUROLIHUDWHG�EH\RQG�ORJLF��,Q�WKHVH�FLUFXPVWDQFHV��WKH�OLNHOLKRRG�WKDW�
+LMLNDWD¶V�%XWRK�KDV�EHHQ�IDLWKIXOO\�SDVVHG�RQ�LV�GRVH�WR�QLO�

<HW�ZH�VKRXOG�VWXG\�WKH�DYDLODEOH�PDWHULDOV�DQG�WKH�FRPPHQWV�RI�
NQRZOHGJHDEOH�SHRSOH��WKHVH�H[LVW�LQ�VXI¿FLHQW�TXDQWLW\�WR�EH�XVHIXO��
Indeed, solid discussions of Hijikata’s work should be basic studies for 
PRUH�WKRURXJK�LQYHVWLJDWLRQV��EXW�IHZ�KDYH�WDNHQ�SODFH�LQ�UHDOLW\��+DY-
ing such discussions is premised on the assumption that the methods 
DQG�WHFKQLTXHV�RI�KLV�%XWRK�FDQ�EH�FODUL¿HG�

)RU�WKDW��WKHUH�LV�QR�RWKHU�ZD\�WKDQ�WR�WDNH�VWHDG\�VWHSV�IRUZDUG��
FRXQWLQJ�DV�ZH�JR��>«@�ZH�ZLOO�VRUW�RXW�+LMLNDWD¶V�DFWLYLWLHV�E\�WLPH��
GLYLGLQJ�WKH�KLVWRU\�RI�KLV�%XWRK�LQWR�VL[�SHULRGV��FRQ¿UP�%XWRK�VW\OHV�
DQG�PHWKRGV�KLVWRULFDOO\��DQG�H[WUDFW�LVVXHV�WR�EH�GLVFXVVHG��>«@

1: Hijikata Tatsumi’s Butoh

'DZQ�RI�%XWRK��$YDQW�JDUGH�'HFODUDWLRQ

Hijikata Tatsumi’s Butoh is considered to have begun with the 
work «Forbidden Colors» (Kinjiki��¿UVW�VHHQ�DW�D�SHUIRUPDQFH�E\�QHZ�
members of the All Japan Art Dance Association (Zen nihon geijutu 
buyou kyoukai�� LQ�0D\�������$W� WKH� WLPH��D�EULHI�SUR¿OH�RI�+LMLNDWD�
was released: «Studied under Ando Mitsuko, respects Ohno Kazuo like 
DQ�ROGHU�EURWKHU��DQG�ZDV�VWURQJO\�DIIHFWHG�E\�-HDQ�*HQHWª6��7KDW�YHU\�
VKRUW�FRPPHQW�ZDV�D�¿UVW�JOLPSVH�DW�WKH�LQÀXHQFHV�RQ�+LMLNDWD¶V�ERG\�
and mind when he was in his late 20s and into his 30s.

From 1959 until 1961, he was involved in three theatrical pro-
GXFWLRQV��+LMLNDWD�¿UVW�RUJDQL]HG�����experIenCe�6RFLHW\��650 ExpErI-
EncE no kai) and created the work «Six Avant Garde Artists» (Rokunin 

6 3DPSKOHW�IRU�WKH�VL[WK�SXEOLF�SHUIRUPDQFH�E\�QHZ�GDQFHUV�VSRQVRUHG�E\�WKH�
$OO�-DSDQ�$UW�'DQFH�$VVRFLDWLRQ��0D\�������
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no avant-garde). Declaring it to be avant-garde, Hijikata released the 
ZRUN�ZLWK�¿YH�RWKHU�DUWLVWV�LQ�GLIIHUHQW�JHQUHV��©6L[�$YDQW�*DUGH�$UW-
ists» was performed once in 1959 and once in 19607.

He participated twice in performances «Women Avantgardists’ 
Dance Recital» (Joryuu avant-garde��� D� GDQFH� UHFLWDO� E\� ��� IHPDOH�
GDQFHUV�VWXG\LQJ�XQGHU�7VXGD�1REXWRVKL�.

In 1960 and 1961, he held his own recitals, «Hijikata Tatsumi 
danCe experIenCe� 6RFLHW\ª� �Hijikata Tatsumi DancE ExpErIEncE no 
kai). For both events, Ohno Kazuo and six or seven other dancers per-
formed together.

When his work «Forbidden Colors», released in 1959, became, 
along with Wakamatsu Miki’s «Situation» (Joukyou), the focus of crit-
icism from the mainstream of All Japan Art Dance Association because 
of its radical themes and expressions, Hijikata joined in the activities 
RI�DYDQW�JDUGH�GDQFHU�7VXGD�1REXWRVKL��ZKR�GHIHQGHG� WKH�ZRUNV�� ,W�
ZDV�DIWHU�WKLV�H[SHULHQFH�WKDW�+LMLNDWD�KHOG�KLV�¿UVW�UHFLWDO�EDVHG�LQ�WKH�
Tsuda Dance Studio, later Asbestos Studio (Asbestos kan).

:LWK�WKLV�LQ�PLQG��WKH�WLPH�IURP������WR������LV�REYLRXVO\�WKH�
¿UVW�SHULRG�RI�+LMLNDWD�7DWVXPL¶V�%XWRK��LQ�ZKLFK�KH�GHFODUHG�KLV�DUW�
to be avant-garde and took off in an experimental direction. During 
this time, as he struggled in the gap between denial and creation, 
hiding himself in his writings, he oscillated between the fact and the 
idea, demonstrating a part of the thought process behind the creation 
of Butoh.

,Q� WKLV�SHULRG��RZLQJ� LQ�SDUW� WR� LQÀXHQFHV�IURP�(XURSHDQ�OLWHUD-
ture, including Jean Genet and Comte de Lautréamont, his dance forms 
PXVW�KDYH�EHHQ�VLPSOH�DQG�HDV\�WR�EH�XQGHUVWRRG��DOWKRXJK�KLV�SHUIRU-
mances were often embellished.

7 2WKHU� DYDQW�JDUGH� DUWLVWV� LQ� WKH� SHUIRUPDQFHV� ZHUH� 0D\X]XPL� 7RVKLUR��
0RURL�0DNRWR��.DQDPRUL�.DRUX��:DNDPDWVX�0LNL�� DQG�'RQDOG�5LFKLH� LQ� WKH�¿UVW�
SHUIRUPDQFH��DQG�0D\X]XPL�7RVKLUR��7RPDWVX�6KRPHL��7HUD\DPD�6KXML��.DQDPRUL�
Kaoru, and Miho Keitaro in the second performance.

� 7KHUH�ZHUH�DSSUR[LPDWHO\����QHZ�PRGHUQ�GDQFHUV��LQFOXGLQJ�PDQ\�VWXGHQWV�
RI�(JXFKL�7DND\D�DQG�0L\D�0LVDNR�
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From Anti-Dance to Rebelling Body

In 1962, Hijikata took over the Tsuda Dance Studio from Tsuda 
1REXWRVKL��UHQDPLQJ�LW�$VEHVWRV�6WXGLR��7KH�SHULRG�IURP������±�ZKHQ�
he began operating at the studio – to 1966 is the second period in Hi-
MLNDWD¶V�FUHDWLYH�OLIH��,Q�-XQH�������KH�VWDJHG�KLV�¿UVW�SHUIRUPDQFH�DW�
Asbestos Studio, «The Inauguration of the Leda Association Secret 
3HUIRUPDQFH�1R��ª��Leda no kai hossoku dai-ikkai kouen), which he 
created and directed.

,Q� $XJXVW�� KH� GDQFHG� LQ� ©/RVW� :DU� %DQTXHWª� �Haisen kinen 
bansankai) with neo-Dada artists, including Kazakura Sho and Akaseg-
awa Genpei, and musicians of Group Ongaku��LQFOXGLQJ�7RQH�<DVXQDR�
and Kosugi Takehisa. It was an unusual – perhaps even far-out – event 
RUJDQL]HG�E\�DYDQWJDUGLVWV�GHFODULQJ� WKHPVHOYHV�DQWL�DUW��DQWL�PXVLF��
DQG�DQWL�GDQFH��,Q�UHDOLW\��LW�ZDV�©$UW�DV�$FWLRQª9.

,Q�������©0DVVHXU��$�6WRU\�RI� D�7KHDWHU� WKDW�6XVWDLQV�3DVVLRQª�
($QPD��DL\RNX�R�VDVDHUX�JHNLMRX�QR�KDQDVL) reunited all the avant-gar-
GH�DUWLVWV�ZKR�KDG�SHUIRUPHG�LQ�©/RVW�:DU�%DQTXHWª��+LMLNDWD�DOVR�FRO-
laborated with avant-garde artists in «Rose-Colored Dance» (Barairo 
dansu��LQ������DQG�©,QVWUXFWLRQDO�,OOXVWUDWLRQV�IRU�WKH�6WXG\�RI�'LYLQH�
Favor in Sexual Love: Tomato» (6HLDL�RQW\RXJDNX�VLQDQ�]XH��7RPD-
to��LQ�������2UJDQL]HG�E\�+LMLNDWD��WKHVH�FROODERUDWLRQV�VKRZ�WKDW�KLV�
DFWLYLWLHV�KDG�GHYHORSHG�LQWR�DQ�DUW�PRYHPHQW��H[WHQGLQJ�EH\RQG�WKH�
genre of dance.

From the existing pictures and images of «Masseur» and 
©5RVH�&RORUHG�'DQFHª��LW�LV�GLI¿FXOW�WR�JUDVS�WKH�HQWLUHW\�RI�+LMLNDWD¶V�
expression, but these sources do tell us that Hijikata was absorbed in 
something both anti-art and anti-dance.

$�WKLUG�SHULRG�RI�+LMLNDWD¶V�FUHDWLYH�OLIH�FRPSULVHV�MXVW�WZR�\HDUV��
,Q������DQG�������KH�VWDJHG�%XWRK�SHUIRUPDQFHV�IRU�KLV�IRXU�SXSLOV�±�
7DNDL�7RPLNR��,VKLL�0LWVXWDND��1DNDMLPD�1DWVX��DQG�$VKLNDZD�<RNR�
±�RQH�E\�RQH��+LMLNDWD�KLPVHOI�GLUHFWHG��RUJDQL]HG��DQG�FKRUHRJUDSKHG�
all of them, and danced in the performances for Takai and Ishii.

A solo performance, «Hijikata Tatsumi and the Japanese: Rebel-

9 There is no printed material for the event. There are records of verbal 
FRPPHQWV� E\�$NDVHJDZD�*HQSHL�� D� SDUWLFLSDQW�� DQG� WKH� UHFROOHFWLRQV� RI�.D]DNXUD�
6KR�DQG�<RVKLGD�<RVKLH�
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OLRQ�RI�WKH�%RG\ª��+LMLNDWD�7DWVXPL�WR�QLKRQMLQ��1LNXWDL�QR�KDQUDQ), 
LQ�2FWREHU�������FDQ�EH�FDOOHG�D�FRPSLODWLRQ�RI�+LMLNDWD¶V�%XWRK�� ,W�
showed viewers the overwhelming power of Butoh and established its 
reputation as full of madness and violence and eroticism.

1RWDEO\��WKH�VHFRQG�SHULRG�ZDV�FKDUDFWHUL]HG�E\�WKH�+LMLNDWD�ZKR�
didn’t�GDQFH��ZKHUHDV�WKH�WKLUG�SHULRG�ZDV�FKDUDFWHUL]HG�E\�WKH�+LMLNDWD�
who danced.

1HZ�%XWRK��6W\OH�DQG�0HWKRG

$IWHU�SHUIRUPLQJ�©5HEHOOLRQ�RI�WKH�%RG\ª��+LMLNDWD�GLG�QRW�SHU-
form on the stage again until 1972, except to make a guest appear-
DQFH��,Q�������KRZHYHU��KH�RUJDQL]HG�\RXQJ�%XWRK�GDQFHUV�DW�$VEHVWRV�
6WXGLR��SULPDULO\�$VKLNDZD�<RNR�DQG�RWKHU�IHPDOH�GDQFHUV�� IRUPLQJ�
a group Genjusha, and continued a series of small performances over 
a considerable period. He revealed his own ideas on Butoh through 
D� FDWFKSKUDVH� ©6DFUL¿FLQJ�*UHDW� 3DUDJRQH� RI�%XWRK� �Hangi dai tou 
kan)» and started including it in the name of the performance.

The fourth period in Hijikata’s creative life spans from the forma-
tion of Genjusha to when a major performance was staged in September 
1972 to commemorate the formation of Harupin-ha. There emerged a 
QHZ�%XWRK��FKDUDFWHUL]HG�E\�WKH�GDQFHUV¶�SDLQWLQJ�WKHLU�HQWLUH�ERGLHV�
ZKLWH�DQG�GDQFLQJ�LQ�D�EDQG\�OHJJHG�PDQQHU�

Having waited until the time was ripe to return to active perfor-
PDQFH�� LQ�2FWREHU� ������+LMLNDWD� SHUIRUPHG� ©7ZHQW\�6HYHQ�1LJKWV�
for Four Seasons» (Siki no tame no nijuu-nana ban), a performance 
ZKLFK�KDV�TXLWH�D� ORQJ�WHDVHU�©6DFUL¿FLQJ�*UHDW�3DUDJRQH�RI�%XWRK��
3HUIRUPDQFH�WR�&RPPHPRUDWH�WKH�6HFRQG�8QLW\�RI�WKH�$QNRNX�%XWRK�
School (+DQJL�GDL�WRX�NDQ��$QNRNX�%XWRK�KD�NHVVRNX�NLQHQ�NRXHQ)».

7KH� SHUIRUPDQFH� ±� ¿YH�ZRUNV� SHUIRUPHG� RYHU� ��� FRQVHFXWLYH�
QLJKWV� ±�PXVW� KDYH� EHHQ� WKH�PRVW� LPSRUWDQW� RQH� LQ� WKH� KLVWRU\� RI�
Hijikata’s Butoh. He took full personal charge of the performance, en-
JDJLQJ�QRW�RQO\�LQ�RUJDQL]DWLRQ��GLUHFWLRQ��DQG�FKRUHRJUDSK\��EXW�DOVR�
VWDJH�VHWWLQJ��PXVLF��DQG�FRVWXPHV��+H�GDQFHG�RQH�GDQFH�FRPSOHWHO\�
without standing up – it was, as he described, a dance in which he 
could not stand up.

«Quiet House» (Shizuka na ie) in 1973 followed as an extension of 
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©7ZHQW\�6HYHQ�1LJKWV�IRU�)RXU�6HDVRQVª��+LMLNDWD�DOVR�SHUIRUPHG�DV�
D�JXHVW�GDQFHU�LQ�©7KH�3KDOOXV�0\WKª��Youbutu sintan��E\�Dairakuda-
kan Temputenshiki�LQ�2FWREHU�RI�WKH�VDPH�\HDU��7KLV�ZRXOG�WXUQ�RXW�WR�
EH�KLV�¿QDO�VWDJH�DSSHDUDQFH�

7KLV�\HDU��������LV�FDWHJRUL]HG�DV�WKH�¿IWK�SHULRG�RI�+LMLNDWD¶V�%X-
toh, important because he created new dances never seen before, and 
performed them himself.

$UWLVWLF�$FKLHYHPHQW��7KH�3HULRG�RI�%XWRK�1RWDWLRQ

In 1974, Hijikata formed another group at Asbestos Studio, Haku-
tobo��ZKLFK�FRQVLVWHG�PDLQO\�RI�ZRPHQ��ZLWK�$VKLNDZD�<RNR�DV�WKH�
FHQWUDO�¿JXUH��KLV�HDUOLHU�JURXS��Genjusha, was also female-dominated. 
Hijikata created (directed, organized, and choreographed) a series of 
16 works for Hakutobo�E\�WKH�HQG�RI������

7KHVH�WKUHH�\HDUV������������ZHUH�WKH�VL[WK�SHULRG�RI�+LMLNDWD¶V�
%XWRK��&UHDWHG�E\�+LMLNDWD�EDVHG�RQ�%XWRK�1RWDWLRQ�DQG�DFFHSWHG�E\�
KLV�GDQFHUV��LQ�WKLV�SHULRG��WKH�%XWRK�WKDW�KDG�HPHUJHG�LQ�WKH�¿IWK�SH-
ULRG� ZDV� FU\VWDOOL]HG� LQWR� GDQFH� UHDFKLQJ� XQSUHFHGHQWHG� KHLJKWV� RI�
HODERUDWHQHVV�� DQG�ZKLFK� VWDQGV� WRGD\� DV�+LMLNDWD¶V� XOWLPDWH� DUWLVWLF�
achievement.

,Q������DQG�������QR�ORQJHU�RSHUDWLQJ�DW�$VEHVWRV�6WXGLR��+LMLNDWD�
directed and choreographed works for his pupils and also participated 
WZLFH�LQ�IHVWLYDOV�RYHUVHDV��$IWHU�������KH�UHFHGHG�IURP�ERWK�ZRUN�DQG�
SXEOLF�OLIH��HYHQ�GLVHQJDJLQJ�ZLWK�IULHQGV�DQG�DFTXDLQWDQFHV��,Q�������
D�\HDU�EHIRUH�KLV�GHDWK��+LMLNDWD�UHVXPHG�YLJRURXV�ZRUN��7KLV�SDSHU��
however, will stop in its explorations. Rather, in our search for the form 
RI�%XWRK��ZH�ZLOO�ORRN�DW�WKH����\HDUV�IURP������WKURXJK�������FRP-
SULVLQJ�VL[�SHULRGV��DV�WKH�KLVWRU\�RI�+LMLNDWD�7DWVXPL¶V�%XWRK�FUHDWLRQ�

When considering the form of Hijikata’s Butoh and how it might 
be handed down to following generations, we should not deal with Hi-
MLNDWD¶V�%XWRK�LQFRQVLGHUDWHO\��7R�DFKLHYH�RXU�DLP��ZH�ZLOO�SULPDULO\�
ORRN�DW�%XWRK�LQ�WKH�IRXUWK��¿IWK�DQG�VL[WK�SHULRGV�DV�RXWOLQHG�DERYH��
7KH�UHDVRQ�IRU�WKLV�ZLOO�HPHUJH�QDWXUDOO\�LQ�WKH�GLVFXVVLRQ�KHUHDIWHU�



DOSSIER BUTOH-FU 95

2: Thoughts and Methods of Hijikata Tatsumi
[…] 

$UFKHW\SH�RI�%XWRK��WKH�([WUHPH�RI�3K\VLFDO�([SUHVVLRQ

,Q� WKH� WKLUG�SHULRG��+LMLNDWD�GDQFHG��$V�SUHYLRXVO\�PHQWLRQHG��D�
FRPSLODWLRQ�RI�WKLV�DFWLYLW\�ZDV�©5HEHOOLRQ�RI�WKH�%RG\ª��%HIRUH�WKH�
SHUIRUPDQFH��KH�GHFODUHG��©,�ZLOO�GDQFH�DV�PXFK�DV�,�FDQ�DW�WKH�1LS-
SRQ�6HLQHQNDQ�� ,�ZLOO� ULVN�P\�GDQFLQJª10. He also stated, «The time 
KDV�FRPH�WR�FOHDUO\�VKRZ�+LMLNDWD�7DWVXPL�E\�+LMLNDWD�7DWVXPLª11.

This was not an experiment in artistic creation, but a performance 
±�XVLQJ�KLV�ERG\�WR�WKH�PD[LPXP��ULVNLQJ�KLPVHOI�±�WR�PDNH�WKH�H[-
istence of dancer Hijikata Tatsumi known to the world. Although re-
actions were mixed, the work had a strong impact on artists, perform-
HUV��DQG�LQWHOOHFWXDOV�RI�WKH�GD\��DQG�HVWDEOLVKHG�WKH�UHDOLW\�RI�$QNRNX�
Butoh.

%XWRK�DV�VHHQ�LQ�©5HEHOOLRQ�RI�WKH�%RG\ª�H[SUHVVHG�WKH�ERG\�LW-
VHOI��+LMLNDWD� UHGXFHG�KLV�ERG\�E\� IDVWLQJ�� DSSHDUHG�RQ� VWDJH�ZLWK�D�
ERG\�OLNH�D�VWHHO�IUDPH��DQG�SHUIRUPHG�WR�WKH�XOWLPDWH�OHYHO�RI�SK\VLFDO�
H[SUHVVLRQ��QHLWKHU�VHHNLQJ�D�WKHPH�RXWVLGH�WKH�ERG\�QRU�DQ\�PHDQV�RI�
KHOS�RXWVLGH�WKH�ERG\��9LROHQFH�DQG�HURWLFLVP�RI�WKH�ERG\��WKH�FRQYXO-
sion of its existence, were shown together.

As a solo work of Hijikata, this was an integration of the dance 
KLVWRU\�KH�KDG�H[SHULHQFHG��IURP�1HXHWDQ]�DQG�FODVVLFDO�EDOOHW�WR�VKRZ�
GDQFLQJ��7KH�IRUP�RI�WKH�%XWRK�LQ�WKH�UHFLWDO�LV�HDV\�WR�XQGHUVWDQG�DV�
well.

1HLWKHU�2KQR�.D]XR�QRU�.DVDL�$NLUD�SDUWLFLSDWHG� LQ� WKH� UHFLWDO��
)ROORZLQJ�WKH�VWDWHPHQW�©VKRZ�+LMLNDWD�7DWVXPL�E\�+LMLNDWD�7DWVXPLª��
WKH�SHUIRUPDQFH�PDQLIHVWHG�KLV�LQGLYLGXDOLW\��DQG�LW�FRXOG�QRW�EH�LPL-
WDWHG�E\�DQRWKHU�GDQFHU�

The original title of the recital is «Hijikata Tatsumi and the Jap-
DQHVHª�� EXW� LW� LV� FRPPRQO\� NQRZQ� DV� ©5HEHOOLRQ�RI� WKH�%RG\ª�� QRW�
VRPHWKLQJ�HQYLVLRQHG�E\�+LMLNDWD��6XJJHVWLQJ�D�GHFODUDWLRQ�RI�LQWHQW�

10 Garumera syoukai� +LMLNDWD� 7DWVXPL�� PRQWKO\� PDJD]LQH� ©%LMXWVX� 7HFKRª��
$SULO�������S�����

11 Nikutai no yami o musiru...��3OXFNLQJ�2II�WKH�'DUNQHVV�RI�WKH�%RG\������LQ�WKH�
PDJD]LQH�©7HQERXª��&KLNXPDVKRER��-XO\�������S������
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E\�WKH�ERG\�DJDLQVW� WKH�SRZHU�RXWVLGH� WKH� WKHDWHU��DQG�WDNLQJ�RQ�WKH�
FKDUDFWHU�RI�WKH�WLPH��LW�EHFDPH�D�SHUIRUPDQFH�V\PEROL]LQJ�WKH�\HDU�
�����±�WKH�©6HDVRQV�RI�5HEHOOLRQª12.

,W�ZDV�WKH�WLPH�RI�WKH�ERG\��,Q�GHFODULQJ�KLV�RZQ�WKHDWULFDO�FRQFHSW��
Kara Juro, a great leader of the underground theater, also advocated 
WKH�©3ULYLOHJHG�%RG\�7KHRU\��Tokkenteki nikutai ron�ª��6D\LQJ�WKDW�©LW�
VWDUWV�ZLWK�WKH�H[LVWHQFH�RI�WKH�ERG\ª�DQG�DVVHUWLQJ�WKDW�WKH�©VSLULW�RI�D�
GUDPDWLF�SOD\HU�OLIWV�WKH�SOD\ª��.DUD�GHFODUHG�KLPVHOI�WR�EH�D�ULYHUEHG�
beggar (Kawara kojiki), a reference to the pariah status of pre-modern 
Kabuki performers, and asserted that he was himself a Kabuki�SOD\HU�
LQ�D�ZRUOG�DFURVV�WUXWK�DQG�¿FWLRQ��$V�KLV�PDVWHU��+LMLNDWD��KDG�UHMHFWHG�
PRGHUQ�GDQFH��VR�.DUD�WKRURXJKO\�FULWLFL]HG�Shingeki��1HZ�7KHDWHU���
which had descended into literature13.

In the period when the boom in underground theater – which re-
MHFWHG� WKH� LGHD� WKDW�D�SOD\HU¶V�ERG\�ZDV�VXERUGLQDWH� WR� WKH�SOD\�DQG�
WULHG�WR�RYHUWXUQ�WKH�IRUPXOD�RI�©SOD\HU� �ERG\�WR�WKH�SOD\� �OLWHUDWXUHª�
±�ZDV�DSSURDFKLQJ�LWV�SHDN��+LMLNDWD¶V�©5HEHOOLRQ�RI�WKH�%RG\ª�ZDV�DQ�
DQWKHP�SUDLVLQJ�WKH�WUDQVFHQGHQFH�RI�WKH�ERG\�

,Q�WKH�����V��WKH�ZRUGV�³ERG\´�DQG�³HPRWLRQV´�ZHUH�FRPPRQO\�
XVHG�WR�UHIHU�WR�D�SDLU�RI�FRQFHSWV��©5HEHOOLRQ�RI�WKH�%RG\ª�ZDV�WKH�H[-
SUHVVLRQ�RI�WKH�ERG\�LWVHOI�E\�WKH�HPRWLRQV�RI�DQ�LQGLYLGXDO��+LMLNDWD���
,W�>ZDV@�DOVR�WKH�H[SUHVVLRQ�RI�WKH�HPRWLRQV�E\�+LMLNDWD¶V�ERG\�

In the 1960s and 1970s, in the third and fourth periods of Hijikata’s 
%XWRK��KLV�FRPPHQWV�RIWHQ�LQFOXGHG�WKH�SKUDVHV�©D�WDPHG�ERG\ª��©WR�
VFUXWLQL]H�WKHLU�RZQ�ERGLHVª�DQG�©WR�¿QG�WKH�VWUD\LQJ�VHOI�WKDW�KDG�ORVW�
LWV�ZD\�ZLWKLQ�WKHLU�RZQ�ERGLHVª14. These words expressed the founda-
WLRQ�RI�+LMLNDWD¶V�YLHZ�RI�WKH�ERG\��D�SUHVXSSRVLWLRQ�IRU�WKH�UHEHOOLQJ�
ERG\��DQG�WKH�VWDUWLQJ�SRLQW�LQ�WKH�FUHDWLRQ�RI�D�QHZ�%XWRK�WKHUHDIWHU��
7KDW�LV��WKH\�IRUP�WKH�WKRXJKW�XQGHUO\LQJ�+LMLNDWD¶V�%XWRK�LWVHOI�

12 7KH�H[SUHVVLRQ�©5HEHOOLRQ�RI�WKH�%RG\ª�ZDV�XVHG�E\�7DQHPXUD�6XHKLUR�LQ�
his review of the photo exhibition Kamaitachi (Sickle Weasel), «Bijutsu Techo», June 
������SS��������

13 Tokkenteki nikutairon �7KH� 3ULYLOHJHG� %RG\� 7KHRU\��� LQ� Kosimaki Osen, 
7RN\R��*HQGDL�6KLFKRXVKD��������SS�������

14 Otoko wa itido sinde haiagare �0HQ�+DYH�WR�&OLPE�8S�DIWHU�'\LQJ�2QFH���LQ�
WKH�PRQWKO\�PDJD]LQH�©8VKLRª�-DQXDU\�������Nikutai no yami o musiru... (Plucking 
2II�WKH�'DUNQHVV�RI�WKH�%RG\������FLW���DQG�Ankoku no butai o odoru majin (A Daemon 
6WDJLQJ�$QNRNX���LQ�©0DLQLFKL�*UDSKª��)HEUXDU\�������2WKHUV�
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Hijikata Tatsumi’s dancing around this time cemented the image of 
$QNRNX�%XWRK�DQG�LQVSLUHG�PDQ\�ZKR�GHFLGHG�WR�GDQFH�%XWRK��'DQF-
HV�LQ�WKH�SHULRG�ZHUH��KRZHYHU��QHYHU�KDQGHG�GRZQ�MXVW�DV�WKH\�ZHUH��
The image of «Butoh on the edge of crisis» made a strong impression 
DV�DQ�DUFKHW\SH�RI�%XWRK��DQG�WKHQ�DV�D�PDWUL[�RI�%XWRK��DORQJ�ZLWK�WKH�
Butoh spirit of Hijikata Tatsumi.

Notational Butoh

,Q�WKH�����V��RQO\�.DVDL�$NLUD��ZKR�GDQFHG�XQGHU�WKH�GLUHFWLRQ�
RI� DQG�FKRUHRJUDSK\�E\�+LMLNDWD�XQWLO� ������GLVWDQFHG�KLPVHOI� DV�
DQ� LQGHSHQGHQW�%XWRK�GDQFHU�� UHPRYLQJ�KLPVHOI� IURP�DQ\� IXUWKHU�
GLUHFW� UHODWLRQVKLS�ZLWK�+LMLNDWD��.DVDL�ZDV� WKHQ� LQÀXHQWLDO� IURP�
WKH� HQG� RI� WKH� ¶��V� WKURXJK� WKH� HDUO\� ¶��V�� DQG�� ZLWK� KLV� FULWLFDO�
DELOLW\�ZKLFK� FULWLFL]HG� HYHQ�+LMLNDWD¶V� ©5HEHOOLRQ� RI� WKH�%RG\ª��
KLV�P\VWLFDO�YLHZ�RI�'DQFH��DQG�DPRQJ�RWKHU�WKLQJV��KLV�WDOHQW�RI�D�
born dancer.

$OWKRXJK�ZH�FDQ�FRPSDUH�WKH�WZR�PHQ�LQ�YDULRXV�ZD\V�±�QRWLQJ��
for example, that Hijikata’s dance is terrestrial and Kasai’s is celes-
tial – this paper attends to the point that Kasai valued improvisation, 
whereas Hijikata rejected it in creating his Butoh. When a person of 
that time intended to become a dancer and had to decide which master 
to follow, this difference – with or without improvisation –was the 
critical factor.

In this respect, Hijikata’s Butoh from the fourth and sixth periods 
KDG�%XWRK�1RWDWLRQ��Butoh-fu) as the base and method of its creation 
(i.e., not improvisation), while Kasai took a negative view of Butoh 
1RWDWLRQ��,Q�+LMLNDWD¶V�%XWRK��LPDJHV�ZHUH�VRXJKW�WKURXJK�%XWRK�1R-
WDWLRQ��FRQFUHWH�LPDJHV�RI�GDQFHV�ZHUH�PDGH��DQG�WHFKQLTXH�DQG�VNLOO�
gave form to them.

7KH�IRUP�RI�+LMLNDWD¶V�%XWRK�ZDV�JUHDWO\�VKDSHG�E\�%XWRK�1RWD-
WLRQ�IRXQG�LQ�WKLV�SHULRG��6WXGLHV�RQ�WKLV�ZLOO�EH�LQFUHDVLQJO\�FDOOHG�IRU�
hereafter, and will make clear whether Butoh could be handed down or 
not, as well as provide guidelines for evaluations of Butoh.
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Butoh Notation in the Hijikata Tatsumi Archive

7KH�+LMLNDWD�7DWVXPL�$UFKLYH�FRQWDLQV�+LMLNDWD¶V�%XWRK�1RWDWLRQ�
from Asbestos Studio, written on scrapbooks, B5-sized notebooks, and 
Mozousi��ODUJH�VL]HG�ZHVWHUQ�SDSHU���KHUHLQDIWHU�FDOOHG�%XWRK�1RWDWLRQ�
A15. A road to studies on Hijikata’s Butoh thus opened up when the Hi-
jikata Tatsumi Archive was founded, allowing scholars to access these 
materials16.

,Q�������ZKHQ� WKH�+LMLNDWD�7DWVXPL�$UFKLYH�ZDV�IRXQGHG� LQ� WKH�
.HLR�8QLYHUVLW\�$UW�&HQWHU��%XWRK�1RWDWLRQ�ZDV�IHDWXUHG�LQ�DUW�ERRNV�
and magazines, including Collected Works of Hijikata Tatsumi (Hijik-
ata Tatsumi Zensyuu) and tv�SURJUDPV��2EYLRXVO\��WKRXJK��WKH�%XWRK�
1RWDWLRQ� FORVHVW� WR� WKH� DFWXDO�ZRUGV� DQG�PRYHPHQWV� WUDQVPLWWHG� E\�
Hijikata is the full collection in the archive.

,Q�WKDW�VDPH�\HDU��WKH�Cd-rom Butoh Kaden was edited and pro-
GXFHG�E\�:DJXUL�<XNLR��DQG�WKXV�%XWRK�1RWDWLRQ��ZLWK�DFFRPSDQ\LQJ�
explanations, became accessible to the public. As a result, it became 
ZLGHO\�NQRZQ�WKDW�HDFK�RI�+LMLNDWD¶V�SXSLOV�SRVVHVVHG�KLV�RU�KHU�RZQ�
%XWRK�QRWHERRN��ZKLFK�FRXOG�EH�FDOOHG�©%XWRK�1RWDWLRQª��KHUHLQDIWHU�
FDOOHG�%XWRK�1RWDWLRQ�%�17.

15 The Hijikata Tatsumi Archive took pictures of all pages of Hijikata’s 14 
scrapbooks, processed them into digital color images, and made them available to 
WKH�SXEOLF��:KHWKHU�WKH\�DUH�FDOOHG�©%XWRK�1RWDWLRQª�RU�QRW�KDV�EHHQ��DQG�ZLOO�EH��DQ�
issue, but it is not one taken up here. In the chapter Butoh seisei no source tositeno 
Butoh Notation �%XWRK�1RWDWLRQ�DV�D�6RXUFH�IRU�%XWRK�&UHDWLRQ���LQ�P\�ERRN�Hijikata 
7DWVXPL�QR�%XWRK��QLNXWDL�QR�VXUUHDOLVP��VLQWDL�QR�RQWORJ\�(Tatsumi Hijikata’s Butoh: 
6XUUHDOLVP�RI�WKH�)OHVK�±�2QWRORJ\�RI� WKH�©%RG\ª���7RN\R��.HLR�8QLYHUVLW\�3UHVV��
������,�RIIHU�P\�SHUVRQDO�RSLQLRQ�WKDW�WKH\�GR�TXDOLI\�DV�%XWRK�1RWDWLRQ�

16 8WXZD�WRVLWHQR�VLQWDL��+LMLNDWD�7DWVXPL�±�DQNRNX�%XWRK�JLKRX�HQR�DSSURDFK�
�7KH�%RG\�DV�D�9HVVHO��$Q�$SSURDFK�WR�WKH�7HFKQLTXH�RI�$QNRNX�%XWRK���E\�0LNDPL�
.D\R� �7RN\R��$1=�'R�� �������ZDV� D� SLRQHHULQJ�ZRUN� UHOHDVHG�SULRU� WR� WKLV� WLPH��
,W�LV�KLJKO\�UHVSHFWHG�SDUWLFXODUO\�EHFDXVH�WKH�DXWKRU�XQGHUWRRN�WKH�GLI¿FXOW�WDVN�RI�
VWXG\LQJ�%XWRK¶V�WHFKQLTXHV�OLQNLQJ�+LMLNDWD¶V�YLHZ�RI�WKH�ERG\�DQG�©%XWRK�1RWDWLRQª�
EDVHG�RQ�RQO\�D�OLPLWHG�QXPEHU�RI�WKH�ODWWHU�

17 $W�SUHVHQW��WKH�+LMLNDWD�7DWVXPL�$UFKLYH�FRPSULVHV�%XWRK�1RWDWLRQ�SULYDWHO\�
FRPSLOHG� DQG� SXEOLVKHG� E\� :DJXUL� <XNLR�� QRWHV� RQ� %XWRK� E\� 7DPDQR� .RLFKL�
comprising three B5-sized notebooks, notes on Butoh comprising of 17 B5-sized 
QRWHERRNV�KHOG�E\�.RED\DVKL�6DJD��DQG�QRWHV�RQ�%XWRK�E\�<DPDPRWR�0RH�FRPSULVLQJ�
of a B5-sized notebook (photographed).
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What matters here is the existence of Butoh notebook, rather than 
LWV�FRQWHQW��$W�LWV�VLPSOHVW��WKH�H[LVWHQFH�RI�%XWRK�1RWDWLRQ�PHDQV�WKDW�
Butoh is regulated into a certain form, and such Butoh can be handed 
down.

Can the same thing be said about the Butoh Hijikata himself 
GDQFHG"�:H�PXVW�FRQFOXGH�WKDW�LW�LV�GLI¿FXOW�IRU�%XWRK�WR�EH�KDQGHG�
GRZQ�YLD�%XWRK�1RWDWLRQ��LQVRIDU�DV�ZH�KDYH�IRXQG��,Q�WKLV�GLVFXVVLRQ��
,�KDYH�EULHÀ\�GHVFULEHG�WKH�%XWRK�1RWDWLRQ�$�LQ�WKH�DUFKLYH��. There 
is a group of materials that led Hijikata to images and creation, notes 
from which we, in turn, can get a glimpse of his method of creation. 
There is also a group of materials that Hijikata wrote as scripts for his 
works.

7KH�%XWRK�1RWDWLRQ�%�RI�KLV�SXSLOV�LV�D�UHFRUG�RI�+LMLNDWD¶V�ZRUGV�
DQG�LQVWUXFWLRQV�RQ�PRYHPHQWV�GXULQJ�SUDFWLFH�VHVVLRQV��6RPH�FOHDUO\�
VWDWH�VHTXHQFHV�RI�SRVLWLRQV�DQG�PRYHPHQWV�LQ�VSHFL¿F�%XWRK�ZRUNV��
$OWKRXJK�ZH�FDQQRW�GHULYH�DOO�WKH�GHWDLOV��%XWRK�1RWDWLRQ�%�LV�FORVHU�
WR�QRWDWLRQ�WKDQ�%XWRK�1RWDWLRQ�$�

,Q�DQ\�HYHQW��ERWK�%XWRK�1RWDWLRQ�$�DQG�%�DUH�WKH�EHVW�±�DQG�PRVW�
essential – materials for understanding Hijikata’s Butoh during the 
subject periods.

Butoh in the Age of Butoh Notation

7KHUH�DUH�PDQ\�WKLQJV�WKDW�ZH�PXVW�NQRZ�WR�REWDLQ�D�JRRG�XQGHU-
standing of Hijikata’s performances from the fourth to sixth periods. 
8QIRUWXQDWHO\��PDQ\�ZLOO�KDYH�WR�EH�RPLWWHG�IRU�VSDFH�DQG�WLPH��0RUH-
over, in this section, we dare to omit introduction of Hijikata’s dance, 
DQG�ZLOO�WDON�LQVWHDG�DERXW�KLV�SXSLOV�EHLQJ�JLYHQ�%XWRK�1RWDWLRQ��DS-
proaching in the process a cross-section of his Butoh.

$OWKRXJK�%XWRK�1RWDWLRQ�ZDV� DVVXPHG� WR� H[LVW� LQ� WKH� ¶��V��ZH�
FRQVLGHU�LW�WR�KDYH�DULVHQ�DW�$VEHVWRV�6WXGLR�LQ�WKH�¶��V��:K\��WKRXJK��
GLG�LW�FRPH�LQWR�EHLQJ"�2EYLRXVO\��WKH�PDLQ�UHDVRQ�ZDV�WKDW�+LMLNDWD�
needed to teach Butoh to his pupils. It is important to note, however, 

�� Hijikata Tatsumi no Butoh souzou no houhou o megutte (About Hijikata 
Tatsumi’s Method of Creating Butoh), in Genetic Archive Engine�� 7RN\R�� .HLR�
8QLYHUVLW\�$UW�&HQWHU��������SS��������
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WKDW�%XWRK�1RWDWLRQ�ZDV�ERUQ� LQHYLWDEO\� LQ� WKH�SURFHVV�RI�+LMLNDWD¶V�
VWUXFWXULQJ�RI�D�QHZ�PHWKRG�RI�GDQFH��WKH�FUHDWLRQ�RI�%XWRK�WHFKQLTXHV�

$IWHU� ©+LMLNDWD� 7DWVXPL� DQG� WKH� -DSDQHVHª� LQ� ������ +LMLNDWD�
seemed to enter a long silence. During that time, he devoted himself 
to creating a new dance/Butoh – a dance that had never been seen. 
What is that resultant new Butoh? Of course, it cannot be described in 
D�ZRUG��,I�,�GDUH�WR�GH¿QH�LW�DFFRUGLQJ�WR�WKH�FRQWH[W�RI�WKLV�SDSHU��WKH�
dance can be described as being avant-garde, though with reminders of 
WKH�FODVVLFV��EHLQJ�DQ�H[SUHVVLRQ��LW�JRHV�EH\RQG�H[SUHVVLRQ�

This Butoh embodied Hijikata’s isolated struggle for creation over 
VHYHQ�\HDUV��IURP�WKH�IRXUWK�WR�WKH�VL[�SHULRGV�

Some felt awkward when confronted with Hijikata’s new Butoh. 
)RU�H[DPSOH��VD\LQJ�KH�KDG�EHHQ�DFTXDLQWHG�ZLWK�$QNRNX�%XWRK�6FKRRO�
(Ankoku Butoh ha) dancers for a decade, Ito Morio was critical after see-
ing «Finback Whale» (Nagasu kujira��SHUIRUPHG�E\�WKH�Harupin-ha in 
6HSWHPEHU�������©�%XWRK��FDQ�H[LVW�SXUHO\�ZLWK�WKH�ERG\�LWVHOI��WKDW�LV��LW�
FDQ�H[LVW�LQ�XQSUHFHGHQWHG��SULYLOHJHG�FLUFXPVWDQFH��WKH�UDZ�ERG\�XQGHU�
QDWXUDO�OLJKW��7KDW�SUHFLRXV�ERG\�LV�QRZ�REVHVVHG�ZLWK�KRZ�WR�HQWHU�D�
FR]\�VWDJH�IUDPHG�E\�OLJKWV��VRXQG��VHW��DQG�SURSV��DQG�KRZ�WR�OHDYH�LWª19.

Ito had thought that Hijikata and other Ankoku School (Ankoku-ha) 
GDQFHUV�KDG�VLJQL¿FDQW�LQÀXHQFH�RQ�WKRVH�ZKR�FODLPHG�WKHPVHOYHV�WR�
be avant-garde from the ’60s through the ’70s. «As its name implied, 
$QNRNX�6FKRRO�ZDV�DOZD\V�LQ�WKH�VKDGRZ�RI�D�WDERR�DQG��H[DFWO\�EH-
FDXVH�RI�LW��PDGH�SHRSOH�IHHO�XQLPDJLQDEO\�HHULHª��,WR�VDLG�WKDW�LW�WKHQ�
EHFDPH�OLNH�D�©GDQFH�LQ�D�FLUFOH�LQ�WKH�GD\OLJKWª20.

:KHWKHU� ZH� FDQ� VD\� +LMLNDWD¶V� SHUIRUPDQFHV� WKHUHDIWHU� ZHUH�
©FR]\ª�DQG�KLV�GDQFH�ZDV�©GDQFH�LQ�D�FLUFOH�LQ�WKH�GD\OLJKWª�RU�QRW��LW�
was certain, as Ito pointed out, that Hijikata’s Butoh went in the direc-
WLRQ�RI�D�©FR]\�VWDJH�IUDPHG�E\�OLJKWV��VRXQG��VHW��DQG�SURSVª�

Did Hijikata’s Butoh degenerate into fast-food expression? Did 
Hijikata shed the avant-garde, intending to become a conventionalized 
classic? Or did he convert to being a modernist who «was spurred on 
and went wild over Noh and Kabuki�SOD\Vª21?

19� ,WR�0RULR��©%LMXWVX�7HFKRª��1RYHPEHU�������S�����
20 Ibidem.
21 Screen Stage��LQ�+DQDGD�.L\RWHUX��Koten to Gendai��7RN\R��0LUDLVKD��������

p. 195.
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Tohoku Kabuki and Classical Dance

+LMLNDWD¶V� SHUIRUPDQFH� RI� ©7ZHQW\�6HYHQ�1LJKWV� IRU� )RXU� 6HD-
sons» in 1972 created a sensation; people were astonished and admired 
Hijikata’s Butoh world, which emerged from the back of the banner 
UHDGLQJ�6DFUL¿FLQJ�*UHDW�3DUDJRQH�RI�%XWRK��DQG�D�GURS�FXUWDLQ�Toho-
ku Kabuki.

Kabuki�VFKRODU�*XQML�0DVDNDWVX�JDYH�D�VHULHV�RI�KLJKO\�VSLULWHG�
DQG�SURIRXQG�FRPPHQWV� LQ�DGPLUDWLRQ�RI�%XWRK��VD\LQJ�WKDW�©RQ�WKH�
VROLWDU\�KHOO�RI�KLV�SHUIRUPDQFH��KH�QRZ�VWDQGV�FHUWDLQO\�RQ�RQH� OHJ�
±�DOWKRXJK�YHU\�VORZO\��,I�\RX�GRQ¶W�FDOO�LW�D�FODVVLF��ZKDW�HOVH�FDQ�LW�
be called»22? His review, titled «A Classical Dance Called Death» (Si 
to iu koten butoh���ZDV�¿OOHG�ZLWK�H[FLWHPHQW�DIWHU�KH�KDG�ZLWQHVVHG�
performances that could not be described in the modern language of art 
and expression.

7KH�SHUIRUPDQFH�©+LMLNDWD�7DWVXPL�DQG�WKH�-DSDQHVHª�LQ������ZRXOG�
DSSHDU�DJDLQ�KHUH��EXW�OHW�XV�SXW�WKLV�DVLGH��,Q�DQ\�FDVH��GLG�+LMLNDWD�DFFHSW�
that his Butoh was called a «classical dance»? It was Hijikata himself 
who prepared catchphrases seemed impertinent to those who had ex-
perienced his performances – Tohoku Kabuki – until that time. Gunji 
0DVDNDWVX�GLG�QRW�FDOO�WKLV�SHUIRUPDQFH�FODVVLFDO�GDQFH�VLPSO\�EHFDXVH�
of spectacular catchphrases or Japanese designs in the performances, 
EXW�EHFDXVH�KH�IRXQG�FODVVLFDOLW\�LQ�+LMLNDWD¶V�GDQFLQJ�LWVHOI�

At the same time, people were doubtful about Hijikata’s return to 
classical dance, or to «Japanese traditional performance», sometimes 
even causing them to suspect that something important was still being 
hidden.

$FFRUGLQJO\��LW�ZDV�TXLWH�QDWXUDO�IRU�WKH�IROORZLQJ�TXHVWLRQ�WR�EH�
DVNHG�� ©:KDW� GR� \RX� WKLQN� RI� -DSDQHVH� WUDGLWLRQDO� SHUIRUPLQJ� DUWV"�
It seems to me that severe criticism and confrontation of the existing 
WUDGLWLRQDO� SHUIRUPLQJ� DUWV� LV� LPSOLHG� LQ� \RXU�%XWRK�� DV� LQ� SOD\V� E\�
Suzuki-san»23.

22 Si to iu koten Butoh (A Classical Dance Called Death), «Bijutsu Techo», 
)HEUXDU\�������SS����������

23 Ketujo tositeno gengo = Sintai no kasetu �/DQJXDJH�DV�$EVHQFH� �$�0DNHVKLIW�
6HWWLQJ�RI�WKH�%RG\���D�WDON�ZLWK�6X]XNL�7DGDVKL��LQ�WKH�PRQWKO\�PDJD]LQH�©*HQGDLVKL�
7HFKRª��$SULO�������SS����������
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7KH�TXHVWLRQ�FDPH�IURP�6HQGD�$NLKLNR��WKH�PRGHUDWRU�RI�WKH�WDON�
session between Hijikata and Suzuki Tadashi, and Hijikata avoided an-
VZHULQJ� LW�GLUHFWO\��$OWKRXJK�6HQGD� UHSHDWHG� WKH�TXHVWLRQ��+LMLNDWD¶V�
DQVZHUV�ZHUH�FRQVLVWHQWO\�P\VWLI\LQJ��*LYLQJ�XS��6HQGD�WKHQ�VSRNH�WR�
the other participant. Suzuki Tadashi talked about his own understand-
LQJ��WKDW�LW�ZDV�©WR�ORJLFDOO\�FODULI\�KRZ�WR�FULWLFDOO\�FRQIURQWª�WUDGLWLRQ�
and all things Japanese.

,W�PD\�EH�SUHVXPSWXRXV�IRU�PH�QRZ�WR�VSHDN�RQ�+LMLNDWD¶V�EHKDOI��
but he seemed neither to be critical of traditional performing arts, nor 
to be confronting them.

,I�+LMLNDWD�KDG�DQVZHUHG�VXFK�TXHVWLRQV�©ORJLFDOO\ª��DQ�RXWOLQH�
or direction of the Butoh that he tried to develop in that period would 
be much clearer, which would be most helpful to our understanding 
of Butoh, but it is too late for that now. Even after this talk, Hijikata 
QHYHU�GLG� WDNH�LW�XSRQ�KLPVHOI�©WR�FODULI\� ORJLFDOO\ª��DV�6X]XNL�7D-
dashi did.

Techniques and Discovery of Methods

Putting aside what Hijikata thought of traditional performing arts, 
6X]XNL�7DGDVKL¶V�GLUHFWRULDO�PHWKRGRORJ\�DQG�WKRXJKWV�RQ�WKH�ERGLHV�
RI� DFWRUV� DUH� FHUWDLQO\�YHU\� VLPLODU� WR� WKRVH�RI�+LMLNDWD��6X]XNL�ZDV�
RSHQO\�FULWLFDO�RI�FXUUHQW�WUDGLWLRQDO�SHUIRUPLQJ�DUWV��©6R�DFWLQJ�RQO\�
H[LVWV�ZKHQ�WKH�DFWRU�DFWUHVV�H[LVWV�RQ�WKH�VWDJH�ZLWK�UHDOLW\��7KDW�LV�WR�
VD\��LW�LV�EH\RQG�WHFKQRFUDF\�EHFDXVH�D�VWDQGDUG�GRHV�QRW�H[LVW�RXWVLGH�
of the actor/actress. He or she cannot but go into the inside to thus be-
FRPH�H[WUDRUGLQDULO\�VHQVLWLYH�DERXW�KRZ�ZRUGV�VWULNH�WKH�VHOI��DQG�WKH�
FRQGLWLRQ�RI�WKH�ERG\ª24.

/HW�XV�DOVR�FRQVLGHU�ZKDW�+LMLNDWD�VDLG��©:K\�QRW�SXW�D�ODGGHU�RQ�
RQH¶V�RZQ�ERG\�DQG�JR�GRZQ�LQVLGH�LW"�,�XUJH�WKHP�WR�SOXFN�RII� WKH�
GDUNQHVV�RI�WKH�ERG\�DQG�HDW�LW��%XW�WKH\�LQVWHDG�UHOHDVH�WKH�VHOI�WR�RXW-
VLGH�RI�WKH�ERG\��H[WHUQDOO\ª25.

24 1DNDPXUD� <XMLUR� DQG� 6X]XNL� 7DGDVKL��Gekiteki gengo (Theatre Language), 
7RN\R��$VDKL�%XQNR��������S�������)LUVW�UHIHUHQFH�LQ�Energy taiwa �(QHUJ\�7DON��������

25 Nikutai no yami o musiru... �3OXFNLQJ�2II�WKH�'DUNQHVV�RI�WKH�%RG\����� cit., 
p. 105.
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$V�GLG�.DUD�-XUR��6X]XNL�LQVLVWV�WKDW�WKH�ERG\�RI�DQ�DFWRU�DFWUHVV�
should not become just an instrument of words – a criticism of modern 
WKHDWHU¶V�WHQGHQF\�WR�SODFH�WRR�PXFK�LPSRUWDQFH�RQ�WKH�SOD\��0LQLPL]-
LQJ�WKH�LPSRUWDQFH�RI�WKH�SHUIRUPLQJ�WHFKQLTXHV�RI�WKH�SOD\HU��6X]XNL�
GHPDQGV�WKH�SOD\HU¶V�EROG�SUHVHQFH��7R�DYRLG�DFWRUV�DFWUHVVHV�UHO\LQJ�
RQ�FRQYHQWLRQDOL]DWLRQ�RU�FRQFHSWXDOL]DWLRQ��KH�SXWV� WKH�ERG\�RI�KLV�
actors/actresses in a state of dépaysement, collages in surrealistic con-
texts.

This view of Suzuki’s on theatrical performance and method of 
GLUHFWLRQ�LV�VWULNLQJO\�VLPLODU�WR�WKDW�RI�+LMLNDWD�RQ�%XWRK��+LMLNDWD�DOVR�
UHMHFWHG�WKH�LGHD�RI�GDQFHV�H[SUHVVLQJ�WKHPHV�FRQFHSWXDOO\��+LV�VNHS-
ticism about expression and wariness of conventionalization were fun-
damental to his Butoh creation.

In addition, regarding «theatrical performance as an unnatural 
DFWª��6X]XNL�UHTXLUHV�SOD\HUV�©WR�XVH� WKHLU�ERGLHV� LQ�FRQWULYHG��GLI¿-
cult manners»26. Practice sessions amounted to severe training for the 
SOD\HUV��WR�WKH�SRLQW�RI�LQGXFLQJ�SK\VLRORJLFDO�SDLQ��$OWKRXJK�6X]XNL�
ZDV�RSHQO\�FULWLFDO�RI�WKH�FRQWHPSRUDU\�WUDGLWLRQDO�SHUIRUPDQFH�DUWV��
his training methods, from breathing to gesturing, were based on those 
of the traditional arts.

%XWRK� LV�PRUH� DQ�©XQQDWXUDO� DFWª� WKDQ�D� WKHDWULFDO�SOD\��+LMLND-
WD¶V�WUDLQLQJ�VHVVLRQV�DW�$VEHVWRV�6WXGLR�ZHUH�DOVR�SK\VLFDOO\�SDLQIXO�
and caused mental stress, although training at Asbestos Studio did not 
UHÀHFW� WKH�ZD\V� RI� WKH� WUDGLWLRQDO� SHUIRUPLQJ� DUWV� WR� WKH� H[WHQW� WKDW�
Suzuki’s methods did.

Awareness of the classics, however, leads to awareness of the 
«method» of Butoh creation. If theatrical critic Gunji’s comments 
were accurate, regardless of whether Hijikata himself expressed such 
WKRXJKWV��+LMLNDWD�PXVW�KDYH�EHHQ�ZHOO�DZDUH�RI�PHWKRG�DQG�WHFKQLTXH�
in the traditional performing arts.

$�FRPSDULVRQ�ZLWK�.DUD�-XUR�LQ�VWDJH�SOD\V�ZDV�RIWHQ�PDGH�ZKHQ�
considering Hijikata’s Butoh in the 1960s. But in the 1970s, Hijikata 
was expected to speak out about Butoh, as the theorist Suzuki Tadashi 
was doing.

26 Jikan to kuukan (Time and Space), (a conversation between Ota Shogo and 
6X]XNL�7DGDVKL���LQ�WKH�PRQWKO\�PDJD]LQH�©6KLQJHNLª��2FWREHU�������S�����
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$V�SUHYLRXVO\�PHQWLRQHG��LI�WKH�����V�DUH�DVVRFLDWHG�ZLWK�D�KDUG�DJH�
RI�©UHEHOOLRQª�DQG�©WKH�ERG\ª��WKH�����V�ZHUH�D�VRIW�DJH�RI�©PHWKRGª�
DQG�©V\VWHPª��&KDQJHV�LQ�+LMLNDWD¶V�%XWRK�RFFXUUHG�LQ�SDUDOOHO�ZLWK�
such changes in the paradigms of the times.

+LMLNDWD��KRZHYHU��QHYHU�WULHG�WR�H[SODLQ�WKHRUHWLFDOO\�WKH�SKLORVR-
SK\�EHKLQG�WKH�%XWRK�KH�ZDV�GHYHORSLQJ�RU�WKH�GLUHFWLRQ�KH�LQWHQGHG��
1RU�� QHHGOHVV� WR� VD\�� GLG� KH� HYHU� FODULI\� WKH�PHWKRGRORJ\� RI�%XWRK�
FUHDWLRQ�RU�WKH�DFWXDO�SHUIRUPDQFH�WHFKQLTXHV�LQYROYHG�

1HYHUWKHOHVV��LW�LV�VWUDQJH�WKDW�ZKHQ�+LMLNDWD�ZDV�YLJRURXVO\�HQ-
gaged in performance, neither critics nor spectators ever asked him 
DERXW�WKH�PHWKRGV�RU�WHFKQLTXHV�RI�%XWRK�

)RU�H[DPSOH��1DJDR�.D]XR��D�VFKRODU�DQG�FULWLF�RI�Noh, thorough-
O\�H[DPLQHG�+LMLNDWD¶V�%XWRK�LQ�WKH�WLPH�RI�Hakutobo. It was, howev-
HU��RQO\�PDQ\�\HDUV�ODWHU�WKDW�KH�VSRNH�DERXW�WHFKQLTXHV�LQ�+LMLNDWD¶V�
%XWRK��$IWHU�ZDWFKLQJ�OHVVRQV�E\�+LMLNDWD�LQ�$XJXVW�������QHDUO\����
\HDUV� DIWHU� D� VHULHV� RI� SHUIRUPDQFHV�ZHUH�PDGH�E\�Hakutobo in the 
PLG�����V��1DJDR�FRPPHQWHG�ZLWK�VXUSULVH��©,�GLVFRYHUHG�YHU\�GHHS-
O\�WKDW�%XWRK�KDV�LWV�RZQ�WHFKQLTXHV����,�KDYH�WULHG�WR�XQGHUVWDQG�WKHP�
E\�FRPSDULQJ�WKHP�ZLWK�³Kurai´��ORIW\�WRQH��LQ�Noh performances27».

5HFRJQL]LQJ� WKDW�%XWRK� WHFKQLTXHV�ZHUH�GLIIHUHQW� IURP� WKRVH�RI�
PRGHP�GDQFH�� FODVVLFDO� EDOOHW�� DQG� FODVVLFDO� -DSDQHVH� GDQFH��1DJDR�
XQGHUVWRRG� WKDW� WKH� WHFKQLTXHV�+LMLNDWD� DGYRFDWHG�ZHUH� ©WHFKQLTXHV�
WR�GLVFRYHU�WKH�VHOIª�DQG�ZHUH�©SK\VLFDO�WHFKQLTXHV�DV�ZHOO�DV�PHQWDO�
WHFKQLTXHVª�

7KLV�PHDQV�WKH�WHFKQLTXHV�RI�+LMLNDWD¶V�%XWRK�KDV�WR�EH�GLVFRY-
ered from the outside.

,W�WRRN�QHDUO\�DQRWKHU����\HDUV�XQWLO�%XWRK�1RWDWLRQ�EHFDPH�DYDLO-
DEOH�DQG�IRUPHU�SXSLOV�EHJDQ�VSHDNLQJ�RXW�±�QDPHO\��DIWHU�WKH�GHDWK�RI�
+LMLNDWD�LQ������±�IRU�WKH�PHWKRGV�RI�+LMLNDWD¶V�%XWRK�FUHDWLRQ�WR�EH�
ZLGHO\�GLVFXVVHG�DW�DOO�

In such circumstances, we will have to address the contents of Bu-
WRK�1RWDWLRQ�UDWKHU�WKDQ�LWV�H[LVWHQFH�LWVHOI��:H�ZLOO�ORRN�DW�HDFK�OLQH�RI�
%XWRK�1RWDWLRQ�XQWLO�ZH�XQUDYHO�HDFK�SLHFH��5HJDUGOHVV�ZKR�GRHV�WKH�
work, it will be a long effort.

)LQDOO\��WKH�%XWRK�1RWDWLRQ�RXU�VWXG\�IRFXVHV�RQ�LV�EH\RQG�QRU-

27 ©1LKRQ�'RNXVKR�6KLPEXQª�RI�6HSWHPEHU���������
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PDO� GDQFH� QRWDWLRQ�� 1RU� LW� LV� MXVW� WKH�PDWHULDO� NHSW� LQ� WKH� +LMLND-
WD�7DWVXPL�$UFKLYH��$� YDVW� TXDQWLW\� RI� LPDJHV�� LOOXVWUDWLRQV�� LFRQV��
DQG�ZRUGV�RI�+LMLNDWD��ERG\�JHVWXUHV�RI�WKH�GDQFHUV�ZKRP�+LMLNDWD�
taught; and images recording Hijikata’s own dancing are included in 
WKLV�VWXG\�

:H�ZLOO�EHJLQ�RXU�ZRUN�E\�DQDO\]LQJ�DQG�FODULI\LQJ�WKRVH�%XWRK�
1RWDWLRQ�WR�HVWDEOLVK�WKH�IRUP�RI�%XWRK�ZKRVH�PHWKRGV�DQG�WHFKQLTXHV�
FDQ�EH�EURXJKW�WR�OLJKW�DQG�SRVVLEO\�KDQGHG�GRZQ�WR�JHQHUDWLRQV�KHUH-
after.

CHAPTER I
127$7,21$/�%872+

:25'6��6758&785(�$1'�7+28*+76

[…] 

Notational Butoh

$V�PHQWLRQHG�LQ�WKH�SUHYLRXV�SDSHU��VWXG\�RI�+LMLNDWD¶V�%XWRK�SUR-
JUHVVHG�JUHDWO\�DIWHU�%XWRK�1RWDWLRQ�ZDV�PDGH�NQRZQ�LQ�YDULRXV�PH-
dia after Hijikata’s death����:KLOH�KH�ZDV�DOLYH��+LMLNDWD�EDUHO\�WDONHG�
to outsiders about his method, remaining silent on such subjects as 
WHFKQLTXHV�RI�%XWRK�FUHDWLRQ��PHWKRGV�RI�FKRUHRJUDSK\��RU�KRZ�WR�FRQ-
GXFW�SUDFWLFH�VHVVLRQV��,W�FDQ�HDVLO\�EH�LPDJLQHG�KRZ�PXFK�RI�D�VKRFN�
OHDUQLQJ�RI� WKH�H[LVWHQFH�DQG� WKH�FRQWHQWV�RI�%XWRK�1RWDWLRQ�ZDV� WR�
those involved in research on Hijikata’s Butoh.

�� +LMLNDWD�7DWVXPL¶V�%XWRK�1RWDWLRQ�ZDV�QHYHU� WDNHQ�XS�ZKLOH�KH�ZDV�DOLYH��
$IWHU� KLV� GHDWK��+LMLNDWD¶V� SXSLOV� SXEOLVKHG�KLV�ZRUGV�� FDOOHG�©%XWRK�1RWDWLRQª� LQ�
the book 7KH�%RG\�DV�D�9HVVHO��$Q�$SSURDFK�WR�WKH�7HFKQLTXH�RI�$QNRNX�%XWRK��E\�
0LNDPL�.D\R��DQG�WKH�Cd-rom Butoh Kaden��E\�:DJXUL�<XNLR��+LMLNDWD�7DWVXPL¶V�
%XWRK�1RWDWLRQ��OHIW�DW�WKH�$VEHVWRV�6WXGLR�LQ�WKH�IRUP�RI�VFUDSERRNV��LV�SULQWHG�LQ�
monochrome in Collected Works of Hijikata Tatsumi��7RN\R��.DZDGH�6KRER�6KLQVKD��
�������&RORU�LPDJHV�RI�WKH�SLFWXUHV�DQG�YLHZLQJ�PDWHULDOV�DUH�DFFHVVLEOH�HOHFWURQLFDOO\�
via the Hijikata Tatsumi Archive and online (limited access).
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,Q�KLV�ODWHU�\HDUV��ZKHQHYHU�+LMLNDWD�KHOG�DQ�RSHQ�VHVVLRQ�RI�%X-
toh29��LW�ZDV�DWWHQGHG�E\�D�UDQJH�RI�SDUWLFLSDQWV�±�LQ�DGGLWLRQ�WR�\RXQJ�
people who desired to be Butoh dancers, veteran dancers who had al-
UHDG\�VSHQW����RU����\HDUV�LQ�WKH�%XWRK�ZRUOG�ZHUH�WKHUH��7KH\�REYL-
RXVO\�ZDQWHG�WR�OHDUQ�GLUHFWO\�IURP�KLP��7KHVH�ZHUH�DOVR�JROGHQ�RS-
SRUWXQLWLHV��WKH\�WKRXJKW��WR�OHDUQ�WKH�VHFUHWV�RI�+LMLNDWD¶V�PHWKRG�

Critics who were present at those so-called open practice sessions 
were also astonished30. In these sessions, a method of creating Hijika-
WD¶V�%XWRK�ZDV�VKRZQ�WKDW�FRXOG�QRW�SRVVLEO\�KDYH�EHHQ�JUDVSHG�IURP�
VLPSO\�ZDWFKLQJ�D�SHUIRUPDQFH�RI�WKH�¿QLVKHG�SURGXFW�RQ�WKH�VWDJH��
LW�ZDV�WKH�¿UVW�WLPH�WKH�SXEOLF�KDG�VHHQ�ZKDW�ZHQW�LQWR�PDNLQJ�VXFK�D�
performance.

1RWDWLRQDO�%XWRK��ZKLFK�LV�FRQVLGHUHG�WR�KDYH�VWDUWHG�LQ�WKH�����V��
GHHSHQHG�RYHU�WKH�\HDUV��7KH�QXPEHU�RI�LPDJHV�+LMLNDWD�JDWKHUHG�DQG�
WKH�TXDQWLW\�DQG�W\SH�RI�ZRUGV�XVHG�WR�LQGXFH�PRYHPHQWV�FRQWLQXDOO\�
increased; in particular, he collected words helpful to imagine move-
ments. With more words, the number of movements increased not just 
DULWKPHWLFDOO\��EXW�JHRPHWULFDOO\�LQ�WKHLU�YDULDWLRQV�

In addition, with time, advancement in the skills of pupils made 
IXUWKHU�SUHFLVH�PRYHPHQWV�SRVVLEOH��1RW�RQO\�GLG�WKH�QXPEHU�RI�ZRUGV�
increase but also their phase-applications changed, from words to stim-
XODWH�WKH�KXPDQ�LQWHOOHFW�DQG�WKHQ�VHQVLWLYLW\��WR�WKRVH�WR�VWLPXODWH�WKH�
nerves and create movement31.

1RZ��SXWWLQJ� WKH�KLVWRULFDO� DVSHFWV�RI�%XWRK�1RWDWLRQ�DVLGH�� WKH�
IRFXV�ZLOO�EH�RQ�WZR�LPSRUWDQW�HOHPHQWV�RI�%XWRK�YLD�%XWRK�1RWDWLRQ�
�1RWDWLRQDO�%XWRK�� WKDW�PDNH� LW� SRVVLEOH� IRU�1RWDWLRQDO�%XWRK� WR�EH�
KDQGHG�GRZQ��2QH�RI�WKHP�LV��RI�FRXUVH��%XWRK�1RWDWLRQ�LWVHOI��FDXVH�
and effect, meaning media and result. The other is the relationship be-
WZHHQ�PDVWHU�DQG�SXSLO��IRU�ZKLFK�%XWRK�1RWDWLRQ�ZDV�WKH�PHGLXP�

29 )URP������WR�������D�WRWDO�RI�VL[�RSHQ�VHVVLRQV�ZHUH�KHOG��NQRZQ�DV�©+LMLNDWD�
Tatsumi’s Butoh Seminars (Hijikata Tatsumi Butoh kouza�ª�� 7KH� LQYLWDWLRQ� À\HUV�
LQFOXGHG� SKUDVHV� VXFK� DV� ©DQ� 2SHQ� &ODVV� RQ� %XWRK� 7HFKQLTXHVª� DQG� ©)URP� D�
&ROOHFWLRQ�RI� WKH�(PDFLDWHG�%RG\� WR�)XVLRQ�RI�)RUFHV��0HDVXULQJ�'LVWDQFH� LQ� WKH�
%RG\ª�

30 )RU�H[DPSOH��FRPPHQWV�E\�1DJDR�.D]XR�LQ�WKH�©1LKRQ�'RNXVKR�6KLPEXQª��
6HSWHPEHU����������

31 $FFRUGLQJ�WR�,VKLGH�7DNX\D��D�+LMLNDWD¶V�SXSLO�RI�YHU\�ODWH�LQ�KLV�OLIH��+LMLNDWD�
was working at the time on how to express «materials», such as metal.
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5HTXLUHPHQWV�RI�%XWRK�1RWDWLRQ��0DVWHU�DQG�3XSLO

First, we will examine the critical relationship between master and 
SXSLO��$�SLHFH�RI�ZULWLQJ�E\�+LMLNDWD�7DWVXPL� WLWOHG�©6HQVLWLYLW\� IURP�
Which Ankoku Butoh Emerges» (Ankoku Butoh no toujou kankaku) de-
VFULEHV�WKH�LQVLGH�RI�$VEHVWRV�6WXGLR�DQG�LWV�UHVLGHQWV��©$VKLNDZD�<RNR¶V�
URRP�LV�D�WDWDPL�URRP�RQ�WKH�ULJKW�HQG�RI�WKH�VHFRQG�ÀRRU�RQ�WKH�HDVW�VLGH�
RI�WKH�EXLOGLQJ��.RED\DVKL�6DJD¶V�LV�DOVR�D�WDWDPL�URRP�RQ�WKH�OHIW�HQG�
RI�WKH�VHFRQG�ÀRRU��1LPXUD�0RPRNR¶V���ª32. Hijikata didn’t refer at all to 
dancing or practice sessions, but rather tried to depict Asbestos Studio, 
their communal living place, as if a video camera were moving around, 
DQG�GHVFULEHG�WKH�¿JXUHV�OLYLQJ�WKHUH�LQ�PHWDSKRULFDO��LQGLUHFW�WHUPV�

Asbestos Studio was a place for Hijikata to practice as well as to 
live. In addition, it became a special theater for him. There, master and 
pupils lived a sort of communal life. This communal element in which 
PDVWHU�DQG�SXSLO�H[LVWHG�VLGH�E\�VLGH�FDQ�WKHQ�EH�FRQVLGHUHG�D�FRQGL-
tion of the creation of Hijikata Tatsumi’s Butoh.

,Q�FRQWHPSRUDU\�DUW��XQOLNH� LQ�FODVVLFDO�SHUIRUPLQJ�DUW�� WKH�VWDWH�
RI� WKH� UHODWLRQVKLS�EHWZHHQ�PDVWHU�DQG�SXSLO� LV� UDUHO\�DW� WKH�FRUH�RI�
creation. At Asbestos Studio, however, there was a substantive link be-
tween the master-pupil relationship and creation of the art.

Regarding the master-pupil relationship, Uchida Tatsuru’s men-
WRU�VWXGHQW�WKHRU\��EDVHG�RQ�VWXGLHV�E\�-DFTXHV�/DFDQ�DQG�(PPDQXHO�
Lévinas, should be noted33. Lévinas talks about mentor and student in 
handing down the Talmud of Judaism and discusses the relationship 
EHWZHHQ�+XDQJ�6KLJRQJ�DQG�=KDQJ�/LDQJ��WZR�PLOLWDU\�PHQ��LQ�FRQ-
YH\LQJ� WKH�VHFUHW�RI�PLOLWDU\� WDFWLFV��D� VXEMHFW�DOVR� WDNHQ�XS� LQ�Noh. 
Lacan introduces Chevalier Auguste Dupin and Minister D from Ed-
gar Allan Poe’s «The Purloined Letter». He also discusses the men-
tor-student of Zen priest, which Lacan referred to as a model for a good 
mentor-student relationship. The interesting nature of mentor-student 
relationships is revealed in such situations.

32 Hijikata Tatsumi, Ankoku Butoh no toujou kankaku� �6HQVLWLYLW\� )URP�
Which Ankoku Butoh Emerges), in Bibou no aozora �+DQGVRPH�%OXH�6N\���7RN\R��
&KLNXPDVKRER��������SS����������

33 Uchida Tatsuru, Tasya to sisya �2WKHUV�DQG�WKH�'HFHDVHG���7RN\R��.DLFKRVKD��
2004, pp. 47-61.



TAKASHI MORISHITA108

:KDW�/pYLQDV��ZKR�VWXGLHG�WKH�7DOPXG�ZLWK�KLV�WHDFKHU�YHUEDOO\��
learned was “manners”. A student does not learn variable knowledge 
or information from his or her mentor. Rather, the student learns “man-
ners” that help to extract unlimited wisdom from the sacred texts34.

:KDW�D�VWXGHQW�OHDUQV�IURP�KLV�PHQWRU��WKHQ��LV�QRW�¿QLWH�LQWHUSUH-
tations or knowledge, but how to learn. According to Lacan, a teacher 
GRHV�QRW�JLYH�DQVZHUV��VWXGHQWV�PXVW�¿QG�WKH�DQVZHUV�WKHPVHOYHV35.

As mentioned in the preface, Noh� VFKRODU� 1DJDR� .D]XR�� ZKR�
watched a series of Hijikata’s open lessons, was astonished: «Butoh 
WHFKQLTXHV�DUH�VXL�JHQHULVª��7KH\�ZHUH��KH�VDLG��©WHFKQLTXHV�WR�¿QG�WKH�
VHOIª�RU�©PHQWDO�WHFKQLTXHVª36. The mental component and emotional 
impact of Butoh indicates that it is a form of artistic expression that 
H[WHQGV�EH\RQG�PHUH�GDQFH�

How is such a mentor-and-student relationship established? Ac-
FRUGLQJ�WR�8FKLGD�7DWVXUX��©RQH�¿UVW�EHFRPHV�D�VWXGHQW37». One does 
not become a student after the mentor provides someone with knowl-
edge or skills; one becomes a student after becoming aware of com-
SOHWH�GHIHDW��³0\VWHU\´�KDV�VRPHWKLQJ�WR�GR�ZLWK�WKLV��2QH�EHFRPHV�D�
VWXGHQW�RXW�RI�WKH�GHVLUH�WR�SXUVXH�WKH�P\VWHU\�FDVW�E\�WKH�PHQWRU�

+LMLNDWD��WRR��RIWHQ�DVNHG�WKH�\RXQJ�SHRSOH�ZKR�YLVLWHG�$VEHV-
WRV�6WXGLR� D� ULGGOH�� ,Q�KLV� HVVD\��.DUD� -XUR� VDLG� WKDW�� OLYLQJ�XQGHU�
Hijikata Tatsumi, Hijikata often asked him a riddle��. Hijikata was in-
GHHG�D�©P\VWHULRXV�SHUVRQª�DV�0DWVX\DPD�6KXQWDUR�UHIHUUHG�WR�KLP39. 
+H�PDGH�KLV�H[LVWHQFH�DQ�HQLJPD��$Q�HQLJPD�LV�LQKHUHQWO\�DWWUDFWLYH��
DQG�+LMLNDWD¶V� FUHDWLRQ�RI� D� SHUVRQDO� DQG�SURIHVVLRQDO�P\VWHU\�PXVW�
KDYH�HQVXUHG�WKDW�PDQ\�SHRSOH�HQWHUHG�$VEHVWRV�6WXGLR�LQ�SXUVXLW�RI�
the riddle.

34 Idem, p. 52.
35 Idem, p. 61.
36 $Q�DUWLFOH�E\�1DJDR�.D]XR� LQ� WKH�©1LKRQ�'RNXVKR�6KLPEXQª��6HSWHPEHU�

���������
37 Uchida Tatsuru, Tasya to sisya (Others and the Deceased), cit., p. 60.
�� Kara Juro, Waga tomo Hijikata Tatsumi �0\�)ULHQG�+LMLNDWD�7DWVXPL���©1LKRQ�

Dokusho Shimbun», April 9, 1979.
39 0DWVX\DPD� 6KXQWDUR� VDLG�� ©:KDW� D� WRWDOO\� P\VWHULRXV� SHUVRQª�� LQ� WKH�

pamphlet for the performance Honegami touge hotoke kazura (Corpse Vine on Ossa 
Famine Ridge), October 1970.
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,Q�WKH�����V��PDQ\�\RXQJ�SHRSOH�YLVLWHG�$VEHVWRV�6WXGLR��GHVLULQJ�
to be Butoh dancers or admiring the world of Ankoku (darkness). These 
\RXQJVWHUV�ZKR�FDPH�WR�©¿UVW�EHFRPH�SXSLOVª�KDYH�ERXQG�WKHPVHOYHV�
WR�WKHLU�PDVWHU��+LMLNDWD��E\�DEVROXWH�REHGLHQFH��,Q�WKRVH�GD\V��+LMLNDWD�
GLG�QRW�KHVLWDWH�WR�SXEOLFO\�FDOO�PDOH�SXSLOV�KLUHG�ZRUNHUV��sakuotoko) 
and female pupils maidservants (gejo)40.

7KH�PHQWRU�DQG�VWXGHQW� UHODWLRQVKLSV� DGYRFDWHG�E\�/pYLQDV� DQG�
/DFDQ�DUH�YHU\�VLPLODU�WR�WKH�RQHV�+LMLNDWD�HVWDEOLVKHG�ZLWK�KLV�SXSLOV�

This master-and-pupil relationship was essential for Hijikata 
7DWVXPL¶V�1RWDWLRQDO�%XWRK��2U��UDWKHU��LW�FDQ�EH�VDLG�WKDW�1RWDWLRQDO�
Butoh existed based on the master-and-pupil relationship.

Words of Butoh Notation

1H[W��ZH�ZLOO�DGGUHVV�WKH�LGHD�RI�%XWRK�1RWDWLRQ�LQWHUPHGLDWLQJ�
between master and pupil – the Butoh method itself – rather than as a 
part of the method of Hijikata’s Butoh.

%XWRK�1RWDWLRQ�LV�D�FROOHFWLRQ�RI�ZRUGV�+LMLNDWD�7DWVXPL�JDYH�WR�
KLV�SXSLOV��7KH\�ZHUH�QRW�FRPSLOHG�E\�+LMLNDWD�KLPVHOI��+LMLNDWD�VSRNH�
them during his lessons and his pupils wrote them down in their note-
ERRNV��ZKLFK�ZLOO�EH�D�IRUP�RI�%XWRK�1RWDWLRQ��Butoh-fu). Although 
the “-fu” in the Butoh-fu�OLWHUDOO\�PHDQV�³QRWDWLRQ´��ZRUGV�LQ�WKH�QRWH-
ERRNV�DUH�QRW�PHDQW�WR�UHSUHVHQW�WKH�PRYHPHQWV�RI�%XWRK�V\VWHPDWL-
FDOO\�RU�FRQVLVWHQWO\��1RU�GLG�WKH\�HQFRGH�PRYHPHQWV�E\�VLJQV�RU�GLD-
JUDPV�VR�WKDW�RWKHUV�FRXOG�UHSURGXFH�WKH�ERG\¶V�SK\VLFDO�PRYHPHQWV��
,Q�WKLV�UHVSHFW��LW�FDQQRW�SURSHUO\�EH�VDLG�WKDW�%XWRK�1RWDWLRQ�LV�OLWHUDO-
O\�QRWDWLRQ�DV�LW�LV�QRW�D�¿[HG��UHSOLFDEOH�HQFRGLQJ�V\VWHP��0RUHRYHU��
+LMLNDWD�GLG�QRW�HVWDEOLVK�WKH�%XWRK�1RWDWLRQ�DV�D�WKHRU\��ZKLFK�LV�ZK\�
KLV�SXSLO�:DJXUL�<XNLR�FRXOG�HGLW�LW�LQWR�:DJXUL�%XWRK�1RWDWLRQ�

40 $V� FRPPHQWHG� E\�+LMLNDWD�� IRU� H[DPSOH�� LQ� DQ� LQWHUYLHZ�ZLWK� WKH� ©$VDKL�
6KLPEXQª�� 2FWREHU� ������ 7KLV� W\SH� RI� GLVFULPLQDWLYH� ODQJXDJH� ZDV� REYLRXVO\�
antisocial and against the trend toward respecting human rights, and thus Hijikata 
PD\�KDYH�VSRNHQ�LQWHQWLRQDOO\�LQ�WKLV�PDQQHU��7RJHWKHU�ZLWK�WKH�IDFW�WKDW�WUDGLWLRQDO�
SHUIRUPLQJ� DUWV� ±� ERUQ� IURP� DQG� LQYROYLQJ� GLVFULPLQDWLRQ� ±� ZHUH� HPSOR\HG� LQ�
Hijikata’s Butoh in the 1970s, this suggests there is much to be considered.
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$V�WKH�FUHDWLRQ�RI�%XWRK�1RWDWLRQ�KDV�EHHQ�DOUHDG\�RXWOLQHG41, I 
will not repeat the explanation here. However, it is worth repeating that 
%XWRK�1RWDWLRQ�ZDV��LQ�HVVHQFH��D�PDQQHU�ZKHUHE\�D�PDVWHU�FRQYH\HG�
ZRUGV�YHUEDOO\�WR�KLV�SXSLOV�GXULQJ�SUDFWLFH�VHVVLRQV��DQG�WKRVH�ZRUGV�
DURXVHG�SK\VLFDO�PRYHPHQWV�

:DJXUL�%XWRK�1RWDWLRQ�ZDV�FRPSLOHG�V\VWHPDWLFDOO\�VR�DV�WR�UH-
FDOO�SK\VLFDO�PRYHPHQWV�DFFRUGLQJ� WR� WKH�ZULWWHQ�ZRUN� �écriture) of 
SXSLOV�ZKR�KDG�WDNHQ�GRZQ�ZRUGV�VSRNHQ�E\�WKHLU�PDVWHU��parole), in 
accordance with Hijikata Tatsumi’s method.

/HW�XV� ORRN�DW�VRPH�H[DPSOHV�RI�:DJXUL�%XWRK�1RWDWLRQ�� ,Q� WKH�
contents, gestic items are numbered 1 to 60. These items include:

1) Redon’s Darkness
���*R\D¶V�'DUNQHVV
3) Bacon...       and so on.

Each is named for a modem European painter, and images of their 
SDLQWLQJV�LPPHGLDWHO\�HPHUJH��$QRWKHU�VHW�RI�JHVWLF�LWHPV�IROORZV�

12) Swamp Space
13) Burnt Down Bridge
14) Auschwitz

7KHVH�VHHP�WR�WU\�WR�H[SUHVV�SODFHV��PDNLQJ�\RX�LPDJLQH�D�VSHFL¿F�
scene. Then we have:

17) Solomon’s Palace
19) Turner Space
20) Front and Back of a Mirror

These seem to expand an image based on concrete personal 
QDPHV��DQG�WKHQ�HQWHU�DEVWUDFW��H[WHQVLYH�VSDFHV��1H[W�ZH�VHH�DQRWKHU�
grouping:

41 Morishita Takashi, Hijikata’s Method of Butoh Creation, Genetic Archive 
(QJLQH��+LMLNDWD�7DWVXPL�'DQFLQJ� LQ�D�'LJLWDO�)RUHVW��7RN\R��.HLR�8QLYHUVLW\�$UW�
&HQWHU��������SS��������
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31) Bull
32) Bird 1
39) Flower 1

These make us think of dance movements that express the con-
FUHWH�VKDSHV�RI�DQLPDOV�RU�SODQWV��1H[W�FRPHV�

����5HSXEOLF�RI�1HUYHV
47) Flower of Fretfulness
����+HQUL�0LFKDX[

7KHVH�UHPLQG�XV�WKDW�GDQFH�UHTXLUHV�PRYHPHQW�WKURXJK�WKH�UHDF-
WLRQ�RI�QHUYHV��6LPLODU�H[SUHVVLRQV�RI�RYHUVHQVLWLYLW\�DUH�

50) Queer Figure
����1HXURWLF
����3V\FKLDWULF�:DUG

)LQDOO\�ZH�KDYH�

����(YDSRUDWLRQ
70) Light

'LG�+LMLNDWD�DOVR�WU\�WR�H[SUHVV�QDWXUDO�HYHQWV��QRW�RQO\�REMHFWV"�
+RZ�GLG�KH�UHODWH�WKHP�WR�WKH�ERG\"

,�MXVW�OLVWHG�VRPH�LWHPV�IURP�WKH�FRQWHQWV�RI�:DJXUL�%XWRK�1RWD-
WLRQ�WKDW�FDQ�IXOO\�UHPLQG�XV�RI�+LMLNDWD�7DWVXPL¶V�%XWRK�1RWDWLRQ��EXW�
which go in search of more concrete images of movements – therefore, 
let us refer to these attempts to describe the form as Waguri/Butoh 
1RWDWLRQ��+HUH��LW�LV�GLI¿FXOW�WR�GHFLGH�ZKLFK�LWHPV�ZRXOG�EH�EHVW�WR�LO-
lustrate Hijikata’s Butoh movements. To look at it from a different per-
spective, however, this also means that it doesn’t matter much which 
items we select – all are relevant to examining Hijikata’s movements.

For example, when we open the page under «21. Strange Prince», 
ZH�¿QG�LWHPV���WR����,WHP���ZLOO�EH�UHIHUUHG�WR�KHUHDIWHU�DV�©$ª�

Item 21-4 [A]
$�7KUHH�OD\HU�)DFH�LV�RQ�%HOOPHU��$�%XQGOH�RI�/LJKWV�5XQV�IURP�
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WKH�&KHHNV��7KH�%RWWRP�RI�WKH�1HFN�LV�6FRSHG�RXW��+DLU�RQ�WKH�%DFN�
is Burning. Pomegranate Teeth. Face of a Bull and Wings on the Back. 
A Tail Grows and the Pelvis is Open. Putting a Cat on One’s Bosom. 
7KH�1HFN�LV�6WUHWFKHG�DQG�WKH�:LQJV�RQ�WKH�%DFN��:KHQ�3XVKLQJ�WKH�
Cat Out, Bellmer is Higher and a Balloon on the Back. The Left Hand 
is on the Table and Steam at the Feet. A Man with a Pockmarked Face. 
+HOSOHVV�)DFH��(YDSRUDWLRQ�RI�D�'RJ��([SUHVVLRQ�RI�&UD\RQV��6KDNLQJ�
%LF\FOH��'LVVHFWLRQ�DQG�*RLQJ�0DG����,WHUDWLRQV�RI�%DE\�0RWKV��5H-
SHDW��*OLGHU��6RDULQJ�,Q¿QLWHO\��%HFRPHV�/LNH�D�6WLFN��Kinkato�&DQG\��
1LMLQVN\�

,WHP�©����:KRRSHHª�LQ�WKH�JHVWLF�FRQWHQWV�RI�:DJXUL�%XWRK�1R-
WDWLRQ�FRQWDLQV�LWHPV������WKH�¿IWK�LV�©&KDJDOO¶V�%LUGª��KHUHDIWHU�©%ª��

Item 29-5 [B]
&KDJDOO¶V�%LUG��+RUVH¶V�1HFN��*LUO��/LJKW� LQ� WKH�(\HV��6LJKWOLQH��

Pollen. Person of Stone. Person of Michaux. Thundering. Wols. Mon-
NH\�-XPSLQJ�IURP�D�6KDGRZ��'HDG�7UHH��0D\D¶V�7KLQ�&XELF��*LUO�6HH-
LQJ�D�5DLQERZ��&UD\RQ��3RFNPDUNHG��7KUHDG�DW� WKH�7LS�RI�D�)LQJHU��
Lightning Bug’s Flash. Shaking the Buttocks Backward. Table. Chick.

Deciphering Butoh Notation

,Q�WKH�¿OPLQJ�RI�$��SHUIRUPDQFHV�IURP�©$�7KUHH�OD\HU�)DFHª�WR�
©1LMLQVN\ª�ZHUH�¿OPHG�DV�D�VHULHV�RI�FRQVHFXWLYH�PRYHPHQWV��ZKHUHDV�
LQ�%��D�GDQFHU�SHUIRUPHG�HDFK�LWHP�DV�DQ�LQGLYLGXDO�PRYHPHQW��¿OPHG�
DFFRUGLQJO\�

Although there were differences in movements between A and B, 
WKH�LPDJHV�ZH�¿UVW�HQYLVLRQHG�ZKHQ�ORRNLQJ�DW�WKH�ZULWWHQ�FKDUDFWHUV�
�YRFDEXODU\�DQG�SKUDVHV��ZHUH�DOPRVW�LGHQWLFDO�EHWZHHQ�$�DQG�%��(YHQ�
WKRXJK�WKH�ZRUGV�ZHUH�ZULWWHQ�GRZQ�DQG�VWUXFWXUHG�E\�:DJXUL�<XNLR��
D�SXSLO�RI�+LMLNDWD¶V��WKH\�ZHUH�FHUWDLQO\�JURXSV�RI�ZRUGV�SURYLGHG�E\�
the master – Hijikata himself. The word groups directed the move-
ments (gestures).

*URXSV�RI�ZRUGV�ZULWWHQ�GRZQ�E\�+LMLNDWD¶V�SXSLOV�DUH�FHUWDLQO\�
SRHWLF�DQG�PHWDSKRULFDO��7KH\�VKRXOG��KRZHYHU��EH�WDNHQ�QHLWKHU�DV�DU-
ELWUDU\�QRU�DEVWUDFW��)RU�+LMLNDWD�7DWVXPL��HDFK�RQH�RI�WKRVH�ZRUGV�ZDV�
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QHFHVVDU\�IRU�WKH�ERG\�DQG��WKXV��FDQ�GLUHFW�DFWXDO�PRYHPHQWV�RI�WKH�
ERG\��3XW�DQRWKHU�ZD\��LW�FDQ�EH�VDLG�WKDW�HDFK�PRYHPHQW�RI�WKH�ERG\�
FDUHIXOO\�ZHLJKV�HYHU\�ZRUG�DQG�SKUDVH�

6WLOO�� WKRVH� ZKR� KDYH� QRW� GLUHFWO\� VWXGLHG� XQGHU� +LMLNDWD� FDQ�
VFDUFHO\� LPDJLQH� WKH� VSHFL¿F�PRYHPHQWV� MXVW� E\� VHHLQJ� D� VHULHV� RI�
WKHVH�ZRUGV��DV�SUHVHQWHG�LQ�WKH�JHVWLF�IRUPV�QRWHG�GRZQ�E\�:DJXUL�RU�
RWKHUV��<HW�LQVRIDU�DV�WKH\�DUH�ZRUGV�RI�%XWRK�1RWDWLRQ��WKH\�PXVW�EH�
VLJQL¿FDQW�LQ�GLUHFWLQJ�PRYHPHQWV��WKH\�DFW�DV�VLJQL¿HU�

%XWRK�1RWDWLRQ� LV�D� WH[W�FRQVLVWLQJ�RI�DJJUHJDWH�VLJQL¿HU��%XWRK�
1RWDWLRQ�PHDQW�WKH�³H[SUHVVLRQ´�RI�+LMLNDWD��ZKLFK�ZDV�KDQGHG�GRZQ�
WR�KLV�SXSLOV�WKURXJK�KLV�RUDO�GLUHFWLRQV��:DJXUL�%XWRK�1RWDWLRQ�DOVR�
FDQ�EH�FRQVLGHUHG�WR�EH�D�WH[W��9RFDEXODU\�DQG�SKUDVHV�VHHQ�LQ�$�DQG�%�
can be signs or morpheme comprising a text.

$V� PHQWLRQHG� SUHYLRXVO\�� LW� ZDV� GLI¿FXOW� IRU� DXGLHQFHV� LQ� +L-
MLNDWD¶V� WLPH� WR�GHFLSKHU�KLV� WKHDWULFDO�SHUIRUPDQFHV��1RZ��KRZHYHU��
ZH�KDYH�EHHQ�SURYLGHG�ZLWK�%XWRK�1RWDWLRQ�ZKLFK�FHUWDLQO\�JLYHV�XV�
FOXHV��8QWLO�ZH�KDYH�GHFLSKHUHG�%XWRK�1RWDWLRQ�ZH�FDQQRW�GHFLSKHU�
Hijikata Tatsumi’s Butoh.

,I�ZH�FDQ�DVVXPH�D�VLJQL¿HU�IRU�HDFK�VLJQ��WKH�WH[W�PD\�EH�GHFL-
phered. There are, however, obstacles in ascertaining the former.

)LUVW��ZH�PXVW�LGHQWLI\�ZKDW�ZRUGV�LQ�:DJXUL��%XWRK�1RWDWLRQ�LQ-
dicate. In order to do that, we must understand the codes that Hijikata 
XVHG�ZKHQ�KH�VSRNH�WKH�ZRUGV�RI�%XWRK�1RWDWLRQ��7KXV��ZH�PXVW�VWDUW�
E\�LGHQWLI\LQJ�+LMLNDWD¶V�LQWHUHVWV��NQRZOHGJH��DQG�ZD\�RI�WKLQNLQJ�

Second, we must understand that the words are spoken for the sake 
RI�HYRNLQJ�PRYHPHQWV��JHVWXUHV���%XW�ZH�NQRZ�%XWRK�1RWDWLRQ�RQO\�
WKURXJK�FKDUDFWHUV��7KHUH�DUH�DOPRVW�QR�ZRUGV�E\�ZKLFK�ZH�LPDJLQH�
WKH�FRUUHVSRQGLQJ�PRYHPHQWV�� ,Q�KLV� OHVVRQV��+LMLNDWD�YHUEDOO\�FRQ-
YH\HG�ZRUGV� WR�SXSLOV��DFFRPSDQLHG�E\�PRYHPHQWV�� ,W�JRHV�ZLWKRXW�
VD\LQJ�WKDW�LQ�RUGHU�WR�GHFLSKHU�%XWRK�1RWDWLRQ�DFFXUDWHO\�DV�WH[W��ZH�
PXVW�NQRZ�WKH�ZRUGV�DQG�DVVRFLDWHG�PRYHPHQWV�WDXJKW�E\�WKH�PDVWHU�
at a training place.

7KLV�LV�ZK\�ZH�KDYH�¿OPHG�PRYHPHQWV�DFFRUGLQJ�WR�:DJXUL�%X-
WRK�1RWDWLRQ�WR�EXLOG�XS�D�FROOHFWLRQ�RI�LPDJHV��$V�DOUHDG\�PHQWLRQHG��
����LWHPV�:DJXUL�%XWRK�1RWDWLRQ�ZHUH�¿OPHG��7KH�DERYH�DQG�%�DUH�
RQO\�WZR�RI�WKHVH�LWHPV��,Q�WKHVH�WZR�LWHPV�DORQH��WKHUH�DUH����PRYH-
ments. Simple calculations would suggest the existence of some 4,500 
PRYHPHQWV�ZLWKLQ�:DJXUL�%XWRK�1RWDWLRQ��7KHUH�LV�DFWXDOO\�VRPH�GX-
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SOLFDWLRQ��VR�WKH�DFWXDO�WRWDO�LV�QRW�WKDW�KLJK��EXW�FDQ�VWLOO�EH�HDVLO\�SXW�DW�
PRUH�WKDQ��������7KH�QXPEHU�RI�PRYHPHQWV�FRYHUV�RQO\�WKRVH�+LMLNDWD�
gave to Waguri or that Waguri was able to apprehend. In fact, substan-
WLDOO\�PRUH�PRYHPHQWV�WKDQ�WKLV�¿JXUH�±�OLNHO\�EH\RQG�RXU�DELOLW\�WR�
JXHVV�±�ZHUH�FUHDWHG�E\�+LMLNDWD42.

In his work, Hijikata created such an enormous movements (ges-
WXUHV��DQG�KLV�SXSLOV�ZHUH�UHTXLUHG�WR�PDVWHU�WKHP��3XSLOV�KDG�WR�LPPH-
GLDWHO\�LPDJLQH�PRYHPHQWV�MXVW�E\�KHDULQJ�WKH�ZRUGV�RI�WKH�VLJQ��WKH�
name of the movement) that had been given43.

Structure of Butoh Notation

7KH�QXPEHU�RI�PRYHPHQWV�VKRZQ�LQ�%XWRK�1RWDWLRQ�XQGRXEWHGO\�
YDVW��LI�QRW�DFWXDOO\�EH\RQG�FRXQWLQJ��:H�PXVW�ORRN�QRZ�DW�WKH�FRQWHQW��
:KHQ�VLPSO\�UHDGLQJ�$�DQG�%��WKH�JURXS�RI�ZRUGV�FDQ�EH�FODVVL¿HG�DV-
suming certain characteristics. Based on these characteristics, what each 
ZRUG�PHDQV�PD\� EH� FODUL¿HG� DQG� JURXSHG� WRJHWKHU� ZLWK�PRYHPHQWV�
(gestures). This paper, however, has no room to go deeper into that av-
HQXH�RI�VWXG\��,QVWHDG��ZH�ZLOO�FRQVLGHU�D�VWUXFWXUH�IRU�%XWRK�1RWDWLRQ�

0DXULFH� 0HUOHDX�3RQW\� VDLG�� ©:RUGV� DUH� QRW� PHUHO\� VLJQV� RI�
WKLQJV�RU�VLJQL¿FDWLRQV��EXW�GZHOO�LQ�WKLQJV��DQG�QHHG�WR�EH�PHDQV�WR�
FRQYH\�VLJQL¿FDWLRQV��6R�� IRU� WKRVH�ZKR�VSHDN�ZRUGV�� WKH�ZRUGV�DUH�
QRW�WR�WUDQVODWH�WKRXJKWV�DOUHDG\�FRPSOHWHG�LQ�D�ZRUN��EXW�WR�FRPSOHWH�
those thoughts»44.

:H�DUH� WU\LQJ� WR� UHYLHZ�+LMLNDWD�7DWVXPL¶V�%XWRK�E\�FRQYHUWLQJ�
KLV�ZRUGV� LQWR� VLJQV�� ,Q�KLV�GDQFH�GHVFULEHG�E\�ZRUGV��KRZHYHU��KLV�
ZRUGV�DUH�QRW� VLPSO\�VLJQV��8QOLNH�ZRUGV� WKDW� VHUYH� WR� WUDQVODWH�H[-

42 On an audio tape recording of Hijikata Tatsumi’s voice choreographing his 
SXSLO�$VKLNDZD�<RNR��ZH�FDQ�KHDU�+LMLNDWD�VD\LQJ� WR�KHU��©7KHUH�DUH�GDQFHV�IRU�D�
WZR�WRQ�WUXFN��:K\�FDQ¶W�\RX�GR�ZKDW�LV�QHHGHG�LPPHGLDWHO\"ª�

43 $IUHU� +LMLNDWD� KDV� HVWDEOLVKHG� KLV� 1RWDWLRQDO� %XWRK�� KH� JDYH� HDFK� SXSLO�
the names of their schools and choreographed their performances if granting them 
OLFHQVHV��DQG�VHQW�WKHP�RXW�RI�$VEHVWRV�6WXGLR��<DPDPRWR�0RH¶V�Kanazawa Butoh-
Kan��:DJXUL�<XNLR¶V�Kohzensha��DQG�1LPXUD�0RPRNR¶V�Asbestos Studio’s Matsushiro 
Branch.

44 0DXULFH�0HUOHDX�3RQW\� 3KHQRPHQRORJ\�RI�3HUFHSWLRQ��$�6HOHFWLRQ�RI�:RUNV, 
WUDQVODWHG�E\�1DND\DPD�*HQ��7RN\R��&KLNXPDVKRER��������S�����
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isting movements, these direct new movements to be constructed in 
UHDOLW\�

It is, of course, not individual motion that was created from 
+LMLNDWD¶V�ZRUGV��,Q�%XWRK�1RWDWLRQ��WKHUH�VKRXOG�EH�PHWKRGV�WR�LQWH-
JUDWH�PRYHPHQWV�DQG�OLQN�WKHP�WR�HDFK�RWKHU��,I�WKHUH�DUH�DQ\�V\VWHP-
DWLF�PHWKRGV�WKDW�FRPPDQG�WKH�ERG\��WLPH��DQG�VSDFH�FRPSUHKHQVLYHO\�
DQG�OLQN�PRYHPHQWV�WRJHWKHU��WKHQ��ZH�VKRXOG�FODULI\�WKHP�

%H\RQG� WKDW�� OLQNHG�RU� FRPELQHG�PRYHPHQWV�PXVW� OLQN� WR�RWKHU�
linked or combined movements, all of which combine together in a 
work of Butoh to form a comprehensive whole45.

+LMLNDWD�7DWVXPL�SHUIRUPHG�LQWHQVLYHO\�IURP������WR�������'XULQJ�
this time, whenever his Butoh was created, the “movements” or move-
PHQW�FDWDORJ�RI�%XWRK�LQFUHDVHG�DQG�ZDV�HYHQWXDOO\�GHYHORSHG�WR�DQ�
excessive extent through this continual creation.

In public performances during the period, Hijikata performed all-
new creations, but his activities could be said to demonstrate processes 
IRU�VWUXFWXULQJ�QHZ�%XWRK�ZRUNV��UDWKHU�WKDQ�GLVSOD\LQJ�FRPSOHWH�QHZ�
works. Instead of «translating thoughts», he tried to «complete thoughts».

At the end of 1976, Hijikata Tatsumi discontinued the series of pub-
OLF�SHUIRUPDQFHV��DV�LI�D�VWDWH�RI�PD[LPXP�HQWURS\�KDG�EHHQ�UHDFKHG�

>«@��HYHQ� LI�ZH� WU\� WR�XQGHUVWDQG� WKH�DFFXPXODWLRQ�DQG�FRPEL-
nation of “movements” in engineering terms, such as cell > stack > 
module, the combinations are innumerable. In short, works can be 
structured in unlimited variations. Let us compare these movements 
and works to lego� EORFNV�� ,QGXVWULDOO\� SURGXFHG�� lego blocks are 
VWDQGDUGL]HG� DQG� DYDLODEOH� LQ� D� OLPLWHG� UDQJH�RI� IRUPV��<HW� \RX� FDQ�
HQMR\�PDNLQJ�DQ� LQ¿QLWH�QXPEHU�RI� WKLQJV�E\�XVLQJ� WKHP�LQ�YDULRXV�
FRPELQDWLRQV��(YHQ�LI�WKH�PRYHPHQWV�FUHDWHG�E\�+LMLNDWD�7DWVXPL�DUH�
VWDQGDUGL]HG�RQHV��WKHUH�DUH�WKRXVDQGV�RI�WKHP��WKH�GLYHUVLW\�RI�WKHLU�
combinations exceeds those of lego blocks, offering endless possibil-
ities for recombination and creative expression46.

45 7KLV� VWUXFWXUH�PD\�EH�XQGHUVWRRG�DV�FHOOV�� VWDFNV�� DQG�PRGXOHV�� DV�XVHG� LQ�
DUFKLWHFWXUDO�DQG�FRPSXWLQJ�¿HOGV��7KH�PLQLPXP�XQLW�LV�WKH�FHOO��FHOOV�PDNH�VWDFNV��
and stacks make modules.

46 +LMLNDWD¶V�%XWRK�LV�RIWHQ�FDOOHG�©6W\OL]HG�%XWRKª��EXW�WKDW�LV�WRR�VLPSOH�DQG�
HDV\�D�ZD\�WR�FDWHJRUL]H�RU�GH¿QH�LW��,W�LV�QRW�SRVVLEOH�WR�VTXHH]H�+LMLNDWD¶V�%XWRK�LQWR�
D�IUDPHZRUN�RI�IRUP�FRQVLVWLQJ�RI�D�OLPLWHG�QXPEHU�RI�VW\OHV�
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The following opinion of Jean Baudrillard seems consistent with 
+LMLNDWD�7DWVXPL¶V�1RWDWLRQDO�%XWRK�� ©:KHWKHU�ZH� DUH� GHDOLQJ�ZLWK�
prison cells, electronic cells, communist cells, or microbiological cells, 
ZH�DOZD\V�VHDUFK�IRU�WKH�VPDOOHVW��WKH�LQGLYLVLEOH��HOHPHQW��WKH�RUJDQLF�
V\QWKHVLV�RI�ZKLFK�ZLOO� IROORZ� LQ� DFFRUGDQFH�ZLWK� WKH�JLYHQV�RI� WKH�
code. The code itself is nothing other than a genetic, generative cell 
LQ�ZKLFK�WKH�P\ULDG�LQWHUVHFWLRQV�SURGXFH�DOO�WKH�TXHVWLRQV�DQG�DOO�WKH�
possible solutions from which to select»47.

1HYHUWKHOHVV��GHYHORSLQJ�QHZ�PRYHPHQWV�FRQWLQXRXVO\�LV�WKH�EXU-
GHQ�RI�FUHDWLRQ��,Q�RUGHU�WR�FUHDWH�QHZ�PRYHPHQWV��LW�LV�QHFHVVDU\�WR�FDOO�
IRU�QHZ�VLJQV�DQG�QHZ�FRGHV�WR�FRQYH\�WKH�PHDQLQJV�RI�WKH�QHZ�VLJQV��
In the context of our investigation here, we will use a series of words and 
VLJQV�LQWURGXFHG�IURP�:DJXUL�%XWRK�1RWDWLRQ��6RPH�H[DPSOHV�DUH�

D��)DFH�RI�%XOO�RU�1HFN�RI�+RUVH
b) Bellmer or Wols
c) A Bundle of Lights Running from the Cheeks or Steam at the Feet

Item «a» movements includes movements expressing visible 
IRUPV�� DQG� DQ\RQH� FDQ�XQGHUVWDQG� WKH� FRGHV� IRU� WKHP�� ,Q� LWHP�©Eª��
these are movements associated with images that Hijikata presented 
WRJHWKHU�ZLWK�KLV�ZRUGV��DQG�WKH�FRGHV�PD\�EH�FRPPRQO\�XQGHUVWRRG�
EDVHG�RQ� WKDW�� ,Q�©Fª�� WKH\� DUH�PRYHPHQWV�ERUQ�RI� IHHOLQJ� LQYLVLEOH�
WKLQJV�DQG�LW�ZRXOG�EH�GLI¿FXOW�IRU�GLIIHUHQW�LQGLYLGXDOV�WR�SHUFHLYH�WKH�
VDPH�FRGHV��WKH\�DUH�H[WUHPHO\�VXEMHFWLYH�

(YHQWXDOO\��ZH�ZLOO�KDYH�WR�ZRUN�RQ�GHFLSKHULQJ�HDFK�ZRUG VLJQ�
that Hijikata Tatsumi presented. In doing so, we will have to interview 
KLV�SXSLOV�DQG�WKRURXJKO\�VWXG\�WKH�ERRNV�RI�SDLQWLQJV�DQG�FROOHFWLRQV�
of poems Hijikata possessed, referring in the process to the collection 
RI�LPDJHV�RI�PRYHPHQWV�WKDW�ZH�DUH�ZRUNLQJ�RQ��,Q�WKDW�ZD\��ZH�ZLOO�
EH� DEOH� WR� UHDFK� D� FRQVHQVXV� XQGHUVWDQGLQJ� RI� WKH� FRGHV� E\� ZKLFK�
PRYHPHQWV�FUHDWHG�E\�+LMLNDWD�PD\�EH�GHFLSKHUHG�

:H� PD\� DOVR�� WKHQ�� EH� DEOH� WR� XQGHUVWDQG� +LMLNDWD� 7DWVXPL¶V�
knowledge and interests, but I wonder if we will ever be able to catch 

47 Jean Baudrillard, Symbolic Exchange and Death�� WUDQVODWHG� E\� ,PDPXUD�
+LWRVKL�DQG�7VXNDKDUD�)XPL��7RN\R��&KLNXPDVKRER��������S������
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up with his thoughts. For example […] what are the codes to express 
WKH�PRWLRQ�RI�DQ�³REMHFW´�ZLWKRXW�DQ\�YLVLEOH�IRUP"

Thought of Butoh Notation

.QRZOHGJH�RI�WKH�7DOPXG�ZDV�RULJLQDOO\�SDVVHG�RQ�YHUEDOO\�IURP�
PDVWHU�WR�SXSLO��DV�GHVFULEHG�E\�/pYLQDV��DQG�WKH�SURFHVV�VHHPHG�DO-
ZD\V�WR�KDYH�LQYROYHG�KRW�DUJXPHQWV��8FKLGD�VDLG��©,QWHUSUHWDWLRQ�RI�
“signs” in sacred texts, which disclose God’s wisdom, is left perma-
QHQWO\�RSHQ�DQG�SHUPDQHQWO\�SHQGLQJª��. In other words, the purpose is 
QRW�WR�VHWWOH�GLVSXWHV�RU�JLYH�D�¿QDO�LQWHUSUHWDWLRQ��EXW�WR�RSHQ�GLDORJXH�
about the Torah and its teachings.

,Q�%XWRK�1RWDWLRQ��VLJQV�VSHFL¿FDOO\�VKRZLQJ�SRVWXUHV�RU�PRYH-
PHQWV� DUH� UDUHO\� IRXQG��7KHUH� LV�� IXUWKHUPRUH�� QR� GLUHFWLRQ� RI� WLPH��
ZKLFK� VKRXOG�EH� HVVHQWLDO� IRU� WKHDWULFDO� DUW��%XWRK�1RWDWLRQ�� LQ� IDFW��
PD\�EH�WKH�H[WUHPH�RI�+LMLNDWD�7DWVXPL¶V� WKRXJKW�±�ZKLFK�LV� WR�VD\��
«wisdom» itself. How did his pupils face that «wisdom»?

We have, thus, come back to the matter of the master-and-pupil 
UHODWLRQVKLS��:H�VKRXOG�UHIHU�WR�WKH�WKRXJKWV�RI�+LMLNDWD¶V�SXSLOV�LQ�1R-
tational Butoh, but this will have to wait for some other time. For now, 
ZH�ZLOO�VLPSO\�VD\�WKDW�LQ�1RWDWLRQDO�%XWRK��SXSLOV�ZHUH�GHSULYHG�RI�
WKHLU�RZQ�VXEMHFWLYLW\��WKHLU�RZQ�VHOI�FRQVFLRXVQHVV��2QO\�WKRVH�ZKR�
managed to suppress their egos could participate in Hijikata Tatsumi’s 
Butoh.

This fact is close to the essence of Hijikata Tatsumi’s Butoh. Al-
though Butoh is regarded as existential, expressionistic dance, the 
PHWKRG�RI�1RWDWLRQDO�%XWRK�DV�FRQVLGHUHG� LQ� WKLV�SDSHU�VHHPV� WR�EH�
EDVHG�RQ�GHQLDO�RI�WKDW�W\SH�RI�%XWRK�

$IWHU�������ZKHQ�KH�SHUIRUPHG�Hijikata Tatsumi and the Japa-
QHVH��5HEHOOLRQ�RI�WKH�%RG\, Hijikata Tatsumi rebuilt his Butoh in the 
����V��:H�PXVW�FOHDUO\�XQGHUVWDQG�WKH�LGHRORJLFDO�EDVLV�RI�WKLV�UHYL-
sion of his concepts and art. Here, two points are to be mentioned. One 
is an understanding of structuralism, which emerges upon denial of 
existential thought. J. M. Domenach stated:

�� Uchida Tatsuru, Tasya to sisya (Others and the Deceased), cit., p. 50.
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&ODXGH�/pYL�6WUDXVV�VDLG�VLPLODUO\��©,Q�RUGHU�WR�UHDFK�UHDOLW\��WKH�UHDO�H[SHUL-
HQFH�VKRXOG�EH�H[FOXGHGª��%XW�WKLV�HOHPHQWDU\�SRLQW�RI�HSLVWHPRORJ\�LV�WKH�PHWD-
SK\VLFDO�SULQFLSOH�RI�DQ�DEVROXWH�V\VWHP��,W�LV�FROG��LPSHUVRQDO�WKRXJKW��GHWDFKHG�
IURP�DQ\�VRUW�VXEMHFW�±�UHJDUGOHVV�RI�LQGLYLGXDO�RU�JURXS��,W�HYHQWXDOO\�FRPSOHWHO\�
GHQLHV�WKH�SRVVLELOLW\�RI�WKH�VXEMHFWLYH�H[LVWHQFH�ZLWK�WKH�DELOLW\�WR�H[SUHVV�RQH-
VHOI�DQG�DFW�LQGHSHQGHQWO\49.

$QRWKHU�SRLQW�LV�WKH�VLPLODULW\�EHWZHHQ�+LMLNDWD�7DWVXPL¶V�%XWRK�
and classical performing arts. In previous paper, I evaluated Hijikata’s 

%XWRK�IURP�YLHZSRLQWV�RI�FODVVLFDO�SHUIRUPLQJ�DUWV�E\�TXRWLQJ�*XQML�
Masakatsu’s comments.

Here I will also cite Tanemura Suehiro, living at the same time as 

Hijikata, predicted the essence of Hijikata’s Butoh: «It is expectation 

WKDW�WKH�KXPDQ�ERG\�FRXOG�EH�D�SULYLOHJHG�FRQWDLQHU�WR�DFFHSW�DJDLQ�DV�
DQ�RSHUDWRU�WKH�VDFUHG�WKLQJ�WKDW�KDV�EHHQ�ORVW��E\�PDNLQJ�ERG\�WKRU-
RXJKO\�D�SXUSRVHOHVV�WRRO��D�WR\ª50.

1RWLQJ�DOVR�WKDW�Kabuki imitated Ningyou Joururi puppet theater 

WR�¿QG�WKH�SXUH�SODVWLF�DUW�RI�VW\OH�DQG�H[FOXGHG�WKH�FRQFHSW�RI�FRQ-

sciousness as a modern poison, Tanemura said: «In the brilliance of 

WKH�ERG\� LQ� D� IHUDO� VWDWH�� FRPSOHWHO\� H[FOXGLQJ� VSLULWXDOLVP�� WKHUH� LV�
FHUWDLQO\�H[LVWHQFH�RI�VXSSRUW�IRU�WKH�WUDQVFHQGHQW�±�D�SXUH�VWRUHKRXVH�
of spiritualism – and a operator above, outside or under it»51.

1HYHUWKHOHVV��ZKHQ�KH�ZDV�IXOO\�LPPHUVHG�LQ�H[LVWHQWLDO�WKRXJKW�
LQ�WKH�HDUO\�VWDJHV�RI�%XWRK��+LMLNDWD�VDLG��©$�SHUVRQ�QRW�ZDONLQJ�EXW�
made to walk; a person not living but made to live; a person not dead 

EXW�PDGH�WR�EH�GHDG�PXVW��LQ�VSLWH�RI�VXFK�WRWDO�SDVVLYLW\��SDUDGR[LFDOO\�
H[SRVH�WKH�UDGLFDO�YLWDOLW\�RI�KXPDQ�QDWXUHª52.

There is no person other than a condemned prisoner who is de-

SULYHG�RI�VXEMHFWLYLW\��+LMLNDWD�VDLG�KH�IRXQG�WKH�©RULJLQDO�IRUP�RI�%X-

toh» in the walk of the prisoner.

[…]

49 Jean-Marie Domenach, Appearance of Structuralism, Structuralism, 

WUDQVODWHG�E\�,WR�0RULR�HW�DO���7RN\R��+HLERQVKD��������S�����
50 Tanemura Suehiro, Kigu tositeno nikutai �7KH�%RG\�DV�DQ�,QVWUXPHQW���©8PLª��

April 1970, p. 169.
51 ,GHP��S������
52 Hijikata Tatsumi, Keimusyo e �7R�3ULVRQ���©0LWD�%XQJDNXª��-DQXDU\�������

S�����


