
«Teatro e Storia» n.s. 37-2016

Maria Pia D’Orazi

%8,/',1*�7+(�'$1&,1*�%2'<�
$.,5$�.$6$,��)520�%872+�72�(85+<7+0<

$W� LWV� YHU\� EHJLQQLQJ� LQ� WKH� HDUO\�6L[WLHV�� -DSDQHVH� EXWRK� GDQFH�
RULJLQDWHG�IURP�D�VHULHV�RI�SHUFHSWLYH�H[SHULPHQWV�WKDW�VWDUW�E\�WKURZLQJ�
RXW�DOO�WHFKQLTXHV�WR�DVN�DQ�DIRUH�TXHVWLRQ��©:KDW�LV�D�GDQFLQJ�ERG\1»?

It is the period of Dance experience series, when the butoh found-

er Tatsumi Hijikata was collaborating with the modern dancer Kazuo 

2KQR� DQG� KLV� \RXQJ� SXSLO�$NLUD�.DVDL�� DW� WKH� VDPH� WLPH� JDWKHULQJ�
around his research a whole generation of artists coming from different 

kind of artistic expression2.

7KH�¿UVW�UHVXOW�RI�WKDW�H[SHULPHQWDO�ZRUN�LV�WKH�LGHQWL¿FDWLRQ�RI�D�
ERGLO\�OHYHO�RI�SHUFHSWLRQ�WKDW�QR�ORQJHU�SHUWDLQV�WR�WKH�LQGLYLGXDO�ZLWK�
D�VSHFL¿F�VRFLDO� LGHQWLW\��DV�PXFK�DV� WR� WKH�human body as matter, a 

OLYLQJ�HQWLW\�MXVW�OLNH�DQ\�RWKHU�HOHPHQW�LQ�WKH�XQLYHUVH��7KH�SUHFRQGL-
WLRQ�FRQFHSW�RI�WKLV�ZRUN�LV�WKH�LGHD�WKDW�ERG\�KDV�D�GHHSO\�P\VWHULRXV�
essence that movement cannot avoid to be related with. Hijikata found 

a clue in violence and eroticism to glance this area. He discovered thus 

D�GDQFH�WKDW�LV�DOUHDG\�SUHVHQW�ZLWKLQ�WKH�ERG\�DQG�WKDW�HPHUJHV�DV�WKH�
GDQFHU� IRUJHW� DOO� WHFKQLTXHV� DQG�GLVVROYH�(JR�� ©5DWKHU� WKDQ� D�ZHDN�
ERG\��KDSS\�WR�EH�VXEGXHG�E\�UHDVRQ�DQG�HPRWLRQ��+LMLNDWD�DVNV�RI�KLV�
RZQ�ERG\�WKDW�UHDVRQ�EH�PDGH�YLVLEOH��DQG�HPRWLRQ�D�FRQVHTXHQFH�RI�
D�SK\VLFDO�DFWª3��'DQFH�EHFRPHV�WKH�H[SRVXUH�RI�WKH�ERG\�DV�PDWWHU��

1 $FWXDOO\� WKH� RI¿FLDO� EHJLQQLQJ� RI� EXWRK� LV� FRQVLGHUHG� WKH� �� PLQXWHV� SLHFH�
named Kinjiki (Forbidden colors) that Tatsumi Hijikata have based on the same novel 

E\�<XNLR�0LVKLPD��DQG�SUHVHQWHG�RQ�0D\���WK������DW�WKH�1HZ�WDOHQWV�SURJUDP�RI�WKH�
All Japan Modern Dance Association.

2 $PRQJ�WKHP��WKH�ZULWHU�<XNLR�0LVKLPD��WKH�SDLQWHU�1DWVX\XNL�1DNDQLVKL��WKH�
French literature scholar Tatsuhiko Shibusawa, the photographer Eikoh Hosoe and the 

JUDSKLF�DUWLVW�7DGDQRUL�<RNRR�MXVW�WR�TXRWH�D�IHZ�
3 Cf. Maria Pia D’Orazi, Il corpo eretico��3DGRYD��&DVDGHL/LEUL��������S�����
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HPSWLHG�RI�DQ\�H[SUHVVLYH�XUJH�RI�LWV�RZQ�DQG�SUHVHQWLQJ�LWVHOI�ERWK�DV�
D�VWRUDJH�VSDFH�IRU�WKH�SK\VLFDO�PHPRU\�RI�LWV�RZQ�DFWV��DQG�D�PHPRU\�
RI� WKH�ZKROH�XQLYHUVH��SHUFHLYHG� LQ� LWV� LQ¿QLWH� VSHFWUXP�RI�GLIIHUHQW�
HQHUJ\�YLEUDWLRQV�

Following this idea to the bitter end, Hijikata come back to his 
origin and reached an invisible space where lived-out gestures and ob-
VHUYHG�EHKDYLRXUV�GHSRVLW� LQ� WKH�GHSWKV�RI� WKH�ERG\��SXVKLQJ�RXW� WR-
wards the light again, through the dance.

7U\LQJ�WR�JHW�WR�NQRZ�WKH�VXEVWDQFH�WKDW�PDGH�XS�KLV�ERG\��ERUQ�
IURP� WKH� H[SHULHQFH� RI� D� \RXQJ� ER\� JURZLQJ� XS� H[SHULPHQWLQJ� WKH�
world in the harsh, powerful and uncontrollable wilderness, Hijikata 
HQGHG�XS�WUDQVIRUPLQJ�7ǀKRNX�±�KLV�QDWLYH�UHJLRQ�±�LQ�DQ�LPDJLQDU\�
SODFH��EH\RQG�WLPH�DQG�VSDFH��7ǀKRNX�LQ�HYHU\ZKHUH�VLQFH�©WKH�XWWHU�
darkness exist throughout the world»4 he stated. The desire and the 
QHHG�WR�IDFH�WKH�P\VWHU\�RI�WKH�ERG\�WKHQ�FRXOG�EH�WKH�ELUWKSODFH�RI�
EXWRK�HYHU\ZKHUH�

The 7ǀKRNX�NDEXNL�VHULHV that Hijikata realized in the Seventies is 
a turning point of his artistic production and the formalization of his 
SHUVRQDO�VW\OH��$�VLPLODU�FKDQJLQJ�RFFXUUHG�HYHQ�LQ�WKH�DUWLVWLF�ZD\�RI�
Kazuo Ohno and Akira Kasai. Ohno stopped dancing around 1967 and 
when he come back again on stage with Admiring La Argentina (1977), 
KH�KDV�DFFRPSOLVKHG�KLV�RZQ�RULJLQDO�EXWRK�VW\OH��$V�.DVDL�KH�VWDUWHG�D�
VROR�FDUHHU�LQ�������VWRSV�GDQFLQJ�LQ�KLV�WXUQ�LQ������WR�JR�WR�*HUPDQ\�
IRU�VWXG\LQJ�5XGROI�6WHLQHU�HXUK\WKP\��DQG�VWDUW�DJDLQ�GDQFLQJ�LQ������
LQWURGXFLQJ�D�SHUVRQDO�EXWRK�VW\OH�WKDW�KDV�PHWDEROL]HG�HXUK\WKP\�LQ�
KLV�FRQVWUXFWLRQ�DV�ZHOO�DV�WKH�WZR�PRGHOV�RI�KLV�HDUO\�WUDLQLQJ��WKDW�LV�
the same Ohno and Hijikata.

,I� LW� LV� WUXH� WKDW� EXWRK� FDQ�EH�EXLOW� DQ\ZKHUH� LW� LV� DOVR� WUXH� WKDW�
«building butoh is a task that is simple and complicated at once: butoh 
LV�D�GDQFH�WKDW�LV�ERUQ�ZKHQ�\RX�XQGHUVWDQG�WKH�ERG\ª��.DVDL�REVHUYHV��
©EXW�WKH�XQGHUVWDQGLQJ�RI�WKH�KXPDQ�ERG\�LPSOLHV�WKH�XQGHUVWDQGLQJ�
RI�WKH�XQLYHUVH�LQ�LWV�HQWLUHW\5ª��,W�LV�D�VLPSOH�TXHVWLRQ�WKDW�QHHGV�WR�¿QG�
DQ�DQVZHU��©&DQ�ZH�UHDG�RXU�ERG\�DV�WKRXJK�LW�ZHUH�D�ERRNª6?

4� &I�� 1DQDNR�.XULKDUD��Hijikata Tatsumi. The Words of Butoh, «The Drama 
Review», vol. 44, n. 1, Spring 2000, p. 21.

5 $NLUD�.DVDL�TXRWDWLRQ�IURP�ZRUNVKRS�LQ�5RPH�RQ������
6� $NLUD�.DVDL�TXRWDWLRQ� IURP�ZRUNVKRS� LQ�5RPH�RQ�������DOVR�PHQWLRQHG� LQ�
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+LMLNDWD�FRPSDUHG�WKH�ERG\�WR�©D�ZDOO�EXLOW�ZLWK�OLWWOH�EULFNV�RI�
time and space», as its present form «is the result of a desperate at-
WHPSW�WR�NHHS�WRJHWKHU�SDUWV�RI�XV�WKDW�DUH�G\LQJ�RQH�DIWHU�WKH�RWKHU7». 
7KH�¿UVW�FRQFHUQ�RI�D�GDQFHU�VKRXOG�EH�WKH�DZDUHQHVV�RI�WKH�PDWHUL-
DO�WKDW�KLV�RU�KHU�ERG\�LV�PDGH�RI��WKH�WRWDO�ERG\�VFXOSWHG�E\�OLIH�LQ�
the course of existence. This is how he brought the revolution to the 
LGHD�RI�GDQFH�� IUHHLQJ� LW� IURP�WKH� LGHQWL¿FDWLRQ�ZLWK�PRYHPHQW�DQG�
changing its reference points. The relationship with time and space 
FKDQJHV��WLPH�LV�QR�ORQJHU�D�VXFFHVVLRQ�RI�PRPHQWV�WR�EH�¿OOHG�E\�D�
UK\WKPLF�VHTXHQFH�RI�JHVWXUHV��LW�LV�QRZ�WKH�ZKROH�RI�WKH�H[SHULHQFHV�
lived since the beginning of time; the space isn’t a place we can walk 
DERXW�RU�DURXQG��LW�LV�WKH�VXUIDFH�RFFXSLHG�E\�WKH�LQGLYLGXDO�MRLQHG�WR�
WKH�HQYLURQPHQW�WKDW�KH�RU�VKH�FUHDWHV�E\�FKDQJLQJ�WKH�TXDOLW\�RI�KLV�
or her presence. Above all, «dance cannot be made of time and space 
alone»���7R�UHDFK�WKH�PHPRU\�RI�PDWWHU�LW�LV�QHFHVVDU\�WR�GHYHORS�DQ�
LQWHUQDO�SHUFHSWLRQ�RI�WKH�ERG\��DQG�GLUHFWLQJ�DZDUHQHVV�WR�WKH�LQWHULRU�
RI� WKH�ERG\�PHDQV�WR�UHFRJQL]H� WKH� LGHQWLW\�RI�PDWWHU�DV�HQHUJ\��6R�
WKDW�HQHUJ\�±�DV�D�FDWHJRU\�RI�WLPH�DQG�VSDFH�UXOHG�E\�FRQVFLRXVQHVV�±�
becomes one part of the training. Feeling movement from within is an 
act that has to do with the relation between consciousness and matter 
VHW�E\�LPDJLQDWLRQ�

At the beginning of the Seventies, when Hijikata is working ex-
FOXVLYHO\�DV�D�FKRUHRJUDSKHU��KLV�ZRUN�ZLWK�GDQFHUV�EHFRPHV�D�PHWKRG�

Maria Pia D’Orazi, Il demone di Mezzogiorno. A proposito di Trasform’azioni e del 
%XWǀ��LQ�6DPDQWKD�0DUHQ]L��HGLWHG�E\���Trasform’azioni, rassegna internazionale di 
GDQ]D�EXWǀ��)RWRJUD¿D�GL�XQ¶HVSHULHQ]D��5RPD��(GLWRULD	6SHWWDFROR��������SS�����
39; and in Maria Pia D’Orazi, ,O�%XWǀ�LQ�,WDOLD�H�O¶HVSHULHQ]D�GL�$NLUD�.DVDL, in %XWǀ��
Prospettive europee e sguardi dal Giappone��HGLWHG�E\�0DWWHR�&DVDUL�DQG�(OHQD�&HU-
YHOODWL��%RORJQD��'LSDUWLPHQWR�GHOOH�$UWL��������SS������������http://amsacta.unibo.
it/4352/>. 7KH�LPDJH�RI�WKH�ERG\�DV�D�ERRN�LV�TXLWH�FRPPRQ�LQ�WKH�ODQJXDJH�RI�.DVDL��
It appears even in Toshiro Kuwabara, Dance closely related to matter. Kasai Akira 
Interview��©1LNXWDHPRª��Q�����6XPPHU��������S������$QG�LW�LV�WKH�OHDGLQJ�PRWLY�RI�
the book: Akira Kasai, Karada to iu shomotsu��$�ERRN�QDPHG�ERG\���7RN\R��6KRVKL�
<DPDGD�������

7 &I�� <XNLR� :DJXUL�� %XWǀ� .DGHQ� �%XWǀ� )ORZHU�� Cd-rom, Tokushima, Just 
6\VWHP�������

� Quotation from Akira Kasai workshop in Rome on 2007, mentioned in Maria 
Pia D’Orazi, Akira Kasai, il fantasma di Eliogabalo. Tre studi su Artaud, «Biblioteca 
7HDWUDOHª��YRO����������S�����
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to build the dance through the spoken word. Hijikata ignites the dance 
XVLQJ�ZRUGV�ZLWK�WKH�DLP�RI�WUDQVIRUPLQJ�WKH�SK\VLFDO�FRQGLWLRQ�RI�WKH�
GDQFHUV��<XNLR�:DJXUL�GHVFULEHG� LW� DV�D�ZD\� WR�©SK\VLFDOL]H� LPDJHV�
through words»9��$V�1DQDNR�.XULKDUD�WHOOV�LW��©+LMLNDWD�KDG�DWWHPSWHG�
WR�FDSWXUH�DOO�NLQGV�RI�HPRWLRQV��ODQGVFDSHV��LGHDV��DQG�VR�RQ��E\�XVLQJ�
words that were physically real to him», with the aim to «make the 
GDQFHUV�DZDUH�RI�WKHLU�SK\VLRORJLFDO�SHUFHSWLRQVª��DQG�©WHDFKLQJ�WKHP�
to transform their bodies into objects»10. The result of the constant rep-
etition of these exercises is that «a butoh dancer can transform into 
DQ\WKLQJ�DW�DOOª11.

Hijikata’s verbal stimuli aim at making dancers aware of their 
ERG\�DV�D�EXQGOH�RI� VHQVDWLRQV��+LV� VXJJHVWLRQV�DUH� OLWHUDOO\�DEVXUG��
being trapped in pollen and disappear, become transparent, evaporate; 
À\LQJ� OLNH�D� VWXIIHG�ELUG� WKDW� UHPHPEHUV�KDYLQJ�EHHQ�DOLYH��PRYLQJ�
like a leopard with a spine made of light; feeling dead leaves falling in-
VLGH�WKH�VNXOO��D�VQDLO�FUHHSLQJ�RQ�\RXU�QHFN��RU�D�EHDUG�DSSHDULQJ�LQ�WKH�
atmosphere. Hijikata imagined his perfect dancer as a skeleton burning 
until it turns to coal. Indeed, burning until all muscles are consumed 
PHDQV�HOLPLQDWLQJ�DOO�H[SUHVVLYH�XUJHV��2QO\�WKHQ�LV�LW�SRVVLEOH�WR�WU\�
EHFRPLQJ�D� UHÀHFWLRQ�RI� WKH�HVVHQFH�RI� WKH�ZRUOG��/HWWLQJ� WKH�RWKHU�
FRPH� LQ�DQG� WKURXJK�RXU�ERG\��©7KH�GDQFHU�EHFRPHV�DQ�REMHFW�DQG�
the object calls a spirit, the dancer’s spirit, which means that a human 
being turns into something that is no longer human»12��7KH�ERG\�WUDLQV�
WR�RYHUFRPH�KLV�OLPLWV�DQG�QXOOLI\�WKH�(JR�

An individual turned coal, absorbing and then radiating light, lets the par-
ticular shape of his skeleton appear. Reduced to coal, he can absorb light – that 
LV�KH�FDQ�LQFRUSRUDWH�DOO�SRVVLEOH�IRUPV�RI�OLIH��HYHU\WKLQJ�WKDW�H[LVWV�LQ�QDWXUH��
KH�FDQ�H[SHULPHQW�GLIIHUHQW�PHFKDQLVPV�RI�WKH�VHQVHV�DQG�GLIIHUHQW�TXDOLWLHV�RI�
HQHUJ\�±�WKHQ�KH�FDQ�UDGLDWH�WKDW�OLJKW�RQ�VWDJH��DQG�PDNH�WKRVH�IRUPV�YLVLEOH�E\�
WDNLQJ�RQ�WKHLU�TXDOLWLHV�DORQJ�WKH�ERXQGDULHV�RI�D�SDUWLFXODU�ERG\��WKDW�EHFRPHV�
LWVHOI�YLVLEOH�DV�DQ�RXWOLQH��ZLWKRXW�DQ\�XUJH�DW�DOO�WR�VKRZ�LWVHOI��/LNH�D�SKRVSKR-
rescent object that lights up in darkness, showing its shape as it goes from one 

9� <XNLR�:DJXUL��%XWǀ�.DGHQ, cit.
10 1DQDNR�.XULKDUD��Hijikata Tatsumi. The Words of Butoh, cit., pp. 15-16.
11 Ibidem.
12 Tatsuhiko Shibusawa, Hijikata Tatsumi. Plucking off the Darkness of the 

Flesh, «The Drama Review», vol. 44, n. 1, Spring 2000, p. 53.
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PHWDPRUSKRVLV�WR�WKH�QH[W��IROORZLQJ�WKH�HVVHQWLDO�VWUXFWXUH�RI�WKH�ERG\�WKDW�LV�
made of bones13.

7KH�LQGLYLGXDOLW\�LV�QRWKLQJ�EXW�©WKH�RYHUÀRZ�WR�RXWVLGH14». This 
is how Hijikata created his own universe through his own language. 
He built his own�LPDJLQDU\�ZRUOG�WKURXJK�KLV�GDQFHUV¶�ERGLHV��%XW�WKLV�
practice hide a danger and Hijikata himself seems to have been aware 
of it. He confessed that his dance has no teachers, apart from his father 
DQG�KLPVHOI�DV�D�ER\��H[SHULPHQWLQJ�WKH�ZRUOG�LQ�WKH�ZLOGHUQHVV��7KHQ��
WR�7DWVXKLNR�6KLEXVDZD�ZKR�DVNV�KLP�KRZ� WR� WHDFK�EXWRK� WR�\RXQJ�
dancers who have lived different experiences, Hijikata answers that 
©HYHU\RQH�RI�FRXUVH�KDV�D�VOLJKWO\�GLIIHUHQW�REMHFWLYHª��1RQHWKHOHVV��
©HYHU\RQH�KDV�D�ERG\ª��©,�KRSH�WR�VKDUH�WKH�FRPPRQ�HOHPHQWV�ZLWK�
them15ª��7KH�WHDFKLQJ�V\VWHP�LV�QRWKLQJ�EXW�DQ�KRSH��,Q�IURQW�RI�WKLV�
VPDOO�FUDFN�.DVDL�SRVH�KLPVHOI�WKH�WKHPH�RI�WKH�³REMHFWLYLW\´�

On the one hand, «Hijikata constructed his dance piece so that 
PHPRULHV�LQ�WKH�ERG\�ZHUH�SURYRNHG��EXW�KLV�VWDQFH�ZDV�WKDW�RQO\�WKH�
audience could recall the memories. He didn’t have his dancers re-
FDOO�PHPRULHV�LQ�WKHLU�ERG\ª16. On the other hand, «Ohno is one who 
wouldn’t move a single step until he had formed a base of imagination. 
He is one who started with imagination and distilled it down to a few 
drops of essence, and then he could dance17». But his images are «ex-
WUHPHO\�SHUVRQDOª��.

$FFRUGLQJ�WR�.DVDL��WKH�UHDO�UHYROXWLRQ�EURXJKW�E\�+LMLNDWD�LQ�WKH�
GDQFH�KLVWRU\�FRQVLVWV� LQ�KDYLQJ� LGHQWL¿HG�GDQFH�ZLWK�©WKH�PDQLIHV-
WDWLRQ�RI� WKH�DZDUHQHVV�H[LVWLQJ� LQ� WKH�ERG\� LQ� WKH�KHUH�DQG�QRZª19. 
7KLV�PHDQV�WKDW�EXLOGLQJ�WKH�GDQFLQJ�ERG\�\RX�QHHGQ¶W�WUDLQ�SK\VLFDO�

13 Cf. Maria Pia D’Orazi, Il corpo eretico, cit., pp. 61-62.
14 Tatsuhiko Shibusawa, Hijikata Tatsumi..., cit., p. 54.
15 Ibidem.
16 Toshiro Kuwabara, Dance closely related to matter. Kasai Akira Interview, 

cit., p. 35.
17 Tatsuro Ishii, Artist Interview. A look into the choreographic art of Akira 

.DVDL��¿IW\�\HDUV�DIWHU�HQWHULQJ�WKH�ZRUOG�RI�%XWRK��©3$-�3HUIRUPLQJ�$UWV�1HWZRUN�
-DSDQª�����)HEUXDU\�������S����

�� Ibidem.
19 Akira and Hisako Kasai, ,PD�PDWD�RGRUL�KDMLPHPDVKǀ, «Gendaishi Techo», 

Q�����6HSWHPEHU��SS��������
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VWUHQJWK�WKURXJK�WKH�EXLOGLQJ�XS�RI�\RXU�PXVFOHV��DV�PXFK�DV�©PRGLI\-
LQJ�WKH�ERG\�WKURXJK�WKH�WUDLQLQJ�RI�\RXU�DZDUHQHVVª20. And awareness 
is trained through the imagination.

'DQFH�EHJLQV�ZKHQ�ERG\�PHHWV�FRQVFLRXVQHVV��DQG�KRZ�WKDW�FRQ-
QHFWLRQ�LV�HVWDEOLVKHG�GHSHQGV�RQ�WKH�GDQFHU¶V�KLVWRU\�DQG�SHUVRQDOLW\��
7KDW�LV�ZK\�HDFK�GDQFHU�LV�GLIIHUHQW�DQG�WHDFKHV�GLIIHUHQW�WKLQJV��(DFK�
WHDFKHV�WKH�SDWK�WKDW�OHDGV�WR�WKH�SHUVRQDO�LGHQWL¿FDWLRQ�RI�RQH¶V�RZQ�
dance.

,I�LW�LV�WKH�LPDJLQDWLRQ�WKDW�WUDQVIRUPV�WKH�ERG\��WKHQ�WKHUH¶V�D�ULVN�
WKDW�GDQFHUV��XVLQJ�WKHLU�RZQ�SHUVRQDO�LPDJHV�DV�WKH\�WHDFK��ZLOO�FRQ-
dition the form of the dance. To overcome this limit, Kasai tried to 
GHYHORS�DQ�³REMHFWLYH´�V\VWHP�RI�LPDJLQDWLRQ��$QG�WKH�PHHWLQJ�ZLWK�
6WHLQHU¶V�HXUK\WKP\�±�WKDW�FRQQHFWV�ERG\�DQG�FRQVFLRXVQHVV�WKURXJK�
WKH�XVH�RI�ZRUGV�±�ZDV�D�ZD\�WR�GHHSHQ�WKH�RULJLQDO�UHVHDUFK�RI�EXWRK�
in the direction of a “metre” of imagination. That is a kind of “univer-
VDO´�LPDJLQDWLRQ�WKDW�DQ\RQH�FRXOG�UHIHU�WR��DQG�WKDW�ZRXOG�KDYH�WKH�
VDPH�IXQFWLRQ�WKDW�UK\WKP�KDV�LQ�SRHWU\��

When he talks about dance, Kasai speaks of two different degrees 
of composition: «The work brought onstage, the visible dance, the 
FKRUHRJUDSK\�UHFRUGHG� LQ�KLVWRU\��DQG�VRPHWKLQJ�GHHSHU�VXFK�DV� WKH�
EXLOGLQJ�RI�WKH�ERG\��WKH�GDQFHU¶V�ERG\�LQ�LWVHOI��WKH�ERG\�DV�D�ZRUN�RI�
art»21��7KHVH�DUH�WZR�GLIIHUHQW�ZD\V�RI�GDQFLQJ��OLQNHG�WR�RQH�DQRWKHU��
WKDW�FDQ�DSSHDU�WRJHWKHU�RU�ÀRZ�VHSDUDWHO\��RQH�SDUDOOHO�WR�WKH�RWKHU��$V�
classic ballet, for example, «the piece comes out thorough the building 
RI�WKH�ERG\��VLQFH�LQ�WKLV�¿HOG�\RX�QHHG�WR�PDVWHU�WKH�EDOOHW�WHFKQLTXHV�
WR�GDQFLQJª��2Q�WKH�FRQWUDU\��©FRQWHPSRUDU\�GDQFH�RIWHQ�VWDUWV�IURP�
the idea of the piece itself, and create the performance through im-
provisational dance sessions»22��:HOO��LI�ZH�FRQVLGHU�EXWRK�DV�D�ZD\�RI�
VKRZLQJ�ZKDW�KXPDQ�ERG\�LV�LQ�LWV�HVVHQFH��ZH�KDYH�WR�DGPLW�WKDW�LWV�
¿HOG�LV�WKH�EXLOGLQJ�RI�WKH�ERG\�DV�DQ�DUWZRUN��%XW�DFFRUGLQJ�WR�.DVDL�
WKLV�LV�QRW�WKH�RQO\�SXUSRVH�RI�EXWRK��,WV�IXQGDPHQWDO�IHDWXUH�LV�©GLV-
VROYLQJ�WKH�(JRª�DQG��IURP�WKLV�SRLQW�RI�YLHZ��©VKRZLQJ�WKH�ERG\�as it 

20 Tatsuro Ishii, Artist Interview…, cit., p. 10.
21� $NLUD� .DVDL� TXRWDWLRQ� IURP� ZRUNVKRS� LQ� 5RPH� RQ� 2FWREHU� ������ DOVR�

mentioned in Maria Pia D’Orazi, Il demone di mezzogiorno, cit., p. 43; and in Maria 
Pia D’Orazi, ,O�%XWǀ�LQ�,WDOLD�H�O¶HVSHULHQ]D�GL�$NLUD�.DVDL, cit.

22 Ibidem.
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is cannot be enough as a dance piece, even if into the whole butoh con-

FHSW�WKH�ERG\�LV�DOUHDG\�FRQVLGHUHG�LQ�LWV�SUHVHQFH�D�GDQFH�SLHFH��DQG�
WKHUH�LV�QR�QHHG�WR�FUHDWH�D�ZHOO�GRQH�FKRUHRJUDSK\ª23. Then the point 

RI�EXWRK�LV�QRW�©ZKDW�WKH�GDQFHU�FDQ�FUHDWH�E\�PHDQV�RI�WKH�ERG\ª�DV�
PXFK�DV�©KRZ�WKH�GDQFHU�UHODWHV�WR�WKH�ERG\ª24.

7KDW�LV�GDQFH�DULVH�LQ�WKH�YHU\�PRPHQW�LQ�ZKLFK�LPDJLQDWLRQ�EH-
FDPH�WLHG�WR�WKH�ERG\�DQG�OHW�WUDQVIRUP�LW��7KH�UHODWLRQ�EHWZHHQ�ERG\�
DQG�LPDJLQDWLRQ�OLH�DW�WKH�FRUH�RI�EXWRK�DQG�LW�LV�RQH�RI�WKH�HXUK\WKP\�
ZRUNLQJ�SULQFLSOHV��.DVDL�EHOLHIV�WKDW�ERG\�DZDUHQHVV�EHFRPHV�DQ�H[-

WHUQDO�LPDJH�E\�PHDQV�RI�WKH�VHQVHV�FKDQJLQJ��2U�HYHQ�ZKHQ�VHQVHV�
DQG�FRQVFLRXVQHVV�ZRUN�WRJHWKHU� WKHQ�WKH�SK\VLFDO�ERG\�FKDQJHV��DV�
well as the same matter changes25.

%XWRK�WULHV�WR�FRQQHFW�PRYHPHQW�WR�WKH�HQHUJ\�RI�WKH�VHQVHV��DQG�
WR�WKH�HQHUJ\�RI�ZRUGV��$FFRUGLQJ�WR�.DVDL�WKLV�LV�D�NLQG�RI�HVRWHULF�
FRQVWUXFWLRQ� RI� WKH� ERG\� WKDW� DOUHDG\� EHORQJV� WR�PRGHUQ� GDQFH� DQG�
begins with «feeling the movement from inside»: Rudolf von Laban, 

0DU\�:LJPDQ�DQG�,VDGRUD�'XQFDQ�ZHUH�DOO�ZRUNLQJ�LQ�WKDW�GLUHFWLRQ��
,Q�WKRVH�VDPH�\HDUV�5XGROI�6WHLQHU�GHYHORSHG�D�PHWKRG�WR�XQGHUVWDQG�
ZKDW�WKH�ERG\�LV�IURP�LQVLGH� DQG�KH�FDOOHG�WKLV�PHWKRG�HXUK\WKP\��EXW�
.DVDL�PDLQWDLQV�WKDW�LW�KDVQ¶W�EHHQ�XVHG�E\�GDQFHUV�\HW��EHFDXVH�LW�JUHZ�
in esoteric circles, bordering on occultism and therefore little known.

,W�LV�WKURXJK�WKH�HXUK\WKP\�H[SHULHQFH�WKDW�.DVDL�EHFDPH�DZDUH�
of «the power of words»: for example with the word sea, «the most 

fundamental power» of that word is not the meaning, but the fact that 

«word can create a sea [in one’s mind]. That is the entire “external 

ZRUOG´�H[LVWV�ZLWKLQ�WKH�KXPDQ�ERG\��DQG�LW�LV�ZRUGV�WKDW�EULQJ�LW�WR�
life [within us]»26.

(XUK\WKP\� LV� D� WHFKQLTXH� WR� EXLOG� WKH� ERG\� WKURXJK� WKH� HQHUJ\�
RI�ZRUGV�� ,W� LV� D�PHWKRG� WR�RUJDQL]H�RXU�ERG\¶V� HQHUJ\� WKURXJK� LP-

agination moving from the spoken word, just like Hijikata’s butoh-fu 

WKDW�:DJXUL�OLVWHG�DQG�FODVVL¿HG��,Q�6WHLQHU¶V�FDVH��WKRXJK��WKH�FODVVLI\-

23� $NLUD�.DVDL�XQSXEOLVKHG�LQWHUYLHZ�ZLWK�0DULD�3LD�'¶2UD]L�RQ�)HEUXDU\�������
mentioned in Maria Pia D’Orazi, Il demone di mezzogiorno, cit., p. 43; and in Maria 

Pia D’Orazi, ,O�%XWǀ�LQ�,WDOLD�H�O¶HVSHULHQ]D�GL�$NLUD�.DVDL, cit.
24 Ibidem.
25 Cf. Sondra Horton Fraleigh, Interview with Akira Kasai, cit., p. 233.
26 Tatsuro Ishii, Artist Interview…, cit., p. 9.
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ing of images hiding behind vowels and consonants follows a precise 
pattern of correspondence between man and universe that has to do 
ZLWK�SDUWV�RI� WKH�ERG\�� LQWHUQDO�RUJDQV��EORRG��QHUYHV�� VWDUV��SODQHWV��
elements, metals, colors. An idea belonging to the origin of mankind, 
when sacred dances in the temples re-established the connection be-
tween man and the universe.

%XWRK�ZDV�ERUQ�RI�WKH�VWURQJ�FRQQHFWLRQ�ZLWK�WKH�©QDWLRQDO�ERG\ª��
DI¿UPLQJ�WKH�YDOXH�RI�-DSDQHVH�LGHQWLW\�LQ�WLPHV�ZKHQ�WKH�FRQFHSW�RI�
1DWLRQ�ZDV� VWURQJHU� WKDQ� WRGD\�� EHIRUH� JOREDOL]DWLRQ� IUDJPHQWHG� LW��
,W� LV� WKDQNV� WR� WKH� SHUFHSWLRQ� RI� WKLV� ERG\� WKDW�.DVDL�ZDV� GUDZQ� WR�
HXUK\WKP\��EHFDXVH�©WKH�QDWLRQDO�ERG\� LV�VWURQJO\� LQÀXHQFHG�E\� WKH�
consonants and vowels of our native language» and «each nation has 
D�GLIIHUHQW�ERG\�DQG�EHFRPHV�DZDUH�RI� LW� LQ�D�GLIIHUHQW�ZD\ª��7R�EH�
H[DFW��©WKH�ERG\�LV�EXLOW�E\�PHDQV�RI�VRXQGª27.

7KLV� DOVR�PHDQV� WKDW� HDFK� FRXQWU\� KDV� LWV� RZQ� HXUK\WKP\��$QG�
LI�� LQ�KLV�EHJLQQLQJV��.DVDL� VWXGLHG�*HUPDQ�HXUK\WKP\��KH�KDV�EHHQ�
VKLIWLQJ�KLV�ZRUN� LQ� WKH� ODVW� WZHQW\�\HDUV� WR�DGDSW�6WHLQHU¶V�ZRUN� WR�
Japanese language and imagination. He no longer refers to his work as 
HXUK\WKP\��DQG�QRZ�FDOOV�LW�(SKHVXV¶�WHFKQLTXH�

.DVDL¶V� SHUVRQDOL]DWLRQ�RI� HXUK\WKP\�KDV�EHHQ�¿OWHUHG�E\� -DSD-
QHVH�P\WKRORJ\�DQG�WKH�kotodama WKHRU\��,Q�SDUWLFXODU��.DVDL�UHIHUUHG�
to the reading of Kojiki from a kotodama SRLQW�RI�YLHZ�UHQGHUHG�E\�
0DVXPL�2LVKLJRUL��������������D�-DSDQHVH�FODVVLFDO�OLWHUDWXUH�VFKRODU�
who lived in Steiner’s time.

Kotodama LV�D�6KLQWRLVW�PHGLWDWLRQ�WHFKQLTXH�WKDW�PHDQV�the soul 
of words; it is the theory of sacred sounds that states that sounds and 
words have their own power and their own spirit; kotodama is also a vi-
bration in itself, the resonance preceding thought, leading to the shap-
LQJ�RI�OHWWHUV�DQG�VRXQGV��DQG�WKHUHIRUH�GHHSO\�FRQQHFWHG�WR�WKH�FUHD-
tion of Japanese language. According to Morihei Ueshiba, the founder 
of the Aikido discipline – that he himself described as «the expression 
of kotodama» – kotodama LV� WKH� -DSDQHVH� HTXLYDOHQW�RI� WKH�ELEOLFDO�
concept of Logos, the original force of Creation determining each and 
HYHU\�PDQLIHVWDWLRQ�LQ�WKH�XQLYHUVH��,W�LV�WKH�HQHUJ\�FUHDWLQJ�IRUPV�

Kojiki LV� WKH� ERRN� WHOOLQJ� WKH� FUHDWLRQDO�P\WK� RI� -DSDQ�� DQG� WKH�

27 $NLUD�.DVDL�TXRWDWLRQ�IURP�ZRUNVKRS�LQ�5RPH�RQ�-XO\������
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ELUWK� RI�P\ULDGV� RI� JRGV��$W�¿UVW� JODQFH�� LW� LV� D� QDUUDWLRQ�RI� HYHQWV��
According to some scholars though, Masumi Oishigori among them, 
there is a secret and a hidden rule behind the sound of each sentence. 
7U\LQJ�WR�EULQJ�WR�OLJKW�WKH�VHFUHW�KLVWRU\�RI�Kojiki, Masumi Oishigori 
re-wrote the text looking at the combination of vowels and consonants. 
7KH�PHDQLQJ�RI�WKH�VWRU\�LV�ORVW��EXW�WKH�HQHUJ\�RI�ODQJXDJH�LV�UHWULHYHG�

2ULJLQDOO\��Kojiki belonged to oral tradition. Each name corre-
VSRQGHG�WR�D�JRG�DQG�HDFK�GLYLQLW\�KDG�UHVSRQVLELOLW\�RYHU�D�VSHFL¿F�
VRXQG��)URP� WKH�PRPHQW� LW�ZDV�ZULWWHQ� �DURXQG� WKH��WK�&HQWXU\�� LW�
EHJDQ�ORVLQJ�WKH�HQHUJ\�RI�VRXQG�ZKLOH�WKH�WDOH�RI�HYHQWV�ZDV�EURXJKW�
to prominence. Masumi Oishigori wanted to bring the text back to the 
WLPH�ZKHQ� LW�RQO\�VSRNH�RI�JRGV��DQG�VRXQGV�VWLOO�KHOG� WKH�SRZHU�RI�
FUHDWLRQ��7U\LQJ�WR�VKRZ�WKH�FUHDWLYH�IRUFH�RI�-DSDQHVH� ODQJXDJH��KH�
IRXQG�D�FRQFUHWH�LPDJH�IRU�HYHU\�IRUP�RI�VRXQG��2XU�ERG\�LV�SDUW�RI�
the elements and contains the elements within itself. Movement corre-
VSRQGV�WR�YRZHOV�DQG�FRQVRQDQWV��DQG�UHIHUV�WR�WKH�HQHUJ\�RI�WKH�LPDJ-
HV�DVVRFLDWHG�ZLWK�HDFK�VRXQG��7KH�LPDJHU\�EHKLQG�HDFK�OHWWHU�FKDQJHV�
WKH�TXDOLW\�RI�WKH�PRYHPHQW¶V�HQHUJ\�

Each vowel, each consonant, creates a different kind of space. Each one 
UHSUHVHQWV�D�GLIIHUHQW�NLQG�RI�HQHUJ\��9RFDOV�DUH�FRQQHFWHG�WR�WKH�HQHUJ\�RI�ODQ-
JXDJH��FRQVRQDQWV�WR�WKH�HQHUJ\�RI�FRQVFLHQFH��DQG�WKH\�DOZD\V�RULJLQDWHG�IURP�
WKH�FRPELQDWLRQ�RI�WZR�GLIIHUHQW�GLUHFWLRQV��VN\�DQG�HDUWK��FRQVFLHQFH�LQ�VSDFH�
DQG�FRQVFLHQFH�LQ�WKH�ERG\��.

$V�LQ�6WHLQHU¶V�WKHRU\��ZH�VWLOO�KDYH�KHUH�WKH�JULG�RI�FRUUHVSRQG-
HQFH�EHWZHHQ�PLFUR��DQG�PDFURFRVP��EXW�WKH�FODVVL¿FDWLRQ�RI�YRZHOV�
and consonants changes in relation to the experience of the Japanese 
language. From the point of view of the research on the relation be-
WZHHQ�ERG\�DQG�ODQJXDJH�.DVDL¶V�ZRUN�FDQ�EH�FRQVLGHUHG�DV�D�GHHSHU�
DSSURDFK�WR�WKH�IXQGDPHQWDO�TXHVWLRQ�RI�EXWRK�RYHU�WKH�PHDQLQJ�RI�WKH�
ERG\�DQG�LWV�HYROXWLRQ�

%XW�,�EHOLHYH�WKDW�WKH�VLJQL¿FDQFH�RI�.DVDL¶V�ZRUN�OLHV�IDU�EH\RQG��
GHHSHQLQJ�RXU�XQGHUVWDQGLQJ�RI�EXWRK�DV�D�FRQWHPSRUDU\�IRUP�RI�DUW��
LQ�OLQH�ZLWK�SUHVHQW�GD\�FRQVLGHUDWLRQV�

%XWRK¶V�VWUHQJWK�KDV�RIWHQ�EHHQ�LGHQWL¿HG�ZLWK�WKH�PHWDPRUSKLF�

�� $NLUD�.DVDL�TXRWDWLRQ�IURP�ZRUNVKRS�LQ�5RPH�RQ�-XO\������
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SRVVLELOLWLHV�RI�WKH�ERG\��RU�ZLWK�UH¿QHG�DQG�SOHDVLQJ�DHVWKHWLFV��ZKHWK-
HU�LW�UHSUHVHQWV�EHDXW\��RU�GHIRUPLW\��RU�WKH�JURWHVTXH��7KH�UHVXOW�LV�WKDW�
EXWRK�WRGD\�KDV�EHFRPH�MXVW�DQRWKHU�FDWHJRU\�RI�GDQFH��ORVLQJ�WKH�UHY-
ROXWLRQDU\�SRWHQWLDO�LW�KDG�LQ�LWV�EHJLQQLQJV�LQ�WKH�6L[WLHV��

7KH�(QJOLVK�GLUHFWRU�3HWHU�%URRN��ZKHQ�UHÀHFWLQJ�RQ�WKH�DUWLVWLF�
OHJDF\�RI�-HU]\�*URWRZVNL��ZURWH�WKDW�©LI�WKHDWUH�LV�D�OLYLQJ�WKLQJ��LP-
LWDWLRQ�QDUURZV�WKH�ÀRZ�RI�OLIH�DQG�EULQJV�WR�D�SDUDO\VLV��,W�LV�WKH�SDUD-
dox of form, unavoidable on one hand and so often corpse of the living 
impulse on the other». Then the point is «how can we receive the past 
DV�D�OLYLQJ�ÀRZ��ZLWKRXW�GU\LQJ�LW�DOO�RXWª29�DQG�D�SRVVLEO\�DQVZHU�LV�
WKDW�©WKH�GHHS�VLJQL¿FDQFH�RI�WKH�RULJLQDO�LGHD�PXVW�DOZD\V�EH�SUHVHQW��
DORQJVLGH�RXU�UHVHDUFK�IRU�WKH�WHFKQLTXHª30.

The lesson of the past UHSUHVHQWV�D�GHJUHH�RI�TXDOLW\�WKDW�ZH�VKRXOG�
DOZD\V�EH�DLPLQJ�IRU��8QGHUVWDQGLQJ�ZK\�+LMLNDWD�� LQ�KLV�RZQ�WLPH��
ZRUNHG�LQ�D�FHUWDLQ�ZD\��©RSHQV�D�GRRU��RQFH�DQG�IRU�DOOª��,W�LV�D�VHHG�
WKDW�FDQ�JURZ�QHZ�YLVLRQV�UDWKHU�WKDQ�D�GH¿QLWH�VKDSH��WKDW�ZRXOG�VRRQ�
HPSW\�LWVHOI�LI�WKH�UHODWLRQ�WR�WKH�SUHVHQW��WKDW�ZDV�SRWHQW�ZKHQ�EXWRK�
was born, were to be lost.

7KURXJK�WKH�³REMHFWL¿FDWLRQ�RI�WKH�ZRUOG´�+LMLNDWD�FRPSOHWHG�KLV�
“interior landscape”, and HQWHUHG�D�GLDORJXH�ZLWK�KLV�SUHVHQW�GD\��%XW��
GDQFLQJ�EXWRK�PHDQV�QRW�RQO\�UHDFKLQJ�IRU�D�GHJUHH�RI�PHWDPRUSKLF�
DELOLW\�

To speak of butoh, according to Kasai, three conditions need to 
occur, given which even a ballet dancer can be part of butoh: «A dancer 
VKRXOG�KDYH�WKH�LQVWUXPHQWV�WR�SHUFHLYH�KLV�RZQ�ERG\��EHFDXVH�EXWRK�
LV� WKH�DZDUHQHVV�RI� WKH�PDWHULDO�H[LVWHQFH�RI�RXU�ERG\��+H�PXVW� OLYH�
KLV�SUHVHQW�GD\��EHFDXVH�EXWRK�PRYHV�RQ�ZLWK�WKH�ZRUOG��LW�LVQ¶W�D�QHZ�
WUDGLWLRQ��LW�LV�DOZD\V�HYROYLQJ��$QG�KLV�GDQFH�VKRXOG�EH�FULPLQDO��IRU�
EXWRK�LV�DOZD\V�¿JKWLQJ�SRZHUª31.

,I�\RX�DVN�.DVDL�ZKDW�FDQ�EH�WKH�VLJQL¿FDQFH�RI�EXWRK�LQ�RXU�WLPH��
.DVDL�UHPLQGV�WKDW�©DW�LWV�ELUWK��EXWRK�FRQÀLFWHG�ZLWK�WKH�SRZHUV�WKDW�
EH�E\�DI¿UPLQJ�-DSDQHVH�LGHQWLW\��%XW�WRGD\��LQ�D�JOREDOL]HG�FRQWH[W��

29 Peter Brook, Insieme a Grotowski, Palermo, Edizioni rueBallu, 2011, p. 100.
30 Idem, p. 101.
31� $NLUD�.DVDL�TXRWDWLRQ�IURP�D�OHFWXUH�DW�-DSDQHVH�&XOWXUDO�,QVWLWXWH�LQ�5RPH�

RQ�-XQH�������DOVR�PHQWLRQHG�LQ�0DULD�3LD�'¶2UD]L��Il demone di mezzogiorno, cit., 
p. 44; and in Maria Pia D’Orazi, ,O�%XWǀ�LQ�,WDOLD�H�O¶HVSHULHQ]D�GL�$NLUD�.DVDL, cit.
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EXWRK�DFWV�ZLWKLQ� WKH�V\VWHPª��7KDW� LV� WKH�³HQHP\´� LV�QR� ORQJHU� WKH�
State, it is the super-national power of computers and information tech-
QRORJ\�� 6R� WKDW� RQH� RI� RXU� WDVNV� IRU� WKH� IXWXUH� LV� ©WR� ¿QG� D�ZD\� WR�
SUHVHUYH�WKH�HVVHQWLDO�HQHUJ\�RI�GDQFH��DOLYH�LQ�D�JOREDOL]HG�ZRUOG��,W�
LV�FRPSOHWHO\�GLIIHUHQW�IURP�WKH�FRQWH[W�WKDW�EXWRK�KDV�FRQIURQWHG�LQ�
the past32». 

According to Kasai the idea that globalization and computers have 
PDGH�ZRUOGZLGH�FRPPXQLFDWLRQ�HDVLHU� LV� FRPPRQ�SODFH� WRGD\��EXW��
LQ�WUXWK��LW�LV�RQO\�©D�VXSHU¿FLDO�NLQG�RI�FRPPXQLFDWLRQ��WKDW�KDV�ORVW�
DOO� LQWLPDF\��DQG�KDV�GHHSO\�FRQGLWLRQHG�RXU�SROLWLFVª��©3ROLWLFV� LQ�D�
global era is appearance with no content, a sheer lie with no ethics33». 
.DVDL�EHOLHYHV�WKDW�WKH�RQO\�UHDO�ZDU�ZH�IDFH�LV�WKH�RQH�EHWZHHQ�SRO-
itics and culture, because «art can still create true relationships based 
on feelings, and sooner or later culture will begin to protest against the 
heartlessness of politics»34.

,Q�WKLV�HUD�RI�IDOVHKRRG��GDQFH�LV�QR�ORQJHU�IRU�GDQFHUV�RQO\��LW�LV�
IRU�©HYHU\�ERG\ª��,W�DGGUHVVHV�WKH�QHHG�IRU�D�UHJHQHUDWLRQ�RI�D�ERG\�
WKDW�KDV�EHHQ�FRPSOHWHO\�GHJUDGHG��©0\�ZRUN�LV�WR�FUHDWH�D�QHZ�ERG\��
through the power of the word»35��7KLV�LV�KRZ�.DVDL�VSHDNV�WRGD\��7KDW�
LV��GDQFHUV�VKRXOG�QR�ORQJHU�WUDLQ�WR�©EXLOG�D�GDQFLQJ�ERG\�WKDW�LV�IXQF-
WLRQDO�WR�WKH�SHUIRUPDQFHª��5DWKHU��WKH\�VKRXOG�WUDLQ�WR�©JR�EDFN�WR�WKH�
origin of the body taking form»36. 7KH�SUHFLVH�SRLQW�ZKHUH��LQ�P\WKLFDO�
WLPHV��ZRUG�DQG�PRYHPHQW�DUH�RQH��+LV�DLP�LV�WR�UHJHQHUDWH�WKH�ERG\�
WKURXJK�D�UHQHZHG�OLQN�EHWZHHQ�ERG\�DQG�ZRUGV�

The word born of the voice is warmth, and telling stories isn’t just 
D�ZD\�WR�©FRPPXQLFDWH�PHDQLQJVª�EXW�DOVR�D�ZD\�WR�OHW�RXW�©D�ÀRZ�RI�
forces directed at who’s listening»37��7KLV�ÀRZ�RI�IRUFHV�LV�WKH�HQHUJ\�
NHHSLQJ�KXPDQLW\�DOLYH��DQG�DW�WKH�VDPH�WLPH�D�VRXUFH�WKDW�ZULWLQJ�±�
W\LQJ�ZRUGV�WR�PHDQLQJV�DQG�WXUQLQJ�WKHP�LQWR�VLJQV�±�KDV�GULHG�RXW��

32 $NLUD� .DVDL� XQSXEOLVKHG� LQWHUYLHZ� ZLWK� 0DULD� 3LD� '¶2UD]L� LQ� 7RN\R� RQ�
August 2010.

33 Akira Kasai unpublished interview with Maria Pia D’Orazi in Tuscania on 
-XO\������

34 Ibidem.
35 $NLUD�.DVDL�TXRWDWLRQ�IURP�ZRUNVKRS�LQ�5RPH�RQ�0D\������
36 Akira Kasai, Karada to iu shomotsu, cit.
37 Ibidem.
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*RLQJ�EDFN� WR� WKH�RULJLQ�RI� WKH�ERG\� WKHQ�PHDQV� WKDW�ZH�FDQ� UH�HV-
WDEOLVK�D�OLQN�ZLWK�WKH�FRVPLF�HQHUJ\��IHHOLQJ�DW�RQH�ZLWK�WKH�XQLYHUVH�
and going back to the primeval creating force. Kasai sees two possible 
PHWKRGV�WR�UHWULHYH�WKDW�RULJLQ��WKH�¿UVW�LV�YRFDOL]DWLRQ�±�©WKH�YHUEDO�DF-
tion preceding the written word»�� – and the second is the awareness of 
RXU�SHUFHSWLRQ�WKURXJK�RXU�VHQVHV��7KH�UHVXOW�LV�D�V\VWHP�RI�HGXFDWLRQ�
and corporal development that overstep the boundaries of dance. Since 
LW�LV�WKURXJK�IRFXVLQJ�RQH¶V�SHUFHSWLRQ�RQ�WKH�SK\VLFDO�VHQVDWLRQV�WKDW�D�
KXPDQ�ERG\�FDQ�EH�PDGH�DZDUH�RI�KLV�GHHSHU�LGHQWLW\��LW�LV�WKHQ��ZKHQ�
WKH�LQWHOOHFW�LV�VLOHQWO\�GLUHFWLQJ�FRQVFLHQFH�WRZDUGV�WKH�VHQVHV��WKDW�ZH�
can perceive an interior body�DV�HQHUJ\�ÀRZLQJ�WKURXJK�WKH�RUJDQLVP��
H[SHULPHQWLQJ�FRQWDFW�ZLWK�KLV�HVVHQWLDO�LGHQWLW\�WKURXJK�IRUP��$W�WKH�
end of the path, the work that each dancer is doing on him or herself is 
OLNH�D�MRXUQH\�WRZDUG�WKH�DFNQRZOHGJHPHQW�RI�WKH�GHHSHVW�6HOI��$QG�LW�
LVQ¶W�RQO\�IRU�GDQFHUV�

�� Ibidem.


