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Ankoku Butô and Altered States of Consciousness
One of the trademarks of butô dance is the seemingly altered state of consciousness that the performers engage in upon the stage.  Even a cursory search of Butô literature will turn up a variety of words used to describe the dance: trance, primal, spiritual, violent, meditative, terrifying, subversive, sense of crisis, etc.  All these words point to a sense of metamorphosis of the dancer's consciousness to something different from that of everyday life.  While that could be said of all performance to some degree, the extremity of expression that butô engenders makes it particularly interesting in the context of ASCs (altered state of consciousness).


The relationship between ASCs and traditional performance is well documented by scholars of Balinese dance, Thaipusam, Zen meditation, and Afro-Brazilian dance; yet little work has been done that looks at modern performance through this lens.  

Butô dancers often themselves hint at an altered state of awareness in their dance.  In a rare moment of clarity, Hijikata, in an interview with Suzuki Tadashi, said 

Once onstage you create a new role from what you have perfectly remembered.  It too is creating a role of forgetting.  This method of forgetting is a mechanism that means you don't want to touch what you have once forgotten.  If you don't do that, you will remember a pattern for the way of forgetting.  The emotion at such a time is quite simple; it's sad.  So when you get off the stage there are only trifling accounts of a scraped knee.  But that scrape is definitely different from an everyday one.  I've had that experience any number of times and that's pretty much the case (...) But there are lots of people who say they don't know what they were doing onstage.  Or they ask in surprise, "Is that what I looked like?"  (Senda 66)

In my own perusals of Butô, I have been told by many a dancer about the altered state of consciousness that accompany performance.  Words like "unconsciousness" (無意識), "flow" (流れ), trance (トランス), and "light" (光) stand out in subjective descriptions of how it feels to perform butô.


This paper will look at butô through the lens of trance.  I will confine my inquiries to "Ankoku butô," (暗黒舞踏) the specific method created by Hijikata.  Hijikata is often quoted saying what opposition he had to a codified dance:  "Since I believe neither in a dance teaching method nor in controlling movement, I do not teach in this manner" (in Viala 186).  However, in the pursuit and development of his own work, it is only natural that a "Hijikata" style of working, and therefore a "method" emerged.


Since I have studied Ankoku butô under former Hijikata disciples Mikami Kayo and Mikami Yukio with Torifune Butô-sha, I will use many of those experiences to analyze butô from this standpoint.  Another important source of information regarding Ankoku butô methods is Kurihara Nanako's dissertation The Most Remote Thing in the Universe (1996), which also contains a useful compilation of information regarding life with Hijikata.  I will also use a variety of secondary sources, such as Jean Viala's book Butô: Shades of Darkness (1988), among others.


It will also be important to provide an analysis of the psychobiology of trance, which will then be concretely applied to Ankoku butô methods.  Barbara Lex's excellent article "The Neurobiology of Ritual Trance" is my primary source of information, although Gilbert Rouget and Collen Ward also have some insightful work on the genre that I will consult.


This paper will be roughly divided into three sections – the first will describe the biological basis of trance; then I will provide some concrete examples of Ankoku butô methods.  Lastly, I will relate Ankoku butô performance and training to the biological phenomena of trance and trance induction.

Trance

In order to properly grasp the relationship between butô and trance, it is first neccesary to outline in broad terms how trance works from a physiological perspective.  First, I will describe the appropriate vocabulary and body functions associated with anatomical functions.  

CNS refers to the Central Nervous System.  This is the brain and the spinal cord.  The CNS is connected to the body though nerve systems and fibres – known as the Peripheral Nervous System.

ANS refers to the Automatic Nervous System.  The ANS is "the neural subsystem that largely controls emotions and vegetative functions" (Lex 131).  In other words, the ANS is responsible for organ function, gland production, and other visceral functions.  The ANS is made up of two complimentary subsystems, the SNS, or Sympathetic Nervous System, and the PNS – the Parasympathetic Nervous System.  

The SNS is responsible for mediating function when the body is alert and awake.  When the SNS is stimulated, heart rate increases, adrenal hormones can be released, pupils may dilate.  In other words, the SNS mobilises the "fight or flight" responses in emergencies.  The SNS arms muscle structures neccesary for escape or combat, and reduces blood flow to organs not needed for emergencies to muscles.

In contrast, the PNS is inhibitory and mediates the viscera and body in times or rest and relaxation, such as sleep, digestion, and so forth.  The PNS triggers the release of insulin, serotonin, and other inhibitory, or "relaxing" fluids.  However, overstimulation of the PNS can result in "frequent urination, fainting, vomiting, voiding of the bowels, peptic ulcers, and other visceral disorders" (Lex 132).

All these subsystems do not function in isolation, but rather form the larger whole of all human nervous system activity.  Stimulation of nerves in the Peripheral Nervous system (through the five senses) results in activation or inhibition of the SNS or PNS, thus guiding appropriate bodily response.  This can result in either trophotropic activity or ergotropic activity. 

Ergotropic bodily response consists of SNS discharges, such as increased muscle tonus, excitation in the cerebral cortex, adrenal hormones, stiff jerky limb and trunk movement, facial contortions and twitches, arousal, and emotional responsiveness (Wasson 4; Lex 135)

Trophotropic bodily response results in PNS discharges – relaxed skeletal muscles, synchronized cortical rhythms, relaxation, drowsiness, and increased secretion of insulin, estrogens, and androgens (Lex 136).

Now that I've broadly described the relevant bodily systems that play a role in trance, there are just a few more terms to be mentioned before we can get on our way to describing the physiology of trance.  Tuning is the phenomenon of the body sensitizing to particular stimuli and going into trance.  Tuning facilitates either ergotropic or trophotropic response that eventually results in trance (Ward 322-23; Lex 136-37).  The techniques that cause tuning are referred to as driving behaviours, and may include SNS excitation such as drumming, light stimulation, etc; or excitation of the PNS, such as mediation, chanting, and some kinds of dancing (Lex 136,145-6; Ward 324-329).  Often, several different kinds if driving techniques are used at the same time or in succession in order to facilitate tuning (Lex 145).  Other techniques that facilitate tuning may include fasting, sensory deprivation, hyperventilation, and needless to say, practise (Ward 323-27).  


Now we may move on to a description of the trance induction (tuning) process, which is fairly straightforward after all this preparatory explanation.  According to Lex (via Gelhorn and Kiely), there are three stages to the process.  In the first stage, either the PNS or the SNS is excited while the other system is inhibited.  In the second step, stimuli to one system ("A" for the sake of clarification) reaches a threshold and stimuli that normally excites the system "A" also excites the other (heretofore inhibited) system "B," in what is called the "reversal phenomena" (Lex 137).  In the third stage of the process, all the normally maintained relationships fail and both the SNS (ergotropic) and PNS (trophotropic) discharge, creating a temporary body state known as trance (Lex 137; Ward 327).  While these mixed discharges are also present in REM sleep, sexual activity, and certain pathological conditions, what separates trance in this discussion is a) the methods of inducement; b) purpose and intention of mixed discharge stimulation; and c) external observations of the trance state which clearly differ from sleep, sex, etc (Lex 137-38).

Another complimentary method that both Lex and Ward attribute to the induction and maintenance of the trance state is stimulation of the right hemisphere of the brain.  The right hemisphere is associated with pattern recognition, non-verbal, non-linear perception, imagination and intuition; the left hemisphere is associated with verbal thought, logical progression and linear thought.  According to Lex, most driving methods directly stimulate the right brain hemisphere, thus letting it dominate subjective consciousness, which may be reliable for amnesia, partial amnesia, and spiritual experiences described by trances (144; Ward 312).

Other observable features of the trance state may include "shaking and trembling, loss of voluntary muscle control, changes in speech and facial expression, pupil dilation and glazed eyes, postural changes, muscular rigidity, and spatial disorientation" (Ward 311).  The "flat" expressionless face, and lowered or sometimes closed eyes are also dominant features of trance in Bali.

Butô

The next part of this paper will focus on straightforward description of some Ankoku butô methods.  I will use Kurihara Nanako's dissertation on Ankoku butô – Kurihara worked with Hakutoboh and Ashikawa Yoko, one of Hijikata's most important disciples.  I will also use my own experiences taking workshops with Torifune Butô-sha, led by Mikami Kayo (also a disciple of Hijikata) and Mikami Yukio; they maintain that their techniques are "true" to Hijikata's methods.


We will see that words are essential to Hijikata's methods.  As Kurihara notes:

Instead of liberating the body from language, Hijikata tied the body up with words, turning it into a material object, an object that is like a corpse.  Paradoxically, by this method, Hijikata moved beyond words and presented something only a live body can express.  (Kurihara 2000, 17)

Essentially, Hijikata's method involved having the performer memorize a list of phrases – usually somatic / sensory cues that dancers were to imagine acting upon their body – each phrase linked to a specific body part and position.  These phrases are collectively known as "butô-fu," many are available on CD-ROM from former Hijikata disciple Waguri Yukio.


According to the Mikamis, the basic walk – somnambulism (基本歩行　−　夢遊病) is one of the tenements and first exercises aspiring Ankoku butô dancers learn.  Here are the butô-fu, followed by a description of the postures and "feeling" of the walk.

1) To walk as a measure.

2) To move – but not to walk – between heaven and earth.

3) A glass eye.  Put an eye in the centre of the forehead.

4) The speed of reflecting (the scene in front of dancer off the glass eye) is swifter than that of seeing (vision).

5) Razor blades on the soles of the feet.

6) A water basin full of acid balanced on the head.

7) Joints suspended by spider threads.

8) The will to walk comes first.  After that, the form follows.

9) The footsteps can be seen suspended forwards and backwards.

10)   A glass eye.  Put an eye in the centre of the forehead.

11)   Razor blades on the soles of the feet.

12)   A water basin full of acid balanced on the head.

13)   A forest of molar teeth.  A thread pierces the hollow of the body.

14)   Eyes will cease to see.  Legs will cease to walk.  Being becomes as walking eyes and walking legs.

15)   Walking requires internal discontinuity and enhances the expansion of space.

16)  To walk as a measure.

In addition to imagining and internalizing the above instructions, we were told to imagine 100 twins walking to the left, right, behind and in front of us.  The key is that one becomes a part of an imaginary group of people – and the subtle movement difference of stepping in time with them rather than walking "alone".  Kurihara also mentions this as part of Hakutoboh's work (1996, 108-09).


Arms hang to the side, feet must be shoulder width apart and parallel. Notes on the above list of images:

4) The dancer does not see: rather, the landscape is reflected off the eyes.  More on the eyes in the next exercise description.

5) Razorblades on the soles of the feet requires a very careful and soft placing of feet on the ground.  Parallel to the ground, with no sliding.

6) The water basin weighs so much it forces the body downwards to the bowed knees position.  The danger of the acid falling emphasises the care with which to walk.  The weight of the basin also keeps the trunk and spine straight and aligned, also pushed down

7) Spider threads suspend and control the movement.  Care must be taken not to break them.

9)  This is related to the idea of 100 others walking with you,

13)  The forest of molars means the mouth is forced slightly open.

13)  The thread pierces the body horizontally though the chest, and this does not allow up and down, nor side to side movement (for the pain of the piercing).  (Mikami)

The body must not bob up and down nor the hips move side to side as with regular walking.  If so, the thread piercing the body would scrape and create intense pain.  In order to accomplish this feat, the hip muscles must be tightened considerably.

The student must imagine and bodily experience the movement cues.  Integrating them into the body / mind space will produce movement: the student becomes moved, but must adhere to the postures shown above.

The Hakutoboh version of this walk is similar, but with some different movement cues.  For example, instead a water basin above the head keeping the spine straight and the knees bent, many strings attached to body accomplish this task (Kurihara 1996, 106).  This walk is slow, centred, and controlled.

The next exercise that bears relevance on the topic of trance and butô is related to the eyes of butô.  One important feature of most Ankoku butô are the trademark lowered or blank eyes that seem to convey the sense that "no one is home."

Your eyes become glass.  

There is one eye on your forehead.  

You do not look; the landscape is projected onto your eyes.  

Your eyes are located five centimetres behind where they are now.  

You have no purpose.  (Kurihara 1996, 120-21)

Notes from Kurihara:  

I was eventually able to see without focusing on anything in particular.  My eyes didn't move around anymore.  The I realized that this was the condition the teacher had described as 'a landscape reflected on your eyes.'  I was conscious, of course, but felt that it was a different kind of consciousness from that of my everyday life.  This passive way of seeing made me centred and more physically aware. (1996, 121)

In my own experiences at Torifune, though I was never given the above instructions as Kurihara, I was often excoriated to not let any expression or intention show through my eyes or face.  They referred to this as the "mu" (literally "nothing," or "non" 無) face.  

The last exercise that I will present in detail is not one that is related to any specific movement, but rather an image based exercise that does not directly relate to posture but more a method of achieving a butô mind-body set.
In integrating the following cues into the body / mind space movement is produced: the dancer becomes moved.

A bug is crawling on the back of your right hand,
A second bug is creeping down from your left side of your neck to your back,
A third bug is wriggling up along your inner thigh,

(The teacher flicks the student with their fingernails)
A fourth bug is squirming down from your left shoulder to your chest,
A fifth bug …

(The teacher flicks the student with their fingernails)
Ah, where is it ?
(The teacher stops flicking the student)

You’re so itchy, here and there. You can’t stand still.
Itchiness is shoving you all around,
Itchiness under your chin, itchiness at the base of your ears, itchiness around your elbows, itchiness around your kneecaps, itchiness around your waist,
Ah! There’re five-hundred of them!
Around your eyes, around your mouth, in your ears, between your fingers, in every mucous membrane
Five thousand  bugs
A bug on every hair,
A bug in every pore,
From there two hundred thousand bugs are crawling down into your guts and drilling them voraciously,
Having eaten them up the bugs are coming out of your body through the pores,
Now they are eating the space around your body,
Now the bugs are full of the outer space and are being eaten (together with it) by another kind of bugs,


Lo! The whole universe is being eaten up by another-another kind of bugs.
(Half a billion bugs on a tree. The inside is all gone)
This is the end of the world.
All has deceased.  (Mikami)
Kurihara mentions the Hakutoboh teacher rubbing a drumstick back and forth on a drum, making a slithering sound; or playing a tape of a power saw cutting through metal (1996, 125).  She also notes:

Each dancer must perceive, mentally define, and memorize the parts of the body that correspond to each insect.  (...)  When the number of insects increases, you tend to become ambiguous about their locations, but you should not; you must perceive their exact locations and control them.  The teacher would say, 'Start with fewer locations and learn that sensation first.'  (1996, 128)

The condition of my entire body had changed as a result of the tremendous tension caused by the insects, although the shape of my body would not have looked very different if viewed objectively.  (1996, 129)

In both versions, the teacher touches the student to suggest the insects then gradually leads the student to use their own body-imagination.  It is important that the student does not imitate the sensations described, but actually is able to feel and be moved by them.


There are a variety of other methods and techniques used by Ankoku butô dancers, both on and off the stage, some of which will be mentioned in the next section of this paper.

Trance and Butô
In Rouge's analysis of Trance and Possession, he gives a list of the telltale symptoms of trance: "trembling, shuddering, horripilation, swooning, falling to the ground, yawning, lethargy, convulsions, foaming at the mouth, protruding eyes, large extrusions of the tongue, paralysis of a limb, thermal disturbances...fixed stare, and so on" (3).  However, he is not suggesting that anytime these symptoms are present the given individual is definitely in a trance.


In any given Ankoku butô performance, we find several of these signs – especially trembling, shuddering, movement that suggests paralysis of a limb, and the fixed stare.  However, external evidence is not enough to evidence a butô performance as being performed in a state of trance.  After all, choreography and skilful performance can result in the simulation of trance.  Only by evaluating the induction method – in this case butô training and rehearsal – can we investigate the presence or absence of ASCs.


Remembering and somatically imagining Hijikata's butô-fu take an enormous amount of mental concentration – so much that there is no mental energy to let the mind wander.  In a given work, Hijikata would have upwards of three hundred butô-fu for each dancer, and he was well known for changing the order of things just before curtain (Mikami).   At the same time, such as in the case of the basic walk or in the case of stage choreography, the dancer must maintain very specifically defined postures and movements – and yet must "allow" these movements to happen as a result of the butô-fu.


The mental concentration required of the dancer resembles the mental effort required for Zen meditation. The disciple must sit still and repeat mantras or ponder koans, which have the effect of monopolizing the logical, verbal left hemisphere of the brain, leaving the right hemisphere to function freely (Lex 126).  This also suggests PNS and trophotropic discharges – a focus on inwardness (Lex 138).  This is not entirely without ergotropic response either, as Lex (via Gelhorn and Kiely) writes: "...mediation constitutes a shift in balance in the direction of trophotropic dominance with some degree of ergotropic excitation, combining relaxation of the skeletal muscles with cortical alertness..." (138).  It is important to realize that imagination is primarily a right brain activity, so that while the dancers would have to use their left brain to remember and concentrate on the butô-fu, the right brain would also be active with imagining the body sensations.  The presence of music within a performance, oft-unmentioned in butô scholarship, would also stimulate the right brain.
The images and sensations Hijikata had his dancers imagine would, if experienced "for real" create tremendous SNS (fight or flight) response: threads piercing the body, razorblades in the feet, and so on.  But the experience of real pain (and therefore the real mobilization of the SNS) is also an element in Hijikata's practises.  The basic walk requires a very low centre of gravity, which puts tremendous stress on the thigh muscles.    Kurihara mentions how in trying to walk without shifting weight from side to side, "one must tighten the muscles in one's hips, which requires tremendous energy and is quite painful" (1996, 107).  In her analysis, pain helps the dancer in his/her performance by not only creating psychological distress that enhances their stage presence, but also "undercuts self consciousness" (107).

The physical pain was sometimes quite purposefully given set upon the dancers.  During Hijikata's lessons,

He yelled at the dancers, grabbed their hair and shook them.  He sometimes has disciples place a sharp implement beneath the thigh of a dancer who could not maintain a high leg positions during barre exercises, which, to the surprise of his disciples, he inflicted on them.  The fear engendered by Hijikata's sadism drove the disciples into a desperate state that helped them accomplish what he wanted.  (Kurihara 1996, 171)

Regarding the "bugs crawl" exercise, although there is no specific shape required that might prove painful (as in the walking exercise) a high degree of concentration is paired with stimuli that evoke SNS response.  In Mikami's version, the degree of SNS response is mediated by the dancer's ability to imagine being violated by insects and the accompanying discomfort.  The version of the exercise experienced by Kurihara has the teacher rubbing a drumstick back and forth on a drum, making a slithering sound; or playing a tape of a power saw cutting through metal (1996, 125).  Without direct question to Kurihara, we can't be sure what the drumstick sounded like, but the sound of a power saw cutting through metal must be grating enough to stimulate SNS response.


Although none of these techniques are traditional driving methods as mentioned by Lex, Ward, or Rouge, just these two basic exercises stimulate right brain function (the mental concentration required in the left brain freeing the right brain), trophotropic response, and also provoke SNS response through the invocation (real and imagined) of pain, discomfort, and noise.  The question then becomes whether the amount of SNS discharge stimulated is enough to then lead to reversal and tuning.  Some of Hijikata's methods below are classic preparatory activities before trance, and definitely contributed to his dancer's performative consciousness.  


Ankoku butô as practised by Hijikata was not merely a means of performing on a stage, but an entire lifestyle of itself.  He lived with his disciples in a small dance studio called Asbestos-kan and practiced a communal lifestyle with himself as absolute dictator of every detail of the lives of his dancers.  They were deprived of food and money, and gained a reputation for stealing and shoplifting in the residential neighbourhood of Meguro (Kurihara 1996, 165).  Mikami Kayo recalls having to beg for daikon leaves (usually thrown away) at the local vegetable stand because she was starving (Kurihara 1996, 165).  


Dancers were also sleep deprived: they started dance lessons at ten in the morning, after which they made props and cleaned the studio until six pm, when they had to leave to perform cabaret dances (and sometimes strip shows) in order to earn money for Hijikata's performances; when they returned home, they had another dance lesson that usually lasted until six or seven am, after which they could sleep (Kurihara 1996, 164).  Then they had to be up again for the morning lesson.


Fasting and sleep reduction are some of the classic preparations that trancers in Southeast Asia engage in before a performance.  For example, in Malaysia, Thaipusam participants must eat only one vegetarian meal a day before the ritual, and must also gradually decrease the amount of sleep they obtain each night (Simmons, et al 250; Ward 319).   Fasting affects hypoglycaemia, lowering blood glucose levels (Ward 311).  Lex terms fasting and sleep deprivation as "adjunctive aids" to trance that alter the biochemical balance of the body, and effectively contribute to stimulus of the body and disturbing the equilibrium of the everyday human body (124).


Hijikata himself engaged in fasting for up to a week before an show (Kurihara 1996, 1), and I have been told many exaggerated stories that it was not uncommon for him to force some of his dancers to survive on only two apples a day for a month before a performance.  Naturally, the combination of these practices, along with the rigorous daily training would result in not only a high degree of the disequilibrium that Lex mentions, but would also result in impressive technical skill in body movement.


Much of the choreography and movement of butô externally looks like some of the characteristic movements associated with trance.  The "fixed stare" mentioned by Rouge (3), and "glazed eyes" mentioned by Ward (311) correspond to the eye exercise described by Kurihara, in which the eyes are not supposed to move, but be passive.  In very real sense, by defining the eyes so precisely, Hijikata extended his dominion over his dancers bodies not only to their posture, mental energy, somatic (and imagined) sensations, but also to their very gaze and way of seeing the world.


Another parallel is the "mu," (無) or "non" face emphasized at Torifune.  Every time I dared to make a facial expression, Mikami Yukio would yell at me, "This isn't drama!  What do you think you're doing?!"  In fact, much of Hijikata work is characterized by changes of facial expression, but Mikami maintains that the base for facial expression should be "mu".  This face resembles the so called "flat face" made by many trancers, such as the girls who dance in the Dedari rituals performed in Bali.


Ankoku butô choreography is sometimes very similar to movements described as occurring in trance, particularly movements associated with ergotropic response: stiff, jerky movements, muscle rigidity, facial contortions, and twitches (Lex 139).  Detailed descriptions of Hijikata's choreographies in this vein would take many pages and distract from this discussion, but I recommend Susan Blakeley Klein's dissertation Ankoku Butô, Kurihara Nanako's work, or Bruce Baird's detailed descriptions in his thesis Butô and the Burden of History: Hijikata Tatsumi and Nihonjin.
Each of these movements is related to a very specific image butô-fu that dancers must concentrate upon and "become".  In a very real sense, Hijikata was, though his extensive and arduous methods and lifestyle, disrupting the normal movement habits and cosmology of his dancers and replacing them with his own.  Lex speaks about ritual trance as a disruption of habitual trophotropic responses in life, replacing them with new configurations for specific patterns and group relationships (120).  Hijikata himself described his dance in similar terms,

In other forms of dance, such as flamenco or classical dance, the movements are derived from a fixed technique; they are imposed from the outside and are conventional in form.  In my case, it's the contrary; my dance is far removed from conventions and techniques...it is the unveiling of my inner life.  (qtd. in Viala 185)

The "inner life" Hijikata speaks about is the basis for all his butô-fu and choreography, which he taught to other dancers.

Conclusion

To sum up: Ankoku butô dancers, by concentrating their mental energy and imagination on many, many butô-fu, occupy the left brain hemisphere, thus allowing the right hemisphere free to function (imagine), and also provoking trophotropic response.  At the same time, the sensations imagined (and sometimes felt) provoke SNS discharges.  The choreographed movements overlaying all of this are often reminiscent of ergotropic bodily response and trance.  As yet another element, many of the dancers had lived for years under Hijikata's regime at Asbestos-kan, experiencing hunger, sleep deprivation, and mental and physical exhaustion.


Does all this add up to enough to push the dancers through the stages of tuning, to reversal, and into trance?  I believe that, given all of the above, there was no way that his core dancers could not have gone into an ASC.  There are over 20 identified ASCs, and I believe that "butô trance" could also be included into this list.


Here is a short diagram outlining the basic trance elements acting upon the Ankoku butô body:


pre-dance state:  hunger, sleep deprivation, highly rehearsed

dance state:
the above, and:

physical pain




SNS response

imaginary pain



SNS response, right brain activation

imaginary sensations



right brain activation

left brain occupied with butô-fu

trophotropic activity 

right brain free to function imagination


choreography




often imitates ergotropic response

the music of the show



right brain engagement

It is then the combination of various driving mechanisms that acted upon butô dancers and pushed their performance into something more than mere repetition of choreography, Hijikata managed to transform his dancers physically, mentally, and emotionally.

Butô today still uses many of the different strategies I have outlined here, although there are few elements missing from the type of training that Hijikata's direct disciples underwent.  In the sixties and seventies in Japan, a select group of artists and dedicated dancers submitted to Hijikata's outrageous demands, underwent sleep deprivation, hunger, pain, and humiliation for his art.  They knew the rewards would be in little recognized (at the time) performances, often for scant audiences.  But they performed at cabarets and strip clubs, giving all their income to him so that he could fund his work.  The force of his personality, and the power of his work must have indeed been strong.


In today's economy and liberated social atmosphere, it is hard to imagine even the most feverent subjecting themselves to such a lifestyle.  But the power of his work, the skill of his dancers came from such devotion and hard work.  Though few can dispute the power of present day butô work from companies like Dairakudakan, there are no butô methods today that match the personality and totality of Hijikata's methods.  

The idea of using ASCs in performance for artistic (as opposed to ritual) ends remains a fascinating and underdeveloped subject, well worth the effort and time of dancers, artists, and researchers of performance.  The central idea of transformation is still vital to all kinds of butô, and so I will close with a paragraph from butô dancer Iwana Masaki, 

I have never heard of a butô dancer entering a competition.  Every butô performance itself is an ultimate expression; there are not and cannot be second or third places.  If butô dancers were content with less than the ultimate, they would not be actually dancing butô, for real butô, like real life itself, cannot be given rankings.  (9)
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