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1. XL®HIC

AFEIIHEEDO TV 27 MRXOFLHEME L THRoTe=a— Y —F » FEEYE
7 NS FEHFE Lemi Ponifasio O Birds with Skymirrors LA DB HIHED AT & B OVES & I
T WBAROR REEICETAEBETH D, BEZE TH YV IIEE TH & 5 Sondra Fraleigh
id, EFB, KEF—HOIC Lo TAES N TEE) OBRIZBIT 37 m— LRk e
ER %W U7z Butoh: Metamorphic Dance and Global Alchemy (2010) 123\ T, kD B %
%%} 7= 4 A (‘butoh-influenced metamorphic dance’) ®—74 & LT Lemi Ponifasio D4 %
Z40F. “This includes a Samoan-born artist living in New Zealand, Lemi Ponifasio, whose Pacific
butoh style is the most prominent butoh in New Zealand’ & 3f~XT\ %, ' Fraleigh I%, Ponifasio
DEGOAFITIT—EIER LTV, 3% 5 <, Ponifasio HHIEL, BHOERE [XF
BED (bDVE=2—U—TF 0 FO) B LI ASTEND L RIS D, B
EBLE EFR~OBEICESL Iy NV ORAEE ST =D A F—DHR D I

TEREE) 7220V IANB VLG, bbAA, EORDRRTETDHZ LITFREER, ER
WCEDERITBEETZ2ERZRLRNBL L, BlRoth2BiRm, WEW= 77 A b2
B0, PIRITTE DA & £ =—C Lemi Ponifasio IZZEFKIZ D T&E4a7- & & ‘Butoh is Hijikata’s
dance, not mine. Butoh is everywhere. I think Hijikata wanted to be a Maori, for your culture had
become so plastic’ & Ponifasio [Tif~7z, =2 ——F RO OB T MAU 0% R
BHé, BIEOHREND BARDEENK L ONINE Wb ZENHY, TOL IR
RV L CGEREE B 2 CE e, BARATH DRI E OB 23 2 IE S (authenticity)
ZH DLV DIZS D 7, Ponifasio 13 2000 FIZHBEZ O HFIREZHNT, A—27 T R
V) hoTU = vayTEBEL, AR L—Ta rETo T D, &L, HTRO
BEEROIBEVRHY  AEBRICD LEELZRZDTHEZE T, 120 ELLERTD Z & T,
AARTCERLZALE L EOH 5 Lemi Ponifasio C WOV ETADT—F 4 A 2R ZTWVD
SL2WETH, 0%, =a—V—F3 2 FTCaifb—rarzdnktlebdd el

' Sondra Fraleigh, Butoh: Metamorphic Dance and Global Alchemy (University of Illinois Press, 2010),
p-31.
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S5OTER LBPT, TOLXORPROEE (252 bER2ATHLOIRRNOE X,
THFECHFIRICE -7 EE W0 ZEIMOBRS b 72720, FOAREMESCS TN
LB KEZOE)) FRICEEZEE BT,

ARED LA NIV T2 7 =7 OREBERS Tz, (47 =7 LiREE Ths,
Ponifasio DEfH% TRFEERL) LIESOL VXV, ZORBEEFZEZHRLAZHLOTHLAR
VY, 1950~1960 FEARICAEFEN TRERBEL) 13BEOBAROBHRELEZ HEE L, 4=
T A EMNETERORLTH o7, THITAERORBELTHS LFEHZ, —FEDOEX =
TADRATH DT, THFRZITILDETEHLL OMMOERFIX, 757 v L=
RNRAVERRERER (AT - FY) REDEF  FURAEBHBERELTHB L,
FEESCERCRE OB EZ T T\ D, ALHE O FEIT, #E REDE) 0T, [F
HORMNOEL-TZ k), HRIZEBAZKRO, ErofFT2nrEogE . - - g E
PEMBIRV I LIZEST2E 9%, £29WH BN, BOFIZOMzoTNEHEEZDREDED
BHE, 220 o2 b0hnb, SOADOEBEREEXH T NN LR~S, 2 L LEE
2, A FEa—T (A XY RCbEAEH B LR, AL Ric2 Tl R
DESRBDTHDZEITbEI, * THICE >TO [HIL WEBEEE OO THD D
EERELTWD, ERAALTFIE WEER % Hijikata created the “ankoku butoh” to denote
a cosmological dance which . . . explored the darkest side of human nature’* & E38 L. FIHELR
WEINTHE, BEALFEORWS T E2ET FEREER % B ROFIBERD
EEOEENLEENTENRE EDXDT AU IFOMEBAOEBHEFIC LS AN DHE
WEERBEREMPI L2860, MEOAAPER L GERERELDI LTV ok AR
b OBET, KBFRA XA A ZAFHED X D 7 NERRNAE F iz (Kurihara 21) & VY 9 R
HFRICEELTWS, AR T—< & LT~ RBREEER. fARE Wolkie LARNE
R RIFICERE N BRI, FIBESCKERE VW EREOHESEBHa T/ A e H D
HOTIERLS, MFESALEULITERTI L IIC, bo b BEHRABMOENTHS, £
F O [HEHED (1972)%° TEDR] (1973)Df% &, mickh g En 5 T &34 m
DI EHET D RPTEMOT O ANEL - TL B VI REHEEREZER LTV,

RBUTEE SNTEBO—ROBECHEE RS LTESIZIToEBB R L& BRHRAR

[EFEOH] O T 2o TR-TERE (MTBRCERIC A - TR B RHIRIZ 22 - T
S>THKD| ) BEEZLOLFICE->T, EMLELOMOEFEEIIEEORRTH o7
59, THIEDRMNT (CL o) —ADIEFEE LTS LI Zoffi & BIZED
BINTRFEL TWAD E W) THORE, BEFEZHTICHFET T, ThEeBELERESRDAR

P AR TEESE) THFREE ) (THEBEFESHL. 1998). p.113, 114 28, #HIE [HAR
FR] BT 60 4F 5 A5 (AW, BEEL TICLAHEFERR S H 5, ‘Wind Daruma’, The Drama
Review 44.1 (2000): 71-79.

PO 7R B £ H KA ¥ T 2 — ) [W-Notation (¥ 7L+ ) —F—3 3 )12 B (1985): 2-27
D 17-18 H, ZEJFEH4F b ‘Hijikata Tatumi: The Words of Butoh’, TDR 44.1: 12-33 TEIH LT\ 3,
* Kurihara Nanako, ‘Hijikata Tatsumi: The Words of Butoh’, TDR 44.1: 12-33. 12 H#: &,

P tFER RZ2%) (EFREE U] (THEREHME. 1998) p.118.
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Ve EFOBEIL, v A )T ET AOTEERRMICH T HME L bBET S,
Ponifasio (% 5 T v A T, ¥E T AVEFR Albert Wendt ¢ “Inside Us the Dead’ DFF{T (‘Inside
us the dead, / like sweet-honeyed tamarind pods/ That will burst in tomorrow’s sun . . . / Inside me
the dead / woven into my flesh like the music / of bone flute . . .’)% 5|V T, Ponifasio DH#IJHADE
5 Ava B3R5 [EVEE) (‘distant past’) & [3E VR (‘distant future’ )0) W EEDZER,
NEVIBE] B P —ORNEICFEET D LW I BB OV TRDO X S BTN 5,

The body dwells not only in its contemporaries but also in its ancient past. Thus the body that you

have inherited lived experiences such as emotions and movement. Dance is perhaps the only artform

that can directly access and connect to this archaeological substance.’

EFILFEORE—HOEREALBE TR L3k, T<RONTBEGEER & 1

FAFPR LIy B A PHFAROXELZBL THDOIOLTH L0, FIH0 TR B
(ZOWTEED B IX 20, EFE ORI T 28T, D LATET =TRATHD, © F
7o, BESICR L QIERNMIZ S ORITHERH D, SZOTRTEERTE TND DT
THRV, AROBERIE, BEICOWTOBERZBL T, BEDCATET =7 OEEEMH
DIRCHPHTICR AT Db DIFRVWNERD Z L, A7 =7 OERM{LOREE &
ﬁﬁ@ﬁAﬁ%XM%ﬂy?§x%’°<ﬁ?b&ﬁ6%\iNU-A?ﬁ77(m&
Hau‘ofa) BT L TV A A BT =T IZERLH T AN EE ) OBEIORER DR TEMNN
T%tﬁtTwT@mzanwTWKﬁ:%wf\*4v5y%ix:y?4 BN
EFEDEAR A X 7o E RO L V5 Ponifasio DEEEINEET 5 HEE~DE
&, ¥ RY - AT 7 7 (Gayatri Chakravorty Spivak) @ [BE| BT 4 Vg v NU—
K« WA — R(Edward W. Said) @ 3{b) O& & OBBRMEEZ A2 Z LiIth 5,

2. Lemi Ponifasio O Stones in Her Mouth & The Crimson House
Lemi Ponifasio SN AMAUIE 20143 8127 = U > b o TR SN /= B BEEHERIZRB
T, 2O0FERERE L, 4 ) Oz b i v A b &3 5Stones in Her Mouth & 5%

$tHR TRESE [HHRes 1] (THEERME. 1998), p.120, KF—H#LRKEOZ L%
FEEDORE] THRRTWDE, KEF—# FEEOSE] (7 4 VA7 — M. 1997), pp.114-115,
7 Lemi Ponifasio, ‘Creating cross-cultural dance in New Zealand’ in Moving to the Future Nga
Whakanekeneke atu ki te Ao 0 Apopé (Creative New Zealand, 2002), pp. 52-56. 5| i 53-54 H,
Siﬁimﬁﬁmﬁ%%ﬁ&ﬂénéfE@ﬁjawai AT =7 LOBbY LD EAD
BYEFBERDHN (FTVT7 - AET7=T - 7T7VH) KT T eEhSLELDETHEA
W, TRDHEE2] | @F/m%/wﬁi\EtEwﬁ& —FEIZENITIRA N L) E VWO ERE
H—OEEF[TLOLDFI AT L—a vddhd, DK O 6 ADX Y —DF) TRTRY V=
DT A4VY R E B I 25 L, REFBEBTREICAZLRVWBE Y BRI TR,
3 ANDWBIR] OFEEFBEICOTERIA T =THTHD, ENOEECTIREEZEIME V-
TS THRERLTTLS, AP, 77ET7HERELHNLRLTWT, 3 A0~ LR—
i ZOM, BARFETIERNWEBTORERH D, BEOFMTUEL Rolt A& B LHDOREED
EORFEEELTRETD LI REBEE XD, 2003 FITHHE ZHEEIC L BB IRE Sh.
FED YASKAZIZL VBRI TV, BRI LEYEFOLOLERDFWRENERH D,
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DF¥ ¥ A NI LD The Crimson House V&, 73720 Bipo FoBRIZD, SR NESCHE S D%
BT APV & W o 2R T A ERNAMERLE O —EHIZEEN TW 5, Siones in
HaMmmm\wm@ﬁ%jnv7/BL%@V716H®WM@%&;&57~7ya
v 7 % Ponifasio T o T2 BIC L B A H MR 872, 4T U BBIGZEIGA DRV 2 D3E D
2T NI A a=T A DFEH NRAEEIGE WD ZODEMEDRIIETHID
TuYzs T, fERRBICBIT 22T 4 EOBDY A, BERIICHESTLES
NHIEGREFRRICEERBRE b2 TS, 232274 DU —F—L2 0 5 5MEDF
ExET—< &35 ZO/EMITE, ‘a leadership project of young women travelling and working in
the community; in marae, schools and rural areas of New Zealand and in the world’ & U TAEH S 41,
[Tz B DB DN Lol &, EL S, HOEBPLHWE, EFET =
I=ALREIHTHED | ZERELTOWBE NI, * ZOF A MV, 192FICHIRS
7oA U OZLEFFA Roma PotikiD R4 DFFEND & b TNWD, AU OEMEZHMER
HL OB SHARIC W= D E TOREF O T, BB L TE 3 T ERMAEMEER
IR CRED ~ A Y FBOFORKE (F oV —TobBEHIC L o TAWES L) 25, JERER
ROXF TR T Ly MIEIRIENTWD, ADRPDA, THUL, %‘ﬁ%%%“m:%ﬁéﬁé
ERIFFIC, fHEICITFEY ARV EVEROFTEORRTLH D725 5, ZOHDRRIRIC
KDEI v a T HRE—MHED TADORA) 2D &5 FRE & Lé%@#%éo

Ponifasiol IR A LNV &NV D <AV DEBERIRNAT F—I 07 - T— FOEFEY - X
KPHEMN D T 7 A MBI EEL TARED N EMFE LTS, Ak Dt (& &)
DEFNZ T 50 23K 5 4% (Align with the Axis) TiE, NI EFY 2036, KHEDRFHFRW
/%%ﬁui<oﬁwﬂiﬂﬂ/7“?7(kﬂ)@%é@ﬁi®MMM)T%5&@%

LORH (et) BIRTIMORETHLHDHIEA 90, BEEAVHFEROFE THE LK
PERN, BEEOEZOLERNL, HEROE (REMEORCHETHY., HlzricEs
VT IZOETHH D) Ao TEI LR HENTHBEIC S, RSO
NAHBEND, FEIGEDSZ ) LT 5BERBIEBOLINTERLTHZZbELETVLD
Dy, AR NFEONENEFR L TV B0 NENREOBENSIE, lFan=T
U X LOFR 2N SR b, AN BE SUESBIRIE L L D S o2k
2D ANBORFAOLEFEEDRTICH Db D EOMEITERT 2 EEO KM (disciplined
body D 72 DN /R BIFFET Darchaic/e & O DFFIE) %38 LT, EOHMR CEE ¥R E B
ARLTWD LY B D,

HIVE Birds with Skymirrors% WESES A\ ZHRE O LEH TS R=—TRZE ZADEHIL L
T, WRENE T B The Crimson House 1%, BIFF0TH 472 LICMAUDER Z R 2 99
TORBRTH o1, EEHEOHRB LR VIE{ES TN, BEEDOA T J— 2 DRED
Bt Lo xiant, 2B LRV EHOWBRX v BEALINDENWIT 7TV RREHD

P EBEMREO T Ly bR, EFEPARCTHIR LESIE “their adaptiveness, resiliency,
beauty and rage against the apparatus of power, oppression and even Western—style feminism’ T&H 2,
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2EF|EE A TRIBIZET O VA, EOBRERTLER T, FROKE LT, FEALE
REOBISZOHNT, AT VRBLEREHDEVIBENZE (?) 2175 2 &ilkoT,
FOUOLHA ZADAFIRBEZDAEL AT v FIE, HETRDLE, XFVERESIIR
ST LT, —H LERTERD o7, BeRERAZEOHTBTICIER 5, #ifE
Birds with Skymirrors \ZHA_RT X DS TEMETH Y . LERH bRV ZOHEIL. #E
BROX 2 —Il5FBOLIN, EETEVRERVWETHLI LDV, EEDOERK
ZRESONPT LI, ERBLEOLOEELLIICEXTL, V=2l b TOLREEOKHE
%, LR FDED R TEGIMAL PO BRZ R LG T2 5, MAUDILE TH DA
— 27 5 RiT&ROET T, Ponifasio & MW IR FE T D= 2157, PonifasioldFFFTH -T2
BIYE Birds with Skymirrors% ‘pretty and easy’ & 5F L T & B A T2 H KM 2 D T ERIA A%
R LT, BEOLRNLTR [RTED) Lo, BRITOHED /A XL LBITH LR
B D74 bs TERE) EVWIHFEZRO LTVEDOBRITL TN,

Ponifasiold Z DIER DT —=1ZDW\W T, RO K HITiR~B,

The moment we are born we are implanted with the software of civilization. Since the Garden of
Eden, we have existed in a panoptic state with omnipresent surveillance eyes; God, Google,
Government, society, intelligence services, Facebook, multinationals or the NSA. Our reality is
being built by these competing voices. How do we find our own silence. The Crimson House is of
this condition. '’
Tempest: Without a Body DT Ponifasio BB L7<A4 Y OIFBIZE Tami Iti A3, 20074
ICRESREFOME THBSND L VI BEH O o722 5 (T a Rt WOE S DI F AT
BROAVIZHED Do TWEZA), ZOELHDT —< T 2 ‘surveillance’ (1Z-OWTHE X
BEOCRotb ), PHEEEAY a7y —FR R0 B an, BES - F )
Oz (PkER) ORAT v ERERNEZEDLE28HE THWOIBEIT, HEHRLE> ADE
FEARS D, BAEEMIITICHY TR0 CODAROMNERENR T A OB TERD
BDOLITRA, EDILAENILL, MEFOL I RENEE DL L, BIIBEL
EROBICHA TN,

Z OBUERIT —= & 1XBIC, PonifasioS W HEDIEROERE & U T & I2RIFIAR T —
<& bHbIOERIINE LTS, FIUTBELRELRREFAC LI RET IHNVRTF
FELELTOANMDBHY FEEH25E 05T —<ThHY, The Crimson HouselI% Db R
Sl T 4 Va v ERTERENZDEA D, XA MiE, TJRFIOZ ]  (the original house)

BT 2V ETEED Faleula iIZHRA TN D,

The Crimson House took its title from the Fale’ula of Samoa, the original house, decorated with

blood, gifted to the human world by the progenitor Tagaloalagi as his seat of government on

O EBRETSEOAAC T Ly B,

W NG Z DO 0> & A 2 —Lemi Ponifasio O Birds with Skymirrors & KIEEDRESLH: |
[RAhao=T)- 74—RA— a3 X VI (KRKFERERSFEOIIZESR, 2013) p. 30.
2201443 B 6 B DEPFREMRERD “Artist’s Talk (A7 = U > k) 12X B,



2N %

Earth. . . . The Fale’ula was thatched with feathers of the red parakeet and stained with blood of

sacrificial victims. . . .
B [FYIOFR] id, EMOREE LZLTFEDAL 77 —ThdbbEALY, P &
DIEFRIZIE, HDBLEPB|ERBORNHT, W OPORFOFEL L TERICEN, %
FE Y ANERNREBOMRPEIRENDS, BHEIEE T RIS SHMEICE AN LEDEHE
LTI TS &I wo< D & LEEIXD, PR LEBENLELDL LS ReRE /
A X%y 71, 3ERRDIRSNAEMEOEE TIXRN R LR LEEZOEZ L W) HEIWRE
TRGT LN, BETH I V2 —FHEEPFTFHAT —va V2 BbW 5% (5
BORAY Y= AT Ea—F TR T ARRS) T, MEOEEDOEEZRE, 7 ko
UFATAWE A MNeREFICETEAF A~y ROFEADL S kit s LTRET S,
SHIZERBEDIZO O, NE (FRERN) REANHRZEbE 25 TIEAF I~y FO
BETH LD, BPEOHER - MANBERLITESBOFEL LTRGT 5 Bk L wHEE
HI72 2RI BN THURET 5,

ZOMERTEMEF ¥ 52 Z—%E L BWE— DIt L —Nina Arsenaultid, MR TX
PEVT 725 72 0 F 40 A& 24 —Cdo B 73, Ponifasiold LIHBID T Va4 + 4 V4 € o —T b EE
ZPFEE D Artist’s TAkDFFR T b Z DRI S TNRNW 2D  FIEOEE Tldfli ik ORIKE 7
Th I VAV =2 F—REFETH D Z LR DHRWBENITZ L A ETIRRNo720,
BIECRMZILEROYMOBERBEKOT —~<TbH Y, ZOH%OMRTH S LIERDOB
ROV L F— 2B T v Fa o AR H /R ET I EHEIN
& ZATED, PonifasioDIEMD /2N TY = U X —OERIIID TORATH D, ZOEMLT

EBMES Y — b F P — RN D BN D L EHBIR SV ENTH S, FHOTHE
CBWTIEES/AMOERLZOMDOT A F T 47 ¢ L ERICE LSR5,

R 7 by MCBHE Z 72 PonifasioDFFD 72D TEME D25 (‘the house without
foundation”)'* 13, Ponifasio®SFATHNWE XA X 77 —Th 5B, BRRPERRE VT A F
T AT A DRBOBERENATHET 5 AR EFBICESLTAT T 474 - RV T4y
7 AP EZICHMEE b o Z L EBEBL, NIEEMEFEETIRRS, aREw VIV RTEF
ETHY, ANEPLEHERL (V=2rF—62?) OFERIREURLOTLIRNEND
Ponifasiold, FEE3AIZEENToloA v F a2 —Th [FREBRORVWFITEATNS
EBRTWe, BRICEREZ RN LIZL-o T, BohIBHOBEH, TOREE
RN F—ZRWED T LT DDIEA 5, BHE DS DOHIE (social membrane)% & 1) X 5
T, IR PHARERMIBEOEHR LS. TNBPEOBEEENROBRT DL LK

B EROBEBOBE (MTHRSETEZLROI-BENEREENRY, /4 ANRKELIRBITo0

TREIZZDEZ B L RoTWL) 13, 20 TRFDOFK] TOEMDIELD D\ IFEZ EAE
SHD, VU MUAEOLE2—H T U)%ﬁ% (B DOFEED D VIFE] LR L TV,
14« . peel the membrane from my eyes/ . . . . re-entering mother’s womb cradled by her amniotic sac/

flesh of the universe/ dazzling nakedness/ in light and silence/ i sleep once again/ in the house without
foundation’
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EWVIHINB ZOFCEGTORMOE, FHOFEZ, SRMHELOEMPBERIZRD
2% bEWRT 5, ¥

3. BREAETT7TOEEEMBITHBBNESRD
(L NS DI, T2 /8~ DRER SICE > TS BRBENSSIF TG 6 &

THITHRARDDB, AN S EEE@EgoZ . U fIEkSh, ks hiz g
(disciplined body) Zfi#Z k> TR ZIZTLTR2 2 &, BHOWEELZ LV X AR
WRYRNE MR~ B 2181 5 & 5 FESOZE SR, Ponifasio DB SR & b M TR0,
WAERBIX, THEEISELETERNLDEFES>TWD] B xIc MEEITEALY HI1X2
MBI ERER TS L2ABHY, [FZTHTRLISELENENBDODHENS LD
DIRBEETED] Lk~ HEEOMIT TBEROSEHLEZEST L, ARO2EKLVI HO
WCEEREX BN 2T EIAELRAS, ¥ ZOSE LR RESEIIEE OBE S
EROVMELTHILEENRT S,

NHEHRE2 LoD 5 & X DOMEMEBGBE N L E- BB OEEREFL TH D, Sondra Fraleigh
& Tamah Nakamura D#£ZE TiL, KE—HRT U2y YRkt &, T2 TR Z &
DTERNVWEECTD, SEBERVOBRBICHIAERLEE, 20 TEORA] 285
Z L3 TE T (‘he could dance the pain in the stones’’®) VN5 T B Y — AR STV 3,
THIETREEADERE L ‘BeaStone’ b W5 U —2 v a v 7OERKTH D, AFOIZ
BIZOSENTLEWNWE I RFEA L EMOFTIERZOEHROAICAHENTND, TORITR
DL, AREEO—IZEY AL I LIZL T, BRAMPAD ZLDTERVELE
BRIDIENTEDLENWS ZERDIEAD, TREBATIVUL, & ZITBEBKOEEIC
AENTZTE AL DERBIFRBERRTZAANDEHOBNEZRLIZEHDOHD S HIZEKL
DILENTEDDIEAD D, AT 7 7iE, AXEHE (aesthetic education) % EEFERFIRE
e T WCBET S0 0 4B OFI%E) (‘training of imagination®®®) & FEA TV B 73,
COREDREHERZ LD &V BBADIBIL. B RME (AT KHEETD
IETHBD, ZDL 57T, Lemi Ponifasio DEREENT 2 RABENEREINA LD
TbH&H 5, Ponifasio (XE HDERERILKDERICE & 2T, BEIIERICTEEZEMZ

B OREF—HET AN, FHEOBN., OB OBIZEA. BRHOHEE, FELAETSHBRTE
{=2) Lik~B, RE—H [FEEDOFE] (74157 — FEl 1997), p.20,

© TREREOEALZEWMOREM (MHIX (BRI 7] BMM4442 A 2 BES, SAHEL) BN
F3MEHim T HEEE ] (THEEHHL, 1998). p.20,

"7 Fraleigh 13 =75 DA TH 5 ILHBBO X R4 KIZOVWT S, ‘primordial body” = ‘premordial
undercurrent of the given expressiveness of the body’ ~®DBE.(»% % TV %, Sondra Horton Fraleigh,
Dancing into Darkness: Butoh, Zen, and Japan (University of Pittsburgh Press, 1999), p.71.

S LnBB st~ FRAFERN] (198545 A5). .83,

%S, Fraleigh & T. Nakamura, Hijikata Tatsumi and Ohno Kazuo (Routledge, 2006), p.116.

? Gayatri Chakravorty Spivak, An Aesthetic Education in the Era of Globalization (Harvard University
Press, 2012), p.118.
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Wl TRERH D I L kR Tn G,

AR ) OREBENEL Ponifasio DIEEZEIN & BINICBIET 2BEHRTH D, £ LT, MR
Z OGN B R KR 2 (M EBEICGE X 5D Th D L ERIC, Ponifasio (& o
T, FRF AL FEERNES D 2IEFICHEDRBIEIREKEZETH H 5, Ponifasio
37 =7 OEEMLORESE ZH5 < Paradise (2003) (2B W T, BEEROBMEG E—EIZH
Wiz E T, HHRKEAEOREZEOEIHM TH ST F T TOAEL L IPLDL LT T
VABFN SRR LER A ST LW D, Ponifasio 1XE DEFEE T AR 0T,
e FRETIE, BHOORB CEEROBEE AWV &L, £z, 77 2EK
BIRND I P —DDEERLNIBmNH oD, FOHETT 7 AEREH NS
ZEEELLN, FOEFEZIT AN, BEEROBBERWN RN LIZUTZRENICEL
. Ponifasio i [ZDOIEFIZZ b FIZBET HAE T =a—Y—F 2 FTHI—Rr YT
b EEERTWEND, BEETTIZENMTIZONTTH DR H > T e, B DHE
DREPNCT TIEHDDEPS, bIb S I BEERVIES S| Lo TR-T, » Birds
with Skymirrors SCEHVED The Crimson House (2B THE, BURRRER TV LW Lk
ENBNRENTWS, MBOET) &V RITEY TRV S LILRV, Ponifasio &
EREREBHHFZEOBRRRCA v —VERETHEDOLDLITEZRNNETH S,
Ponifasio D% % TiX, BRIZBEICL > To bNADTHY . EHROERENIBISDZE
Bl &V 9 & ‘activate’ ™5 2 E—T 7 bb Z OB M EREBEORICE Y M T 5
= L Th B, The Crimson House DRHMBE S DBEDV L DIZ, BIOIHES v — BT
RERT—TNEDOEE) REIHEZDY FETICEL LT, ©o< 0 EKREREBIE
ETHHEND D, WHKDOE, TOEREM > T, F—r&niKiged bEFE & b HhE
XL HLONRVKERBRENSAEMC, LXIERLTAEIGEVIESND, TObE
T DIZEHZ A DK LEED L S eH, ANEOAENDEIORYIRZERZ EHbEs 2
DB THRVIESND Z OB EL, BErb LAzl AE b LRV L, &
FEEROER . B D VT ADNMEERT B R0 VBB RS R O HisSEE OSBRI L O
b LIV, BIYE Birds with Skymirrors (&b WV BV TWEREROPEHEDO L H 72 /A b —
Iz T B8, ZOERTEHS BICHELEN, BLEALHFETERVENEIATE
/AARXDE IR b DITIR > TS,

4. RET7OD TRE) £9A4—FdD T3k
A YV 7 7%, Death of a Discipline (2003) O%5 3 # (‘Planetarity’) 1Z3WT, HUSHTE
R o THIFE SN B LW D H Y FEfm U T, RICK H T~ Tn 5,
I propose the planet to overwrite the globe. Globalization is the imposition of the same system of
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exchange everywhere. In the gridwork of electronic capital, we achieve that abstract ball covered in

latitudes and longitudes, cut by virtual lines, once the equator and the tropics and so on, now drawn

by_the requirements of Geographical Information Systems. To talk planet-talk by way of an

unexamined environmentalism, referring to_an undivided “natural” space rather than_a differentiated

political space, can work in the interest of this globalization in the mode of the abstract as such. (I
have been insisting that to transmute the literatures of the global South to an undifferentiated space

of English rather than a differentiated political space is a related move.) The globe is on our

computers. No one lives there. It allows us to think that we can aim to control it. The planet is in the

species of alterity, belonging to another system; and yet we inhabit it, on loan. It is not really a neat
confrast with the globe. . . . When I invoke the planet, I think of the effort required to figure the

(im)possibility of this underived intuition. . . . If we imagine ourselves as planetary subjects rather

than global agents, planetary creatures rather than global entities, alterity remains underived from us;

it is not our dialectical negation, it contains us as much as it flings us away.” (underline mine)
TITAET 7 75 [BRE (planet)] i3 [#15K (globe)) % FE X (Eﬁ‘@%%) 35 (overwrite)
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NEFEDRED 7Y v MR THELENFFE&bahcitRe b 5 —FE, BxB2ZicHd %
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WA — NiX. The World, the Text and the Critic (1983)DFET, 7—a—FBAICEK S X,
AbiE THER: & ABEEEAE O 4% ) (‘culture is a system of discriminations and evaluations’) ** & 73
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If with Michel Foucault we have learned to see culture as an institutionalized process by which what

is considered appropriate to it is kept appropriate, we have also seen Foucault demonstrating how

# Gayatri Chakravorty Spivak, Death of a Discipline (Columbia University Press, 2003), pp.72-73.

# Epeli Hau‘ofa, ‘Our Sea of Islands’, “The Ocean in Us’, We Are the Ocean: Selected Works (University
of Hawai‘i Press, 2008).

¥ Edward W. Said, The World, the Text and the Critic (Harvard UP, 1983), pp.11. ¥ — Fi% Raymond
Williams, Politics of Modernism (Verso, 1989) D kDR IZ ISV T H BIZ DWW TEIER D Rfif %
A LD IL-D Z & (‘the standing outside of culture’ 196) % [(RAZ 1) & o OFEKALE
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certain alterities, certain Others, have been kept silent, outside or—in the case of his study of penal

discipline and sexual repression—domesticated for use inside the culture. (12, undetline mine)
Ponifasio 73 [FAVZEEARD 72 WFIZEA TV A (‘I live in the house without foundation’) & U
HLE, ZOLIBIULREED L OHBRIEL VWD Z L EREICBVW TV S LY ITBbh
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‘[Clulture is the irreducibly text-ile where the edge of the cloth where we are woven always unfurls
ahead, in a future forever anterior’ (Spivak 2012: 105) & . ZAEARIC L o TS HUARRIZ M D>
S>TIEETHIPN TN BB DA A—TTL b2 TWDDIZHEREN,
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X, MATEBRROZEFENRERHEMC LAV ETHESC N VEREEZA LI
=T UTE—LREBIL, FOLOBREEICLDTAT VT AT 4 - RIT 47 A
FRCEEMME (collectivity) TR T 5 L ERHZAZIZLE b TH/NESRaIa=TF g - VT
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