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Preface

This book was born during my stay at Memorial University
of Newfoundland. The Master of Philosophy degree allowed
me to develop my ideas far enough to be academically coher-
ent. I would like to thank greatly Dr. Janna Rosales whose
patience and kindness allowed me to present this book in
an artistic format considering the necessary balance to be
accepted scholarly. Also, I am very grateful with Dr. Jennifer
Dyer because her trust and guidance also made possible this
book. Conceptually, I am deeply indebted to Dr. Bradley
because his ninth thesis from his unpublished paper Realism,
Constructivism, and Naturalism: Why We Need Speculative
Philosophy informed my notion of being. I couldn’t have
done this book in this manner without Dr. Bradley’s theses.
For him, unconditional communication and love are deeply
related to the notion of creatively being. For me too being is
love, but how can you accept this point of view? How can
you see yourself as being poetry, i.e. being through the fullest
love?

This book will show a pathway toward that unconditional
love, but it will not assure you that being is love. This study
is made through the social sciences through an autoethnog-
raphy, i.e. a novel that draws from my life experiences and
academic voices to show you why I see myself as being
poetry. My intention is to leave you with an open possibility
for your life, could I be poetry too? Could I be an expression
of a boundless creative love? Can the poet be the poem? Can
the poem be the poet? Can the world be the poem? Can you
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be the poem? I say, yes. I am not the first. Gustavo Adolfo
Bécquer has said it. Walt Whitman has also said it in relation
to the Earth. These are two examples, but there are many more
who might not be famous and still know that they are poetry.
[ join myself with these voices, but I further the notion of
being poetry by establishing it in relation to love. Why? For
me, being poetry means seeing and feeling through the depth
of love.

If you have always been interested in knowing if you could be
a poem, this book would benefit you. If you have ever won-
dered if the underlying structure of being is love, this book
might also bring you some insights that could further your
questioning. If you have never thought about the possibility
of being poetry, but have always considered yourself a person
that values love, truth, and even beauty above all, this book
could also be for you.

However if you are searching for your typical academic
book that will convince you through pure argumentation
without artistic inputs, then this book is not for you. My book,
although academic, contains poetry, photographs, and even
a novel as an autoethnography. I will indeed provide you
with my conceptual framework, so if you are curious about
ways to bend the limits of academic through the arts then
this book could be a good fit for you because I cite sources
that support my methodology. This book is different from
your average academic discourse because, as an artist, I do
not want to convince you by merely being logical. I want to
convince you because you can experience yourself as being
poetry through intersubjectivity, i.e. you become empathic
enough to the point that you can become me, yes, poetry. If
I do convince you, it will be because it is a fact that I see
myself as poetry, and if I can see myself as poetry, you can do
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too through intersubjectivity after having read my book and
even my artwork.

You should also know that this book is the beginning of a
journey to describe ourselves as being poetry and love. I have
continued and will continue to work so you can see through
your own vision what I can clearly see... We are poetry, and
as we are being poetry, we are creatively loving.

So if after reading this book you are still not really seeing why
we are poetry, please go to http://beingpoetry.com to read
further. If you prefer art, you might be interested further in
my artistic expressions at the following site http://linaru.com.

If you like this book consider sending me a message through
my contact form http://linaru.com/contact to let me know
why you enjoyed it or how I could make the book better. You
could also consider following my future endeavours through
social media:

,J http://twitter.com/linaru

http://facebook.com/linaru.poet
http://plus.google.com/+LinaRu
http://soundcloud.com/linaru
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Introduction

Most stories begin with a subject or object, but this one
cannot.
The verb must come first, only then can “I” appear.

Why so bold?

I ran toward the world.
I only found a society treating me like an object.
I 'was of no use to them.

Calling the municipal police, “Cannot go; spread blood first.”
Suffocating truth, does no one care?
Calling the state police, “Have no jurisdiction, die of thirst.”
Scavenging justice, who owns you?
Calling the federal police...
Hearing our complaint,
“Using children and women as the frontline of assault!”
Stealing, stoning, what is the ransom?

Hung up! Calling again... No response; all complicit!
Ringing the church’s bell,
reorganizing the State,
changing the strategy,
hiding the young,
surrounded by

men ready
to strike,
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so cold,
oh,
gold!

Uncontrolled!

I knew something was fundamentally wrong,
so I ran inside.
Shivering, panicking, overwhelming:

Being impotent forces a shift of perspectives.
Being reduced to the enemy confronts your conscience.
Being one with despair and angst; tastes like nothingness.

Within the subject,
nothing made sense,
nightmares are even more real
than you and me.

Being shattered; is being lawless so flavourless?
Answering no;
still whole, why so?
Being... Who so?
“I) poetry, “You,” poetry,
We began to attend to ...Xochiquetzal.!

"Xochiquetzal means flower of quetzal in Nahuatl. Xochiquetzal is the name of the
goddess of beauty, love, and flowers; see Xochitl Ruiz Galvez and Arnulfo Osorio Embriz, ;Y
Tu Como Te Llamas?: Las Voces De Los Pueblos Indigenas Para Nombrar a La Gente (Mexico:
Comision Nacional Para El Desarrollo De Los Pueblos Indigenas, 2006), 45, accessed Novem-
ber 14, 2011, http://www.cdi.gob.mx/media/pdf/como_te_llamas_nombres_indigenas.pdf.
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What is poetry?

“,Qué es poesia?, dices, mientras clavas
en mi pupila tu pupila azul,

jQué es poesia! ;Y tu me lo preguntas?
Poesia... eres ti.””

- Gustavo Adolfo Bécquer

According to the Spanish poet Gustavo Adolfo Bécquer, you
are poetry as you gaze or set your sight on his pupil. This
verse illustrates how each one of us has the capacity of seeing
poetry in others, and as a consequence become empathic. The
craft of poetry “challenges the fact-fiction dictum™ due to
the “evocative presentation of data’* Likewise, poetic silence
(i.e. openness as transparency) can be created through art that
allows us to attend multiple meanings and even embodiment.
This silence can lead to “human connection and understand-
ing,”> or empathy.

The awareness of emotion through intersubjectivity that leads
us to empathy occurs insofar one has developed the ability
to pay attention to one’s embodiment. The attention to one’s
embodiment is a process that results in the cultivation of
empathy as a form of love. In fact, love and empathy are
fundamental in times of suffering and impunity in order to
heal through an understanding of the underlying wholeness

®Gustavo Adolfo Bécquer, “RIMA XXI.” Poesia En Espariol - Spanish Poetry, accessed
June 22, 2011, http://www.poesia-inter.net/gabrim21.htm. I am responsible for this Spanish
to English translation, and also for subsequent unless otherwise is specified. The poem’s
translation is: What is poetry?, you say, as you set / in my pupil your blue pupil /What is
poetry! And you ask me? / Poetry... is you.

3Patricia Leavy, Method Meets Art: Arts-based Research Practice (New York: Guilford
Press, 2009), quotes in 63. This notion of silence in relation to poetry is related to a
phenomenological reduction.

“Leavy, 63.

*Ibid.
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that sustains human beings. For example, human rights in
Mexico are not guaranteed due to corruption. Since my
childhood, my parents have been fighting against corruption
from the municipal to the federal level. Indeed, such lack
of justice implies a dictatorial state. According to Jorge I.
Dominguez, Mexico is an example of the perfect dictatorship
because Mexico never actually achieved a democratic state
but simulates living in one. Since the Mexican Revolution,
Mexico entered an authoritarian regime under a one-party
state called Institutional Revolutionary Party (PRI). Every
election, since the General Plutarco Elias Calles, has been
fraudulent; and even although in 2000 the National Action
Party (PAN) was able to take power under the then President
Vicente Fox, the access to justice is still very limited and
controlled to date. While the application of the rule of law is
simulated, there will be no actual democracy, and the perfect
dictatorship flourishes beneath the disguise of democracy.®

If basic human rights are not guaranteed, then what can be
done? One might argue that a revolution might solve these
problems, but Mexico’s authoritarian regime is the outcome
of the Mexican Revolution in 1910. The problem was not
solved. The revolution only provoked a shift of power. The
rise of another form of authoritarianism ruled Mexico after
the Mexican Revolution, why did this happen? Revolutions
need to be internal, focused on the notion of being that
strives toward liberty, rather than merely political and thus
social. For example, according to Francis L. Jackson in the
journal Animus, the indigenous empire of the Aztecs was
conquered rather than colonized. The difference between a

®Jorge I. Dominguez, “The Perfect Dictatorship? Comparing Authoritarian Rule in South
Korea and in Argentina, Brazil, Chile, and Mexico,” Harvard University, 2002, Governing the
Society, accessed November 27, 2011, http://scholar.harvard.edu/jorgedominguez/files/jid_-
perfect.pdf.
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conquest and colonization is that a conquest has to destroy
an already present powerful empire with the attempt of
establishing a new rule of their law. In this case, Spaniards
wanted to honor the Catholic monarchy with the New Spain.
The Spanish were not emancipating from Old Spain. The
Spanish wanted to create a New Spain. In the process, the
Spaniards conquered the spirit of the indigenous population
through Catholicism.” After the imposition of Catholicism in
the Mexican spirit, the revolution would inevitably depend on
the values the Church imposed. For instance, Mexico to date
can be considered mainly conservative. In contrast, the United
States and Canada wanted to reach freedom from Europe’s
monarchies as Jackson suggests:

“The profound diversity of colonial legacies has
made the experience of what it means to be North
American very different for Mexicans than for
Americans and Canadians. In those latter coun-
tries liberal individualism and pluralism have
become second nature whereas, in spite of an
equally strong sense of themselves as New World
people, three centuries of Spanish contra-mod-
ernism have fixed a decidedly anti-liberal bias in
the Mexican soul.”

This ‘Mexican soul” or spirit does not change with the ra-
tional discourses and explicate political philosophies such as
the Kantian enlightenment or Thomas Hobbes’s Leviathan.
Rather Mexican art and emotion are fundamental for their

"Francis L. Jackson, “Mexican Freedom: The Ideal of the Indigenous
State,; Animus 2 (December 1, 1997): 189-206, accessed November 27, 2011,
http://www2.swgc.mun.ca/animus/Articles/Volume%202/jackson2.pdf.

8]ackson, 190.
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identities because the indigenous culture and their ways of
knowing still play a role in the Mexican spirit as Jackson
argues:

“There is, as [the poet Octavio] Paz points out,
virtually no tradition of political philosophy in
Mexico; its political visionaries and critics, even
today, are not philosophers or economists so
much as poets, novelists, muralists, sculptors,
painters. The sources and symbols of Mexican
patriotism are emotive, not intellectual; artistic,
not doctrinal.”®

This latter paragraph explains why the Mexican culture is not
easy to change, once its spirit has been emotively conquered.
There has to be an evocative transformation that becomes an
embodied experience. Once the experience has been appro-
priated, then it is again quite difficult to change the ‘Mex-
ican soul’ because it is truly internalized. Therefore, social
change in Mexico begins individually rather than through an
empty and hypocritical political discourse. Considering this
emotional and artistic way of knowing, I propose a new way
of being, a poetic dwelling, in order to experience love in its
fullest that transcends object-subject dichotomies.

For example, we know primordially through our somatic
consciousness. The philosopher Richard Shusterman coined
the notion of somaesthetics to describe the study and culti-
vation of “how we experience and use the living body (or
soma) as a site of sensory appreciation (aesthesis) and creative
self-fashioning.”*® The term aesthetics comes from the Greek

9]ackson, 201.

"Richard Shusterman, Body Consciousness: A Philosophy of Mindfulness and Somaes-
thetics (Cambridge; New York: Cambridge University Press, 2008), 1.
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“aesthesis” which means “sensory perception.”** According to
Schusterman, Alexander Baumgarten introduced the notion
of aesthetics within philosophy arguing that aesthetics would
allow a better study of our senses within the sciences beyond
logical propositions:

“The term ‘soma’ indicates a living, feeling, sen-
tient body rather than a mere physical body that
could be devoid of life and sensation, while the
‘aesthetic’ in somaesthetics has the dual role of
empathizing the soma’s perceptual role (whose
embodied intentionality contradicts the body/-
mind dichotomy) and its aesthetic uses both in
stylizing one’s self and in appreciating the aes-

thetic qualities of selves and things.”*?

This awareness of the epistemological relevance of our em-
bodiment allows emotional experiences and even qualia (i.e.
raw feelings or sensations) to challenge the body versus mind
dualism. This continual process of unconditionally loving
dialogue with our soma could guide our actions through
empathy and intersubjectivity. At their greatest, both art
and science unveil the mysterious through the experience
of wonder (i.e. openness to the world that surrounds us) as
an endless process of attempting to grasp truth, but never
as an absolute. Carl Sagan illustrates the latter through his
interpretation about science:

"Richard Shusterman, “Somaesthetics: A Disciplinary Proposal” Journal of Aes-
thetics and Art Criticism 57, no. 3 (1999): 299-313, accessed November 27, 2011,
http://webnet3.fau.edu/humanitieschair/pdf/Somaesthetics_A_Disciplinary_Proposal.pdf.

2Shusterman, Body Consciousness: a Philosophy of Mindfulness and Somaesthetics, 1-2.
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“Science is an ongoing process. It never ends.
There is no single ultimate truth to be achieved,

after which all scientists can retire”**

In the same way as science, poetry will always be incomplete;
there will never be the perfect poem where all poets can retire.
In fact, the poet and social scientist Carl Leggo argues that a
poet is a human scientist who provides fresh insights through
the creativity expressed by the possibilities of language.**

As an artist-scientist, a poet can reveal and bring to our pres-
ence what is mysterious or ineffable through an artistic ap-
proach to the social sciences. It is through arts-based research
where one can disrupt assumptions of fixed knowledge:

“Instead of contributing to the stability of pre-
vailing assumptions about these [objective- and
subjective “truth”] phenomena (either explicitly
through statement, argument, portraiture, or im-
plicitly through science or elision) reinforcing
the conventional way of viewing them, the arts-
based researcher may persuade readers or percip-
ients of the work (including the artist herself) to

revisit the world from a different direction.”*®

3Carl Sagan, “Introduction,” introduction to Cosmos, by Carl Sagan (New York: Ballan-
tine Books, 1985), xix.

"Carl Leggo, “Astonishing Silence: Knowing in Poetry,” in Handbook of the Arts
in Qualitative Research: Perspectives, Methodologies, Examples, and Issues, ed. ]J. Gary
Knowles and Ardra L. Cole (Los Angeles: Sage Publications, 2008), 165-74.

1>Tom Barone and Elliot W. Eisner, Art Based Research (Los Angeles: Sage Publications,
2012), 16. According to Barone and Eisner, there is still a dualist perspective in the sciences
but the boundaries have been eroding particularly in the social sciences. The dualist assumes
the objective results from the study of the body. This perspective also assumes that the
subjective, the mind aspect of the dualism, does not influence the construction of scientific
facts because they use of specific methodologies. As a result, quantitative research is assumed
to be more “scientific” than a quantitative researcher. However after the research phase of
blurred genres, one cannot assume such perspective; see Barone and Eisner, x-xi.
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According to the anthropologist Miles Richardson, “we find
ourselves in poems”*® because poetry is enchanted with “the
presence of the instant™’. In the instant, there is the realiza-
tion of the whole and its web of interrelations (e.g. community
and even the ecosystem which sustains a community). This
understanding leads us to observe the fact of intersubjectivity.
For example, communication is a way to encounter the other
and realize the fact that we are dwelling in a flowing never
ending wholeness or process. Our embodiment leads us to an
evocative understanding of the other as oneself. The modern
use of the word empathy comes from the German word
einfihlung (i.e. “feeling into”). This concept was coined by
the psychologist Theodor Lipps to describe an introspective:
“fusion between the observer and his or her object” The
phenomenologist Edmund Husserl was influenced by Lipps’
notion of empathy.’® Husserl critiqued Cartesian dualism
through the notion of a phenomenological reduction. The
reduction is an approximation to the notion of poetic silence
which brings us into “the presence of the instant™*® that leads
to profound understanding of love and empathy. Whereas
Lipps defines empathy as a fusion between the object-subject,
Husserl argues empathy is possible through a mental repre-
sentation, i.e. not an actual fusion but a fluid process of inter-
subjectivity. According to the philosopher Kevin Hermberg,
Husserl argues that intersubjectivity is only possible through

**Miles Richardson, “Poetics in the Field and on the Page,” Qualitative Inquiry 4, no. 4
(1998): 459, accessed November 28, 2011, doi:10.1177/107780049800400401.

Richardson, 451.

8Although Lipps’ notion is based on introspection, behaviorism and experimental
psychology overpowered this approach; see Christiane Montag, Jirgen Gallinat, and An-
dreas Heinz, “Theodor Lipps and the Concept of Empathy: 1851-1914,” American Journal
of Psychiatry 165, no. 10 (October 01, 2008): quotes in 1261, accessed November 5, 2011,
doi:10.1176/appi.ajp.2008.07081283.

Richardson, 451.
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empathy:

“To have an intentional object is, then, also to
have an awareness of Others (even if it is only a
tacit awareness). ...The intersubjective life-world
is at the ground of all intentional activity, and
validity is attained via intersubjective harmony.
Consequently, intersubjectivity (which requires
empathy) is required for any knowledge of any
object whatsoever.”*

Thus empathy solidifies and confirms knowledge, rather than
falling into solipsism; empathy through intersubjectivity al-
lows you to conceive the fusion with the other through
thought experiments as embodied experiences.”* In the Fifth
Meditation on Cartesian Meditations, empathy solidifies the
existence of both (i.e. oneself and the Other) through an
“intersubjective harmony” that actualizes the Other beyond
oneself. This is done through a thought experiment, the
epoché or phenomenological reduction, which requires the
suspension of judgement (i.e. let the object or subject stand in
its openness). One undergoes this process in order to observe
beyond personal bias which allows you to empathize and feel
the other, i.e. as a real and actual person who suffers and
experiences as yourself through embodiment.*?

Husser!’s reasoning is an example of how “empathy is pos-
sible,””® as Mary Weems argues, because poetry is a mode of

?%Kevin Hermberg, Husser]’s Phenomenology: Knowledge, Objectivity and Others (Lon-
don: Continuum, 2006), 97.

21Hermberg, 100.

22Helrmberg, 66-70, quote in 67; Edmund Husserl, Cartesian Meditations: an Introduction
to Phenomenology, trans. Dorion Cairns (Dordrecht: Kluwer Academic, 1999), 89-157.

Mary Weems, “The E in Poetry Stands for Empathy,” in Poetic Inquiry: Vibrant
Voices in the Social Sciences, ed. Monica Prendergast, Carl Leggo, and Pauline Sameshima
(Rotterdam, The Netherlands: Sense Publishers, 2009),133.
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language that:

“...represents a path to a greater understanding of
what is means to be othered, to the importance
of thinking deeply about an experience you’ve
never had, to constructing a passion for acting

as an agent for social justice and love.**

The poetic act is essentially empathetic. In order to attend
to something or someone, there must be an intentional act
that contains an implicit eros or desire toward some sort of
good toward oneself or others.”” For example in the book
Blackfoot Ways of Knowing: The Worldview of the Siksikaitsi-
tapi, member of the Blackfoot Confederacy Betty Bastien and
the psychologist Jirgen W. Kremer argue that most western
epistemologies operate under an implicit assumption of ratio-
nality (e.g. Kantian enlightenment) and objectification (e.g.
Cartesian dualism). Consequently, human beings conceive
themselves as fragmented particles, i.e. individual subjects,
who are independent from the world that surrounds them and
even each other.”® On the other hand, the Indigenous episte-
mologies reject this objectification and defend the following
assumptions:

“The nature of the world is interconnectedness.
It is interconnectedness through spiritual intel-
ligence or consciousness, Thtsipaitapiiyo’pa. It is
the nature of the universe to work for balance.

24Weems, 133.
25I1rving Singer, The Nature of Love, vol. 1 (Cambridge: MIT Press, 2009), 47-87.

2*Betty Bastien and Jiirgen W. Kremer, Blackfoot Ways of Knowing: the Worldview of
the Siksikaitsitapi (Calgary: University of Calgary Press, 2004), 98-107.
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The universe has a sacred power and influence;
it works in reciprocal ways among all the inter-

9927

dependent parts.

In other words, the Blackfoot epistemology favors wholeness
rather than fragmentation because “knowing is experien-
tial.”?® This means that experience is a present moment flow of
consciousness through an embodiment that leads to a sacred
and spiritual epistemology which transcends fragmentation.?
The process is prioritized over objects. Hence, the knower
becomes one with the known through the spirit of knowledge:

“Following Niitsitapi logic means experiencing
the whole, the interconnectedness of an indi-
visible universe. Rationality, on the other hand,
denies the spiritual nature of knowledge and
sacrifices the wholeness of human beings (Ani
1994, 32)7%°

For example, according to Alexandra Gillis informed by the
theologian and philosopher Bernard Lonergan, an artist ob-
jectifies an aesthetic pattern of experience.’* This object pro-
vokes an embodied but open flow of consciousness that leads
to sacred sense of freedom that is a fundamental aspect of
art-based research:

2"Bastien and Kremer, 102.

**Bastien and Kremer, 102.

2Bastien and Kremer, 102.

3%Bastien and Kremer, 105.

*'Alexandra  Gillis, “Aesthetics, Art, Liberty, and the Ultimate? Journal
of Macrodynamic Analysis 6 (2011): 7-17, accessed October 28, 2011,
http://journals.library.mun.ca/ojs/index.php/jmda/article/view/258. Furthermore, Bernard
Lonergan is informed by Susanne Langer’s notion of art from her book Feeling and Form.
Gillis argues in footnote 11 that Lonergan advanced her definition; see Gillis, 10.
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“When the artist objectifies in concrete forms
(music, painting, drama, poetry, sculpture, and so
on) is this ‘purely experiential pattern’ or in my
words, my, your, our free flow of consciousness
in its open wonder and awe and in its reach for
possibilities of being — in its desire and striving
for adventure, daring, majesty, for realms of the
possible. As both participatory and creative, then,
it struck me that art is primarily an experience
and invitation to an actuated orientation to open-
ness, daring, adventure, to cherish the sacred

wonder at our core: to liberty”?

Although a pattern could be considered a fragment because it
implies difference within multifaceted experiences, Lonergan
writes about this aesthetic pattern of experience that: “com-
plexity mounts and yet the multiplicity is organized into a
whole”* It is the implicit wholeness that has to be revealed
within a rigorous introspection in order to encounter with
Gillis’ notion of liberty and art that results from responding
from the sacred core within. In fact, Gillis describes her
experience with the freedom within children as beautiful
because “their flow of consciousness was free, exuberant”**
and that allowed her to realize that:

“...the aesthetic pattern of experience is simply
not a response to, but something at the core
in me, in us. ..What [ appreciated and felt in
those children was their liberation of being, their

*2Gillis, 12.

**Bernard J. F. Lonergan, Method in Theology (Toronto: University of Toronto Press,
1971), 61.

*Gillis, 11.
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openness to the world, to adventure, to greatness
and goodness. The majesty was in them, in their

orientation to the fullness of being.™**

Gillis’ interpretation of Lonergan’s notion of aesthetic pattern
of experience is not a movement or a response toward some-
thing, but a being within freedom. Thus, a social revolution
is illusory because it only will provoke a shift of power rather
than a powerful transformation that leads us to the being
in true liberty. In fact, according to Gillis” interpretation of
art, poetry becomes a methodology for exploring the “possi-
bilities of being® Gillis’ narration of such essential liberty
illustrates the experience of what I define as Being Poetry;
i.e. an open process (i.e. flowing wholeness), that implicates
(i.e. enfolds) the unconditional love (i.e. agape) from the
explicate (i.e. unfolded) eros, philia, and storge, that leads to
goodness and liberty. The enfolded agapism could be revealed
(i.e. become unfolded) through historical (e.g. remembering
your mother’s unconditional and attentive love, Murdoch’s
open ended process toward the Good) and unhistorical (e.g.
Friedrich Nietzsche’s amor fati, Murdoch’s notion of attention
as love) experiences of the fullest love that have the conse-
quence of seeing others and oneself as Being Poetry through
unconditional communication (e.g. Charles S. Pierce’s notion
of creative love).”” This attentive and giving dialogue (e.g.
David Bohm’s notion of dialogue) is an orientation toward
wholeness, openness, wonder, and awe that culminates in

*Gillis, 11.

*$Gills, 12.

*"I adopted the notion of unconditional communication from James Bradley’s ninth
thesis from his unpublished paper Realism, Constructivism, and Naturalism: Why We Need
Speculative Philosophy, James Bradley, personal electronic communication, October 10,
2011.
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the possibility of seeing others (i.e. human or non-human) as
Being Poetry, too.

According to Pushkala Prasad, both postmodernism and post-
structuralism are currents of thought that places an emphasis
on language to define ‘what is true’. The self is defined in lin-
guistic terms. Postmodernism distrusts grand narratives, and
therefore adopts fragmentation and plurality as key aspects of
their discourse. Postmodernism also shares other characteris-
tics with poststructuralism such as the “disenchantment with
Enlightenment thinking”**, being “in favor of multiplicity,
plurality, fragmentation, and indeterminacy”, and also the
rejection of meta-narratives that attempt to silence the epis-
temology of minorities such as indigenous people.*’ Likewise,
autoethnography which studies the self introspectively, can
be regarded as “inherently poststructuralist” because the dis-
course disrupts “positivist research practices and disciplinary
boundaries” within qualitative research.*'

In particular through the examples of Michel Foucault’s and
Jacques Derrida’s autobiographies, the feminist and post-
structural theorist Susanne Gannon’s interpretation of au-
toethnography establishes the assumption of a fragmented
self: “These authors write themselves as unreliable and con-
tradictory narrators who speak the self — the multiple selves
that each of them is and have been- in discontinuous frag-
ments informed by memory, the body, photographs, other

texts, and most importantly, other people.”*?

38prasad, 238.
3%Prasad, 219.
“*Prasad, 211-261.

“!Susanne Gannon, “The (Im)Possibilities of Writing the Self-Writing: French Poststruc-
tural Theory and Autoethnography,” Cultural Studies Critical Methodologies 6, no. 4 (2006):
first quote 477, second quote 474, accessed October 28, 2011, doi:10.1177/1532708605285734.

“2Gannon , 492.
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Gannon is interested in an autoethnography that is fractured
but at the same time leads toward love. However, how can
one “promote an ethics of care™® if the poststructural epis-
temology assumes a fragmented ontology? Indeed, poststruc-
turalism could be considered an example of Bastien’s and Kre-
mer’s claim that states that most western epistemologies do
not allow us to visualize ourselves holistically and intercon-
nected due to an acceptance of an implicit fragmentation.*
Nonetheless, the importance of the linguistic turn through a
fragmented epistemology has been highly relevant in order to
disrupt the detached and analytical discourse. Subsequently,
autoethnography was allowed to be considered a form of
qualitative research within the social sciences because it
differs from the positivist stance that favors a minimized and
apparently impartial subjectivity. For that reason, poststruc-
turalism as a sub-genre of postmodernism is responsible for
the establishment of “a context of doubt” where “all methods
are subject to critique but are not automatically rejected as

false”*

Hence, if both poststructuralism and postmodernism support
silenced voices, then why haven’t these discourses listened
ontologically to the voices they seek to support such as the
Blackfoot people and their ways of knowing? According to
Gannon, the post—structural perspective assumes the self as
“a fractured and fragmented subject”™ that cannot actually

“*Gannon , 491.

“*T am aware that not all western epistemologies conceive human beings as independent
and objectified (e.g. Edmund Husser!’s critique of Descartes” Meditations), but as Bastien and
Kremer argue there is still an underlying assumption that rationality is epistemologically
superior; see Bastien and Kremer, 189.

“3Sarah Wall, “An Autoethnography on Learning about Autoethnography,” Interna-
tional Journal of Qualitative Methods 5, no. 2 (June 2006): 2, accessed October 25, 2011,
http://ejournals.library.ualberta.ca/index.php/IJQM/article/view/4396/3522.

%Gannon) 475.
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know holistically about the world. This assumption has led
poststructuralism to argue that the self can be characterized
in terms of: “particular bodies with particular feelings™’ that
disassociates being from the ‘real’ as Derrida states: “There
is nothing outside of the text”*® If the fragmented self is real
through the text, then what happens with our embodied expe-
riences? The text can be fixed, but our experience is a process
that allows also difference and uniqueness. Blackfoot’s ways
of knowing assumes an ontological holism and interconnect-
edness without rejecting differences, processes, and openness.
It is a holistic discourse that acknowledges difference as a
state within a complex of interrelations or process leading to
growth and healing. Thus, as a whole, autoethnography does
not need to entail a fragmented self. This combination of au-
tobiography and ethnography acknowledges the researcher’s
perspective, emotion, and human depth: “In writing from
the heart, we learn how to love, to forgive, to heal, and to
move forward.”* In fact, according to Bastien and Kremer,
the word wholeness refers to both “a state and process™° that
is constantly being healed:

« <

To heal’ is etymologically connected with the
German heilen, and the IndoEuropean root *kailo,
referring to the state and process of wholeness
(“whole” also being related to this root). But
“to heal” is also connected to “holy” (as heilen
to heilig), which gives an ancient root to the

47Gann0n, 476.

“**Jacques Derrida, Of Grammatology (Baltimore: Johns Hopkins University Press, 1998),
158.

“’Denzin, “Analytic Autoethnography, or Deja Vu All Over Again,, 423.
*%Bastien and Kremer,189.
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reemergent holistic and transpersonal perspec-

tives on healing.”*

According to Bohm, flowing wholeness (i.e. open ended pro-
cess of movement that is constantly unfolding and enfolding)
is an implicate order, i.e. a fundamental order in the uni-
verse.’” In view of that, Bohm argues that fluid language (e.g.
Bohm’s notion of rheomode which is a mode of language that
values processes over objects) allows us to transcend frag-
mentation because it reveals the continuous flowing process
of an implicate order that is constantly hiding (i.e. enfolding)
and revealing (i.e. unfolding) information (e.g. light, quantum
fields) and therefore, even possibly our physical reality!*® The
process of explicating (i.e. unfolding) and implicating (i.e.
enfolding) in a broader sense is defined as the holomovement.
An example of this movement is a colored drop of ink that
becomes enfolded (i.e. invisible) as it dilutes in a cylinder glyc-
erin but as one rotates the cylinder in the opposite direction
the colored drop becomes unfolded (i.e. visible) again.>*

That said, Bohm’s position is based on a philosophical and
physical interpretation of quantum physics. Bohm was a
renowned scientist who the physicist Albert Einstein “once
spoke of as his intellectual successor.”>> Bohm is also known
for his discovery of the fourth state of matter, i.e. plasma,

>!Bastien and Kremer,189

*?Paavo TI. Pylkkinen, Mind, Matter, and the Implicate Order (Berlin: Springer, 2007),
13-21.Iam informed by Pylkkénen interpretation of Bohm’s physical-philosophical implicate
order. However, Pylkkanen does not inform my notion of the implicate order of love.

53PyIkkénen, Mind, Matter, and the Implicate Order, 13-41.

>*David Bohm, Wholeness and the Implicate Order (London: Routledge Classics, 1981),
186-190.

55F. David Peat, Infinite Potential: the Life and times of David Bohm (LaVergne, TN:
Basic Books, 1997), 1.
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in 1945.%¢ Initially, Bohm argued in favor of the Copenhagen
interpretation of quantum physics. This interpretation is con-
sidered to be the orthodox version because it follows the
quantum physicist Niels Bohr’s line of thinking that assumes
quantum processes are exclusively indeterministic. However,
this interpretation left Bohm unsatisfied because, according to
the philosopher Paavo Pylkkdnen, Bohm believed that there:

“...was no need to assume a fundamental level,
and thus the question whether the fundamental is
deterministic or indeterministic would not even

arise.”®’

This ontological interpretation of quantum physics that as-
sumes no deterministic or indeterministic fundamental level
has paradigm shifting implications within quantum physics.
Still, it was not enough to bridge the macro- (i.e. general
relativity) and micro- (i.e. quantum) theories of the universe.
In order to do so, the physicist Basil Hiley and Bohm began
in the 1960s to develop a more general approach that could
actually bridge the macro- and micro- perspectives called the
Implicate Order.>® The latter concept was the culmination
of a philosophical quest that started during Bohm’s stay at
Princeton during the latter part of the 1940s where Bohm
realized that: “physics was an inner journey grounded in
the conviction that his own body was a microcosm of the
universe.””” It was since then that Bohm began to search for a
relationship between consciousness and physics.

5%Peat, Infinite Potential: the Life and times of David Bohm, 1-2.

57PyIkkénen, Mind, Matter, and the Implicate Order, 17.

**pylkkinen, Mind, Matter, and the Implicate Order, 17-18.

59Peat, Infinite Potential: the Life and times of David Bohm, 73-89, quote in77.
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Lamentably, Bohm became persecuted due to the McCarthy-
ism era, i.e. the era in the United States during the Cold
War where Americans who were believed to be associated
with the Soviet Union were considered traitors, and was
eventually driven to exile.® Therefore, Bohm’s theories were
rejected without a thoughtful critique from his colleges for
sociological reasons due to his politics and interest in eastern
philosophy. A renewed interest in Bohm’s work occurred
when Peat published Bohm’s biography Infinite Potential.®!
Furthermore, in the preface of On Creativity, the former
Director of Native American Studies in Harvard University
Leroy Little Bear argues that Bohm’s interpretation of quan-
tum physics is similar to Blackfoot epistemology. However,
it was Bohm’s notions of creativity and dialogue that most
captivated him because®*:

“T have come to greatly appreciate David Bohm’s
openness to the “new”, to “difference”, and to
“possibilities” arising out of boundaries crossing
into different disciplines, cultures, and ways of
knowing, as well for his appreciation of science

as art and beauty.”*?

%%Peat, Infinite Potential: the Life and times of David Bohm, 90-119; Pylkkénen, Mind,
Matter, and the Implicate Order, 13 including footnote 2.

®!Lee Nichol, “Editor’s Introduction,” introduction to The Essential David Bohm, by
David Bohm, ed. Lee Nichol (London: Routledge, 2003), 1-7; Pylkkanen, Mind, Matter, and
the Implicate Order, 13 including footnote 2. Bohm has also influenced a wide range of
scientists and philosophers who became interested in the implications of quantum physics
such as B.J. Hiley (e.g. undivided universe), ].S. Bell (e.g. entanglement), Robert Rosen, Ilya
Prigogine, Gordon G. Globus, and Paavo T.I. Pylkkénen; see B. J. Hiley and F. David Peat,
eds., Quantum Implications: Essays in Honour of David Bohm (New York, NY: Published in
the USA by Routledge & Kegan Paul in Association with Methuen, 1987), v-vii.

®?Leroy Little Bear, “Preface to the Routledge Classics Edition,” preface to On Creativity,
by David Bohm (London: Routledge Classics, 2006), vii-xiv.

63Leroy Little Bear, “Preface to the Routledge Classics Edition,”, vii.



Introduction 24

For these reasons, my journal explores the possibility of an
ontological holism within myself as Being Poetry using fluid
language as a medium to express an aesthetic pattern of
experience that could lead to goodness, openness, beauty, and
love. Although fluid language can appear fragmented, such an
assumption is the consequence of a dualist mindset that pre-
supposes a contradiction between wholeness and difference.
There is no need of fragmentation in order to favor difference
as it occurs in Blackfoot’s and Bohm’s ontology. The emphasis
on the verb rather than an emphasis on objects and subjects
would unfold difference into wholeness within the mundane
through a fluid and flexible language such as it is illustrated
by Leroy Little Bear’s notion of mind:

“The Blackfoot mind is a repository of creativity
because of the notion of constant flux. ... The
constant flux results in a view of constant change
and constant transformations. ...The Blackfoot
mind is a repository of creativity because it es-
chews boundaries and because, where there are
boundaries, it can readily transcend them. ...Lastly,
the Blackfoot mind is a repository of creativity
because of the Blackfoot language used to com-

municate.”**

For example, Leroy Little Bear argues that one can find more
than 300,000 forms to express the verb ‘to be’ due to its
creative use of morphology. It is difficult to understand such
framework of thought if one is part of those who speak solely
European languages such as English. This occurs because
one is constrained to a determined grammatical construction

64Leroy Little Bear, “Preface to the Routledge Classics Edition,”, x, xii.
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(subject-predicate) to communicate a complete thought.** In
contrast, the philosophy behind Blackfoot challenges this
notion of communication and language. Whereas European
languages “stress the notion of syntax”, Blackfoot language
“stresses morphology”, and in the same way Bohm’s mode of
language called Rheomode stresses the verb rather than the
object-subject.®®

As a result, I will reinterpret Bohm’s mode of language
through my journal which is divided in two main parts:
Part one consists of a series of poems or §. Part two is an
autoethnography that analyzes the poems in order to make
explicit the underlying motif in them: I am poetry. Perhaps
you can see that you are poetry, too. Part one is implicitly
informed by David Bohm’s notion of the rheomode where
morphology and the verb are emphasized over grammatical
structures and the object-subject dichotomies. The poetic
model is based on an initial Spanish framework of thought
that was translated into English. Spanish allows the omission
of the “subject” through verb conjugation. So, I attempted to
omit the subject in some phrases in order to stress the same
effect of an implicit subject, and at the same time elaborated
upon these poetic themes: §1-3 describe the suffering and
despair that I felt due to corruption in Mexico.

§4-5 describe the evocative and embodied experience that
fragmentation brings to the self.

§6-11 explore the use of the rheomode as an unconditional
form of communication that leads to wholeness.

§12-18 describe how there are two ways of experiences, the
historical and unhistorical that lead to a sense of wholeness

65Leroy Little Bear, “Preface to the Routledge Classics Edition,”, xiv.
66Leroy Little Bear, “Preface to the Routledge Classics Edition,”, xiii.
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and love that culminates in Being Poetry.

Part two begins with the poetic analysis through autoethnog-
raphy by explaining the fluid nature of Being Poetry through
the notions of poetic communication, the rheomode, and
being as unconditional communication that inform §6-11.

Second, I will analyze poems § 4-5 that describe fragmenta-
tion. I will illustrate how the mechanical philosophy of Rene
Descartes and Isaac Newton are Bohm’s explicate order, and
how mechanism is the fundamental pillar that allows the
dismissal of Bohm’s notion of flowing wholeness (i.e. impli-
cate order) through assumptions rather than facts. I will also
distinguish how our fragmented conception of language could
be the result of mechanism. This section will illustrate how
dwelling in fragmentation impedes our capacity of seeing
ourselves as poetic beings.

Third, T will offer a solution to fragmentation through a
poetic being that uses fluid language in order to experience
aesthetically wholeness. § 6, 15, 18 draw from the notions
of wholeness and agape to poetically describe the essence of
Being Poetry.

Fourth, I will describe suffering as a daydream. This is so
because angst can actually open a space for being poetry
rather than impede us to do so. Despair in its fullest allows
the self to become aware of its limit and provide the necessary
courage to leap into the openness of being as illustrated in §10.

Fifth, I will define the notion of love in its fullest because it is a
recurring and essential concept within my poetry. I will begin
by defining the different types of love (i.e. agape, nomos, eros,
and philia), and then I will explain how Bohm’s implicate
order could be used to illustrate the process of enfolding and
unfolding of agape within nomos, eros, and philia. Then, I will
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explain how the unfolded agape could be experienced through
two different ways: the historical as a notion that allows us
to remember past experiences with an unfolded agape and
the unhistorical as an unfolded agape that is felt through
the present moment. Both of these historical and unhistorical
experiences peak with the experience of the fullest love which
is an analogy to Being Poetry.

Finally, the totality of poems culminate in exploring the
possibility that you could see yourself as poetry too be-
cause once one experiences the fullest love as Being Po-
etry, the other is revealed as Being Poetry too. I will illus-
trate through an evocative experience how Bohm’s notion
of dialogue can allow us to communicate unconditionally,
and therefore through empathic intersubjectivity the poet
becomes implicate and the inner meaning of unconditional
communication becomes explicate as Poetry itself.
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The poetry written in this book was originially created in
Spanish due to its proximity to Latin.

Dios de la guerra 81

El sal6n brilla
de ausencia,
soledad arriba
por tu presencia,
la voz pregunta:
;Quién eres?
Mujer blanca,
de clase...
iCorte!

Tus ojos

me miran

e irradian

muerte,

Jcrees que miento?
Ah... pero,

jcomo lo siento!

A lo lejos

oigo el tatarear
de la querella:
...se acercan.
Son las gotas
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de Huitzinatzi
que fluyen,
vienen por

mi respirar
pero,

chacia donde?
...sino sé
quién soy.

iQuién fuera la tierra!

iQuién fuera Coatlicue,
la madre de los dioses,
espiritu, pureza
amorosal!

Te imploro,

pero sdlo veo,
solo, ver,

rever al sol,
Huitzilopochtli
y tal dios quema
de guerra...

;Por qué

nos ciegas,
Tlazoltéotl,
diosa del amor?

Muerte que me rodea §2

El buitre
de la avaricia
me despoja
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de mis ojos,

el doble filo

de la impunidad

mira mi imperfeccion;
enaltece a la indiferencia,
huele a su soberbia,
duele su resequedad,

solo las grietas quedan
del desierto que absorbid
al salado rubi del terror.

Grito, jSalvame!
pero me confiesa
el eco del silencio:
esos huesos
blancos buscan

al prisma

de la verdad,

€s0S me miran
sin estar.

;Entonces,

si no hay reposo
a donde le rezo

a mis muertos

si el 4cido es

mi Unico testigo?

Piedad

al corrupto
que se mutila:
entiende

al asesino,
siente

30
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su mente,

se miente,

te maldice,

se contradice,
nada es suficiente
y asi disimulamos,
y si no

Jpor qué sufrimos?

Lagrimas de Xochiquetzal §3

;Quién

me absolvera

de éste desgarro
que nos consume
en frialdad?

Lamentamos

lo intocable,
pero rechazamos
su existencia,

la esencia
emana,

esa certeza,

se vuelve
frustracion,
hecha

aprobacion.

Lamentamos

hasta que la bala

de la incertidumbre
atraviesa tu penumbra,

31
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es la muerte hecha sombra
y se libera...

Te lloro, me lloras,
no hay mar que llene
las cavernas

de la indignacién

y por eso hui,
cobarde colibri,
tomé lo que era

y me converti

en ti.

Te bebi

hasta embriagarme
de esa confusién
que asecha

hasta desechar

a la razon

de su amplio
corazon.

;Qué me queda
sin las flores

de Xochiquetzal,
que me parieron?

Cosecha de fragmentos 84

Soplando fotos,
esparciéndose
como fragmentos
de conceptos

32
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buscando
unidad,
cayendo

en debilidad,
perdiendo
sensibilidad

al tocar

el estanque

de la esterilidad.

Estoy
corriendo
para recuperar
los colores
que se llevo.

Definiéndose
por la corriente
que los lleva;
abrazados

en ideologia.

Sin observar
que algun dia
dejara de soplar
la cosechada
fragmentacion.

Espejismo de pensamientos 85

Fragmentando perspectivas
creo identidades,
dividiendo expectativas
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creo intenciones,
cambiando colores
por temores;

me vuelvo

un espejismo.

Caminando

entre espacios
limitados

por mi delimitado
conceptualizar,
mi reflejo

se vuelve

el escaparate

de mi pensar.

Atrapandome
entre lo real

e irreal,
decodificAindome
con la razén,
decidiéndome

a ilustrar

lo que significa
cocinar atomos
en mi interior.

Raices de mi mismo 86

Cocinando
lo que llevo
dentro,

disolviendo

34
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imposiciones
a través de
ingredientes

de felicidad.

Cada componente
se integra

a la masa

de la creacion
como si no
existiera
conceptualizacion
en lo aleatorio

de la intuicidn;
probando

las raices

de mi mismo
mientras

me convierto

en fuente

de amor.

Festejo de intuicion §7

Intuyendo
palabras estoy,
como si su sabor
me definiera
como la rima.

Cocinando
su recuerdo estoy,
como si su olor

35
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me abriera
el vapor
de emocidén cruda.

Comiendo

sus sabores estoy,
como si su estructura
me alimentara

de existencia.

Creciendo
significado estoy,
como si su esencia
me sembrara el fruto
de la creacion.

Ser intuicién en accidn,
festejando el movimiento,
transformando verbos

sin limites,

estoy.

Lluvia de Verbos 88

Soy, ser, siendo,

lloviendo verbos,

cayendo sobre

mi mirada molecular;

haciendo y deshaciendo

a la mascara de mi cognicion,
representando lo mas mecanico
de mi comunicacion

a través de empujar y jalar,

36
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yendo en contra de la gravedad,
declarando la guerra

a lo preciso,

matando pero recreando

a la hierba

de mi imaginacion,
ahogandose en los limites
de mi composicion,
escurriéndose mi recuerdo,
tocando las esquinas

del presente,

sembrando mafianas,
soriando en el micro,
despertando en el macro,
divisando al cosmos

desde mi perspectiva
hasta que sea tiempo

de elevarse en
contemplacion.

Ser uno 8§89

Contemplando
el horizonte,
inventando

de lo impecable;
una maquina
que explique

lo impredecible
del hacer.

Interpretando particulas
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a través de perspectivas
relativas;

bailando entre espejos
indicando por donde
ha de reflejarse

nuestro quehacer.

Sonando en el fondo
de lo inexplicable,
soltando las razones,
cae una vision...

Reverberando

en mi interior,

hay un verbo
deshaciendo,
desatando al sujeto,
escribiendo,
tocando al horizonte
que me deja

Ser uno.

Re-elevando 810

Uniendo, elevando,
integrando, revelando,
re-eleva tu sentir.

Cambiando
lo supuesto
por eleva;
una y otra
vez, re-eleva

38
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lo relevante.

Sublima
lo ordinario;
subleva
lo impuesto.

Uniendo, elévate,
revela la luz
de lo cotidiano.

Integrando, eleva,
re-elevandote hasta la cima
revistiendo las praderas

de creatividad.

Revelando,
eleva lo creado
hasta tu respiro.

iRespira,
re-eleva y salta!

Rheomode 8§11

Inicere
structate,
a-facere
irre-dividation,
amoris
sum-sacrum
poiesis.

Relevate,
qui-di-vidate

39
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re-vidate
sum-irrevidant.

Structate
relevate
vidate
amoris
sum-sacrum
verrate
poiesis.

Escuela de alquimia 8§12

Hay dos escuelas
pendientes a nuestro
actuar,

una narra el pasado
y la otra no quiere

hablar.

Las dos en guerra
parecen estar
hasta que

de tanto golpear
nace

otro pensar.

Le llaman

la escuela

de alquimia
donde nacid
la revoluciéon
que hace

40
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y deshace
cada
perfumar
con

su sofiar.

El alquimista 813

El alquimista aprende
de su sensibilidad

a ver lo que esta
oculto en las sombras
del memorar.

En tal estado del arte,
formula un perfume
que le permite pintar
donde no se permite
el mirar.

Su aroma

se va impregnando
de imaginacion;
como agua salvaje
enamorada

de la creacion

en un océano lunar
de inspiracion.

Su intuicién combina
esencias como mago
hecho revolucidn,
inspirando hasta

41
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invernar.

El hielo que respira

le quema los pulmones
como si su condena
fuera vivir ahogado

entre las notas fogosas
que narran el sufrimiento
de percibirlo todo,

sin saberlo olvidar.

Huella que retoina 814

La nieve

se disuelve
al caminar
con la mente
presente.

Va dejando
atras
huellas de gracia.

Va atravesando

un campo quemado
por el hambriento,
aquel que

hace nevar
impotencia

al desear

todo

lo que ve.

Cada paso

42
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que da

despierta

a un retorio

que representa

a la vida

que se desenvuelve
ante la delicadeza
del observador.

Observando
en calma.

Sigue
su transitar.

Hoja de maple 815

Quieto,

en el silencio del viento

se aloja una hoja de maple
como un corazon abierto
en el centro

del conocimiento.

Su aliento esta quieto

en el ojo de la tempestad
que hechiza su voluntad
hasta que no haya mas
que desear.

En tal libertad,
semejando a lo aislado
de una estrella fugaz,
el tiempo se fusiond
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con las exoticas venas
de la hoja

para demostrarle

que su condicioén

era herencia

hecha herejia.

Quieto

en el olvido elegido,

se liber¢ de las llagas

que lo habian llevado

a un altar de descabezada
esperanza.

Sélo asi,

pudo escapar

del rincén cubierto
de rojizo ayer
para volverse
primavera

una y otra vez.

Loto de Historia 816

La flor de loto

esta reposando

sobre el liquido que la nutre
del tiempo.

Su silencio

expresa un camino
entre las olas

del lago existencial.

44



Poetry in Spanish 45

La biblioteca de la memoria
es el hombre histérico

cuya estabilidad proviene
del arbol de la experiencia,
atrapado cada invierno

en su circularidad.

La semilla del edén
es el hombre posando
sobre la historia.

Crecera
hasta ser
dos,

arbol y flor.

De su muerte

nacera el conocimiento
que la biblioteca alberga

y se diseminaran sus flores
sobre el lago existencial
como lotos que marcan

en su presente

una historia sin fin.

El hoy expansivo §17

La historia sin fin es el presente,
el camulo de memorias

como nubes invernales

asechan mi intencién

y pretenden colocar la verdad
donde la vision aprieta.



Poetry in Spanish

iQué sera de nosotros
si no aprendemos

a desencantarnos

del pesado pasado!

De tanto ahogo,
me consumo

y de mi fuego
se iluminé

mi consciencia.

Veo ahora

a mi historia interna
COmo un compas

que puedo sintonizar
con lo que he de pensar,
sentir y transmitir

para ser extatico.

Vuelo y aprendo a sintonizar
esta historia sin fin,

entre mas alto vuelo,

mayor es mi perspectiva.

Desde lo méas elemental
hasta lo sublime,

la consciencia se expande
hasta tocar el infinito,

el hoy expansivo hecho luz.

Admiracion Multicolor 818

Un rayo de luz
cae sobre
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una flor
que posa
sobre

la méscara
dorada

de la mente.

Sus pétalos
multicolores
cantan

en unisono,

se van
vaporizando
en la atmosfera
y van
coloreando

el horizonte

de alegria
hasta
escaparse

al cosmos,
lugar donde
terminan
durmiendo

en admiracion.
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