








Ethics: A code of professional standards
Simon Fraser University

The University Research Ethics Board is a standing committee charged with the implementation of Policy R20.01, Simon
Fraser University's policy and procedures for review of ethical considerations arising from research involving human
subjects.

Simon Fraser University is committed to ensuring the highest level of ethical conduct for research involving human subjects
and to following the guidelines outlined in the Tri-Council Policy Statement, Ethical Conduct for Research Involving Humans,
(the TCPS). University researchers enjoy special freedoms and privileges, which include freedom of inquiry and the right to
disseminate the results thereof, freedom to challenge conventional thoughts, freedom from institutional censorship, and the
privilege of conducting research on human subjects with the trust and support of the general public, often with public funding.
With these freedoms come responsibilities to ensure that research involving human subjects meets high scholarly and ethical
standards, is honest and thoughtful inquiry, involves rigorous analysis and complies with professional and disciplinary
standards and methodological approaches.

Requirement for Ethics Review

1.1 All research involving living human subjects, conducted by any employee or student of Simon Fraser University, requires
review and approval by the Research Ethics Board before research is started, except as stipulated in 1.6, 1.7 and 1.8 below.

1.3 Research involving living human subjects occurs when data are derived from:

information that is collected through intervention or interaction with a living individual (e.g., interviews, questionnaires,
observations taken that are noticeable by the individual),

secondary sources/non-public sources (e.g., interviews about a living individual, company personnel records, student
records collected by an educational institution),

identifiable private information about a living individual.

1.4 Research about a living individual, based exclusively on publicly available information, documents, records, works,
performances, actuarial materials, or third party interviews, is not required to undergo research ethics review. However, such
research requires ethics review if the subject is approached directly for interviews or for access to private papers.

1.5 All course-based research assignments involving living human subjects require ethics review and approval {see section
6.3).

1.6 Certain classes of research involving human subjects are excluded from the requirement of ethics review by the
Research Ethics Board at SFU:

research conducted by a member of the academic staff as an Outside Professional Activity (see A30.04), or by other
employees or students, as long as the research data are not collected by asserting connection or affiliation with Simon
Fraser University, and the results are not disseminated in the public domain indicating association with Simon Fraser
University, and the research is not conducted at Simon Fraser University or using Simon Fraser University resources,

research undertaken by students outside the auspices of Simon Fraser University and/or its academic programs (e.g.,
students on co-op or work terms outside the University) that does not require Simon Fraser University resources and is not
directly supervised by Simon Fraser University faculty,

1.8 Research on public policy issues, public institutions, and other matters that in a free and democratic society can properly
be considered as part of the public domain is not required to undergo ethics review, even when interviews with individuals
occupying positions connected to such matters are involved.



1.9 The opinion of the Director of the Office of Research Ethics should be sought whenever there is doubt whether or nota
particular research project requires ethics review.

http:/iwww.yorku.cafigreene/tricoun.htm
The Tri-Council Ethics Statement

Following is a condensed version of the Tri-Council ethics statement, prepared by lan Greene. The full statement of these
principles can be obtained from the Office of Research Administration, the Centre for Practical Ethics, or on the web at:
hitp:/iww.sshrc.calenglish/programinfo/policies.

1. Respect for Human Dignity: The cardinal principle of modem research ethics is respect for human dignity. This principle
aspires to protecting the multiple and interdependent interests of the person - from bodily to psychological to cultural
integrity. This principle forms the basis of the ethical obligations in research that are listed below. [tis unacceptable to treat
persons solely as means (mere objects or things), because doing so fails to respect their intrinsic human dignity and thus
impoverishes all of humanity. Second, the welfare and integrity of the individual remain paramount in human research.

2. Respect for Free and Informed Consent: [ndividuals are generally presumed to have the capacity and right to make free
and informed decisions. Respect for persons thus means respecting the exercise of individual consent. The principle of
respect for persons translates into the process and requirements for free and informed consent by the research subject.

3. Respect for Vulnerable Persons: Respect for human dignity entails high ethical obligations towards vulnerable persons —-
to those whose diminished competence and/or decision-making capacity make them vulnerable. Children, institutionalized
persons or others who are vulnerable are entitled, on grounds of human dignity, caring and faimess, to special protection
against abuse, exploitation or discrimination. Ethical obligations to vulnerable individuals in the research enterprise will often
translate into special procedures to protect their interests.

4. Respect for Privacy and Confidentiality: Respect for human dignity also implies the principles of respect for privacy and
confidentiality. Privacy and confidentiality are considered fundamental to human dignity. Thus, standards of privacy and
confidentiality protect the access, control and dissemination of personal information. In doing so, such standards help to
protect mental or psychological integrity.

5. Respect for Justice and Inclusiveness: Justice connotes faimness and equity, and concerns the distribution of benefits
and burdens of research. On the one hand, distributive justice means that no segment of the population should be unfairly
burdened with the harms of research. It thus imposes particular obligations toward individuals who are vulnerable and unable
to protect their own interests in order to ensure that they are not exploited for the advancement of knowledge. On the other
hand, distributive justice also imposes duties neither to neglect nor discriminate against individuals and groups who may
benefit from advances in research.

6. Balancing Harms and Benefits: The analysis, balance and distribution of harms and benefits are critical to the ethics of
human research. Modem research ethics, for instance, require a favourable harms-benefit balance - that is, that the
foreseeable harms should not outweigh anticipated benefits.

7. Minimizing Harm: Research subjects must not be subjected to unnecessary risks of harm, and their participation in
research must be essential to achieving scientifically and societally important aims that cannot be realized without the
participation of human subjects. In addition, it should be kept in mind that the principle of minimizing harm requires
that the research involve the smallest number of human subjects and the smallest number of tests on these subjects
that will ensure scientifically valid data.



Information Sheet for Interviews

The Undergraduate Semester in Dialcgue is a program of the Morris J. Wosk Centre for Dialogue at Simon Fraser University. The
semester in dialogue addresses what we believe is the principal challenge for contemporary education: to inspire students with a
sense of civic responsibility, encourage their passion to improve Canadian society, and develop innovative intellectual tools for
effective problem solving. Each semester we develop an original and intensive leaming experience that uses dialogue to focus
student education on public issues.

This is a class project for the Undergraduate Semester in Dialogue at Simon Fraser University. Students are writing a short article
for a public audience focused on the themes of sustainable development, leadership and social change. Short excerpts from the
interviews may be quoted in the assignment, with a reference to the date, but rest assured that any identifying details that risk
infringing on the participant's privacy will be changed. Research notes will be labeled with a pseudonym, not the participant's name.
If participants would prefer to be named then please make this request to the students. If you would like to discuss the class project
with the instructors please contact either Mark Winston Director Undergraduate Semester in Dialogue at 604-268-7894

(winston@sfu.ca ) or Janet Moore (jimoore@sfu.ca) 604-268-7884.

If you have concemns with participating or would like to remove yourself from participating you are free to do so at any point. The
student will leave contact information with you if you need to contact the student at any point during the term. Thanks for your
cooperation and helping these students with their research project.

Checklist of discussion topics

o General discussion of research involving humans - tri policy research council website and highlights and SFU policy 20.01

o Confidentiality and Aronymity - no recording devices will be used and students will not use names or positions when discussing
interviews in class.

o Consent - use of verbal consent



http://ed-web3.educ.msu.edu/digitaladvisor/ResearchFiles/InterviewGuide.htm
1. Research Questions aren't Interview Questions

The first important fact of interviewing is that research questions are not the same as interview questions. Your
research question describes the issue you want to learn about, but you rarely can learn about that issue by
asking others that literal question. If you want to learn why students bully one another, you can't just ask them,
"Why do you bully him," or "Why do you think he bullies you?" Research questions are usually too broad to
serve as productive interview questions. Once you have a research question, you must devise a data
collection plan that will help you gather credible evidence, or clues, that are relevant to your research question.

2. If you ask a question, they will answer it.

The second important fact about interviewing is that people will answer the questions you ask them, even if
they have never really thought much about your topic. If they agree to be interviewed, they will continue to try
to be helpful by offering whatever they can about your topic, even if it means inventing answers or
exaggerating how much they have thought about your question. This means that the "evidence" you are
gathering may not very accurately reflect real views. So you need to think about ways to pose questions that
don't elicit overly-helpful responses.

Approach your question from the side

One way around this is to approach your topic sideways. For instance, suppose you are interested in whether
or how teachers use research. If you ask them to speak specifically about this issue, they will try their best to
come up with some uses, refer to studies they have read and talk about how they have responded to those
studies. These responses will give you an inflated notion of the degree of reliance on research. An alternative
approach would be to ask how they make decisions about particular things-things where research could have
been useful-say, deciding whether to use cooperative groups or not, and then probe extensively for where
they got their ideas when they made that decision. If you are lucky, they will refer to research studies when
they answer these probes.

3. Espoused Theories Differ from Theories in Use

The third important fact pertinent to interviewing is that people hold two sets of ideas about the world: Their
espoused theories and their theories-in-use. Espoused theories are the things they believe they believe,
though they may not always act on those beliefs. Theories-in-use are the ideas that actually guide their daily
actions. Think of the person who loves mankind but can't stand his neighbor, or the teacher who believes all
children can learn except two particular students in her classroom.

This fact creates a problem for your interview. Your task is to learn their theories in use, but they may be
unaware of those. Instead, they will offer you their espoused theories. The best way to learn theories in use is
to ask about concrete examples rather than about general principles. Here are some ways to do this.

Ask about Hypothetical examples or vignettes

Suppose you are interested in how students respond to teachers' disciplinary actions. Instead of asking them
to tell their general philosophy about discipline, give them two or three specific examples of disciplinary moves
and ask how they would respond to each one, and why. Vary your hypotheticals to capture the variety of
disciplinary actions you are interested in.

Ask about specific things they have done

Suppose you are interested in learning what kind of homework teachers normally assign. Instead of asking
teachers what kind of homework they normally assign, ask them to bring you three specific instances of
homework they have assigned this week. Then organize your interview questions around these specific
instances.



Or, suppose you are interested in knowing how often teachers ask their students to work in groups during math
class. If you ask them them about their average or typical use of groups, they may over- or underestimate how
frequently they do this because the practice may be part of their espoused theories of teaching. Instead, ask
them whether they used groups during any math classes this week, and then ask why, or why not, and probe
for the details of what motivated them to engage in or avoid this practice at these particular times.

Use Stimulated Recall

There may be times when you suspect that teachers may not be completely aware of their own actions, or that
students may not recall all the details of even a recent experience. You can stimulate their recall by showing
them a videotape of the event you want to discuss in the interview. This is called "stimulated recall." The
videotape stimulates their memory and helps you get more detail. The idea is that, by reviewing the tape,
teachers and students will recall more details of what they were thinking and what they were trying to do at any
given moment. Ask them to explain what was going on, what they thought about it. Ask them why they
responded as they did.

4. Interviews are Social Occasions.

The fourth important fact about interviews is that they are social occasions, and you cannot avoid the social
interaction that occurs during an interview. There are two sides to this. On one side, the interviewee will want
to put his best foot forward. He or she will want to be perceived as caring, thoughtful, reasonable, or justified.
Even if your interviewee is willing to discuss sensitive areas, there will be a tendency to put them in the best
light possible.

On the other side, virtually everything about you conveys a social message to your interviewee. Your clothing
and mannerisms convey your position in life and perhaps your social attitudes as well. Regardless of whether
they perceive you as an educator, a liberal, a child advocate, or an stuffy academic, they will tailor what they
say to be more acceptable to the person they see as their audience.

You can add to or reduce these tendencies by your mannerisms. Your facial expressions, head nods, and
verbal "um-hmm's" convey approval or disapproval of what the interviewee is saying. If you respond effusively
to some of the things they say, you will encourage more of those things in their responses. If you furrow your
brow, express sympathy with their plight, you encourage them to adopt that posture.

This doesn't mean that every interviewee is purposely deceptive or devious. In fact, just the opposite. These
things occur naturally in every human conversation as people reach out to one another and try to find common
ground. But the tendency to reach out and to find common ground can create problems in an interview, for the
purpose of an interview is to learn what the other person would think if you weren't there asking him.

The best defense against social processes is not to accept people's initial answers to your questions. Don't
take their first answers as a final answer. Design your interview to challenge their claims. You don't have to be
hostile to do this, but you do need to think about it how to do it without being hostile. Here are some strategies:

Ask for Elaboration

When a person says he wants to accomplish X, push for more detail on about why. Ask things like "Why was
that important to you? What would happen if you didn't do X? Or, conversely, if they say they were afraid to do
Z, or wanted to avoid Z, ask what would be wrong with Z, why would Z be a problem, what would happen if
they did do Z.

Ask about Opposing Ideas

When your interviewee says she wanted to do X, or to avoid Z, you can also challenge her thinking by posing
the opposite idea. Say, for instance, "Some people think it is important to do Y. What do you think about that?"
Or say, "Last week | interviewed a teacher who said she thought Y was more important than X. What do you
think about that?"



Ask if their Rationale is All-encompassing

Often interviewee explain their actions by saying they were required to do something. For instance, a teacher
may say she taught this content because it would be on the test, or a student may say he did something
because the teacher told him to. These explanations move responsibility for actions to some other location.
They give the impression that the person's actions are entirely determined by the demands of the situation or
the demands of another person. You can learn more about how they decide what to do by asking them if they
always do whatever the requirements are. Does the teacher always teach whatever is on the test, does the
student always do whatever the teacher says to do? Chances are, your interviewee will say no to this question,
so that you can then ask why they followed the rule in this specific situation. You can ask about the situations
when they don't do what is required, or how this situation differs from others.

Ask about Other Influencing Conditions

Ask your interviewee if he or she would respond differently, or act differently, under specific other conditions.
Ask, for instance, how they would have responded at some earlier point in their career, or how they would
have responded if another teacher had done this, or how they would have responded if they were teaching at
another grade level.

These questions are all called "probes." You begin with a stem question about a particular event--what
happened, why, how did you respond, etc., and then you probe further. The idea of all these probes is to get
past their espoused theories and their notions of what will sound good to you, and into the real details of their
thoughts and practices. You want to get your interviewees away from gross generalities and learn the
exceptions to their own rules, the nuances, the counterpoints and the "other hands.”

5. Testimony by itself is weak evidence

The fifth important fact about interviewing is that testimony from interviews is perceived by others to be a
relatively weak source of evidence. Advocates of qualitative research generally argue that you need multiple
sources of evidence in order to make a claim. For instance, you can't conclude that teachers were skeptical
about a new policy if the only evidence you have is their word for it. The best solution to this problem is to rely
on multiple sources of evidence. For instance, look at what they say to you in the interviews, what they say to
peers in staff meetings, and what they do in their classrooms. The process of reconciling these various sources
of evidence is called triangulation.

If your study is based entirely on interviews, you can't triangulate among multiple sources of evidence in the
way that qualitative researchers advocate. However, you can try to get multiple "takes" on the same issue
through an interview. For instance, to learn teachers' views on a new policy, ask one line of questions directly
about the policy, another line of questions about a related issue, slipping some references to the policy into
that line, and a third line of questions about practices that are relevant to the policy as well.

Many of the suggestions offered above, in regard to other basic truths of interviewing, will also help here. For
instance, if you ask people about two or three vignettes, or about two or three specific experiences, you can
treat each of these events as one source of evidence and you can compare them. If you ask people about
opposing ideas, or what would happen if they didn't do what they thought they should, you are obtaining
multiple sources of evidence.

Sometimes you can obtain multiple sources of evidence simply by rephrasing the same question so that you
emphasize a different aspect of it. Researchers have found, for instance, that people respond differently to
questions about probability depending on whether the odds are described in positive or negative terms: One
question asks if they would bet when the odds were one in ten that they would win, another asks if they would
bet if the odds were nine in ten that they would lose. The odds are the same in each question, but responses
differ because of the emphasis. It doesn't hurt to re-ask the same question with different phrases or from
different perspectives.



19. Lingering, Linking and Layering

by LeaH BURNS

Often when I examine my work as a researcher and artist using
traditional academic wriring, fingertips to keyboard and eyes on the screen,
1 find myself physically and mentally resisting the process. What kind of
dialoguc is this? Where are the gestures? Where is the spontaneity? The
most fun is in the cut and paste, the arrangement of the final draft, when
I can engage somec sense of choreography. The format of conventional
scholarly work can bring a sensc of clarity but it can also limit or restrict
the pathways we use to approach learning or knowledge and, in so doing,
it limits our understanding,.
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Like a diver at the edge of a precipice, armed with rescarch data and
steeped in theory, 1 tense and ready myself for the perfect plunge —
form, grace, precision — a sentence that cuts to the core of an idea. The
point is clear; | know where [ am going. But is this an appropriate
medium for sharing what I have learned? Where, after all, am 1 situated
and how did I get here?
actions web
inte arrows of intention
momentum
for a smooth trajectory
pin prick point
chaos born through the eye of a needle
exploding outwards
target a miss

My immediate association with the term "research” is with organizations
or institutions that have a structured relationship wich information and
with phenomena under investigation. Assuming that research emerges
from or is necessarily linked to formal institutions, ous understanding
becomes bound up with the philosophical underpinnings on which these
organizations are founded. Their foundations privilege certain groups
over others and certain ways of knowing over others; they are racialized,
gendered and classed. Mugh of the discussion about arts-informed
research revolves around justification and negotiation within dominant-
systems of knowledge-production. In this context the arts as disciplines,
Jet alone as forms of research, are already seen as marginal or “other,” not
a part. '

I understand that the motivation behind the pursuir for legitimacy, or,
at least, recognition within current perspectives, is borne out of a desire
to transform them. [ dislike, however, the pressure to deconstruct, extract
and relocate alternative forms of knowledge production into dominant
contexts; in other words, to use criteria of the dominant pcrspectivcs w
validate or acknowledge meaning, The relationship is not a reciprocal
one. Discussion is necessary but How, and On whose terms? Where is
the common ground? Who is benefiting? It is important to be critically
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aware even of the way in which dialogue about research processes is
shaped.

I engage in research through the arts as a means of finding pathways
towards constructing knowledge in ways that are different from my own
training in traditional Western systems of education. These Western ways
emphasize texts, argument, “objectivity,”.and the search for universal
truths or correct answers. My putpose is to subvert dominant paradigms
to obtain and promote new perspectives and the leacning of new things.
This challenge includes examining how I am implicated. As a young,
white, heterosexual woman situated in the Anglo-Euro-North American
academy how might my work be perpetuating the inequities that 1
critique? | endeavour to engage these issues individually and in collaboration
with others by using crirical, creative, arts processes to fearn about or
inquire into the various inter-subjective relationships that we encounter
in our perceptual and conceptual experiences. My approach to inquiry in
general and arts-informed research in particular.involves three intes-
connected processes: lingering with, linking and layering ideas and
forms.

Lingering

[ finger with ideas or phenomena to get to know them thoroughly. To
commit to learning about something is to begin an on-going relationship
that continues to develop over time. Parv of my proceéss of familiarization
with a ropic involves looking at it from many different vantage points
and acknowledging my own presence. | must be part of the equation
because, inevitably, my perspective — context, identity, history, — is
inextricably tied to the shaping of the inquiry. It offers certain possibilicies
and certain limitations. Research in most formal settings favours urgency
and mastery. I need to spend a lot of time with both a phenomenon and
a medium in order to develop my understanding of and my relationship
with them. Times of leisure and times of urgency offer different kinds of
interaction and need to be equally supported. This does not mean that 1
do not use tools or express ideas until 1 have a mastery over them. On
the contrary, I discourage the concept of mastery.
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1 do nor ask the question in order to answer the question; 1 ask the guestion

again and again in order to know the question.
— Leggo, 2001, pp. 177-178.

No matter how much I think 1 know or how thorough I feel Tam in
my methodological approach towards a particular project, there will
always be multiple perspectives that are not embodicd within my study.
There is more to be learned. There are more voices to be heard.

Linking o
Consciously engaging in activities that inquire into rclauo_nshlps among
phenomena is also important. A comprehensive analysis of phenomena is

not achieved by isolating them or by interpreting them without
acknowledging their contexts. All forms of undcrstanding.and states of
being are relational; I understand how things are at a paru.cular moment
by relating them to other things. Therefore linking, or making connections
between ideas, phenomena and contexts is an important part of" (hc.
research process. The Western experience of ideas and information is
fragmented. Knowledge-making.is rigorously disciplined — scPararcd
into subject areas and broken down into units. These boundaries are
embedded not just in conceptual structures but also in physical ones. The

dominant designs of built environments and technologies, for example, or

practices for action, reflection, communication and dissemination,

embody these divisions. They separate both people and ideas. How does
one begin to transgress these barriers?

Layering o
One of the ways in which I create links is by working across d!sc1plnr|cs
and using multiple methods of inquiry to explore phenomena. The use 9f
these various methods is not a way of determining the "best” interpretation
or secking to merge perspectives into a guiding concept but, rather, a
kind of layering, not directive but descriptive. One perspective touches
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on or encompasses aspects of the whole that another might miss so that
they are all essential and inter-dependant. Layering permits (what may
scem to be) contradicrory interpretations to sit with one another. The
layers always have gaps between them which I cannot and do not seek to
close. These gaps represent distances between layers, places where they do
not mect. Like a traffic jam that sandwiches or gridlocks, their meaning
or function is multiple. By holding idcas and viewpoints in relation to
one another but also keeping them apart, the gaps may be generacive and
static, simultaneously full and empty. My subject position is only one
perspective from which information can be interpreted — there are
many. | do not claim that everyone must interpret my work in one specific
way. I can share what it has ineant for me but I can also learn from what
it means to others. Allowing layers to co-exist within research, without
jeopardizing their integrity, may deepen analysis and leave room for
negotiation. Maintaining integrity, though, does not preclude intersection
or confrontation. I do not use this metaphor to envision separate islands
of experience floating in equilibrium as if they are socially and politically
neutral entities. Hierarchies exist within and among research paradigms.
Gaps between layers act both as spaces of potential and limitation. A
critical awareness acknowledges how layers are stacked for us or against
us. Do they line up and overlap along a vertical, or a horizontal plane?

The three principles — lingering, linking, and layering — move
together within a non-linear relationship constantly changing and shifting,
They are mutually supporting and challepging; together they provide a
uscful framework for rethinking approaches to reseacch.”

In my own practice 1 do not differentiate between the “arts” and “arts-
informed rescarch.” My art-making pracesses are forms of research in and
of themselves: arts informed research; arts formed in research; arts
rescarch informed; research formed in arts. Consequenty, whatdo I .
define as critical, creative arts practice? Having grown up in Canada and
being educated in the public school system, my associations with the
word "ant” privilege specific forms: drawing, painting, sculpture, drama,
dance, poetry, music, film. Art as a term, however, can be traced in its
meaning to a state of being — thou art, “you are.” A state of being may
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imply a way of being. To make arr may be interpreted as a conscious
expression about a way of being in the world.

Creativity implies difference, innovation. In order to be innovative,
researchers must have both an understanding of and reladionship with whatl
already exists in one's experience and a willingness to explore differences
or different ways of knowing. So, then, to be creative is to explore
unknown subjects and / or to explore subjects through unusual means.
Expressions or processes of creativity also allow space for further inquiry.
They are open, always in process, not closed or completed, infinite racher

than finite.

I now know that creativity is greatly enhanced by the act of, producing many
versions of what would otherwise seem to be the same thing, and that the
process of making art is not such a magical or exceptional patsern: it can be

learned
— marino, 1997, p. 27.

To take a critical approach to the making of art as research is to be
aware of the contexts in which the work is situated, to acknowledge the
fact that other contexts and perspectives exist, to take into account how
they relate 10 one another and to identify the implications and consequences
of those relationships — lingering, linking and layering. Considering
this, a definition of critical creative arts-informed rescarch might be: the
use of unconventional fofms and / or processes to make a conscious
expression abour ways of being and understanding (the known) in the
world, in relation to other ways of being and understanding (the
unknown). They are processes of expression and reflection — re:search,
to look again, to look differently.
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20. By Whom and For Whom?

Intersections of Participatory Research

and Community Art

by DEBORAH BARNDT

Take the term “résearch™and add the qualifier "participatory.” Take the
term “art” and add the qualifier "community.” In both cases, common
sense notions of what is considered "research” and what is considered
“art” are challenged, and the. power dynamics inherent in any research -

and art undertaking are explicitly engaged.

© Participatory Research

As a member of the first Participatory Research Group, the North
American satellite of a new international nerwork working out of the
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14. Research as Poetic Rumination:
Twenty-six Ways of Listening to Light

by CARL LEGGO

Where does that singing start, you know,
that thin seund-abnost pure light? (Crozicr, 1995, p. 3}

Whenever wherever whatever has happened
is written on waters of Babel. (Szymborska, 1995, p. 29}
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Inquiry into Writing

They go on spinning out of eyeshot, snapshos, beyond the reach of evidence.
The stories we invent and refuse to invent ourselves by, all unfinished.
(Matlace, 1996, p. 130)

16's just the light |

Jalling so far into itself

it hasn't reached the bottom yet. (Crozier, 1995, p. 25)

a

I am learning to listen to light. While on sabbatical leave last year, my
first sabbatical, I walked the dike that writes a broad line between Lulu
Island and the Fraser River and, while I dailywalked the dike, I listened
to the light. Once upon a time [ saw light, counted the colours, coined
adjectives to name the colours on paper, a kind of record of what I saw
for remembering and sharing, images and phrases for new poems. But 1
always knew that the light I saw was the visible light, its visibility render-
ing invisible the places the light comes from, the places the light goes.

The whole wild sensual experience of seeing seems 1o stop with the abun-

dance of the solid, expansive, created world. -

Like che narrator in Lorna Crozier's poem (1995), “Photograph, Not
of Me or Litcle Billie, Circa 1953," who confesses
"I, too young to be ac home
alone, am already obsessed
with the invisible” (p. 21).
I, too, am obsessed with the invisible which cannot be seen, bur can be
heard. - . o

And I am reminded that I do not know how to listen to light. Do I lis-
ten with my ears, my heart, my spirit, my blood, my bones? I have
trained my eyes fairly well to see light, and can tell the difference
between light caught in Arctic smoke, and the light whipped by a sturdy
easterly wind, and the light lined by eagles and herons and ducks and
geese. But [ am still only seeing. Now 1 am learning to listen to light.
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b

In her poetry Crozier (1995) reminds me to listen to rhythms thar are
more incernal than external, rhythms thac play outside the bands of my
ordinary auditory consciousness:

"Where does the singing stare?
Here, where you are, there's room
between your heartbeats,

as if everything you have ever been
begins, inside, to sing” (p. 3).

1 have listened 1o the systole and diastole of my heart, the rhythm of
coming and going, going and coming, humming, intimately known, inti-
mately unknown, but I have never listened 10 the singing between the
heartbeats, assumed only empry dark places, easily ignored and dismissed.
Now I wanr to listen to the light that pulses between the beats in my
heart, this heart long seen as a beast, uncontrolled, fickle, dangerous. |
seek to leain the language of my heart.

¢

I grew up in a part of the world born out of the North Adantic where
winter nights were afire with snow and stars and moon, singularly differ-
ent from the part of the world where I now live, the grey sky one with
wet asphalt and concrete. Many people dismiss my memories of light in
Newfoundland as nostalgia-riddled imagination, might even show me
meteorological records and statistics to prove that Newfoundland winters
are overcast and relentlessly written in snow, rain, hail, sleet. And 1 know
I need to listen to the light in the Lower Mainland of British Columbia,
an arc of the Pacific Rim, need to learn to hear the language of day and
night in a grey world. But how can I learn to listen to the light around
me when in middle age, I am finally beginning to listen to the light that
bears in my heart? Wich more ¢onfusion than I can hold. f am not com-
fortable with connecting the word "heart” o my scholarly writing
because my sense of scholarly writing has been shaped by teachers and
academics intent on filling the world with five-paragraph theme papers
that prattle with predictable and pedantic persuasiveness, teachers who
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fear poctry with its subversive search for the strange. But I contend that
this essay on rescarch as poctic rumination is scholarly writing, even
though it might not always look or sound like the scholarly writing that
fills academic journals beyond counting.

[n face this writing might be closer to the mieaning of scholar than
much writing that claims the label “scholarly writing."” Scholar is derived
from the Greek schole which signifies "leisure employed in learning.” In
much scholarly writing, "learning” is defined as research, explication,
logic, reason, argument, and persuasion. The emphasis is on conclusions,
implications, and reccommendations. There is frequently a tone of world-
weary urgency, akin to a military operation or corporate venture or polit-
ical strategy convention. In most scholatly writing, leafning is not born
out of leisurc.

d

A while ago, I walked to a community wharf, and sat for a long time
looking at the light in the alders and aspens, in the clouds, and in the
river. [ closed my eyes and listened to the light, and for a long time all I
could hear were transport trucks, low airplanes, fast cars, relentless con-
struction, air brakes puffing, horns blowing, metal clanging, ship engines
rumbling. My cars were also rattling with strident tensions and conflicts,
personal and professional, including university politics, ubiquitdus with
e-mail tentacles. How could I listen to light in a cacophony of noise?
Light's liling lyrical voice was lost. Or so it scemed for a long time, until
I knew the song of the light this day was not lost, only quiet, and |
learned again the lesson, many times learned: I must listen carcfully with
my cars, as well as my heart, so I can hear the light, even when it makes
no sound.

My research is the fruic of leisure, and it bears the sun-washed, moon-
drawn, shadow-written lincs of light where it has lingered. Like the
familiar traditions of scholarly writing, my writing includes research,
explication, logic, reason, argument, and persuasion, but the ingredients
are mixed in unfamiliar ways, in a ruminant, poetic brew of learning
sought and gained in the employment of leisure.
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1 have been encouraged by Frederick Franck (1993) who refers to his
book, A Little Compendium on That Which Matzers, as "the organic
extract of long and intense, mostly non-discussive rumination” (p. 5).
This is a clear and concise description of the kind of writing that I most
want to pursuc and promote. There are long-standing traditions of writ-
ing as non-discursive rumination: Augustine, Pascal, Stein, Weathers.
Rumination reminds me of the cows | see in the pastures protected by
the dike. There are many lessons I can learn from cows and the ways of
cows. Rumination reminds me of the ways that poets live and write.
Why is "discursive writing" so highly valorized? What is "organic
extract”? In what ways do words live? In what ways is writing organic?
Perhaps I try to think about these notions too literally. Perhaps T nced to
speak about organic without tying the word to conceptions of high
school biology. Perhaps I need to acknowledge the existence of spirits and
angels and embodied winds and waters and light. | resonate with
Franck's adjectives, "long and intense,” because | fear that most educa-
tion research is about doing things quickly. There is no time for linger-
ing, no time for waiting on words, no time for listening,

f

As Wislawa Szymborska (1995), the Polish poct and winner of the
1996 Nobel Prize for Literature, writes in View with a Grain of Sand:
Selected Poems, the human
“sees only with his eyes;
hears only with his ears” (p. 60),
and, therefore, hardly knows the world at all. So, [ search for a poetics of
research in long walks on the dike where I listen to light, smell the line of
a heron startled into slow motion by my presence, taste the screeches of
cagles and hawks, poke with the roots of alders and aspens into the black
carth, sce the scent,of the seasons. In my walking and researching, I hear
ducks laughing in the slough along the dike, and my research question
laughs with the ducks: What are the ducks faughing about? I do not ask
the question in order to answer the question; I ask the question, again
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and again, in order to know the question. My research is really about
opening my ears and eyes and tongue and skin and nose and lungs and
heare and spirit, 1o learn to laugh with the ducks.

In my research I am a sceptic, ceaselessly susceptible to surprises. I
believe nothing, and yet I believe almost everything. I am a skeptical
optimist, an agnostic believer, faith/full and faith/less ac the same time,
never still and still always seeking to be suill. ‘

WINTER ALPHABET

returning in March after seven years
of November to January rain

I know only I have forgotten
the winters I grew up with

for a few days I walk in Corner Brook
as if I am fighcing winter

head down, going somewhere fast
except [ move slowly

almost pantomime, pushing myself
through winter like walking under water

[ must learn to lean with winter
seek its erratic thythms

like a dory sliding up and down
the smooth sides of a rough sea

[ taste winter, winter savours
my body with a lustful lover's apperite
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snow bites pinches pokes stabs
slices like a set of sharp knives

in a TV infomercial
neatly skinning a tomato

snow acts with verb exuberance,
a veritable thesaurus of action words

winter reduces the world
people stay home more

huddle in cheir cars more
hide in shopping malls more

deep snow, hard-packed snow,
plowed snow, powder snow

no hint of spring anywhere
except spring always comes

sunglasses esseritial, blind colour,
light and shadow. t¢ar the retina

SNOW in mountain creases
and cracks, a monochrome world

like the alphabet on paper,
a text | am learning to read again

reminded how quickly I grew
illiterace, lost my language
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h

Frederick Franck (1993) refers to his book, A Litsle Compendium on That
Which Matters, as "the organic excract of long and intense, mostly non-dis-
cursive rumination” (p. 5). The word organic means: "derived from living
organisms”; or "having an organization similar in its complexity to thac of
living things." The word organic is rclated to the living, ecology, the mysti-
cal and spiritual, the world of interconnectedness. Franck writes about "the
organic unity of what is as infinitely diversified as it is interdependent” (p.
16). Even a lump of coal has a history. The wood that washes up on the
shore of the Fraser River is remembered in our bones. We are connected.
So much research secks to pass around that connectedness, seeks to line out
the individual parts in easily digestible diagrams. As Franck suggests, "The
Oneness of the Many, the Manyness of the Ore, the total interdependence
of all that lives on earth, far from being an eschatological pipe dream, is the
fundamental fact we disrcgard at the price of inevitable extinction™ (p- 16).

! want research that knows its humility, its fucility, its volatility, that seeks
its validity and reliability in places other than statistics. The organic cannot
be reduced. Like organ music, the whole exceeds the parts. There is some-
thing ineffable that holds the parts together. This ineffability is not possible
without the parts, but the parts only become organic in the instance that
they sing out this incfFability. ' '

The word organic means "characterized by the systematic arrangement of
parts” which can be understood in the ways of a factory assembly line
where an automobile is put together, piece by picce. Or "the systematic
arrangement of parts” can be understood in the ways of aesthetic produc-
tion where the system is inherent in the artist’s vision and hence inherited
from the artist’s efforts to represent his or her vision. Therefore, “the sys-
tematic arrangement of parts” can be prescribed and formulaic, o’
inscribed as pare of the process of dreaming and forming. I want research
that begins in a place of unknowing, with a leap of faithi, a courageous will-
ingness to embark on a journcy. I wane rescarch that seeks out mysteries
and acknowledges even the muddled, mad, mesmerizing miasma that rises .
up as a kind of breath and breathing, connected with the pulsing and com-
pelling rhythms of the heart.
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i
Whatever directions the research journey takes, Szymborska (1995)
invites me to return, always, all ways, to questions about what is impor-
tant, and what is not, even to question the questions about what is
important and what is not:
"Above me a white butterfly is fluctering through che air
on wings that are its alone,
and a shadow skims through my hands
that is none other than itself, no one else's but its own.
When I see such things, I'm no longer sure
that what's important
is more important than what's not" {(pp. 176-177).
In my research, I am like the narrator of Daphne Marlatt's (1996)
novel, Taken, who seeks to know her mother:
There was the story and there was the real presence of her body
which I knew elementally, apart from its history. Only now do i
search out the traces, eager to know what shaped her, how she
became who she was, Esme, the woman of a photographed reality i
never knew. The world they lived in then (p. 6).
Research is akin to Sherlock Holmes' concocting a story out of a few
traces, but instead of Holmes' deductive logic, I want to read the traces
with the heart. I want to evoke or conjure a wholencss from the traces.
As Matlatt writes, "Perhaps we've forgotien how to tell the secret, hesi-
tant ones, the ones that verge on the very rim of silence” (p. 22).

SOS
I have stories
to tell

and language

for telling them
but still not enough
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I need others

who know
the language
otherwise why

tell the stories
at all
when [ can

live them
except in telling stories
I hope to weave

my stories
with the stories
of others lining

a text together
a textile sufficiently
close woven

to warm reality
to let real light
through/in/out

my writing is
always an SOS

fear of desertion
alone frantic

for rescue
connection human
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foot prints in the sand
wanting the search{ers)
to return

k

I want research that hangs out in the spaces between a poetics of possi-
bility and a poetics of impossibility. I want rescarch fired in the spirit of 2
hermeneutics riddled with riddles, a hermeneutics that conceals, as well
as reveals, a hermeneutics that obfuscates, even as it clarifies. ] want
research that pokes into the cracks where light can find release. I wane
research like Newfoundland yard art, shaped out of the flotsam of the
ocean~-driftwood, shipwrecks, lobster traps, glass and plastic and
iron—washed up on the beach and scavenged, shaped, and organized into
colourful and bizarre creations of the imagination, beyond the imagina-
tion. [ want research that forms “a zigzag over essence” (Szymborska,
1995, p. 59) without naming essence or even admitting that essence is
essential, 2 zigzagging research, always going, always returning.

Frederick Franck (1993) refers to his book, A Little Compendivem on
That Which Matters, as "the organic extract of long and intense, mostly
non-discursive rumination” (p. 5). Extract refers to the essence of some-
thing, what's left over, the intense and concentrated product squeezed
out—a tall glass of cold pineapple juice savoured on a hot summer after-
noon. But exzract has many meanings, and each of them is useful for
understanding the kind of research approaches that | pursue and pro-
mote. As a noun, extract can be an excerpt from a book, such as a quota-
tion. As a verb, extract can mean: "to get, pull, or draw our, usually with
special effort or force”; "to deduce (a doctrine, principle, interpretation,
etc.)"; "o derive or obtain (pleasure, comfort, etc.) from a particular
source”; "to extort (information, money, etc)." Synonyms for extract
include: pry out; evoke, educe, draw ou, elicit, to remove something;
exact, extort, wrest; withdraw, distil; citation, selection; decoction, distil-
lation. The root of extract (tract} is derived from the Latin tracuus,
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“stretch (of space or time)” and "a drawing out.” Also, the prefix "ex"
means “out of, from, utrerly, and rhoroughly.” Therefore, extract means:
to draw out a stretch of space and time utterly and thoroughly from the
limitless possibilities.

In my research, I'am not secking the root of 2 quantity, nor am I seek-
ing the essence of an expericnce, nor do [ pine to savour the extraceed
juice of an expansive story. Instead | hope to draw out and in and around
and over a stretch of space and time, infinite and eternal, always available
for grasping, always beyond grasping. I want an extract that bears the
traces of light emanating from stars that long ago expired; I want an
extract that can no more be held than I can hold the moonlight that
burns cold in the river; I want an extract that instils, not just distils,
exhorts, not just extorts; I want an extract that evokes and provokes and
invokes; I want an extract that elicits the illicit, the unauthorized, the
unauthored, the unknown, the unacknowledged, the unspeakable, the
unwritten; I want an excract that educes instead of reduces, as in the
heart of education, "to draw forth or bring out, as something potential or
latent,” "to lead,” “to develop.”

m

What do I hope 1o know, to learn in my rescarch? I do not think I am
trying o understand my expcricnces as a teacher. [ am not trying to
explain the story of schooling. I can't even explain my own pedagogy—now
more than seventeen years of practice, and 1 still don't know whar I do; [
can't explain it to anyone. If I stop and try to understand what [ do, | grow
more confused, and do not know what I knew when [ was not trying so
hard o know it. So, my research is an invitation to listen to the light, to
savour it on the tongue, to rub it in the hands, to roll naked in the light, to
smell the light, to know the light is a language, revealing and concealing
more than I can ever know in a lifetime, a thousand lifetimes. I cannot
hold the light anymore than I can swallow sunlight or scoop the moon
from the river, the moon which reflects the sun reflected in the river reflece-
ing me wanting to swallow the sun when I need to be a swallow chat writes
wantonly its intriguing stories, intermingled with storics without end.
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Like Franck (1993), who sceks

to re-establish some balance between thinking and feeling, between
the activities of the right and lefc hemispheres (was perhaps the right
one formerly known as "the heart'?) after a few centuries of that
heartless cerebrality which culminated in the perfect technological
know-how to prepare our demise. (p. 7)
I want heare-full research and writing. | want emotion and spirit and
moon-struck, sun-struck, sun-warmed, moon-tugged writing. I find most
standard academic writing boring, but I write and read it ourt of a sense
of responsibility. I feel 1 ought to write and read it. I don't much care for
it, but it is supposedly good for me, or will perhaps be good for me, will
at least give me credibility in the academy, tenure and promotion even. |
will never gain enough fame to warrant my picture on the cover of
Peaple, but perhaps somebody in Jakarta or Auckland or Kuala LUfnpur
or St. John's might actually cite me. Standard academic discourse is a
Siren's seductive song.

We can never keep the heart out of our writing. The heart is always
there. | want to seck and fire and grow the heart in my writing. Knowing
it is always there, ] want to reveal it as there, pumping and bloody and_
life-giving. We can pretend that we are keeping the heart out of our writ-
ing, but we are only pretending, and pretense is a tense way to live.

o
THE TEACHER'S WAY
lingering in the spaces of the sentence

(for Ted Aoki)

on the edge of morning

a heron stands still

in the slough near the dike
where [ walk daily.

gulls hang in the sky.
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a sea lion rests with the river.
an eagle watches from the tallest alder.
the whole world lingers.

this is the teacher's way

I too wait and wacch,
my image upside down
in the smooth river,

all the world
topsy-turvy but

still in balance,

learning to be still, even
in a vertiginous world.

this is the teacher’s way

[ meet an old woman

who asks, can you tell me

where to find the slough

with chocolate lilies?

they only flower in April, she says.
[ have never seen chocolate lilies,

I confess. 1 look for them.

[ am glad she invited me 10 look.

this is the teacher's way
on the edge of the day |
dance and laugh all the ducks

in the slough in the air.
our wild line scribbling
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writes the earth, writes us
in che prepositions
which connect all

the parts of the sentence.

this is the teacher’s way

spring light fills the aspens alders apples
along the dike where I loiter,

the world conjured in ancient stories,

a space for play where

the past is remembered

for wisdom in'the present

and hope for the future, knowing
always the possibilities of verbs.

this is the teacher’s way

P

Frederick Franck (1993) refers to his book, A Little Compendium on
That Which Maters, as "the organic extract of long and intense, mostly
non-discursive rumination” (p. 5). Leng means: "having considerable
extent in space: a long distance”; “having considerable duration: 2 long
conversation.” | am particularly delighted to see the emphasis on both
space and time, since Franck's use of the word extract also has those same
two connotations in the root tractus.

My concern with much education research is that it is not long. Too
much of the research is undertaken in order to publish, the tin carrots of
tenure and promotian, always dangling and clanging. So, the research is
quick. But I want research that is like my experience of writing poctry. 1
have grown up in a world of busyness, always running from one thing to
another. The only time [ know the experience of /ong is when I am writ-
ing a poem, when time and space scem boundless. 1 recently spent the
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morning revising a poem, only to revisit it in the afternoon, and realize
that the morning's work had taken the poem in directions chat were not
useful. So, I returned to the place I had been before the morning's revi-
sions began. The day was wasted, in the scnse, that I had nothing to
show for the day, excepe a wastebasket of paper. But of coutse the day
wasn't really wasted because the finished poem was reached only after
taking twists and turns on the journey.

In an age of speed and fast food and instant mashed potatoes and com-
puters like Formula One race cars and jet planes and cell phones and
couriers and faxes, we now worship our mastery of time and space, and
hence have lost the mystery of time and space. We have become a hyper-
active people who seek to do multiple things at once and take litle pleas-
ure in doing any of them.

So, how can our research be long? We all know the experience of time
creeping and time flying, of distance taking forever to traverse and dis-
tance being gobbled up. How does this work? Long as a verb means: "to
have an earnest or strong desire” or "to yearn,” as in "to long-for spring”
or "to long to return home." This is the kind of long that I want in my
rescarch, a longing for listening to the light, a longing for the lines, a
longing for the lines of connection, a longing to embrace the long, a
longing for space and time to ecmbrace me.

I want to hear -
the light in a stone
when the April sun
has seeped
into winter cracks.

Like Szymborska (1995) who writes, “] won't retain one blade of
grass/as it's truly seen” (p. 19}, my way of looking and listening is not
trying to memorize what I see, to capture what I hear, to pin what |
know. Instead what | want is to revel in the inexhaustible and the
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unembraceable, in the patticularity of a drop of water, a ray of Iight, 10
know with my whole body, so that my body is rendered alive or lively.

r

Frederick Franck {1993) refers to his book, A Little Compendium on
That Which Matters, as "the organic extract of long and insense, mostly
non-discursive rumination” (p. 5). fntense means: "existing or occurring
in a high or extreme degree: intense heat or light"; "acure, strong, or
vehement, as sensations, feelings, or emotions.” Derived from the Latin
intendere, intense means: "to stretch towards,” or “stretched out.” Like the
words extract and long, intendere includes the connotations of space and

stretching. '
I want my research to be intense, filled with cmotion, caught up in the

body. 1 want my blood to boil, my hands to sweat, my heart to pound
and resound. I want research chat is important, that speaks to how we
live in the world, that sings in the language of manifesto. 1 want my
research to come out of an intense life, but not a tense life as in a life
that is "stretched, tight, as a cord or fibre; drawn taut; rigid.” Instead 1
seek tensile research which is "capable of being stretched or drawn out,

ductile.”

CHANT

1 listen to light

but
1 hear shadows
not lurking like
disreputable cousins
I hope will not visit
but wailing
a Gregorian chant
in mouths filled
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" with homemade bread

butter and molasses,

one more language

[ don't know

like Latin or Sanskrit,

a language of confession,

contemplation even,

for calling clouds

into the lungs, - B o

the breath of dark moist

rum-soaked fruit cake,

a poet's language

[ am trying always

to hear, ro learn:

no light without shadows

no shadows without light
one

t

I wanu research that dwells with mystery, that doesn’t know the
answers, does not leap or skulk from a position of knowing and confi-
dence. Too much research is bloodless, written in the sterility of the
monastic sanctum and the academic study. Of course, there comes a time
when it is necessary to retreat, to hide away even, in order to shape the
words that seek understanding, that seek to stand under the lyrical explo-
sion of events and emotions and experiences like the Northern Lights
dancing in the Labrador night sky. But the study must not be a place of
“escape from the bigger chaotic world. The study is the place where the
researcher returns when overwhelmed with the riches of the infinite
world, searching for sense by scribing senrences in the sensual sea
swirling under the skin.
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u

Frederick Franck (1993) refers wo his book, A4 Little Compendium on
Thas Which Maiters, as "the organic extract of long and intense, mostly
non-discursive rumination” (p. 5). What does non-discursive mean? First,
discursive means: "passing aimlessly from one subject to another, digres-
sive, rambling,” but discursive also means: "proceeding by reasoning or
argument, nof intuitive.” lt.seems to me that these two meanings are dia-
metrically opposed. I infer that Franck uses the word non-discursive 1o
mean the first meaning. Also, note the related word discursion which, on
the one hand, means "a wandering or logically unconnected statement,
the quality or characteristic of ranging from topic to topic, or irrele-
vance,” but, on the other hand, also means "the process or procedure of
rigorous formal analysis or demonstration, as distinguished from imme-
diate or intuitive formulation.” The late Latin derivation of the word dis-
cursion actually includes: "a running to and fro.” So, when ! first read
Franck's non-discursive, | undersiood that he meant a kind of writing that
was not formal and linear and logical. But now I realize that the word
discursive is a divided word that does not know itself. It is not possible to
write discursively about the word discursive because the word refuses to
stay in place. So, the definition of discursive is written discursively.

Discursive thinking promises the way to a transcendent reality and
truth. If a person simply thinks long and hard and precisely enough, he
or she will eventually know reality and truth. But what if reality and
truth can only be known by non-discursive thinking, a logic that twists
and turns in many contradictory directions, a logic fuelled by the heart
and imagination and dreams and hunches and feclings and indigestion, a
writing and speaking and representing and reading and reflecting and
researching that "runs to and fro"?

v
As [ learn to listen to light, [ also learn there are many languages 1 do
not hear, rendered deaf by too strict reliance on only one or two or three

‘languages, rendered deaf by my eagerness ro master a few languages in

order to fend off the mystery of languages without end. But I am learn-
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ing other languages. I want to be open like a rock that is cracked by the
summer sun; I want to roll naked in a meadow with wildflowers; 1 want
to feel the world beating in my heart, and my heart beating in the world.

w

Franck (1993) calls himself part of "The New Order” which he
describes as "the anonymous, unorganized, organic network of awareness
beyond all ideological labels, born under the lash of anxiety on the
threshold of our collective suicide” (p. 23). I w0 recognize my own con-
nection to Franck's "New Order”: "It is a network of loners, encompass-
ing those who reflcct on the meaning of being Human in our tech-
natronic rat trap, who dare to fathom the depths of life, of death, in
order to attain a life-praxis, an ethos suitable for this end-time: a religious
oricntation to existence. Without badge, without watchword, they rec-
ognize, hearten one another” (pp- 23-24).

I want to conduct research that is part of "a network of loners.” I do
not want to be identified with a particular school or approach. T want to
be a loner in a network. [ am a loner, but I am not alone. [ do not speak
as part of a collective voice. My voice echocs other voices, but it does not
seck to mimic or impersonate other voices, or to silence other voices, or
to harmonize with other voices. Instead, I seck to make sounds that are
like trumpet calls to listen to the light, to wake up, to know the world
differently, outside the typical parameters and predictions. I am part of a

i network of loners who seck to give heart to onc another, speaking to the
heart of the other, hearing the heart of the other in our hearts.

x

What does it mean to be human? [ want my research to ask this ques:
tion, and even scck to answer ir, especially to search again how "to live in
radical openness to pure experiencing in kitchen, bedroom, subway, news-
paper, that is: to everyday life, inside as well as around oneself" (Franck,
1993, p. 10}, to live, as my friend, Celeste Schroeder, reminds me, in “the
crotics of the everyday.” I especially seck the “radical openness to pure
experiencing.” This is what I seck. But my scarch is tough because in
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growing up, I learned to wind limits and boundaries around most sensual
explorations, most spiritual expectations, most sensational engagements,
most serendipitous experiences. Now [ seck to be open sensuously to the
sensate world around me. This is the beginning of a pgit_i_cs of research.

——

y

Frederick Franck (1993) refers to his book, A Liztle Compendium on
Thar Which Matters, as "the organic extract of long and intense, mostly
non-discursive rumination™ (p. 5). Rumination means: "to chew the cud,
as a ruminant; to meditate or muse; ponder; to chew again or over and
over.” 1 began my research for the rhythms of light by walking on the
dike where cows grazed and ruminated in the pastures. My rumination is
the stuff of poetry, the stuff of this writing even, always returning to the
beginning where I am learning to listen to light, some of the ways, ac
least, all of the ways beyond counting. My research is rumination, an
amused contemplation in the letters of the alphabet, where I listen for

the lyrical lunacy of light.

BLACKBERRY BRAMBLE

always the earth
moves all ways:
seasons like arms
of a windmill,
moon-tugged tides,
morning never far
from evening light,
shadows in a tangle

with the sun,
the weather at least
as chaotic as life
itself, the wind
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bearing earth’s breath
always familiar,

always unfamiliar,

no two days the same
I must learn by heart
the earth's thythms,
cager to write the light
in blackberry brambles
like a sparrow

lines light in its flighe,
hears the wor(l)d
calling lightly
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