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Alexander: Hello and welcome back to Endnote, a literary affairs podcast from the Hart House 

Literary and Library Committee at the University of Toronto. I’m Alexander Lynch. 
Before we begin, I’d like to acknowledge the land on which Hart House and the 
University of Toronto operate. For thousands of years, it has been the traditional 
land of the Huron-Wendat, the Seneca, and most recently, the Mississaugas of the 
Credit River. Today, this meeting place is still the home to Indigenous peoples from 
across Turtle Island, and we are grateful to have the opportunity to work on this 
land. This is the final episode of the Endnote 2021/22 season. In this episode, we’re 
going to revisit parts of each of the 15 episodes from this season to reflect on what 
we’ve learned this year about the present and future of literature and literary affairs. 
First, though, a comment on method. In his Negative Dialectics, the philosopher 
Theodor Adorno, discusses what he terms the constellation, a new way of thinking 
that insists not only a unitary concept or narrative—which reduces the object of 
thought to some single, unidimensional, fixed meaning—but a multiplicity of 
concepts arranged around the object. We can think the object, Adorno writes, by 
relating those concepts and considering—but not resolving or collapsing—their 
agreements, contradictions, and complications. He writes: “As a constellation the 
theoretical thought circles around the concept [of the object] which it would like to 
open, hoping, that [the concept] springs ajar like the lock of a heavily guarded safe: 
only not by means of a single key or a single number, but by a number-
combination.” All of this is to say that this episode won’t present an overarching 
narrative of literary affairs and its future because to do so would reduce what our 
guests have said according to a single overriding concept. Instead, you’ll hear 
excerpts arranged around and against one another in a constellation that I hope will 
both draw out what I think are a selection of the most interesting things we’ve 
learned and give you the space to form your own conclusions. With that said, I think 
there are some important questions we can ask and have asked this year. What is 
literature? Why do we read? How should we read? How can we make literature 
open to everyone? Can literature speak to our current moment? Can literature help 
us critically re-examine, revitalize, or uncover our histories, personal or collective? 
Can literature help us imagine new futures? Can literature connect us to other 
readers, writers, or persons more broadly? Can literature change how we see the 
world? Can literature change the world? Let’s start with history, a much talked-
about theme on Endnote this year. Here’s Tahmeed Shafiq, a student writer and 
poet. 

 
Tahmeed: I think that that's exactly the point of the story. You know, the historian, the way he 

ends his chapter, basically, it's like, I've imagined this whole book, and this is just 
one chapter of the book, but the way he ends the chapter is by saying, “Here is what 
people have described in the past. And there's no way to know for sure what really 
happened. All I can, all I can kind of do is tell you my take, but you don't have to 
buy it.” And like you said, his, his take is, it's drawn also from a history, but one 



that's much closer to home—one of his ancestors, his great grandfather, his 
grandfather, I don't remember off the top of my head. He has a diary. And he reads 
a little bit from that diary. And I think it really is a chance for the reader to take 
what they want from the story. And I think it's similar to how history works in that 
sense to. That, like you said, we don't always have the opportunity to do that kind 
of psychoanalysis. We have to fill in those gaps. The real question, I think, isn't just 
about what the objective truth is. The real question is, what's the kind of truth that 
we're looking for? What's the kind of benefit that we're looking to get out of the 
stories we tell of the past? And this story, I think ends on this ambiguous note 
because I don't know that that's a closed question. I think it's something that every 
generation revisits when they consider their history. And I hope that the reader 
reading the story will find something of value in the ambiguity of that question. 

 
Alexander: To interrogate the ways in which we use history is absolutely critical. So too, I 

think, is the contestation of history as such. Here’s Stephanie Chrismon, an 
Afrofuturist writer and scholar-educator, on how works of Afrofuturism accomplish 
this. 

 
Stephanie:  The way that I write Afrofuturism and a way that I think many people, many writers, 

many Black writers write Afrofuturism is that it's not for the white gaze in 
particular, but it's for Black people to use as a, as another guide, as another way of 
uplifting and of revealing something that we have yet to be able to maybe put into 
words or have yet been able to conquer. And so I think, I'm thinking about kind of 
the nature of historical knowledge of the ways in which Africans were brought to 
the Americas and slaves had to kind of reconcile the ways in which they were used 
for breeding. Right. So I'm thinking about that in particular, and therefore, like, it's 
an unhealed trauma. And that's, and that can be explored through like various texts, 
I'm thinking also about one of the questions that you asked. And so what does it 
mean to come from a particular culture in society? And then your children do not 
look like you, right? Your children do not look like the people who you grew up 
with, the people who are your ancestors? And how do you remind them that they 
are a part of a particular history that has been hidden, right. And so with 
Afrofuturism, it is a way to explore and explode many of the stereotypes, many of 
the myths that are kind of surrounded by the Black body and about the Black and 
brown body and really kind of explode that and explore it, right. So. So there's an 
explanation, there's an exploration of the other by not allowing the other which is, 
in most other fictions the norm to be the norm. So what I'm saying is the other 
doesn't necessarily have to be the physical embodiment of whiteness with the idea 
of whiteness. Right. So for instance, in Octavia Butler's last book, Fledgling, we 
note that the main characters is a Black vampire, right, and just spoiler alert, created 
by white vampires who couldn't be in the sun, right. And the whole book is this 
tension with whiteness, whiteness is vulnerability versus Blackness as strength, 
right. And so when we're doing sort of this kind of dig deep into Afrofuturism, in 
terms of exploring the ways in which the historical tensions kind of show up, the 
historical tensions between the contemporary society tensions show up, I think that 



what we're really doing is kind of stretching back to, asking ourselves, how do we 
place ourselves in a place that we do not know. 

 
Alexander: Of course, while re-examination occurs within literature, it also can and must occur 

at the institutional level. Here’s an excerpt from our episode on Diversity, Equity, 
and Inclusion in Literary Affairs with Dania and Emily, Lit and Lib’s diversity and 
equity officer and co-chair, respectively. 

 
Dania: I think, practically, what we're trying to do is present diverse voices, and not even 

just in books, but also in other literary forms. And it goes back to our point before, 
in that it definitely matters how the library is ‘constructed’ and what is presented to 
you. When you're a kid walking into a library, and you see the names of white 
authors, what are you led to believe? And it’s not that there aren't authors of other 
ethnicities, it isn't that there aren't professors of other ethnicities, but it's that there 
are obstacles for these people to be presented, and even if you have books by BIPOC 
authors, are those the ones that were paying attention to or are their names too 
complicated for us to learn? There are a lot of names where some will say, ‘Oh, I 
just don't know how to under how to memorize that, I don't know how to pronounce 
it,’ but like, we say Timothée Chalamet. Much ease, if you know what I mean. If 
you want to learn it, you would. So you've got things like that. And it goes back to 
like the philosophers and issues like that. It's not that they don't exist, it's that we're 
not really looking at them. And we're not being taught their names. And so for us, 
it's a matter of shedding light on areas that were previously neglected. 

 
Emily: There’s this Wallace Stevens poem about—I think it's just called ‘The Jar,’ but it's 

just about placing a jar in nature and seeing how that jar comes to organize and 
order the nature around it. And you can understand the term ‘canon’ as being that 
artificial, arbitrary organizing factor on the world of literature. And so, it comes to 
the question of, ‘Can we remove the jar from nature?’ Or do we have to, I don't 
know, smash the jar, and see what happens from there? Or do we have to build upon 
it? There are lots of different approaches that one might take to reinterpreting or 
deconstructing the canon. But it's not necessarily clear in the end whether that is 
possible. And I think that what we've learned, at least recently, based on the state 
of society, is that sometimes revision isn't enough. You need revolution. 

 
Alexander: Professor Smaro Kamboureli of UofT English spoke about how this critical re-

evaluation of the canon occurred in a specifically Canadian context. 
 
S. Kamboureli: Canadian literature has always been not a singular body of work, not 

singular, not reflecting a singular national imaginary but the system, the cultural 
industries, the institutional structures within which can lead is start produced, you 
know, disseminated, emphasized a homogenous segments, a white culture and 
white literature. And until, you know, I would say the 60s, a primarily male 
tradition. So what we're talking about, when we refer to CanLit is, to put it in more 
traditional sort of ways is the canon, the Canadian literary canon. So the Canon 
privileges, certain kinds of voices, certain bodies, but there have always been other 



voices and other bodies producing literature. And so the shift from CanLit to Canlits 
in the plural suggests an opening up, an acknowledgement, that there are other 
voices, there have always been other voices, they are not a new phenomenon. It’s 
just a matter of acknowledging that, respecting that, listening to those voices, and 
allowing those other voices, those other authors to infiltrate, if you want, the official 
paradigm of Canadian literature. And so it's, it's been a very long and very slow 
project and process. And you can find different moments within it. In a book I 
edited, actually, a few years ago, I talked about the importance of paying attention 
to what I call emergent moments. There are different emergent moments, moments 
that invite us to challenge the official narrative, the master narrative of Canadian 
literature. And so if you pay attention to those moments, you notice that there’ve 
always been other authors. So to give you a good example of that, for instance, a 
lot of people think that Black writing is a rather recent phenomenon, but there have 
always been Black voices, Black authors, in the Canadian literary context. So it's a 
matter of going back and looking not only for those voices, but also looking for 
different ways of understanding what constitutes the literary. For example, what we 
call oratory, or newspaper articles, or literary forms and genres that were not 
traditionally considered to be main literary forms have always been there and 
written in the voices of other people. So for example, in an anthology that Black 
author and colleague George Elliott Clarke edited, one of his many anthologies, he 
also includes sermons by Black Baptist priests. That is a literary genre, but until 
recently, people would not consider that to be an integral element of the literary 
tradition.  

 
Alexander: As many of our guests this year have shown, this relationship between politics and 

literature is reciprocal—just as politics influences literature, so too can literature 
make political interventions. Here are Professor Emily Nacol of UofT Political 
Science and Kevin Chong, an author and professor of creative writing at UBC, with 
whom we spoke for our episode on plague literature. 

 
E. Nacol: For my part, that truth-telling can take many forms: the collection and presentation 

of empirical data in response to a question, analytical reasoning from agreed-upon 
premises to conclusions, personal testimony, imaginative representations of 
experience through different art forms. So I would resist the idea that fictional 
necessarily translates to false, right? It is true that fictional representations of life 
can't really be verified or falsified in the way that scientific or social scientific 
representations of human experience can be. And I would not deny that. But I do 
think that fictional representations of life can be truthful, right? Readers can either 
see our own experiences reflected back to us by reading fiction, or we can 
sympathetically engage with experiences that are unknown to us. And this exercises 
and strengthens our capacity for moral imagination, and introduces us potentially 
to new truths about human experience. So I do think that literature can make a 
profoundly important contribution to political life in this way. It is another 
imaginative way of distilling and presenting to us often difficult truths about moral 
and political life that affect all of us. And we might recognize how fictional 
representations of life capture things we know to be true, and then can also articulate 



philosophically or empirically as well. Or we might find that they sharpen our 
intuitions about our own experiences and give voice to them. Or we may find 
ourselves challenged and steered towards the discovery of new-to-us truths about 
the political world. And I think that Defoe is really trying to do all of these things 
in his Journal, right? He's drawing on empirical evidence that he's gathered about 
plague visitations to early modern London. So there is an empirical basis for his 
fictional account. He's trying to give a representation of the lived experience of 
plague that is so accurate that at times it doesn't read like fiction, but at the same 
time, he's also trying to work on the moral imaginations of his readers and get them 
to think sympathetically about what is to come. 

 
K. Chong: First off, I want to point out that in the Camus original, I think there is a kind of 

reference to Christmastime in Oran, and how rich people had Christmas and the 
poor people didn't, so there was a little acknowledgement of that. And then 
ultimately, that is, one of Camus’s weak spots. He writes very beautifully about 
Algeria as a land, as a place, as a source of light, but not of the Arab and Berber 
people who make up the majority of the population, you know, and even though he 
seemed to have a lot of feeling towards those people, they were the imaginative 
lacuna. And so I think with my book, I was more aware of that. And I was more 
aware of the fact that there are populations that have endured various plagues, not 
necessarily bubonic plague, but you talk about the gay, lesbian trans population, 
there are different sort of epidemics that plague them, be it the AIDS epidemic, or 
violence, different kinds of violence. And then you have poor people who've been 
ravaged by the opioid epidemic, and people who survived other outbreaks of 
diseases. One of the interesting things that I had one of my classes do, right before 
everything shut down at UBC, was that we went to see an art show by a New York 
artist who lived through the AIDS epidemic of the 1980s. And he had pictures of 
his lover dying. David Wojnarowicz. It was really interesting, because it just 
happened to be the show that was playing, or that was running at the university art 
gallery. But it really spoke to how certain communities experience suffering in a 
complete vacuum outside of what's known as mainstream society. And we look 
upon them with some pity, but we can just sort of move on. And I think that's a 
survival mechanism to just ignoring other people's suffering just because we take it 
right on with them. It's crippling, and we, at some point, ignore our own suffering, 
because that's how we proceed in life, we pretend it never happened. And then there 
are consequences to that. They bubble up in interesting ways, and that's a theme in 
this book where you push away a problem, like the opioid crisis, and then it pops 
up later on in a way that's completely unexpected.  

 
Alexander: Rick Remender, a comic book writer, artist, and animator, agrees, though he also 

notes the importance of the personal dimension of political experience and literature 
that engages with it—that is, how we gain political knowledge by acting within 
communities as individuals. 

 
R. Remender: I don't really understand people who want art to not have something to say. Every 

book I write has something to say about something that's happening, Death or Glory 



is about hopeless people and what they'll do to procure healthcare when they can't 
get it. And that was based on having a wife with rheumatoid arthritis. And because 
she had a pre-existing condition, we couldn't get her insurance. And we were in 
$50,000 of credit card debt and sinking and dying. And I've lived that experience 
and I wanted to write about it. I wanted to write about the desperation. So Glory 
sort of represents that desperation of the working poor, who just aren't allowed 
access to health care. So that's political, I guess. But at the same time, you know, 
Glory is a country girl from Yuma, Arizona, who is apolitical, and she lives in a 
roaming convoy who just want nothing to do with the whole mess. So and that's not 
really a political statement. It's more just me dreaming about being a nomad and 
unplugging from the grid. Fear Agent is about, you know, depression and 
alcoholism. Seven to Eternity is about the compromises we make to our ideals in 
order to survive, and the dire consequences of losing your ideals to survive. And 
the sort of catch-22 of that whole thing. Deadly Class is about the institutions that 
take innocent, cherubic human beings and spit out blood-soaked cannibals and Wall 
Street monsters and just you know, reptilian GOP pigs and all of these things. These 
institutions somehow, between the age of four and five and six when we're all 
children in the age of, you know, 20 to 23, there's some turnstile that we're all going 
through that's turning us into monsters. So King’s Dominion always represented 
that, kids trying to hold on to their identities and their ethics while they go through 
it, which—they don't.  

 
Alexander: Grace Ma, a student poet, wasn’t as sure. If literature can have an influence on 

politics, she argued, it’s likely more indirect than we may think. 
 
Grace: I am curious to engage more perhaps with climate change poetry, but I think, in 

some ways, I feel as if I would need to know where I stand in the space. More and 
more, the focus, and it should be, is on environmental justice, about vulnerable 
populations, populations that are most vulnerable to climate change, who are often 
and if not all the time the people that are socio-economically disadvantaged, though 
no one is immune to climate change. So it would be more political poetry for sure. 
So that would be something that I would have to really learn more about. And I 
think in terms of what poetry can do to help us regain a healthy relationship with 
the natural—Man, that's interesting because if you can already see what a healthy 
relationship means on an individual level, the poetry can greatly help, because 
you're already aware of your own pursuit. But for somebody who isn't—my parents 
can tell me something 1000 times and I won't understand or absorb it until I 
experienced it myself. That said, I do think there's great collective poetry that is 
being done, like with Watch Your Head, that can speak more to how poetry can 
incite more systemic changes. And I think for now, what poetry can help create is 
a sense of community. Within these communities, the poets that you meet are going 
to be coming from a lot of different backgrounds, and I think that's exactly what we 
need, in terms of the climate movement, the environmental justice movement, 
sustainability movement, whatever you want to call it, environmentalists are very 
confused, we got our terms confused, this is one of the big issues. Anyways, I 
digress. So I think there are individual benefits and also collective benefits to what 



poetry can do. But when I think about making a change in climate change, I 
personally don't think about poetry. I think about policy. But again, the poetry is 
essential as well. So I don't know, it might just be a bias of me. 

 
Alexander: More broadly, one might question whether we can make the clear distinction 

between the individual and the community that several of our guests employed. 
Marta Anielska, a student writer and Endnote staff member, for instance, observed 
that the two are more closely entangled than their lexical independence might 
suggest. 

 
Marta: I think that the conclusion is ambivalent because of the fact that the person never 

enters a space where they are able to share their interiority. A lot of the point of the 
first scene is to highlight the fact of how connected the community, the communal, 
and the interior are. Because like, okay, for example, I'm Polish, and I remember 
thinking one time, like, Okay, what do non-binary people do in Poland? Like Polish 
is a gendered language, what do they do? They don't have like, nouns, adjectives, 
everything is like constructed around gender. So what do they do? And I searched 
it up. And I found a Reddit thread, it was like, Oh, well, non-binary people don't 
exist in Poland. And I was like, I don't know if I buy that, I don't really buy that. 
But what I do buy is that potentially these people do not have the language to 
describe who they are, they don't have anything that allows them—they don't have 
the space that allows them to do that. And so, the point, to a certain extent, was that 
Delilah, who's the main character, does have the language, because she's English, 
she does have the language, she knows maybe in the vague peripheries of her mind 
who she is, but because she's been so compressed by the space and into such a 
community, she is not comfortable expressing that in any way. So it's definitely 
about like—even though I think at times, we like to separate them, what is the 
internal, what is the communal, are they the same thing? Is who you show yourself 
to be the same person as who you are? And I think the story comes to the conclusion 
that no, you can be someone different on the inside than you are on the outside, that 
that is possible. But just like you said, because of the constraints I placed on myself 
in terms of the length of it, stuff like that, she doesn't have the opportunity to be in 
a space or be in a situation that translates that interiority in a way that is exterior. 
And the only way she can do it, which is kind of like, I think the way a lot of writers 
do things, is through the words in her imagination. Like for her it's visuals. Most of 
the way we think are visuals. So for her, it's visuals. But if it were me, when I have 
these kinds of images, my immediate impulse is to put them into language, like my 
immediate impulse is to do kind of what I've done in this short story, is to be like, 
Okay, how would I say this? In a short story. And I think that's kind of the outlet 
that I provide for her, even though yes, I agree, it's definitely not a perfect one. And 
I don't even know if it's particularly effective, I would have to explore the character 
more, I think. 

 
Alexander: Marta raises an important point—language and imagery are means by which the 

community and individual come into contact. This occurs, of course, in our daily 
lives, but it also occurs at the level of the literary work. But is this translation 



effective? Does literature help us clarify our lives for ourselves or others, or does it 
muddle them? Liam Bryant, a student poet, had this to say. 

 
Liam: I had never thought about the fact that I often make poetry about observations. And 

I, I suppose a lot of poetry is observational, or maybe all of it is. But for me, at least, 
I am, I always have been the kid who was just like, like watching things and not to 
make it sound like I'm like quirky or like cool or interesting, but like, I was never 
the person who you know, did a lot when I was a kid but I was always like looking 
at stuff and I have always liked looking at things. And I think that when it comes to 
my poetry, I tend to like to take an observation and then break it down and play 
with it. And I think when it comes to religion, and when it comes to West is about 
like my hometown, and when it comes to other people, but especially like a partner, 
because for me at least, like all these things have, all these things are difficult. And 
I think that's the kind of unifying factor of these observations is I tend not to write 
poetry about, as much as they are wonderful, you know, I think that some folks 
write poetry that are almost like still lives, right? Where it's kind of like you are, 
you're being very descriptive, and you are getting a full picture of what something 
is perhaps. Like, I think of a lot of Sylvia Plath work that is very descriptive, and 
about your relationship with that object. But for me, I often write things about 
observations that I have difficulty processing. Observations that I don't think are 
necessarily maybe correct. And to that end, I think there's a lot of not to, like 
pathologize myself, but I think that there's a lot of what do you call it, like unreliable 
narration, almost sometimes. Where reading these poems I'm like, I don't know if I 
believe exactly what I'm saying, especially with West, for example, I almost don't 
believe my description of my hometown. Sometimes when I read the poem. And in 
Teetotaled, that's about my relationship with religion, which is so weird, and I don't 
believe in God, but I want to, and it's weird having that feeling. And Gravitas is 
about knowing kind of exactly how I would want to have a really cute boy, hug me, 
but never having had had that happen to me before. And it's, and it's just like, I don't 
know, and I don't want to make myself seem like more like complex, or the poems 
more complex than they really are. Because I don't think that they, you know, are 
the greatest example of each of these types of observations, perhaps. But I do think 
that, at least for me, it was a very interesting exercise in how to interpret the world. 
And each of these things is just, I think, me trying my best to figure out what I'm 
looking at and what I'm experiencing. 

 
Alexander: Veronica Spada, a student writer and the winner of the Hart House Review’s 

Literary Contest, was hopeful, but she emphasized caution. 
 
Veronica: I think that they demonstrate a sort of distortedness to art. As you said, most of the 

portraits, either they're fleeting, they disappear in a second, or they're discoloured, 
or they're just somehow distorted. And the major issue, I think, is that the speaker 
takes great interest in them, and she seems to counsel them whenever she can, 
because she wants to see how other people are perceiving her, even the reader or 
the beau, whoever it may be. And there's some danger in taking portraits that don't 



even really exist for more than a second as real. So I would say that the reflections 
signify the sort of dangerous potential of art.  

 
Alexander:  Could you say a bit more about that? Is art a dangerous enterprise? Is creating art 

a dangerous enterprise? 
 
Veronica:  I don't think that creating art is as dangerous as analyzing it later. Creating art, I 

find, is often a cathartic experience—or sometimes it's more methodical, but even 
that can be cathartic. But I spend more time rereading my own work or other 
people's work than was probably put into the writing process sometimes and it's 
very easy to distort an artwork into something that maybe you shouldn't, which—
again, I even am reluctant to say that because art exists on its own and I don't 
think that there's an objective meaning to any artwork—but there's some danger in 
taking it a little too seriously, and expecting the world to exist as it does in books, 
because things will contradict novels oftentimes and you can't let that crush you 
too much. That's something that I think this story really tries to investigate, 
because if you invest too much faith in a story and it doesn't actually happen, and 
that's the only thing that you're contingent on, there's a bit of a problem there. 

 
Alexander: To give the final word to Veronica, though, in the end, we still need to engage 

with art. 
 
Veronica: There's a bit of a quivering or ever-moving line between the mediations you 

should take, between trusting in art and fiction and then investing in reality. I 
think that in a time of isolation in particular, investing in art is very worthwhile, 
because our reality is—even despite social media—our reality is somewhat 
limited in where we're able to go, who we're able to see. And so I think that now is 
an ideal time actually to invest in art, but again, with that critical gaze. You don't 
want to romanticize things too much, or you might be even more depressed about 
it or more concerned.  

 
Alexander: I count myself very lucky to have been part of our journey through the world of 

literature and literary affairs this year, and I look forward to continuing this 
exploration next year. Thanks so much to all of our Currents and Next Generation 
guests—Veronica Spada, Emily Hurmizi, Dania Kassim, Grace Ma, Professor 
Smaro Kamboureli, Professor Emily Nacol, Professor Kevin Chong, Marta 
Anielska, Rick Remender, Stephanie Chrismon, Liam Bryant, and Tahmeed 
Shafiq. We also had five wonderful Book Club episodes this year, where I spoke 
with Lit and Lib executives about their favourite reads. If you’re looking for book 
recommendations this summer while we’re off air, check them out! You’re sure to 
find your next favourite. Thanks to Emily Hurmizi, Matthew Lee, Aline Nayir, 
Allison Zhao, Vikram Nijhawan, Lily Bechtold, Dania Kassim, and Allyson 
Aritcheta for speaking with me for Book Club. A special thanks, as well, to Keely 
Bastow, Marta Anielska, Emily Hurmizi, Matthew Lee, Vikram Nijhawan, and 
Lily Bechtold for all their help with Endnote this year. Thanks, finally, to you, the 
listener. Whether you’ve been here from the beginning or joined us along the way, 



I hope you’ve enjoyed our journey together, and I look forward to meeting again 
this summer. We don’t have an exact date for our next episode, but you can expect 
to hear from us in July or August, so stay tuned! Just a couple quick 
announcements before we end the episode. Be Good to Yourself, Whoever You 
Are. Often in life and in school, energy moves towards projects and people, but 
there’s little left for your own restoration. In this workshop with U of T’s poet-in-
community Ronna Bloom, through the use of poems and prompts, you will be 
nudged into writing and reflecting on what sustains you, what you love and what 
you need. Take this time for yourself as a flicker of possibility of how you might 
take time for yourself in general. No experience necessary- just bring a pen and 
paper, a notebook or whatever you like to write with on hand! I hope you’ll join 
us on Thursday, April 8th, at 4:30 PM, over Zoom, for this event. Finally, 
Endnote is hiring for the 2021/22 season. If you’ve enjoyed listening to these 
episodes, I’ll hope you’ll consider applying! We’re looking for hosts, a social 
media manager, an audio editor, and production staff. More information and the 
application form can be found at hhlitandlib.ca/endnote. And that’s all for this 
episode! As always, you can find the full list of works discussed on this episode, 
and all episodes of Endnote, on our website, hhlitandlib.ca, along with literary 
events, opportunities, and news from the rest of the Lit and Lib Committee. 
Endnote is a podcast of the Hart House Literary and Library Committee, and I’d 
like to thank the committee for their ongoing support for Endnote. Our theme 
music is by Cameron Lee. If you enjoyed this episode and want to hear more, you 
can subscribe to Endnote wherever you get your podcasts, or visit our website at 
hhlitandlib.ca/endnote! I’ve been Alexander Lynch. Thank you for listening! Talk 
soon. 

 
 


