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University as a Site of Literary Creativity: A Roundtable

N
XEMIIVI—2a DIHELTOKRE
This online roundtable explored variety of roles universities can play in literary
production and value making. Writer-instructors from Asia and the UK shared their
insights on new possibilities in the era of post-national literature. This was a kickoff

event for the preparation and promotion of Kyoto Writers Residency project.

This booklet is a record of the panelist’s initial presentations. The readerrmay find
further details at https://kyotowriters.org.

Panelists (in order of appearances)

James Shea is the author of two books of poetry, The Lost Novel and Star in the Eye. He teaches
in the Department of Humanities and Creative Writing at Hong Kong Baptist University, where he is
the Associate Director of the International Writers’ Workshop. 4p

Dinah Roma is university Fellow and Professor of Literature and Creative Writing at De La Salle
University (DLSU) Manila. She is the author of four books of poetry. Roma was the former director of
DLSU's Bienvenido N. Santos Creative Writing Center and was a fellow at the Silliman University
National Summer Writers' Workshop, considered as the longest-running workshop in Asia. 6p

Manabu Kawada teaches literary theories and directs the Department of Creative Writing at
Kyoto University of the Arts. 8p

Tiffany Atkinson is a poet, literary critic, Leverhulme Research Fellow and Professor of Creative
Writing at the University of East Anglia. Her fourth poetry collection, Lumen, a Poetry Book Society
Recommendation, is forthcoming from Bloodaxe Books in Feb 2021. 10p

Bernice Chauly is @ Malaysian novelist, poet, curator and educator. She is the award-winning
author of seven books of poetry and prose, and directed the George Town Literary Festival from
2011-2018. She has taught creative writing in universities and colleges for almost 20 years and
currently teaches at University of Nottingham Malaysia and the Vermont College of ‘Fine Art. She is
the founder of KL Writers Workshop and is the first President of PEN Malaysia. 12p

Discussion and Q&A 14p

Moderator: Kyoko Yoshida is the author of story collection Disorientalism. She translates
into Japanese and@éxperimental poetry from Japanese. She teaches American Literature at
Ritsumeikan University.



James Shea

James Shea is the author of two books of poetry, The Lost
Novel and Star in the Eye. He teaches in the Department of
Humanities and Creative Writing at Hong Kong Baptist
University, where he is the Associate Director of the Interna-

tional Writers’ Workshop.

Marilynne Robinson, the Pulitzer-prize winning novelist and
professor of creative writing at the University of lowa, once noted
the concern that U.S. writers are now housed squarely in the
university. She observed:

...the worriers lament the influence of the university on American
letters as if education had an inevitable deadening effect, when in
fact the life that surrounds a university is invariably vibrant. The
relationship between writers and universities is novel, historically,
and this is a cause of anxiety in certain quarters. There is some
nostalgia for the old regime when we’d have starved in garrets or
else earned our bread by flattering lordlings or cranking out dime
novels under assumed names, and there is very occasional
wistfulness about the arrangements in some other countries where
writers receive stipends from their governments. What could
possibly go wrong with that?

Robinson welcomes creative writing’'s new home—what better
setting for writers to develop than in a place where critical thinking,
self-reflection, and empathy are fostered. She goes on to mention
that universities provide work for writers, academic presses and a
readymade readership in the form of students, and the opportunity
for writers to teach to new books by living authors.

In the spirit of her embrace of the university, | would like to
describe the International Writers’ Workshop, a writers-in-resi-
dence programme at my university in Hong Kong where | am the
Associate Director. My aim is to share our history and practices, so
that others may take away what'’s useful for their own institutions.
| will focus mainly on activities outside of the classroom, however,
I’'m happy to address pedagogy during the discussion, if anyone is
interested.

International Writers’ Workshop

Aside from a few exceptions during the 1970s, writers in Hong
Kong have only in the past twenty years begun to find an increas-
ingly stable home in the university system with the emergence of
creative writing courses, two MFA degree programmes in English
(only one of which remains in existence today), and one bilingual
BA programme in creative writing (where | teach). There is no
degree offered in only Chinese creative writing, so it’s fair to say
that the discipline of creative writing has not been fully embraced
by universities in Hong Kong, a city where the subjects of science,

business, and engineering reign supreme.

Inspired by the University of lowa’s International Writing Program,
my university’s programme is called the International Writers’
Workshop, or “IWW,” and it was founded in 2004 by an enterpris-
ing Dean (who was a literary scholar and translator). She secured
funding from a donor for many years, however, after she retired
and the funding expired, IWW found itself supported by the univer-
sity with a more modest budget. The duration of the residency, for
instance, is 4 weeks instead of up to 3 months, and we no longer
take writers on long trips to mainland China. However, we've
recently received funding from another donor to fund a parallel
programme called the Chinese Writers’ Workshop with a similar
mission and framework. IWW now features non-Chinese interna-
tional writers, whereas CWW invites Chinese-language writers.

IWW has hosted over 100 writers from more than 50 different
countries. We have a threefold mission: 1) to encourage creative
writing and literary discussions among students at the university
level, 2) to enrich the cultural life of Hong Kong people at the local
level; and 3) to inspire literary creativity among international
writers by exposing them to Hong Kong life and culture.
Revamped three years ago, IWW now holds a Distinguished
Writers Series and a newly designed Writers-in-Residence
Programme combined with an annual Literary Festival. The
Distinguished Writers Series honors one esteemed international
writer during the fall semester with three events: a literary reading,
a masterclass, and a public talk or conversation. In our first year,
for instance, we partnered with the U.S. Consulate General in
Hong Kong & Macau (in the form of grant funding) to host the poet
Tyehimba Jess, winner of the Pulitzer Prize in Poetry. Our annual
Writers-in-Residence Programme hosts approximately six interna-
tional writers accepted through an open call for applications, a new
feature of the programme. This competitive Residency
Programme ends with a week-long Literary Festival based on a
rotating theme.

During their stay, Writers-in-Residence live on campus and
engage with university students, primary and secondary school
students, community members, and fellow writers and artists.
Types of outreach by invited writers including the following:

1. Public talks, such as at a library

2. Public “conversation” with a moderator or panel discussion

3. Public literary readings

4. Class visits hosted by various departments

5. Masterclasses with students

6. Writing workshops with the public



7. Visits to a high school for a talk or workshop

8. Multimedia performances (e.g. poetry & music)

9. Media interviews

10. Literary salons with fellow writers from the university and/or
community

11. Trips to other cities to meet with students, etc.

Last year, our Literary Festival (called “The Many Worlds of
Science Fiction”) showcased cross-disciplinary panel discussions,
literary readings, writing workshops, a musical concert with writers
& musicians, and a film screening. One highlight was a writing
workshop offered by a UK writer on science fiction, because we
did not offer such a topic in our curriculum.

Outside of the IWW, other kinds of engagement with writing at the

university-level include:

1. Student & faculty exchanges with another university

2. Symposiums or conferences on creative writing

3. Creative writing classes offered to local schools (Saturday Club
in UK)

4. Internships in the literary arts, publishing, etc.

5. Partnerships with businesses, museums, literary journals,
publishers, literary festivals, embassies, and other government
agencies

6. Writing competitions

7. Literary Festivals around a theme

Institutions and Persons

In addition to the practical considerations of how to integrate the
literary arts in the university, | think it's necessary to reflect on the
ideological underpinnings behind institutional imperatives, so that
we can understand the historical and political contexts within
which we design and implement our programmes. Why are we
making certain choices, how are they informed, explicitly and,
especially, implicitly by other forces?

In the United States, for instance, creative writers found a home in
universities after the Great Depression, according to the scholar
Evan Kindley in his book Poet-Critics and the Administration of
Culture. He writes: “modernist poet-critics [who] found themselves
abandoned by patrons after the Great Depression and forced to
make a living by way of universities, ‘little magazines,’ the federal

"k

government, and philanthropic foundations.” One consequence
of placing writers in the university is that they became critics who
watched over literary art, using book reviews, prizes, and fellow-
ships to reinforce their aesthetic and political values. | would invite
anyone involved in the institutionalization of creativity to spend
time thinking about the history and politics behind the origin and
development of such initiatives, not because we can escape
ideological capture, but because we can be more self-scrutinizing

as we proceed.

I will end with four rhetorical questions that may invite discussion
later in the session:

1. How can we make a residency programme meaningful for

2. How does the presence of creative writers in the university
shape their own writing? (See the emergence of the “campus
novel” and “campus poetry collection”; Srikanth Reddy)

3. Should administrators try to integrate the values of literary
practice with other academic disciplines, such as the sciences
or business? If so, what may be lost (or gained) if the discipline
of creative writing is positioned as relevant to STEM education?

4. How can literary practice inform literary studies? (See Rita
Felski)

*Note: Other books that trace the history of the institutionalization
of creative writing in universities: The Elephants Teach: Creative
Writing Since 1880 (D.G. Myers), The Program Era: Postwar
Fiction and the Rise of Creative Writing (Mark McGurl), Workshops
of Empire: Stegner, Engle, and American Creative Writing During
the Cold War (Eric Bennett), and Creative Writing and the New
Humanities (Paul Dawson).



Dinah Roma

Dinah Roma is University Fellow and Professor of Literature and
Creative Writing at De La Salle University (DLSU) Manila. She is
the author of four books of poetry. Roma was the former director
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was a fellow at the Silliman University National Summer Writers'
Workshop, considered as the longest-running workshop in Asia.

Good evening everyone! First, I'd like to thank Kyoko Yoshida of
Ritsumeikan University for having me in mind for this roundtable
discussion. I'd also like to acknowledge my co-panelists for this
evening: James Shea of Hongkong Baptist University; Bernice
Chauly of Nottingham University of Malaysia; Tiffany Atkinson of
the University of East Anglia; Manabu Kawada of Kyoto University
of the Arts. It is an honor to be in such esteemed presence.

| would like to take my cue from the suggestions given by Kyoko.
And that is not to repeat the same discussion that often emerges
when we talk of creative writing programs in the University.

First: | do believe there is so much to share about the creative
writing programs in the Philippines. If we are going to establish
some kind of timeline to this, we can go back to the early 1960s
(particularly, 1962) when Dr Edith Tiempo (who became our
National Artist in Literature) and Dr Edilberto Tiempo had just
returned from their graduate studies degrees at lowa University in
the US.

Receiving funding initially from the Silliman University, the 3-week
Silliman Summer Writers’ Workshop was established. And that
began a great legacy in Philippine literature that | can strongly say
has been unequalled up to now. You have generations of writers
coming out of this summer writers workshop and, for longest time,
joining this workshop has been like a rite of passage for any
emerging writer who would like to be considered committed and of
note.

Through various political upheavals, through change of govern-
ments, the Silliman Summer Writers Workshop has persisted
through the donations and help of cultural and funding agencies as
well as dedicated alumni.

This is not to say, however, that there was not any other writing
workshop going on at the time. There was, of course, the Universi-
ty of the Philippines Summer Writers Workshop that accepted
manuscripts written both in Filipino and English. This was run by
the premier university in the country. | was able to attend both.

These two leading workshops have different temperaments. (Now
if we go by the usual description about them: the UP Writers
Workshop has been politically charged while the Silliman Writers
Workshop has often been seen as formalist following the New
Criticism training of the Tiempos. But, of course, this is rather

putting it simply as it does not take into account the dynamics that
take place within the workshop itself).

Second: The discussion about the workshop and the creative
writing programs in the University would not be complete if we also
do not talk about language. And a serious study of Philippine
literary or even cultural heritage would always touch on the
language issue given the colonial backdrop that we all have to
wrestle with.

What is probably interesting about the two workshops and, particu-
larly, the Silliman Summer Writers Workshop, is that this has
served as a model for other workshops to emerge in the country.
When | say “model’—this may be taken in several ways. Over the
decades, over the vyears, there have been creative writing
workshops that have emerged in the different regions in the
country. There is one scholar | talked regarding this development
and he reasons that the rise in the writing workshops indicates
how English and Filipino no longer respond to the expressive or
creative need of the Filipinos in various parts of the country. And
this clearly shows the abundance or exuberant creative energies
of our young people.

So we have, for instance:

The IYAS Summer Writing Workshop based in Bacolod City (in the
Visayas) that has been running for nearly two decades. And if not
for the pandemic, we would have been celebrating its 20th year
anniversary of the workshop May. We also have the LAMIRAW
Writing Workshop based in Tacloban City that has just been
concluded. And Cornelio Faigao Writers Workshop based in Cebu
City that has been running for nearly three decades. You have the
more recent Davao Writing Workshop. And other universities have
followed suit: the Ateneo Writers Workshop, the University of
Santo Tomas Writing Workshop—which is the oldest university in
Asia. And there are still others | have not been able to mention in
various scales of operation.

But what | would want to say is that each of this regional writing
workshop caters to languages that are particular to the region.
They open up spaces of learning, readership, network, and
publication (and | would have to say translation) in these places.
And they're able to reach out to beginning writers that may not
have official affiliation with schools or universities. So in a lot of
ways, the writing workshops | guess bridge that gap between the



informal and formal ways of getting support when it comes to the
study of writing.

With regard the role of the university (in the case of the
Philippines): | think | do not need to belabor the point. It is crucial.
It is considered as the vital conduit or vessel for any serious
undertaking of the study of creative writing. And it has something
to do with the infrastructure of educational institutions, the funding,
the intellectual resources, the quality of teaching, after care, and
exposure—such as this event: we have our literature and creative
writing students out in the audience.

How do these programs shape our literary communities?: The
Philippine literary community is really a small one despite what |
mentioned a while back about the growing number of writing
workshops in the Philippines. So you can have one writer able to
write in English or Filipino and his own mother tongue joining
several writings workshops in one summer which is the best time
to travel around the islands because of the hot weather and the
blue waters (This is MAKING me so nostalgic for that time).
Pre-Covid—many of us teaching creative writing in the universities
would rather have a hectic schedule in the summer as we sitin as
panelists in writing workshops.

Now to conclude: | have been teaching creative writing at De La
Salle University for two decades now. And | think one aspect |
really value the most is when students also get to publish their own
works and go on to win awards. Or, simply just be able to pursue
what it is they want out of their talents or skills. Some become
teachers themselves.

Many of these students, particularly, at the graduate level come to
study with us with a rather high level of writing knowledge. And the
graduate studies program do provide a sense of community and
safe space for rigorous training. The point there is not to make
them write the same way many of us teaching do, but encourage
them, to push them, to go beyond boundaries. Until they find their
own path and voice.

Because that'’s really the only way we can produce excellence.

If there are other points that need to be discussed then we can talk
about them later during the Q & A.

Thank you.
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Creative Writing in Japan: A Case of Kyoto University of Arts

First of all, | am most grateful to Kyoko for inviting me here and |
am also very happy to see you all. | believe that | have been invited
because | teach creative writing at my university, so in this part, |
would like to talk about the Department of Creative Writing, Kyoto
University of Arts, where | teach, and make a brief comparison
between Japanese CW education and its Western predecessors. |
will also try to give a hint to the question of the day, how it works as
a “site of literary creativity.”

My department is quite new, just as my university is quite new.
KUA was first established as a junior college in 1977, and it was
then turned into a university in 1991. The CW programme was
started in 2007, so now it's the fourteenth year for us.

Our programme, and its Japanese predecessors, such as the CW
programme at College of Art, Nihon University (est. 1924) and the
one at Osaka University of Arts (est. 1967), are different from their
Western counterparts in that they belong to art universities or the
faculty of arts of a university. In addition to that, they have quite
different educational goals: while “fiction” and “poetry” are the two
main fields of creative writing, Japanese programmes lay stress on
“editorial” as well as “creative writing” itself. Along with editorial
courses, they also offer their students courses on various kinds of
writing, including commercial articles, interviews, reviews and so
on. The fact that Japanese CW programmes are placed as a part
of art education might make you think that in Japan creative writing
is regarded as an art (in fact, it should be). But it is also true that
the situation surrounding Japanese universities is becoming more
and more competitive due to the rapid decline of the national
birthrate and we are under the pressure that we must teach
something “useful.”

However, the emphasis on editorial is also deeply linked with our
conviction that we must publish our students’ works. Since we are
at an art university, we annually hold an exhibition of our students’
graduation works. In our department, students are supposed to
make their works into a book of Japanese paperback size and sell
them to the visitors. Last year, our 34 graduates sold nearly 500
copies in total. We also host literary events under the name of
“Storyville,” which was coined by the founder of our department,
Riyo Niimoto, an author now living in New York. Storyville events
include book clubs, a short but very intense writers in residence
programme in 2011 with Denis Johnson and Lynne Tillman, and

students’ reading their own works, an idea | was inspired with
when | visited University of East Anglia in 2016.

Behind all this is a peculiarity of Japan’s publication system:
Japanese publishers have been long depending on large-scale
publication. Two years ago, when one of our graduates published
his first novel, the publisher printed 5000 copies. In Japan, it is
common for young authors to make their debuts after receiving
prizes and those prizes are highly competitive. As a result, very
few chosen newcomers have chance to publish their works and
the rest have no chance at all.

But the situation is changing. Now many small scale publishers are
emerging, some of them are owned and run by just one person.
Following this trend, we are planning to start publishing label
“301,” the name coming from the height of Mt. Uryuuyama, in front
of which our university stands. 301 is going to publish the first
issue of its literary magazine in the next March.

Our university also has a correspondence programme of creative
writing, in which students aged from 18 to 80s practice writing. |
strongly hope that our department functions as a place where
people from diverse backgrounds who wish to write can meet. Our
publishing label “301” might serve to publish their works as well.
And | also hope that our Storyville will be a place where readers
and authors can meet. Our department, when initiated in 2007,
was more education- oriented and we spent our first ten years
developing curriculums optimised for the development of literary
professionals. But now we are starting to consider our mission to
serve as a local hub of whatever people interested in literary

creations.
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Thank you very much for inviting me. It's an honor to be part of this
panel and to learn so much about crazy writing in other depart-
ments, in other countries. | know | should say good evening to
you. It's morning here, um, so | have to apologize because it’s bin
day, it's refuse collection day and I'm at home, so if there are
noises off, it's quite likely to be a rubbish van. I'm hoping it won't
happen, but if that happens, that’s what it is.

So, I'm speaking today from Norwich, so I'm a professor at the
University of Anglia and we are celebrating our 50th anniversary of
our creative writing program this year. A post-graduate course in
creative writing fiction was set up in 1970, quite famously by Angus
Wilson and Malcolm Bradbury and UEA certainly prides itself on
being the first creative writing school in the UK. Like most origin
stories, | suspect there are alternative ones out there as well. But
certainly, like a lot of creative writing initiatives that have already
been discussed, it takes it's inspiration from the lowa Writer’'s
Workshop and it proceeds on that basis. And over the years, it has
expanded from fiction into poetry, script writing, life writing. I've
only been here five years and | run the poetry strand, which is
newer. It was set up by the then poet-laureates Andrew Motion in
the early 1990’s.

But | think UEA still regards itself as being one of the first UK
institutions or universities to work with creative writing at
post-graduate level. Since then, creative writing has become very
popular and at under-graduate level in most literature depart-
ments. | think this has a lot to do with the assimilation of art
schools in polytechnics into the university system in the 1990’s
and a lot of arts practice was assimilated into the academic
teaching of arts at that time. And it's very popular, it's very popular
with the students. So, it's a growth area and most English depart-
ments in the UK now teach creative writing, at least alongside
traditional literary studies.

So, | don’t want to say too much about the program because | think
we probably all have an understanding of how those programs,
particularly those that come out of the kind of parent lowa
workshop, how those work. | would like to say a few things about
how programs shape literary communities and how literary
communities and universities shape and create literary values, |
think that's a really interesting question, particularly because |
think quite often, certainly, in the UK, creative writing in universities
has been critiqued for being a kind of an ivory tower elite, being
literally art practice that isn’t really engaged in the real world and

And | think there may be some truth in there — | mean, certainly
Malcolm Bradbury and Angus Wilson in setting up M.A. 50 years
ago. They were particularly keen to create some kind of environ-
ment where literary fiction could flourish in the context of arts
council, arts funding for independent writers and commercial
publishing being less likely at the time to subsidize literary fiction,
experimental fiction. And | think that there is an argument to be
made about that, but | would say that's quite a good thing, that
within what | would call a kind neo-liberal buzz word of creativity in
the university, which | think often is co-opted as a way of talking
about employability, entrepreneurship, market ability is very often
co-opted as a subsidiary of STEM subjects and sciences. | amin
favor or preserving some space where writing and art practice, for
it's own sake, almost is preserved. So, | don’t necessarily have a
problem with that.

But | can’t argue with the fact that very often what this means is
that our alumnae — our famous alumnae — for example, Kazuo
Ishiguro and lan McEwan do stand for particular kinds of literary
production. However, | think what's really interesting about writing
programs with the kind of history that all of our universities today
have is that our alumni become the gatekeepers, become the
editors, become the commissioners, become the publishers out in
the rear world, so we may not necessarily be creating serious
writers, but we are certainly producing and encouraging a new way
of thinking about literature. So, to give an example from my own
graduates last year, from the M.A. in creative writing, three of them
have gone on to start up independent publications, one of them
runs an open-mic enterprise in London, one of them works for
GRANTA and is commissioning exciting new work internationally
from a very influential publishing house, and two of them have got
start-up funding for a journal that's specializes in writers of color —
young writers of color. So, these are our students who are going
to be shaping the literary culture of the future, and | think that's an
important and exciting thing to think about.

The other thing | wanted to talk about — I just thought | would talk
through an example of a publication that’s — the University Publish-
ing Project at UEA created two years ago now. It's something that
| oversaw and it's something that | hope will describe how some of
the work that we do in creative writing departments can create and
shape a larger literary community. Now, as it happened - this
happened — this collaboration which was with students at
Jadavpur University in Calcutta. This happened before COVID,
but it strikes me that it's in our post-COVID climate where sadly the



festivals and the exchanges and the residencies that we all
championed aren’t — as far as | know — possible for the foresee-
able future. This is a model of a kind of a literary collaboration that
can take place without having to travel.

So, first of all, | wanted to say something about University Publish-
ing Project. Now, this was set up at UEA surprisingly recently. It
surprised me when | came here five years ago, that there’s a — a
university with the — the reputation for creative writing that UEA
has, didn’t have a publishing house. And so, we set one up, jointly
funded by the Arts Council and by the University. Now, because it
publishes a number of writers who have gone on to — to sell really
well, it is self-sufficient, but it did take a bit of investment to start
with. One of the things that it specializes in is translation and
collaboration — international collaboration and writing that takes
place across borders, between cultures and so on. And so, a
couple of years ago, | was part of a project with the Writers Centre
in Norwich, which involved exchange — writers going to Calcutta
and doing some work there and some teaching there and poets
coming from Calcutta to UEA and doing some work here. At the
time, we really wanted to be able to share this with our students,
but financial restrictions, all kinds of difficulties with practical
exchange meant that we had to think around that. So, what we
invented was a project called Writing Places, which happened
online. So, basically, a group of writers from Norwich and a group
of writers from Calcutta exchanged stories about their cities and
they were photographs, they were memories, they were maps,
they were myths, they were legends, they were all kinds of factual
and imaginative detail. And from this joint resource, the students
wrote a series of poems and stories about the two cities. It was a
kind of exchange of cities, really, and produced this collaborative
book that was published by the University of Norwich — so Univer-
sity of East Anglia Publishing Press.

So, | wrote the introduction to this, which explains a bit of the
efforts behind it. So, I'll just read a tiny bit of the introduction, to
give you a sense of what we were hoping to do through this collab-
orative work.

“So, the creative energy of life workshops is one thing. The
dynamic of online exchange and collaboration is slower and more
meditative, perhaps more conducive to expiration. What better
way to begin a project that is in many ways an alternative
guidebook, an anthology of secret maps. The poet, Roy Fisher,
once said of his hometown, the city is what | think with and this is
what participants were invited to do, not just in writing, but through
actual field work and the discovery of what so-often goes
unnoticed or unrecorded close to home. A certain quality of
attention can make one a stranger, even to one’s own city, and
writers were encouraged to explore forgotten histories, personal
cartography, folklore, and memory as much as the familiar 21st
century urban life. Each piece of work here is therefore a transla-
tion of some sort, in some cases between languages, but also
between continents, time frames and experiences. And though
these stories and poems are as vivid as any documentary
accounts of place, they also have the shimmer of strangeness that
is so often the hallmark of good literary writing, in which language
responds not just to the insistence of the present, but the oblique

currents of influence and desire haunting and prophecy. When,
after all, are we ever exactly where and who we think we are.
Perhaps we are all strangers, we are a community of strangers.”

Now, as it happens, several of the writers in this anthology have
gone onto — this is two years ago — forged publishing careers of
their own, writing careers of their own. But a lot of them didn’t and
| think that’s also a really valuable thing to talk about in the context
of what university study of creative writing offers. It might not turn
people into serious writers, but it certainly gives people the oppor-
tunity to study writing seriously from the inside, and not just writing,
but all the connections and the networks and the understanding of
place and openness to others that goes with that.

| think I've had more than my seven minutes, so | will stop talking
now, but happy to talk further with all of you in due course. Thank
you.
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Thank you for inviting me to be on this panel. It's not often that |
get to speak with academics, it's mostly writers and poets and
activists, so this is — this — this is going to be fun, | hope. So, in
Malaysia, we have very few universities that actually teach
creative writing in the tradition, in English, because — you know, as
we are a product of the colonial empire, of the British empire, after
independence, there was a generation of writers who wrote about
the post-colonial experience in English and Malay. So, this gener-
ation sort of paved the way for the other generations of nation
writers and | think that writers in the 60’s and the 70’s precipitated
the kinds of themes and issues that writers like myself started
delving in, in the 80’s and the 90’s. So, as a result of that, we have
some universities, mostly private universities, who do have
creative writing programs in Malaysia. I've been teaching at the
University of Nottingham, which has a campus in Malaysia, which
has been around since | believe 2005, but | joined the creative
writing program under the English department in 2015, and | just
wrapped up my sixth year of teaching Prose and Poetry and
Beginning Creative Writing just a couple weeks ago.

So, what's happening here is that you have a great number of very
young people — young people meaning people in their teens. | get
inquiries from mothers who have seven and eight-year-olds who
want their children to learn creative writing, because we have this
— the dynamic element that was in our education system and
prevalent in the ‘80’s and ‘90’s as no longer there, so literature isn’t
really taught in schools anymore. If you have as a child or a
student who's particularly interested in literature and in writing, it's
up to the role of the parent or the teacher to encourage this child
outside of the academic situation and provide them support
systems and an ecosystem that is sustainable. So, if a young child
is interested in writing, how do you sustain that and how do you
take that through? Does that follow through in university? Do you
allow your child to then take up a creative writing program in the
local university or do you start looking at programs abroad?

So, what we have here at the University of Nottingham is we have
a degree that is in English Literature and Creative Writing, so it's a
combined degree; and we also have the first — an M.A. in Creative
Writing in Malaysia. But the issues are this. Because we have
such a large number of students who are interested in writing in
English, specifically, what happens after they graduate is this — we
don’t have the infrastructure and the kinds of frameworks that you
would have in say the Philippines or in the UK or in Hong Kong for
that matter. Because we have all these students who have existed

in a bubble for three to four years, being inspired by their profes-
sors because we are their first point of reference — you know, as
writers, as practitioners. You have a student who has read some
poetry, a lot of spoken word poetry, but who hasn’t really studied
poetry, so we're teaching them all these basic elements of under-
standing rhyme and meter and sound and craft and all of that. So,
they’re in this bubble for three years and they’re writing amazing
things — by the way, there’s a lot of talent in Malaysia — but what
happens when they graduate? So, it's very sustainable in the
university because there are platforms — there are festivals, there
are one act festivals, there are poetry festivals, there is a literary
journal, but when they graduate — | mean, they come out into the
world, a lot of them are confounded, because they don’t know what
to do. What — how do | get a get a job as a — you know, as
someone who has a degree in creative writing. So, a lot of my
students, and some of them are exceptional, really. I've been
teaching for a very, very long time and the students at the Universi-
ty of Nottingham just keep getting better and better and better. |
just had a consult with one of my students just now, one of my best
students in the second year, and he said — how do | get a literary
agent? What if | spent the next three months working on a draft of
a novel, how do | do this? And | said, well, write the novel first and
then we can talk about it — you know, I'm always here, even though
I’'m not teaching you anymore, | can always be a point of reference.

So, what happens after that? Because —in Malaysia, we have,
again, all this talent. Yes, | ran the George Town Literary Festival
for seven years and — you know, as a spillover of the fact that | was
teaching at the University of Nottingham, we had platforms for
students, creative writing students, who would read their work.
That also extended to LaSalle University, which had a creative
writing program in Singapore, so students would come up to
George Town in Penang, just to perform this work.

So, in my time as a festival director, | created platforms for
students to be able to read their work and share their work and be
exposed to other writers from around the world, but the problem
again is this, and | keep coming back to this because — if these
platforms aren’t there, what happens to all these kids who are so
talented, what if they’re queer, who is going to, in Malaysia, is
going to accept a collection of queer poetry? , and it's — we just
don’t have the kinds of platforms that we need so desperately,
because we don’'t have a support system. Censorship is a big
problem in Malaysia and one of the things with PEN, which |
started here — is that we want to kind of deal with the laws that deal



the restrictions on freedom of expression. So, we are existing in
this part of Southeast Asia, which is very liberal to a certain extent,
but then very, very oppressive in other areas. And looking at the
tradition of English, in Southeast Asia, trying to create very distinct
Southeast Asian stories, to the world, how do we get across those
barriers of race and ethnicity and sense of place in the world. If |
write a novel that is overtly political, will an agent in the UK even
want to read or even want to publish it? So, we’re dealing with so
many barriers here. Yet, we have so much talent! | keep telling my
students, you are going to be the future of the novel, the future of
poetry, the future of playwriting, but then again, they come out and
they’re in the work market enough to — you are too — they just —
they stop writing. And this is a problem because it's such a shame
because we have so much talent, so much diversity, so many
different voices, all writing in English, all trying to tell a very distinct
Malaysian and Southeast Asian story, but we just don’t have the
platforms and we don’t have the right ecosystems and we just
don’t have the right institutions that can support these students in
the long run. So, what do they do? A lot of them end up as
copywriters, those who can afford it, end up in MFA creative writing
programs in the States or in the UK, because — once that seed is
there, once they understand and fall in love with the word, they
want to keep writing. So, in Malaysia, these are the problems,
these are the limitations that we have and as someone who has
been in academia for almost 20 years, | try to of course encourage
my students and to — , teach them the craft, this is my job, but
once they graduate, that's the concern, thats what — what
happens to them because in order to create platforms and
channels in which they can get published, this is where we fall
short and this is where we are severely lacking in encouraging our
future writers of tomorrow. Thank you.
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Discussion and Q&A

KYOKO YOSHIDA

Let me first ask Bernice a question because - or more like a
remark, whenever | go to Southeast Asia, I'm just amazed by this
energy of young people - you know, whether it's writing or visual
art or just commercial designing, that people are bursting with
energy to - to create and they absolutely want to share what they
have and it's just amazing. And that was the case at the George
Town Literary Festival too, that there - that there was a poetry slam
and there's energy of young people and you mentioned censor-
ship, but like, to me, what they express - you know, sounds more
liberal and free compared to - to what Japanese young people do,
where - that the - | think they're probably were more timid and
self-censorship is so strong and everywhere. We also started to
see some young writers who go on to pursue creative writing
career in the United States and in the UK and they're publishing
their stories from Malaysia. So the journals from the University, for
instance, is it not enough? It doesn't get the readership outside of

university?

BERNICE CHAULY

Yeah. That's the - that's the problem. | mean, most universities
have their own literary journals, but it's very contained, it's very
self-contained and it's mostly for the university and the students
itself, so there's very little spill-over - that is accessible to the
public. We don't really have a literary journal in English that has
been instrumental in creating platforms. We have some in Malay,
there are new ones that come along every few years, but then they
don't really last, you see, but | think it's also the curation and the
editorial focus of these journals, because they're very much - very
much contained within academia, very much contained within
what is taught in the coursework. So, anything that is sort of
slightly, a little bit risqué, for example, may not be considered, if it's
not deemed academic enough. So, this is a problem. It's not - it's
very specific, but it's also very limiting in that respect.

JAMEA SHEA

Bernice, what about the internet? | mean, | would think that would
be a natural place - for these graduates to sort of create a little
ecosystem that you mentioned.

BERNICE
Um'huh. Yeah.

JAMES

And of course, like that can be picked up anywhere around the
world and it's something - it sounds like Tiffany had some success
with - with - you know, students in Calcutta, so I'm just wondering
like what's the - or is censorship a problem online. What's the
scene like that, in terms of the internet?

BERNICE

Yeah, there's a very vibrant scene, of course, because there are
poets who write for the internet and who have Instagram profiles
and who have very, very large followings. But it's a different kind of

market. So, if someone is very popular online, if they publish a
book, then of course you're going to have the market, so it
translates directly into a publication. But what I'm also seeing is
that - it's existing online, the physical presence of - of readings and
performances, of course - you know, has completely changed over
this last year, but these platforms are diminishing because the
people who are running these programs are - a lot of them suffer
burnout, there's so little - you know, support, and it's basically just
- you know, self-volition, I'm doing this to create platforms. But it's
not sustainable, it lasts - you know, two, three years, and then it
stops and then something else might start again, so it takes a lot of
effort from individuals to sustain these platforms and if that individ-
ual decides I'm not going to do it anymore, then that's it - you know,
so it's that - it's that sense of - there's work involved and - you
know, if | can't create enough support systems within - within my
own circles or within a - you know, to get any kind of - of support
from the - from the institutions, which - which never happens, most
of the time, so it's up to individuals to keep these things going, and
if they stop, then that's it, it's the end of an era of a particular kind
of event.

JAMES
Yeah.

DINAH ROMA

I would just like to go back to what you shared with us earlier about
that collaboration, the online collaboration. | think | would - | would
like to maybe set it against a bigger question as to the future of
creative writing programs, like post-COVID. Are you preparing for
a return to the classroom setting or is it really going to go the other
way around - because we - like at LaSalle, we're considering a full
online MFA program - | mean, if - if this does not - you know,
subside or - but that's - that's actually already in the plan. So, how
is it with the other universities?

TIFFANY ATKINSON

Um, if | can stop - I'm unsure if anyone hasn't already answered to
that. The post-COVID e nvironment and we're not planning to go
online and we're seeing it as a short-term way of managing, and
it's working okay, but we are also doing quite a bit of face-to-face,
those of us who are able to. So, I've been doing that with the MAs
this year and we are hoping to return to the workshop, which | think
is a fairly sort of central element of our sll pedological practice.
That's not to say that aren't a number of very successful online
courses. The writer's center in Norwich, which is a non-academic
institution, that runs a lot of non-accredited writing courses, but |
think ours does very much rely not just on the - the classroom
participation, but the literary culture of Norwich. | mean, what |
didn't have time to say is it's a - it's got a huge literary culture, there
are events every night, there are too many - | mean, in normal
times, | can't get to them all, so there's that aspect as well. But if |
can kind of just sort of pull that together a little bit with - with what
Bernice was saying as well, about - you know, yes, the - the online
environment is great, but it is also a bit of a bubble and | think



although we don't face the problems that Bernice's students are -
is describing about her students, we do also have the problem that
within the university environment, there's a lot going on. But the
writers actually want to get their work out there - out there, wherev-
er there is. And that also, for them, involves submitting work to - a
lot of them submit to American and Australian journals and
publishers and agents as well as British ones. And | think there is
always an element of - you know, what - what does it mean for a
writer to submit work out - outside of the sort of the university
framework. And there aren't enough resources for any of them in
that respect. But | did wonder whether Bernice's were submitting
to Australian, British and - and American journals, particularly the
poetry, because | would have thought that would be very attractive
to editors, but - yeah, that - I'm - I'm speculating.

KYOKO

Nowadays it's easier to submit to journals - online submission is
possible, and | think many American journals take simultaneous
submissions. But at the same time, the question is that - so, it
seems like even though people write in the same language, which
is English, in this case, that - there's a need to create a local
platform as well as exchanges between the platforms, just like
Tiffany was talking about. What about in the Philippines? How are
- you know, how are the publications circulating - between
languages or in other English-speaking areas in the Southeast
Asia, in the Pacific?

DINAH

Well, in terms of creating platforms, | - alternative platforms - |
think the - the Philippines are very good at that, recognizing that
there's a - you know, like limited options in terms of publications.
So, we do have writers self-publishing or submitting to indepen-
dent publishers and this slowly being taken as - as legitimate
publications. And when | say legitimate publications, | think | would
have to situate that in the context of the topic where you say
university as the site of creative or literary creativity. And for the
longest time, we have university publishing houses as the only
ones being considered as valid, in terms of maybe esthetics,
evaluation, acceptance - so forth and so on. But that - that slowly
is, | think - how do | say this? The fact that there are other options
being opened up, by writers them - by the writers themselves and
also by - by writers turned publishers - you know, there are a lot of
that and as | have mentioned a while ago, we have creative writing
workshops in the regions and along side this, you also have
publishers opening up to writings in regional languages. So, in
short, what I'm saying is that it's really a lively scene - you know,
environment here in the Philippines. And maybe - | just have a
question for - for Bernice, and this has something to do with our
interesting political situation in Southeast Asia. You were here the
last time, remember, the PEN, and there were a lot of statements
made - you know, in terms of how writing should - you know, be a
platform for democracy and for - you know, calling out injustices,
so forth and so on. So, I'm wondering how it is now in - in Malaysia
and what are the specific goals that you are trying to pursue as -
as President of PEN Malaysia?

BERNICE
It's a very new organization and what we have done with - with

PEN so far is we had three panels at the George Town Literary
Festival, which happened like a few weeks ago, just to introduce
PEN and the notion of PEN and what it stands for, to a Malaysian
audience. The response is pretty good, so now we have to - you
know, do things step by step, because we want to address the
laws, we want to also address the fact that Malaysia is such a
multi-lingual - you know, there's so many different writing circles
that exist within our - our own framework, so you have the writers
who write in English, the writers who write in Malay, the writers
who write in Chinese, and the writers who write Tamil. And that's
just Peninsula Malaysia. On the other side, you have so many
different languages. So, | think what PEN wants to do is to create
a sense of visibility of Malaysian writing - we need to create that to
each other, so that we start reading each other, because we're not
reading each other. You know, the English writers are so set in
their ways about only reading other English writers, who write in
English, in Malaysia and elsewhere, and the same with the Malay
writers. So, there are all these factions and all these walls that
have been in existence for a very, very long time. So, trying to
create easy access, this flow of information and this flow of under-
standing between - you know, writers in Peninsula Malaysia is one
of the tasks that we want to do, and also to create very specific
issues that we want to target. So, journalists, as you know, in
Southeast Asia, are always been targeted. So, one of the things
that we want to do as PEN, is to support writers who are not
journalists. So, poets, playwrights, fiction writers, non-fiction
writers, bloggers, graphic artists, comic artists and so on and so
forth, because we feel that journalists have enough of a say, have
enough clout within Malaysia and elsewhere. Amnesty Internation-
al has just put up a campaign called Unsilenced to basically target
freedom of speech, end censorship in Malaysia. And that's
something that we don't necessarily want to do because that's
already being done by Amnesty, so the targets again are very, very
specific because we want to address issues that affect us. And the
main issue that affects is the law. We have so many laws that deal
with sedition, there's so many laws that deal with freedom of
speech, there's so many laws that deal with what we can say and
cannot say. And because we have this climate that is - you know,
we had a coup, the government that is in power right now is not a
legitimate government and this is why - you know, on top of
COVID, PEN Malaysia was unable to register itself this year
because we weren't sure how do we - how do we navigate the
current political situation, how do we come across as being an
organization that defends freedom of speech by also protecting
itself. So, there are a lot of concerns that we need to try and
navigate and to - to filter, to see what comes first. What is the first
thing we do? We have to take things one step at a time. So, again,
it's - you know, really looking at the situation, what we can do, what
we can't do. But of course, at the end of the day, it's to create more
- more channels of discussion within the writing community itself,
which has been problematic for a very, very long time in this
country.

KYOKO

Bernice's talk about the reading each other, reading different
languages and communication within the community of writers, |
was thinking of James' IWW's New Chinese Writers Workshop.
What's the idea behind that you have a separate Chinese
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program? Does that have to do with translation, language issues,
was just a matter of running it?

JAMES

It's a - it was sort of serendipitous. We sort of met a donor who was
excited about our program and wanted to participate - you know,
financially in it, but - but wanted a new - you know, wanted to brand
something new, so we, in consultation, came up with this sister
program that features Chinese writers. And - and so it's actually - |
think it's funding for four years, so I'm not sure what will happen
beyond that, but it's a little bit different in the sense that we have
included, for the first time ever, Hong Kong writers under this
program. So, previously, we never really - you know, gave any sort
of residency experience to Hong Kong writers, but now, through
again, a competitive - or actually, | think that - | think that's my
nomination, but we - we invite a Hong Kong writer to live on
campus and just sort of interact with students. So, that's been an
exciting change. And actually, the Hong Kong writer then gets to
interact and socialize with these international writers and the
Chinese writers, so it's - | think it's good for everyone. And it's
actually not that expensive to host a local writer - | mean, you
know, to put them up. | mean, you don't have to worry about airfare
and - | think they're going to do some workshops for us, so - yeah,
it's - it's a - a new dimension to what we've been doing.

KYOKO

There's a question to Bernice. The - he's wondering why do Malay-
sian students want to write in English? What would be the reason
behind that?

BERNICE

That's a question that I'm asked all the time. Well, we were a - you
know, a British colony for almost 200 years, so the - the language
that most contemporary writers write in, is English because it's - it's
an international language, it's - we are taught English in schools. A
lot of us speak English at home, it's actually our first - it's - it was
my first language because my parents were teachers, so it's - it's
almost a lingua franca, if you are of a certain - you know, a certain
- if you're sort of middle class or upper middle class, English would
be the language that you would speak at home. Now, this has
changed a lot since the 80s and the 90s because our education
system has changed so drastically. | was a product of a missionary
school, so | was taught by nuns, who - you know, spoke in Irish
accents and | had to - and Irish LaSallian brother who taught me
Shakespeare. So, you know, | was very privileged in that sense,
but a lot of my peers spoke in English and write in English,
because it's the language that come most - that comes most - that
comes easiest to us because it's - you know, we were taught in
English, we write in English, we think in English. Bahasa Malaysia
is of course our national language, but to write in Malay as a
non-Malay, can be seen as oh, this is interesting, why would you
do that? So, again, language and ethnicity does not necessarily
mean that just because I'm Malaysian means - you know, | will
write in Malay because Malay's a very difficult language to write in;
it's a very poetic language, it's a very beautiful language. So,
again, you know, you go through that layer of translation because
if you write in Malay, your work will only be accessible to the Malay
Archipelago, to Malaysia, Indonesia, Singapore. If you write in

English, you're immediately in the international arena. You - you
are out in the world, so to speak. And that's why we have - you
know, many Englishes in this part of the world, we celebrate
English as - as a way in which to adapt, to assimilate, to talk about
how different we are as Southeast Asian writers who write in
English. So, it's a very - it's fascinating. | think it's really interesting
how the post-colonial writers used this as well to work with English,
to take the language of the empire - of empire and to - to change
it, to transform it into what is ours and ours alone. So, English, to
answer your question, it's a very malleable language, it's a
language that all of us speak very, very openly, especially in
Malaysia and Singapore and in the Philippines of course, and it's a
language that we feel most - best expresses who we are in South-
east Asia at this point in time.

TIFFANY

That's - gosh that - that's really fascinating, that account of - of the
use of English. And to some extent, take it for granted that most of
my students' primary language is English and we have a compara-
tively monoglot - well, very monoglot culture. But my - my - | want
to add a question for all of my fellow panelists, which is about the
relationship between writing and reading in your courses and for
your students. Because - | mean, | think one of the reasons that we
quite often get critiqued as kind of teaching creative writing is that
students like it, because it's easy, because it's about self-expres-
sion rather than about reading others or about literary history or
about genre or about - you know, kind of the more technical
aspect. Now, clearly, if you're working in several different languag-
es, that is immediately made more complicated. But | did want to
ask about how your courses negotiate the canon - you know, the
literary tradition, how the writers are encouraged to engage with or
to - to perhaps transpose or interrupt literary tradition. Is it
something that - that | find quite an interesting part of teaching, is
getting students to - to engage with the traditions and to start to -
to make them more malleable?

Dinah

Now that I've heard your question - you know, | go back to our - our
syllabus and it's rather strange to have like post-colonial literature
as a subject and you have on the other hand, masterpieces being
taught and still the titles that you have there are - you know, like
from the canons, from the Western canon. So, | guess in terms of
- of reading, we do try - and not to mention, of course, our own
original literature, the teaching of which is already required at the -
at the graduate level and required by the commission of higher
education. So, all of these things play into - in the teaching of
creative writing program. And we always make a point to say that
- you know, writing is pretty much reading - you know, and so it's -
it's almost like a 50/50% kind of allotment or allocation. We have
reading materials that may serve as samples and the reading, we
try to make it as mixed as possible. And here, we go again for the
post-colonial term of representation, Englishes that does not only
come from - you know, countries like UK, but also we have from -
from Malaysia, we try to read other writers in Southeast Asia and
also in other countries in Asia, India and the others we get in - in
translation. So, we do have that - you know. It's always, | think, a -
how do you call that - a conundrum, how do teach - you know, all
of this things, and not to mention of course, that in our - in our



university, we only have 13 weeks - you know, 13 weeks within
which to get a taste of everything, and not to mention, of course,
like from September to December, we have - it's the typhoon
season and we get a few weeks off - you know, whenever there's
a strong typhoon, like just what happened in October and - and
November, yeah. So, it's really a balancing act, | guess - you know.
And so, with - | think with the online setup, we can just give them
assignments. We leave it on the files and then give them some
instructions, which they can do on their own.

JAMES

| would just add, it's a big challenge for our students. | teach in a
program that's bilingual, so students are taking half of the courses
in Chinese, half in English, s, their attentions are divided, in that
sense, in terms of what they can - you know, read and retain.
They're also, frankly, addicted to their phones, so that makes it
hard to concentrate - you know, you can see that. | teach poetry,
so | - you can kind of get by with - you know, showing - sometimes,
if they haven't done their reading, you can show them a poem in
class and read it together, make sure they're all on board with it,
but it's a challenge - they're reading in a second language, like you
said. And so, one thing we have as the final year project, where
they really need to write something lengthy and do some deep
reading in a particular area, so that's a way to - to sort of make
sure they get through the program with something substantial
under their belt. But it's a challenge, there's no question. | had a
question for Manabu. So, you showed us that photo of the
students with their books.

MANABU KAWADA
Yes.

JAMES

| guess the end of the program, end of the year. Who - those are
wonderful. | mean, who pays for those books and how - what are
the mechanics of these books being produced? Who designs them
- you know, yeah.

MANABU

That, of course, the text are written by our students and the design
and the material for the design come from students in other depart-
ments of my university. So, it's a kind of collaboration. And in
Japan, there's a platform called “BOOKS,” it writes B-C-C-K-S
<https://bccks.jp/>. That's an online platform and they - you know,
they put the text on the internet and then produce the book and
sends them to - to the person who ordered. So, on the average, it
costs 500, 600 yens, that is six - five or six dollars and they - most
of the students bring copies and they sell it, yes.

JAMES
| see. That's brilliant. Yeah. So, it's like print on demand? They're
only producing the book when it's ordered?

MANABU
Yes, it's print on demand, yes.

JAMES
Yeah, that's wonderful. That's clever. Thank you.

KYOKO
It's also an advantage of having a program in art school.

MANABU
Yes, that's right.

KYOKO

Here's another question. In terms of how to create the flow and
sustainable ecosystem within the creative community, is there any
cross-disciplinary approach within your university? So, you know,
Manabu's case is one example, writers write and - you know,
visual artists help to design a book. Any other examples?

MANABU

Book design is the best example, | think. | will think of another one.

DINAH

Maybe | can offer an answer to that. Like in our university, really,
the buzz word now is multi-disciplinary, inter-disciplinary - you
know, so we are asked to think specifically of programs where the
writing play across the - across the professions. And right now, for
instance, we are putting together a syllabus, it's called Imaginative
Writing and it's a three-unit course that will be offered, and when |
say offered - you know, like the different colleges will not be able to
take it out from the flow chart of the students, it's going to be a -
literally a part of their - a part of their program, as a special - as a
special course. And we are right now, at that stage where we are
thinking of putting together readings from the different disciplines -
you know, from the College of Engineering, College of Business,
College of - of Science - you know, and | - | remember having a
meeting with the other representatives of the - of the colleges and
they were just saying what, another writing course again - | mean,
do engineering students need this? | mean, they're supposed to be
building bridges or they're supposed to be doing this and how
different would this imaginative writing be from the other - you
know, like basic writing courses and - and we really had to argue -
we keep - we just have to keep on arguing. And we have one
course, that has been successfully launched by Dr. Marjorie
Evasco, and we have doctors onboard writing about their experi-
ences of the COVID, of being front-liners. And that has really
drummed up a lot of interest because | think - you know, that this
is really a chance for their voices - you know, to be heard and how
they, as human beings, are actually faring - you know, in this - in
this very difficult times. So, | think they're - they're going to have
another workshop, as - it's like a three-week workshop where they
have lectures and then you have doctors sending in their
narratives to be - to be critiqued, yeah. But generally, | mean, the -
the LaSalle University is going into that direction trying to do away
with all of this discipline, our boundaries, but | think it's easier said
than done right now.

BERNICE

| would like to add to that, if | may. So, recently, | was asked to join
the narrative team of a videogame company, so I'm working in
videogames now as a narrative writer. And | told my students this
- you know, I'm working on a videogame and they're just like wow,
that's really cool. And recently, | found myself using a videogame
term to explain to them - this is a vertical slice, okay. So, you get -
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you cut through a cake and this is a vertical slice and this what
your short story should be, okay. So, you get a glimpse into the
world that you're creating, and this is the slice, which means you
have to have the back story and all the character descriptions and
blah, blah, blah, and they get it - they absolutely get it, because
they're all gamers, right, so it's - for me, this has become a
transition point. In all my experiences working as a multi-disci-
plinary artist has now sort of lent itself to my ability to navigate the
videogame world. I'm not a gamer, so this is completely new to me,
but - and you know, I'm still working as a writer and a storyteller, so
it's very interesting. Because when | say to my students, okay, I'm
working on a videogame, immediately, it's - it's - you know, their
attentions perk up, oh, this is - this is really cool, and when | found
myself using the term vertical slice, they just - | just thought to
myself, never in a million years would | have ever thought - you
know, | would use this term in a creative writing class about the
short stories, so there you go.

KYOKO

That's great. | remember | hosted a creative writing workshop with
translators, once with James - and - even translators - you would
think literary translators, they're forming a web - you know, how
imagination works and how language works, - you know, that the
kind of - you know, become flexible, but that did - they resist - some
of them, and the - it's kind of - you know, that they're working - |
mean, when we do work with translators, when our work gets
translated or when we translate others' works, but at the same
time, there are other ways of working with translators too, | feel -
yeah.

TIFFANY

Yeah, | mean, as probably the most monoglot person in the panel,
| have to agree with that. It always surprises me that certainly in
UK universities, literary translation and creative writing is seen as
completely different things and | don't think they are - so, | don't
think they can be, and it does surprise me that there isn't more of
a - of a kind of an interchange. | mean, there is in some places, I'm
lucky to have one in Norwich, but because we have the Center for
Literary Translation, but that's unusual. And it seems to me that
some of the most exciting creative conceptual work is happening
in the field of translation, translation studies and that again, would
be - those platforms could produce some really interesting work.

KYOKO

Yeah, especially at East Anglia - BCLT was founded by a writer, W.
G. Sebald, to start with. You are in the same department, English
Department. The cases of Southeast Asia are really important
cases because the countries themselves are multi-lingual, and on
top of that each nation has different languages, so translation is
really the key, the same in Hong Kong and China.
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