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[00:00:00] 
Welcome back. For this session, we are going to discuss plot. As it happens, it's not always that easy 
for us to find craft videos on plot, but for this session, we have three terrific videos which will give 
us I think lots of ideas about how you go about plotting a story or a novel. 
 
[00:00:21] 
And in this context I think of a story that I once heard from the late John Gardner about the 
business of creating plots. He said that he was in front of a classroom at a university spinning out 
plots just to give the class an idea about how you make plots. 
 
[00:00:40] 
And, in the middle of this lecture and he said, or you could retell the story of Babel from the point 
of view of the monster. And a light bulb went off in his imagination. He put all his papers into his 
briefcase, walked out of the classroom and did not return for six weeks. 
 
[00:00:57] 
During which he wrote Grendel. When he told me this story I said, what a great novel it is and he 
said, as it happens, it's actually a perfect novel. So is plotting easy for you? 
>> Well, I don't know about perfection but, I think that when I struggle the most with plot is when 
I'm thinking about plot separate from what I'm thinking about for my characters. 
 
[00:01:22] 
If we think about character development as them actually going somewhere, or changing some way 
over the course of the novel, that happens through actual things happening. So, I feel, if you think 
about them together then plot doesn't seem like a sort of burden you have to kind of hammer out 
separately. 
 
[00:01:41] 
 
>> So it emerges from the characters that you've developed. 
>> Certainly. 
>> So for this session Boris Fishman will break down the plot and give us a way of thinking about 
how to follow situations through and work with them. Stephen Lovely will talk about discovering 
plot, how the characters will lead you down different pathways. 
 
[00:02:04] 
And finally, Jonathan Riesen will talk about creating plot, suggesting ways that you can experiment 
with juxtaposition and causality to produce structural and plot-like situations that you might not 
have imagined beforehand. Overall, as we like to say, we have an embarrassment of riches, this 
week, in terms of plots. 
 
[00:02:28] 
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>> Absolutely. Boris Fishman's journalism, essays, and criticism have appeared in the New Yorker, 
The New York Times magazine and book review, the London Review of Books, the Wall Street 
Journal, and elsewhere. He holds an MFA from New York University and has received residencies 
and fellowships from the New York Foundation of the Arts and the Fine Arts Work Center in 
Provincetown, Massachusetts. 
 
[00:02:48] 
His first novel, A Replacement Life, was a New York Times pick for the 100 Notable Books of 2014 
and a Barnes and Noble Discover Great New Writers pick. His next novel, Don't Let My Baby Do 
Rodeo, will be published in 2016. 
>> Stephen Lovely is a fiction writer who lives here in Iowa City, Iowa. 
 
[00:03:06] 
His first novel Irreplaceable was published by Hyperion Voice in 2009. He's a graduate of the Iowa 
Writers' Workshop and a director of the Iowa Young Writers' Studio. Jonathan Lethem is the author 
of seven novels, of which The Fortress Of Solitude was a New York Times bestseller. Motherless 
Brooklyn was named novel of the year by Esquire, won the National Book Critic's Circle Award, the 
Salon book award and the McMullen Crime Writers Association Gold Dagger. 
 
[00:03:37] 
He's also written two short story collections, a novella, and a collection of essays. He lives in 
Brooklyn, New York. Enjoy. 
>> Hi, my name is Boris Fishman. I'm the author of the novel A Replacement Life. And today I'm 
gonna talk to you about plot. Plot is like the common cold. 
 
[00:04:04] 
It's ubiquitous, but no one can figure it out. The first thing I wanna say to you is don't be a snob 
about plot. And that's said by someone who is a a recovering snob about plot. Let's say a recovered 
snob about plot. I realized I was a snob about plot some years ago when my then girlfriend handed 
me a copy of a new book called Eat, Pray, Love by Elizabeth Gilbert. 
 
[00:04:35] 
And I'd gotten wind of what this book was about, and with great smug self-satisfaction I said not for 
me. My loss, it wasn't for a number of years that I actually picked up that book and by now I've read 
it twice. Once because it's wonderful and smart and once because it's really smart about plot. 
 
[00:04:58] 
So, [COUGH] here is an author who makes you really invested in her character's journey. It makes 
you wonder what's going to happen next. I don't know that an author can do much better when it 
comes to plot. In brief, if plot was good enough for Dostoevsky, and Elmer Lenard, and Graham 
Greene, and and a million other people who have managed to marry a propulsive plot to great prose 
and complex characters and big ideas. 
 
[00:05:31] 
I would like to propose that it's good enough for you, at least at this stage in your writing career. 
[COUGH] You don't have to have plot, but if you don't, you better have gorgeous writing, 
incredible and extremely interesting characters, a really interesting mind, and no great interest in 
reaching a wide audience. 
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[00:05:55] 
If those things are not super important to you, you're off the hook and you don't have to listen to 
the rest of this lecture. But, if you wanna write the smartest possible book, for the broadest possible 
audience which is what I tried to do with my novel, then listen up. 
 
[00:06:12] 
In fact, my novel makes for a good departure point in talking about what exactly is plot? Plot can be 
reduced down to one sentence. Plot is making the reader wonder what is going to happen next. It's 
the same thing that motivates a comedian when he's telling a joke. 
 
[00:06:30] 
It's the same thing that motivates a filmmaker when he or she is making a movie. And it's the same 
thing that motivates a writer, be he a short story writer or a novelist. You want to make the reader 
turn the page. Let's use the opening scenes of my novel as a kind of quick case study in how that 
might work. 
 
[00:06:51] 
You don't need to know that much about it, other than again in a sentence, it's about a young man, a 
failed writer, who starts forging Holocaust restitution claims for old Russians in Brooklyn. These are 
the payouts that the German government has been giving to survivors of the Holocaust since the 
1950s. 
 
[00:07:10] 
All you need to know. Because you're just opening this book. You open the book, and the first thing 
that happens is, this young man's grandmother dies. And that might sound really dramatic. You 
might think aha, we've got some plot brewing. But actually, we don't know anything about this 
grandmother, so the fact that she has died, we don't care about this character yet. 
 
[00:07:30] 
So, we've registered it, but we're not feeling a great amount of sympathy for the character just yet. 
However, in the opening pages, you, the reader, have been told that this young man, Slava is his 
name, has had one great desire, which is to break away from his immigrant past and the old 
neighborhood down in Brooklyn where everyone is Russian. 
 
[00:07:54] 
And so he's run off to Manhattan and has kind of been hiding out there. For over a year now. But 
the fact that his grandmother dies, and she of course lives down there, means he has to return. This 
thing that he's been avoiding for a very long time, this thing that he badly wants to get away from, he 
now has to return to. 
 
[00:08:13] 
How is that gonna go? There's probably going to be tension. There's probably going to be conflict. 
And whenever you have tension and whenever you have conflict, you have plot. And so our hero 
heads down to Brooklyn. And, by the way, we've gotta show him moving from Manhattan to 
Brooklyn, and so just there, I've bought myself several pages of description. 
 
[00:08:37] 
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I've given you a potential conflict to look forward to. In the meantime I can take several pages, I can 
eat up several pages describing his life, what South Brooklyn looks like, etc. But you know what, 
now we've arrived in South Brooklyn and new stuff has to happen. And so I've got Slava interacting 
with his elders, his family members, his relatives, some of it is funny, some of it is tragic. 
 
[00:09:05] 
The encounter is as tense as you hoped it would be. But now more needs to happen in order to keep 
involving you in the story and making you turn the page. So, what did I come up with? Slava's 
grandfather confronts him a most unsavory proposal. The grandmother, right before she died, 
became eligible to apply for this restitution from the German government. 
 
[00:09:28] 
But she died before she could go through with it. So the grandfather says to Slava, why don't you 
write this claim about me instead? And Slava says, but you don't qualify, you were evacuated to 
safety. And the grandfather says to Slava, you're a writer, aren't you? And all of the sudden you've 
got, a whole new world opens up. 
 
[00:09:49] 
What's Slava gonna do? Is he gonna say yes? Is he gonna say no? And of course, the dramatic thing 
to happen, the plot-friendly thing to happen, is for Slava to say, yes. And get embroiled in a scheme 
to forge Holocaust restitution claims, not only for Grandfather, but anyone else in the 
neighborhood who wants it. 
 
[00:10:07] 
And that is ultimately what happens. But not just yet because it's not a straight line for me. I wanna 
keep teasing you a little bit, keep you reading. So at first, Slava, who's been hiding out in Manhattan 
and trying to be a moral American, as he sees it, says absolutely not, I refuse. 
 
[00:10:24] 
On moral grounds this is wrong, I won't do this. And he takes great satisfaction from saying no to 
his grandfather, because his grandfather hasn't had a great deal of faith in his career choice. And so 
the funeral dinner concludes. We meet sort of some people form the neighborhood. 
 
[00:10:38] 
And Slava goes off to Manhattan. It's a kind of anti-dramatic moment, it's kind of anti-plot. But 
when Slava gets to Manhattan and goes to work at the magazine, back to the magazine where he 
works there, he endures a terrible humiliation. He was up for a writing opportunity, it doesn't work 
out. 
 
[00:10:56] 
And all these great hopes that he had for becoming a kind of vaunted, exalted writer at this fancy 
publication where he works, they're dashed. And so his tail between his legs, he calls his grandfather 
and he says okay, I'll do it. And now the story begins. Now you're wondering, how is this all gonna 
turn out? 
 
[00:11:17] 
How will Slava forge these claims? Where will he get the information? Is he going to get caught? 
How will this transform his relationship with the old neighborhood? How will it compromise his 
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relationship with this American side of himself that he's been trying to inhabit? And so on, and so 
forth. 
 
[00:11:33] 
You can't really answer these questions if he forges only Grandfather's claim. So even though he 
makes Grandfather swear to tell no one that he's falsified this claim for him, what happens the next 
morning when Slava goes back to the office? The phone rings and it's Grandfather's friend who 
says, hey, I've heard you have been forging claims, can you do a letter for me? 
 
[00:11:54] 
And that way the story begins to develop. And so it bears mentioning here, two models, two great 
writers and things they've said about how one gets the plot going in a story. And hopefully they will 
make sense to you now that I've told you about how I did it. 
 
[00:12:15] 
There's E L Doctorow who has a well known quote that has always felt very wise to me. The quote 
is, writing a novel, or a short story for that matter, is like driving a car at night. You can see only as 
far as the headlights, but you can make the whole trip that way. 
 
[00:12:35] 
And what he's saying is you don't need to know what's gonna happen on page 300, you just need to 
know what happens on page 1 and maybe on page 5. In fact, if you know what happens on page 
300, it's very likely to end up straitjacketing you. You don't want too concrete a map, for what's 
gonna happen in the story. 
 
[00:12:54] 
You wanna know generally, the big idea, something about the major characters and how it all begins. 
I knew that Slava was eventually gonna forge these claims. My question was, how am I gonna get 
there? In my case, I sort of knew what happens on page 100. And I sort of had to fill in the blanks 
in terms of characters and events and setting until we got there. 
 
[00:13:16] 
All along, I knew that I would have to have things happen in order to get him to a place where this, 
which initially seemed unacceptable to him, would now seem desirable. Now I'm going to mention 
the other writer, his name is Ron Carlson, he's a well known short story writer. 
 
[00:13:31] 
He has a great little book that urge you to pick up called Ron Carlson Writes A Short Story. Where 
he takes you through the writing of his short story, The Governor's Ball, sentence by sentence. And 
what Ron shows you is that he never knows beyond the first sentence, he didn't know what was 
going to happen in the second sentence. 
 
[00:13:52] 
How did they come up with the story idea? Probably nothing more concrete than the ideas that you 
have when you wonder, can I make a story out of this? He had a visual of driving across a bridge in 
Salt Lake City, Utah, in a pick up truck, with a massive, soaked mattress in the bed of the truck. 
 
[00:14:14] 
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That was his image. You'll agree, it's not much, but out of this, he was able to weave a whole story. 
How? Well, first of all, by not worrying too much about what happens. When you've got the first 
visual, when you've got the first sentence, your only job is to figure out what happens in the second. 
 
[00:14:32] 
And so Ron has given himself quite a few tools in this first sentence. What city are we in? What does 
the pickup truck say about the person driving it? Is he a working class person? Is he a rancher? And 
most importantly, why is there this soaked mattress in the backseat? 
 
[00:14:48] 
Did the pipes burst? Is this a weekend day, when someone has the time to drive to the dump and get 
rid of it? Or is it a weekday and you just have to take off of work? You see how a very simple visual 
raises all kinds of questions that you then need to answer in the succeeding sentences. 
 
[00:15:08] 
And by answering them, by coming up with answers to these questions, you are giving yourself more 
material to work with. And you're giving yourself ideas for how the story can advance and move 
forward. Now one other thing that I consider really important, sometimes when we we think about 
plot, we overestimate how dramatic it needs to be. 
 
[00:15:29] 
You see I started my novel with a character dying, but that actually isn't what makes the plot. It's the 
human drama of Slava having to go back to this neighborhood that he wants to stay out of. And 
having to confront everyone there who he was so proud to abandon and leave behind. 
 
[00:15:46] 
Whenever we've sort of gone back to a place we don't wanna go back to, if that's happened to you, 
you'll recognize the inherent tension and drama there. And for me, human drama The conflict that 
arises, the tension that arises between people wanting different things, or doing something they 
don't want to do, or having to endure something that is undesired by them. 
 
[00:16:09] 
That is always much more, in the long run, intriguing than some kind of dramatic happening like a 
death, or a car crash, or aliens showing up on Earth, or anything like that. Because, for me, it's 
always more effective to create mystery by, if your story has a secret, my advice is, reveal it from the 
top. 
 
[00:16:37] 
Give it away at the top. Because if you withhold that information for 20 pages and finally, on page 
20, you reveal that, aha, it was Smith who killed Jones, you've been building it up for so long. You've 
raised your reader's expectations so high that that smoking gun better be smoking so hard. 
 
[00:16:58] 
It really creates very high demands of a writer and also it helps if you specialize in mysteries. I've 
always felt that withholding information is far less effective in drawing in the reader than giving it 
away, Smith killed Jones. And then taking the reader through 20 pages of the psychological 
aftermath of Smith having killed Jones. 
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[00:17:20] 
You remember Crime and Punishment? We know that Raskolnikov killed the old pawn shop lady 
right from the beginning. The drama of that novel is not in who did it. It's in the cat and mouse 
game between the investigator and Raskolnikov. And for me, that part of the novel was so 
intriguing, and so edifying that I ripped it off for my own novel. 
 
[00:17:44] 
Where there's a kind of cat and mouse game between Slava and an investigator for the claims 
conference, which is the organization that dispenses these payouts. After someone has ratted out to 
the claims conference that someone has been forging these claims. If I never revealed to you who 
was forging these claims and you found out on page 336, my hunch is that you would feel a little bit 
cheated. 
 
[00:18:08] 
Like you went through a whole lot of trouble for I don't know how big a payout. The excitement of 
my novel isn't in who did it, but why, and how they handle the aftermath. So, the next question, 
naturally, is how do you come up with stories? How do you come up with ideas? 
 
[00:18:28] 
How do you come up with plot for your own stories or novels? As you know, it's a commonplace. 
The best way to become better at writing is A, to practice and B, to read the writing of others. So 
since we're talking about your writing, the other thing here is learning from others. 
 
[00:18:48] 
Watch or re-watch five of your favorite movies. But don't just watch them. Sit with a notepad and 
note on the notepad, every single time that something happens. A movie's actually a great example, 
because unlike novels, which are a little bit more baggy and permissive and have room for detours 
and digressions and scenes that don't necessarily have to do with plot narrowly, movies don't have 
that luxury, especially Hollywood movies. 
 
[00:19:17] 
And here is one excuse to watch Hollywood movies instead of art films. Map out every single thing 
that happens in the movie. You can do the same thing with a short story. Read a short story not for 
entertainment or information, read it for plot. See what happens in the story. 
 
[00:19:35] 
Put a tick mark in the margins every time that the plot gets moved forward. If you can 
simultaneously read the story and sort of keep yourself outside of it enough to notice every time 
your attention perks up and you start reading a little bit faster. Of course that's hard to do because 
you're reading faster and the last thing you wanna do is stop and put a check mark next to what 
you're reading. 
 
[00:19:56] 
But if you can be mindful in that way, and just put a little mark every time your attention accelerates, 
you will be creating a map of how plot works in a given story. After you've finished reading the 
story, take a fresh piece of paper, number it one through ten. 
 
[00:20:14] 
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And write down the ten things that drive this story forward. Imagine that you are telling someone 
you know about this story, and you just wanna tell them what it's about. Write down the 10 things, 
or 7, or 5, or 12, but around there, that your friend would need to know about what happens in this 
story in order to make sense of it, no more and no less. 
 
[00:20:36] 
I think it won't surprise you when I say that the key thing here is action verbs and concreteness. If 
this story is about Smith, and Smith is untrustworthy, it doesn't help your friend who doesn't know 
anything about the story, to hear that Smith is untrustworthy. There's a great test that I love for 
whether something is concrete or abstract. 
 
[00:20:59] 
And the test is, can you pour chocolate sauce on it? Can you pour chocolate sauce on 
untrustworthy? No, you cannot. Can you pour chocolate sauce on an untrustworthy person? Yes, 
you can. What I mean is, instead of saying Smith is untrustworthy, say Smith lies to his wife. His 
wife leaves him. 
 
[00:21:22] 
Smith feels very lonely and goes out looking for dates. Or whatever. But action verbs here are key. 
After you've itemized from one to ten what happens in a story, another thing that you can do is now 
expand that information to narrative form. Write a digest of the story you've just read in 100 words. 
 
[00:21:41] 
In fact, you can go beyond that and make it 500 words. You see what I'm getting at. You've read a 
5,000 word short story, you've boiled it down somewhat reductively to the main things that happen 
in it. And now you're re-expanding it back into what it became in the hands of the author when they 
wrote the story. 
 
[00:22:00] 
The idea here is for you to now do the same without the model for your own story. You've heard 
me say earlier in this talk, don't map out too far in advance what happens. That is absolutely true, 
but we need a little practice first. And there's nothing wrong with deciding in advance everything 
that's going to happen in your story, for the purposes of this exercise, and to write it down, one 
through ten. 
 
[00:22:24] 
And in my story for example, I had number six, Slava agrees to forge these restitution claims. My job 
was to figure out how he gets from one to six then what happens from six to ten. But you see here 
how, if you create these signposts along the road for yourself, you've sort of done half your job. 
 
[00:22:46] 
And the only thing that remains is, to put it unkindly, filler, drawing characters, creating setting, 
things like that. Again, I would never advise this as a long-term solution. I did this with my first 
novel, the one that I've been speaking to you about. And then sort of had to undo it because the 
story was feeling suffocated and over-determined. 
 
[00:23:09] 
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The best kind of plot outline, as I hinted earlier on, is the one that fills in maybe one, two, and three. 
And then purposefully leaves four to ten undesignated. Because the idea is, by the time you get to 
three, you're going to realize things about your story that you did not anticipate when you were still 
at one. 
 
[00:23:29] 
In the process of writing it, characters have revealed themselves to be, say, a little more stubborn 
than you imagined. Or a little more criminal than you imagined. Or slightly more confused than you 
imagined. All of that will give you ideas for where the story can go. So leave four through ten blank, 
focus only on one and three. 
 
[00:23:48] 
This is what EL Doctorow meant when he said, don't look beyond the headlights. That's all that you 
need to see. In closing, I want you to be paying attention around you, all the time, as you move 
through the day. A great writer is never off the clock. Let's say you're at the grocery store and you're 
annoyed because the guy in front of you is taking forever, you've got to get home, you've got things 
to do. 
 
[00:24:16] 
But you see that he has given the cashier a ten dollar bill, but she has given him the change as if it 
was a twenty. All of a sudden, this utterly innocuous moment, this utterly forgettable moment in the 
grocery store, I bet you're curious about what he's gonna do. 
 
[00:24:37] 
Did he notice? And if he noticed, is he gonna pocket the unfair change? Or is he gonna alert the 
cashier to it? And what's gonna happen then? So you see here that in something really tiny and 
insignificant, can lead to a little kernel of an idea. Now that's not gonna make a whole short story, 
but it can make a scene. 
 
[00:24:56] 
It can certainly lead to a character portrait, that can tell your readers a whole lot about who your 
character is in a single, tiny moment. You can tip off your readers that here is an honorable person, 
if he does the honorable thing. Or you can tip them off that he's not an honorable person if he 
pockets the change, and simply moves off. 
 
[00:25:21] 
So, carry a notebook, carry a pen, carry a pencil, and pay attention to what happens around you at all 
times. Not all of it will ultimately prove the best kind of fodder for a story. But you're exercising 
your observation muscle, and you're exercising your eye for what creates tension and makes the 
reader, or in this case the viewer, wonder what's going to happen next. 
 
[00:25:48] 
The other thing that's really, really important is, and this was a great lesson taught me by a literary 
agent. I was still unrepresented. I was working on my first novel and I had finished 150 pages of it. I 
was so proud of myself because this was more than I'd ever written, but I was also desperate for 
some kind of feedback. 
 
[00:26:10] 
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I was already out of my MFA program. I no longer had so many friends to send it to, or workshop 
colleagues. And so I was desperate for referendum on whether I was barking up a good tree. So I 
sent it off to an agent who was wiling to look at it. 
 
[00:26:25] 
And she read it, though in truth I think she read only a little of it. She wrote me back and she said, 
you know what Boris? She said, I don't think you're going to know what really happens in this story 
until you've finished it. And so I want to see this again, but the next time that I want to see it is 
when you finished it. 
 
[00:26:43] 
But not when you finished the first draft. When you finished the second draft. Because it's only after 
you finished the first draft, and this goes for novels and short stories alike, only then will you 
understand what the story was really about. And then you're gonna have to back to the beginning 
and write it the way it was suppose to be written. 
 
[00:27:02] 
Only then will you understand that in order for Jones' loss of a job on page 17 to mean something, 
you have to show how much the job means to Jones on page 6. In the same way, if you want us to 
care about grandmother's death. You can't have the story starting with her death, you've got to 
introduce us to grandmother, show us all the ways in which she's an awesome character for her 
death to mean something on page 12. 
 
[00:27:27] 
I'm now using paginations that imply this is a short story rather than a novel. This is called priming, 
and it's an essential aspect for what makes for good plot. In order for something to mean something 
on page 207, it has to be introduced on page 52. If you introduce a character on page 190, the fact 
that he disappears on 207 will mean almost nothing. 
 
[00:27:47] 
The last thing that I want to say before I bid you farewell and good luck is perhaps the most 
important. Don't beat yourself up. Take it easy on yourself. The world loves nothing more than to 
tell you that the thing you're producing is no good. It will miss no opportunity to do so. 
 
[00:28:09] 
So leave that great privilege to the world and don't do it yourself. Of course, it's easy for me to say 
this, because when I was writing my first novel, I was a nervous wreck. And constantly, I was 
wondering. Am I any good? Am I any good? Am I creating something that people are gonna wanna 
read? 
 
[00:28:29] 
Is this moving forward in a compelling way? Is it bogging down? Is it slow? You have no idea how 
much mental energy I wasted on those kinds of questions. Which I was incapable of answering 
anyway. No one can answer them, except the world and all of it's literary representatives and literary 
proxies. 
 
[00:28:48] 
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But really the only time that question even has a right to be asked is when you've finished your 
second draft. So the corollary here is don't you dare cut it off after the first draft. One thing that 
beginning writers often say is, I don't revise. Genius pours forth from the first draft from almost no 
one. 
 
[00:29:08] 
Even Hemingway revised and even Hemingway improved his work by doing it again and again and 
again. If you ask a thousand successful writers about one of the keys to their success and their skill. 
It is not some kind of muse alighting on their foreheads at 10:00 a.m., in the morning and just 
striking in the right way. 
 
[00:29:26] 
It's revision, revision, and revision. So, write the first one. Refrain from any questions. Write the 
second one, and then, when you run out of things that you can imagine doing in order to improve 
the narrative. Then put it out into the world. I wish you the best of luck. 
 
[00:29:41] 
It's a long journey but it is so worth it. Thank you. 
>> Hi, I'm Stephen Lovely and I'm here to talk to you today about plot. I'm excited to talk to you 
about plot. I'm also a little apprehensive to talk to you about plot. Because I don't think most fiction 
writers begin writing fiction because they're excited about plot. 
 
[00:30:08] 
I think maybe if you grew up reading. If you really love a certain kind of mystery, fiction, or thriller, 
or a certain literary genre in which plot is really essential and really in the foreground and really a 
large element of the genre. Then maybe you do go into writing that kind of thing because you're 
interested in plot and because you're interested in figure out all of the complicated architecture with 
the reversals and the twists and the turns. 
 
[00:30:39] 
And all the things that make reading mysteries and thrillers exciting. So if you're that kind of writer 
and you went into writing because you love plot or because you were excited about learning about 
plot. You may know more about plot than I do, and this may not be the talk for you, but I would 
encourage you to stay with us nevertheless. 
 
[00:30:59] 
I got interested in writing fiction, I think because, I think, for the same reason a lot of people do. I 
loved language. I loved reading. I loved the sensation of going into another person's mind and 
experiencing their internal world, and their perspective on the world, that was so different from 
mine, this feeling of transcending myself. 
 
[00:31:21] 
I love describing all the beauty and cruelty of the world, and somehow trying to process it and react 
to it, and understand it in some way, or commune with it. So I think that's why I started writing 
fiction. And what happened was really strange. I think like many people, you start writing sentences, 
or you start putting one word in front of the other, maybe you break the line and you become a 
poet, and then you don't have to worry about plot, or you have some other things to worry about. 
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[00:31:54] 
So you put one word in front of the other, you start writing sentences And it's wonderful, it's 
exciting, you're describing the world. And then, at some point, something kind of terrifying and 
amazing happens which is that you discover you're in time. You discover you're moving forward 
through time. 
 
[00:32:11] 
And that the story, or the novel, or whatever it is that you're writing, is gonna be this thing that 
exists in time. And it's a little terrifying, it's as though you've been driving around your 
neighborhood in a car and suddenly you find yourself on the highway going 70 miles an hour with 
no idea where you're going. 
 
[00:32:30] 
And it's frightening. It's very frightening and exciting and your first inclination is to panic and pull 
over and devise some kind of a plan. Because if you're going on a long trip in your car, we'll use a car 
metaphor for now. You need to know where you're going, what's gonna happen when you get there, 
where you're gonna sleep, all these kinds of things. 
 
[00:32:50] 
You can't just go into it sort of willy-nilly and blind. But what I would suggest to you as far as plot is 
that at this point, and yourself moving forward in time. You find yourself embarked on a story or a 
novel, or maybe you're not even sure which, and your inclination is to panic and devise some kind of 
a plan. 
 
[00:33:06] 
Don't. Don't panic. Don't devise a plan. You don't need a plan. E L Doctorow said really famously 
that writing a novel is like driving at night. You can only see as far as the headlights, but you can 
make the whole trip that way. It's a wonderful saying and a wonderful way of thinking about writing. 
 
[00:33:29] 
And I think you may ask yourself, well, how can you do that? How can you embark on a story or a 
novel without having some kind of plan? Without having some kind of plot or design in advance. 
Without knowing what's gonna happen on the way through the course of the work. 
 
[00:33:44] 
And the answer to that is you figure it out as you go along, or at least many, many writers do. 
There's a wonderful book by an economist named David Galenson who sequestered himself in the 
library for five years and studied all the creative processes of all kinds of poets, and painters, film 
directors, and novelists. 
 
[00:34:06] 
And he reached sort of an interesting conclusion I think without being too reductive, which is that 
there are some artists who work sort of as conceptualists. They conceive of an idea in their heads, a 
kind of design or a plan. And then they just execute it. So there's this sort of conceptual process. 
 
[00:34:25] 
The idea, the plan, the design, and then they execute it. There are many, many other writers who 
don't work that way. They are experimentalists or at least that's what David Galenson calls them. So 
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they don't really have an idea in their head, they have sort of, maybe a notion or a question, or a 
series of questions, or some kind of fuzzy thing? 
 
[00:34:48] 
And I think what my process is and a lot of other writers, is that you discover what the plot is during 
the process of writing the story or the book, rather than planning it out beforehand. So the question 
is, how do you do that? If you don't have a plot before you begin, or as you're beginning and you're 
not gonna, sorta, plan one out, how do you make one, sort of emerge as you work. 
 
[00:35:15] 
And I think the best way to summarize this might just be that you trust the writing. You trust the 
writing. Which is something that Frank Conroy, the sort of late, the late director of the Iowa writer's 
workshop,one of the smartest things he ever said that you trust the writing. 
 
[00:35:32] 
You don't necessarily try to tell the story yourself, but you trust the writing to tell the story to you. 
And I think the sort of power behind that idea, or the logic behind that approach, is that the writing 
process is more powerful than the thinking process. I think what trusting the writing means for the 
way it works in a practical sense, is that you are, making discoveries at the sentence level, in the 
microcosm as you write. 
 
[00:36:03] 
So the way you discover your plot. Or the way you feel your way towards the plot in your work as 
you're writing, is to look for Information in the sentences that you write that will lead you forward 
and help you figure out what's going to happen in your story or to your characters. 
 
[00:36:25] 
When you think about it, every sentence is a discovery. If you write, we'll just use a really terrible 
sentence as an example. Jim and Bob Drive to the 7-11. So right there there's a discovery. We have 
two people named Jim and Bob who didn't exist before the sentence was written and they're at the 
7-11. 
 
[00:36:43] 
And maybe there's some notion before you wrote that sentence that there are these people and they 
were gonna go to the 7-11, but still it's a kind of discovery. And as you write each sentence, you send 
these people into the 7-11, they buy their Cokes, they go back out to the car, they interact with the 
cashier. 
 
[00:37:00] 
I think what'll happen, and what you've probably experienced already when you write, is that you put 
information into the sentences from your mind, but then the sentences in some way speak back to 
you. And there are discoveries in the sentences In information from the sentences that seem in some 
way not to have originated with you. 
 
[00:37:19] 
I think if write you have that experience once in awhile of writing about a character, or a situation, 
or a place, and suddenly you see something there that you weren't cognizant of before. You may be 
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writing about a character and suddenly step back from a sentence and realize, on the basis of 
something that you've written, oh, this character is selfish. 
 
[00:37:40] 
Or, this character seems to be stricken with grief, or this character seems to have a longing for 
community or intimacy, or something like that. So I think what's happening as you're writing If you 
trust the writing to reveal to you, hey, the characters you're writing about, the people you're writing 
about. 
 
[00:38:00] 
And I really love character-based fiction, I feel like that's what I'm most interested in, this character, 
and so I do really feel like I rely on characters. To animate as I write and to tell me who they are, 
how they feel about each other, how they feel about their situations, and eventually to act, even on 
the most micro level. 
 
[00:38:23] 
Even just to think and have thoughts and to act with the people around them. And what this 
gradually creates, I think, is a kind of very small chemical reaction that will, if you pay attention to it 
and don't try to impose your will on it, will lead to another chemical, which will sort of create a chain 
of reactions that might lead to some kind of plot. 
 
[00:38:45] 
I know that sounds very tentative, but I think if you think of it that way If it works, it works for all 
of these writers who trust the writing and try to build their plot as they go along. The characters 
come to life, they develop tendencies, they develop needs, they develop desires. 
 
[00:39:04] 
And, it's from all those desires, and needs, and from everything that bubbles up from the plot or 
from the story that you're telling that you can then begin to try to formulate A plot. I think it's best 
to think of plot as something that you are not in charge of. 
 
[00:39:19] 
You don't wanna impose your will on it necessarily. I think that you should think of plot as a 
collaboration between you, the writer, and your characters, who you're writing about. And 
everything that kind of bubbles up from the writing itself, so it's a kind of constant ongoing 
collaboration. 
 
[00:39:39] 
It's a kind of negotiation where you're putting in information, you're getting information from the 
characters in the sentences. And then you're altering your sense of where the story or the plot, or the 
novel might go based on who these people are and where they seem to wanna go. 
 
[00:39:56] 
And you can use any, I mean if you go back to the car analogy you can think of you're driving down 
the road, you're the author, you have these people with you in the car who are your characters. Your 
on this kind of trip which is a story or a novel, and at some point, these people who are with on the 
trip you're gonna get to know them a little bit better. 
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[00:40:14] 
And at some point they're gonna express a desire to do something. They're gonna say, let's pull off 
here and go see the world's biggest ball of string. And if you, the author, are so determined on your 
own route, and on your own design for the trip, that you refuse to let them go there, I think, in 
some way, you're gonna end up with a plot, or a map, or a trip. 
 
[00:40:38] 
It'll derive more from your own will and your own preconceptions about what should happen than it 
will from some organic pattern or design, or something that arises from the characters themselves 
and from their situation. So I think it's important that you not try to dominate the plot. That you not 
try to to decide always what the plot is, but to try to let the plot emerge and to try to have a light 
hand when you are guiding it. 
 
[00:41:07] 
I think it's okay to have a provisional plot, to have some kind of destination or a direction in mind, 
but I think the key is to be willing to deviate from it. I think in some way the writing knows more 
than you know what it wants to be and where it wants to go. 
 
[00:41:25] 
Just to throw in another metaphor, I think it's a little bit in some ways like raising a child. You don't 
wanna impose your own preconceptions of what you want your child to be when they grow up on 
the child. You wanna watch the child grow. Try to get some sense of his or her needs, interests, 
inclinations, strengths, weaknesses, and just try to present opportunities for the child. 
 
[00:41:48] 
Try to, let the child develop and grow. Find situations, activities, scenes, situations that might 
somehow allow this child to reach his or her fruition. So what you're doing is you're giving that child 
agency. You're not trying to impose your will on the child. And I think it's the same with a story or a 
novel. 
 
[00:42:10] 
You wanna somehow keep from imposing your preferences on it too much in terms of the plot. 
And ask yourself continually, what does this story want? What does it need? What does it want to 
be? What does the story wanna look like, and become? And I think that can be a really helpful way 
of thinking about plot. 
 
[00:42:32] 
One problem with trust the writing is as it betrays you. You trust the writing, you hope to find these 
discoveries and things bubbling up, and the characters come alive. But the writing betrays you. The 
characters are mute and limp. They don't speak. They don't seem to have any urges or interests. 
 
[00:42:51] 
And nothing bubbles up from the writing. It's just in sailing terms, it's like being in irons, or you're 
on water, and there's no wind, and your boat's sitting there, and nothings moving. You're stalled to 
go back to the car, you're stalled. So what do you do in this situation, which I think also happens to 
even writer's who plot out everything in advance? 
 
[00:43:10] 
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They're still gonna reach points in their carefully designed plot, or maybe just that there's a hole that 
they hadn't anticipated, and suddenly there's no urgency, there's no energy, there's nothing 
interesting going on and it's all stalled. Look what's happening is that somehow the characters, 
there's nothing there that's creating urgency and energy to drive the characters forward, there's no 
chemical reaction happening. 
 
[00:43:35] 
And I think that in order for this plot to continue to evolve, you have to sort of find something or 
ask yourself what's missing. It may be that the characters are just not in a situation that's interesting. 
It may be that they don't need enough from each other. 
 
[00:43:52] 
It may be that the characters don't seem to really want anything. I think that's a really good solution 
in a situation like this, is to try to give your characters something to want, or try to give one of your 
characters something to want, even if you don't end up sticking with it. 
 
[00:44:09] 
Maybe one of your characters wants to understand why things didn't work out with his girlfriend. Or 
maybe a character wants to see the Grand Canyon, or experience joy, or feel they have some control 
over their life, or they want a drink of water or whatever. So I think one solution in this situation is 
try to give your character something to want. 
 
[00:44:36] 
[BLANK AUDIO] So what you're doing with all this trusting the writing, moving forward at the 
sentence level, looking for discoveries, getting to know your characters, trying to let them help you 
figure the way forward into some kind of plot. What you're really doing is your working toward a 
draft. 
 
[00:44:55] 
The idea is that you've gotta get to a point where you have some kind of whole piece of work. And I 
think just like you can't survey a big piece of land, or like a continent or something, without having 
flown over it, without having explored it, figuring it out where all the coastlines are and all the 
terrain and everything. 
 
[00:45:16] 
There's no way you can really look at, makes sense, and map out your plot as it exists in your story 
or novel without looking at a whole finished piece of something, which I think is what we all call a 
draft. So when you have a draft, no matter how messy or horrible, you can get a little more 
deliberate and you could start to ask yourself, well, what are the things that happen? 
 
[00:45:39] 
What order do they happen in? Are the events that have happened in this story or novel happening 
at the right time? Are they foregrounded enough? Do they need to be more in the background? And 
at this point, plot in terms of sort of all the events that happened in your story, really becomes 
inseparable from all these other things that you're probably gonna be thinking about. 
 
[00:45:59] 
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With like, structure, composition, sort of the architecture of your story or novel. So you can really 
begin to look at what's interesting, what's not working, and try to think about how you might make 
it better, or how you might improve it, how you might alter it. And at this point what you're really 
doing I think if you're like most writers, is you are just gonna go back, and you are going to write 
another draft. 
 
[00:46:25] 
Or you may go back, if you feel that your draft has some sort of workable skeleton of a plot that 
you're happy with, you may go back and start to revise, and change, and cut, and add, and make 
adjustments to sort of bring this plot into a more polished. 
 
[00:46:43] 
A perfect sort of sense of itself within the work to make it a really a strong, beautiful, structural 
skeleton. And so then, at that point, what you're really thinking about is you are, the way this plot is 
going to emerge, it may emerge quickly from a second draft, but it's much more likely that your final 
plot for the book, your final sort of arrival at the events and the sequencing and everything, is gonna 
take place, is gonna crystallize very slowly over a period of many, many, many drafts. 
 
[00:47:22] 
And this, again, is the way so many writers work, and it's not always clear, I think, that this is the way 
it works for most writers, at least for these experimentalists, but it is. If you think about the writers 
like Haruki Murakami, Deborah Eisenberg, Andrea Barrett, Margaret Atwood, Paula Fox. 
 
[00:47:42] 
These are all writers who, if you read about their processes, or if you listen to them talk about their 
work, they don't know what they're doing going in. They trust the writing. And whatever is the final 
product is something that emerges over drafts, and drafts and drafts. And acretes very, very, slowly 
and gradually, in a very painstaking process. 
 
[00:48:04] 
The other thing I would say is when you finally go back at this stage, and you're writing seceding 
drafts, you know, every time through from now on, you can begin to be a little more deliberate 
about the plot, I mean, chances are at this stage, your characters have spoken, They've told you 
where they want to go. 
 
[00:48:20] 
You're trying to take them there. And now it's a matter of making it all solid. And you can sort of 
start to ask yourself questions about suspense, about tension. If you have different through lines and 
arcs in your plot, you can sort of think about do you want them all to sort of crest at the same time? 
 
[00:48:37] 
Or do you want to sort of one to crest while another one is down low? You can think about things 
like counterpoint between different through lines and between different points of view. All these 
kind of structural architectural things are not things that you have to master in your head and know 
ahead of time. 
 
[00:48:54] 
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They're things you can slowly work on and gradually build, and orchestrate and tinker with, over the 
course of many, many drafts. So of course, the main thing that comes to mind for me anyway is well, 
I don't wanna do that. I wanna be the kind of person who can just dream up the plot in my head 
and just sort of put it on the paper. 
 
[00:49:15] 
It sounds so hard and painstaking and difficult, and the answer is that it is. It is, it's very hard. But 
this is the way I think most artists work. They work in this sort of trial by error way, and they're 
blind. They're working in a state of uncertainty and confusion. 
 
[00:49:36] 
There's a lot of self doubt. And I would suggest maybe just finally as a kind of survival tip, that if 
you're a writer that works like this, if you're a writer who is gonna be a writer who trusts the writing 
and who writes multiple drafts, and who somehow needs that experimental process to figure out a 
plot, you need to find a way to get comfortable in that space where you're very, very uncertain. 
 
[00:50:02] 
And where you don't know where you are, where you're going, and you're not sure what's going to 
happen in the story, where you're not sure who these characters are. The chances are you're gonna 
be in that space almost all the time. Day after day after day and if you're in that space as any other 
kind of person, if you were a neurosurgeon, or a plumber or a banker. 
 
[00:50:28] 
You would be failing, it would be horrible for you to be in that space. You're supposed to know 
what you're doing when you're a neurosurgeon. You don't trust the neurosurgery, you know what 
you're doing and if you lose control, and you don't know what you're doing, it's a huge failure. 
 
[00:50:45] 
But in art, specifically in art and definitely in writing, if you're confused, if you're uncertain, if you're 
blind, if you're full of self doubt, that is situation normal. And it should come as a relief to you, in a 
way, that you don't have to know it all ahead of time. 
 
[00:51:01] 
You can figure it out as you go along. And I think plot is one those things really that writers come to 
grips with because you have to if you're gonna go and enjoying all of the things that you really enjoy 
about writing. To go back to the car you can't, if you love driving and you love the feel of being in 
your car and the motion and the wheel and the air in the window, sooner or later, unless you just 
want to spend your whole life driving around your neighborhood, you're going to have to go out on 
the highway. 
 
[00:51:30] 
You're gonna have to learn how to navigate and I think it's the same sort of with writing. You want 
to write fiction sooner or later you're gonna have to grapple with plot, figure out how to do it. But 
the good news is that you figure it out as you go along. 
 
[00:51:51] 
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>> Hi. I'm Jonathan Lethem, and what I'd like to talk to you about today is concept for generating 
stories and for thinking about structure in fiction, whether it's short stories or novels, based on two 
keywords. And if I had a chalkboard behind me I'd write these words behind me and you'd be 
staring at them this whole time, instead I'll just repeat them a lot to underline them. 
 
[00:52:18] 
The two keywords are juxtaposition and causality. Now, I've arrived at this as something that I like 
to talk about with writing students. Over a long period talking with students, many of whom are 
looking to understand why their own desire to write, their own first efforts or intentions to write 
don't animate. 
 
[00:52:44] 
Don't come to life for them. They have difficulty starting stories or feeling that their projects are 
rich enough, active enough, complex enough to engage them, keep them interested, be persuasive. 
And I have gradually come to understand that one of the things that I most enjoy encouraging 
students to consider and that seems to give them some of the best opportunity to go from intention 
to practice is to talk to them about this idea of juxtaposition first of all. 
 
[00:53:22] 
That a lot of things that we like in writing, a lot of the stories that interest us, a lot of the novels that 
interest us, fundamentally take to unrelated things, to autonomous ideas, situations, possibilities, and 
shackle them. And in many ways, this initial impulse can seem quite arbitrary because what you're 
taking are things that aren't necessarily related and you're placing them together. 
 
[00:53:51] 
That's the juxtaposition. And what takes this operation from being something sort of abstract or 
absurd or pointless is the second term of my concept and that's the causality. You take the two 
unrelated things. The two ideas, that each of which are inert and just sitting there and you not only 
put them in the same place, you not only move them on to the page at the same time. 
 
[00:54:20] 
And make them part of the same story, part of the same project. But you insert a lot of causality. So 
what's causality? Causality is basically the word because. It's the idea that these things that are 
coexisting in your story, that might otherwise seem unrelated are not only gonna be present at the 
same time, but they're going to flow one from the other. 
 
[00:54:47] 
That one is going to cause the other. That they're going to be engaged, actively, as a kind of a 
problem. As a motive, that the stakes of the story are going to relate the two things urgently and 
extensively. So what do I mean by this? I'm gonna give you an example from my own writing. 
 
[00:55:05] 
When I conceived the book Motherless Brooklyn, which is a novel about a private detective who 
has Tourette's. It's also a book very much about my own childhood in Brooklyn and growing up in a 
certain neighborhood at a certain time and place. In some ways it felt to me as though two different 
books were announcing themselves to me simultaneously. 
 
[00:55:31] 
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But rather than resist that, or sort of the two out, or think they're incompatible. It seemed to me my 
funny sort of willful post-modern conceit about the detective with Tourette's syndrome and my 
intimate confessional passionate love letter to the city where I grew up could be combined, and 
ought to be combined. 
 
[00:55:57] 
And not only shouldn't I do them at the same time But that I was gonna make it seem necessary. I 
was gonna make it seem urgent and obvious, in a way that the only place where this detective with 
Tourette's could tell his story, the only place he could have come from, was Brooklyn. 
 
[00:56:17] 
And once I make this assertion, so I've got my juxtaposition, right? Tourette Syndrome, the hard 
boiled, detective story, and the autobiographical material. This really involved setting, time and place, 
that mattered enormously to me. The public schools I went to, the streets I walked, the slices of 
pizza I used to eat on Smith Street. 
 
[00:56:45] 
The things that reminded me of growing up in that place, that I suddenly wanted to say a lot about. 
So there's the juxtaposition. You could even argue it was a triple juxtaposition, because what are 
hard boiled detectives and Tourette's syndrome doing together? But anyway, so I've smashed these 
things into one project. 
 
[00:57:03] 
And then, I've taken the next step, I've inserted the causality. I've said, well okay, so the reason that 
he functions, the reason a kid growing up embarrassed, awkward, confused with Tourette 
Syndrome, is recognisable to these tough guys, to these hoodlums, and wanna be private detectives 
that he falls in with, in the plot of the story, is that he becomes emblematic to them of Brooklyn. 
 
[00:57:40] 
He seems to them to exemplify something that's already true about this place, which is that language 
is exploding everywhere. That because of the varieties of classes and cultures and races, that were all 
living together in Brooklyn,and the frenetic, sardonic, intense, sometimes very insulting street 
language that was typical. 
 
[00:58:04] 
That typically arose in these confrontations between different kinds of people living in the same 
places. That his Tourette's syndrome just seems like Brooklyn raised to the inth degree. It's like the 
two things have been made one. And so, when my character meets the guys who will turn him in to 
a part of this crime story, they find him fascinating, amusing, and not at all inappropriate. 
 
[00:58:37] 
They see him as symptomatic of their own reality, of their own milieu, and so, in that way I've taken 
things that on their face, there's no logical reason they belong in the same story. But I've decided to 
make the book, in a sense, an exercise in proving that the hard boiled detective with Tourette's and 
Brooklyn, were gonna be synonymous. 
 
[00:59:00] 
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So my juxtaposition became loaded up with all sorts of causality. It became inextricable. And this is 
a method I recommend to you. And I think it can be done on a lot of different levels. It can be done 
with different kinds of ideas. It can be done with characters and setting. 
 
[00:59:20] 
And the practical method that I would recommend to you, if you're sitting waiting for inspiration or 
feeling that you have certain kinds of material that seems incomplete or interesting, but you don't 
know how to begin it, or you have an idea for a voice, or you have an idea for a character. 
 
[00:59:40] 
I almost always think, the best move is to take one, and another, perhaps even more than two, and 
put them in the same place, and demand that they relate because energy is created by this demand. 
And by the, what may seem a rather mechanical procedure of inserting causality into things, that are 
not logically linked. 
 
[01:00:04] 
This is where a lot of the energy comes from, is that things that you wouldn't think of as being 
compatible or coexisting or related to each other, have been electrified, like the parts of 
Frankenstein's body by the bolt of electricity. I'll give you another example outside my own work. 
 
[01:00:21] 
One of the most grandiose, of course, is the totemic book of modernist genius, is James Joyce's 
Ulysses, which takes Homeric myth, takes Odysseus, wandering home after the Trojan war, and 
relates it to the events of a day in a neighborhood in Dublin. Now we take this for granted now, of 
course, well it's Ulysses, those things belong together. 
 
[01:00:52] 
But when Joyce conceived this, they had no relationship. It was the bolt of electricity, that he flowed 
between them, that made them into one unified thing forever, and now we take it as a 
commonplace, that these things are married together. And I think the energy in the book, the humor 
in the book, the fascination, the genius, comes in many ways from the effort of justifying this 
conflation, of taking this two incompatible, in this case, almost ridiculously, incommensurate 
subjects, and just knitting them together, into some kind of other entity. 
 
[01:01:38] 
It's like a sculptural project. Can I make something out of clay and styrofoam? Can I smash together 
pencil shavings and electrical wire. When people talk about, where do writers get their ideas? Was it 
the character or was it the setting? Did you think of the voice first, or were you more concerned 
with the plot, with the set pieces, were you thinking about a theme, or were you thinking about 
things in your life, people you wanted to write about? 
 
[01:02:23] 
The answer is almost always, when you press a writer, and they have time to expand on what they 
were doing, the answer's always more than one. It's always both. And I think that you can seek this 
doubleness. You can seek this complexity by looking for things in your own notebooks, in your own 
inspiration, in your own fledgling efforts, maybe your own unfinished stories even, that are 
potentially, they're incomplete, alone. 
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[01:02:54] 
But if pushed together, if moved into a conjunction with these other things, might suddenly become 
something. So again, juxtaposition, causality. It's the idea of making conflations, and then justifying 
them. And that's what I found for you. 
>> Well we hope you enjoyed those videos, and it makes me wonder, what is it about writing 
workshops that people are nervous about plot, because they make it seem so natural. 
 
[01:03:23] 
 
>> I think there's a certain apprehension that people have, especially in early drafts with plot 
>> That they have to make all of these things happen, and these things that happen have to 
somehow not seem too showy and ostentatious. But they also have to move the story forward, and 
it seems like it's something that's completely separate, from the work of just creating a world. 
 
[01:03:49] 
But even people who you don't really think of them as writing plotted novels, for instance, Marilyn 
Robinson. When you think about, even her book, that probably has the least amount of plot, which 
is Gilead, there is plot, because once you have a person, once you have a character, they have a 
history there. 
 
[01:04:07] 
You're meeting them at one point in their lives, and they were somewhere before, and they're going 
somewhere after. And once you have a timeframe like that, anything that happens is part of what 
moves the narrative forward, so I think it has to do with opening up our idea of plot to not be this. 
 
[01:04:26] 
If we think about the traditional, you have your rising action, and you have your climax, and you 
have your denouement, but more of how did one person get from here to there, I think that makes 
it a lot less scary to tackle. 
>> Because we are all laboring under the burden of time. 
 
[01:04:44] 
We're not going to escape it. 
>> Yes we are. [LAUGH] 
>> [LAUGH] Onward. 
 


