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lt is almost i1npossible to live in the moder11 world and not 

have to write. This is particularly true if you are a student, 

an adn1inistrator, or a scholar, not to mention a professional 

writer. 

Unf ortunately, writing is an activity that tends to evoke a 

considerable amount of anxiety, often resulting in the para­

lytic condition commonly known as a ''writer's black." This 

is especially true if you are working on long projects sttch as 

a grant proposal, an annual report, or a senior thesis, not to 

mention a doctoral dissertation or a book. 

Such anxiety, unfortunately, does not necessarily go away 

as you gain more prof essional experience as a writer. Even 

seasoned writers still dread havi11g to start from scratch on a 

new book, knowing that they are probably several years awa)r 

from co1npletion. This situation is even more dattnting, of 

course, for relatively inexperienced \vtiters who are just 

about to launcl1 their first major project. 
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Wl1ile recognizi11g that such anxiet)r 111ay? VeI)' \Vell be an 

inevitable part of prodt1ci11g theses, dissertations, and books, 

I 11evertl1eless try to off er prospective \vriters variotts strate­

gies of coping witl1 tl1is anxiety in the 111ost effective manner 

in tl1is book. Tl1us, I specifica1ly addrcss difficult ps)1cho1og­

ical problen1s sucl1 as l1avi11g to deal \Vith pressure a11d ti111id­

it)' as \Vell as procrastination a11d burnout. I like\vise li)' to 

off er \vriters practical solt1tions to com111011 logis tic problems 

sttch as how to 111eet deadli11es, how to find the ti111e to write 

eve11 i11 extremel)' de111andi11g job sit11ations, and ho\v to inte­

grate tl1eir ,vriting into the rest of their persona} involvements 

and social commit111e11ts so as to n1aintain a more balanced 

li fe. 

The book builds on the fundamental premise that, t1nless 

we Iear11 how to overcon1e problen1s having to do \Vith 11oiv 

we \Vrite, ,ve may ne\'er be able to focus on \vl1at \Ve actttall)? 

want to write about. As sttch, it d,vells specificall)' on the 

''procedural'' aspects of the process of producing a 111anu­

script. Hence its particular concer11 witl1 our 11eed to develop 

better \Vork habits (a11d, conseque11tly, to also regard ''\vtiter's 

black'' a11d procrasti11ation as tecl111ical rather tha11 strictl)r 

ps)rcl1ological proble1ns). 

Good \vork habits i11clude effective pla1111i11g, l)erhaps the 

key to gaining better co11trol over 011e's writi11g. In this book 

I IJrese11t a set of strategies for planni11g )10t1r \Vriti11g, botl1 

generally and at the level of an)' particular project. Tl1ese 

strategies revolve arott11d a particular aspect of the \Vriting 

process that is rarely explicitl)1 addrcssecl in our trai11i11g as 

writers, n,1mel)1 the ,va}1 i11 ,vhich it is te111pora11)1 orga11ized. 

As I sl1all de1no11stratc b)' focttsi11g specificall)T on this 

neglectcd di111ension of ottr lifc as \vriters, an effective tem-
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poral organizatio11 of our writing ca11 l1elp 111ake it far less 

stressful and tht1s help us accon1plish personal and profes­

sional goals we might otherwise consicler totally out of our 

reach. 

The key to an effective temporal organization of our writ­

ing lies in one of the most remarkable inventions of Western 

civilization, nan1ely the ti111e scJ1cd1« le. Original})' i11troduced 

. . . . . . . . . - . . . . . . . . . . . . . . . 

t is met11odical11ess a11d 1�011ti11izatio11 t11at 11elp 

11s prodilce theses, dissc1,.tatio11s, a11d boolis. A11d it is 

t11e ti1ne sc11edttle a11d t11e tin1etable t11at 11elp us bri11g 

t11e111 i11to our w,,.iting. 

. . . - . . . . . . . . . . . . . . . . . . . . . . .. . . 

fifteen centuries ago by an Italian monk as part of a larger 

attempt to routinize and thereby systematize daily monastic 

lif e, the schedule has clearly become one of the corners ton es 

of modern life. 1 And although unlike Saint Benedict himself 

1 do not regard routînization as an ideal principle for orga­

nizing our lives in general (and would therefore never rec­

ommend applying it, for exan1ple, to s·uch acti,rities as listen­

ing to music or making love), 1 do regard it as one of the 

most effective means of organizing our writing-a process 

that, for many of us, may never yield a co1npleted product 

unless structured methodically. lt is methodical11ess and rou­

tinization, in other words, that help us produce theses, dis­

sertations, and books. And it is the time scl1edule, along with 

its functional cousin the tirr1etable, that he1ps us bring them 

into our writing. 
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Needless to sa)', there is an inhere11t te11sion bet\veen rot1-

tine and spontaneity, and writing in accordance \Vith sched­
ules and ti111etables ratl1er than when yot1 si1n1)ly ''get to it'' 

certainly a]so 111akes it 111t1cl1 less spontaneotls.2 The \rery idea 

of establisl1ing rcgt1lar "''riting times clearly contrasts \vith 

our vision of writi11g (or e11gaging in any other creative activ­

ity) 011ly \vhen ''inspired.'' Submitting )'Ourself in a self­

discipli11ed 111an11er to te111poral routines certai11l)1 under­

mines tl1e com111011 Ro111a11tic 1mage of the bol1e111ian \\11·ite1· 

who forgoes structure in 01·der to accom111odate essentiall)r 
unscheduled ot1tbursts of creative e11ergy. 

A careft1l exa111inatio11 of actual ,vriters' \vork habits, ho,v­
ever, strongly suggests that such an i111age is b)1 a11d large a 

myth. Vc1-)1 few writcrs actually sit d<.1\vn to write only when 

they feel particularl)' i11spired. Furthermore, it is a ratl1er dan­

gerotlS myth, since it 1night lead >Tou to willingly relinqt1ish 

mt1cl1 of the co11trol you can ha\'e over )'Our writing by opti11g 

to rel)r on so111e tll)'Steriot1s and rather capriciot1s ''mtise'' tl1at 

yotl 111a)' actt1all)r encot111ter tJerl1aps a couple of ti1nes a )'ear. 

While )'Ott ca11 sometimes afford to do so \vhe11 working on 

a sl1ort poe111, a t,vo-page essay, or an op-ed piece, waiting to 

be strttck b)
1 i11spiratio11 is ob\riOuSl)r so111e\vhat i111practical 

when )70u are tf)1i11g to prodt1ce a full-fledged master's thesis, 

doctoral dissertation, or book. S11cl1 JJrojects reqt1ire 11t1111er­

ous ,vriting sessions, a11d if tl1ose \Vere to take place 011ly 

\vhen you actt1all)1 f eel like ,vriti11g, tl1e)· 111igl1t 11e,,er be co111-

pleted at ail. Dero111anticizing the \VTiti11g process is thercfore 
of ut1nost i1nportance to any writer in tl1e 111aking, a11d it 

basicall)' challenges the ,va)' \Ve traditionall)1 associate crea­

tivity ,vith strt1cttlrcless11css and spontaneit)·. 

\.Vriting itl accorclancc ,,1itl1 a tin1e schcdt1lc offers t1s con-
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siderable advantages. Perhaps 1nost important, it n1akes it a 

lot easier for us to establish a rot1tine that cnsures that \Ve 

V.'Ot1ld indeed get to write. As anyone \vho exercises or plays 

the pia110 on a regular basis k11ows, schedttled routines 1nake 

it much easier to �·get to'� do things ,ve might othenvise leave 

out of our dail}l' lives altogcther. If you cannot '•find the time'' 

• • • • • • • • • • • • • • • • • • • • • • • • 

y allotti11g to ,v1--iti11g a specific daily 01-- ivecl�ly 

ti111c slot, a scl1ed1tlc c11stt1--cs tl1at yo1L ,vill get to do it 

011 a 1#egttla,, basis. 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 

to \\'rite, yot1 will most likely disco\1er tl1at, by establishing a 

regular weekly schedule that inclttdes just forty-five minutes 

of writing every Tt1esday and Friday 111orni11g, for exa1nple, 

you will inevitably 111a11age to get son1e writing done ! B)' 

allotti11g to writing a specific (daily or ,veckly) ti1ne slot, a 

schedule ensures that you will indeed get to do it on a regular 

basis. 

Furthermore, scl1eduling helps us integrate ottr writing 

much more effectively into the rest of our life. As a mathe-

1natically 1na11ipulable variable, 3 time is a perf ect 111edium for 

establishing priorities, and i11volve111ents that are more 

i1nportant to us are usual]y also those for wl1ich we allow 

1nore time. (Tl1e nu111ber of hot1rs children spend every week 

in math a11d art classes, for exa1nple, is indicative of the rela­

tive respect those t,:vo subjects seem to co111mand in the 

school curricttlum.)4 In fact, it is l1ard to i111agine a more 

e[fective way of systematicall)r regulating our various in volve-
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111ents in life. If '"Titing that book or dissertation is indeed so 

much more in1portant to you than ,vatching tele\1.sion or 

reading the ne,,rspaper, for exa·mple, ,Tou can certainl)· rnake 

sure� through the use of a schedule, that )'OU actuall)1 allo,v 

it much more time than 1·ou allo,,r the latter. B)· the same 

token, if )'Ou \\,.ant to e11sure that )"OU do not spend on }"Our 

,,Titing more time than )'OU do on pla1
i.ng \\ri.th )·our children, 

)"Otl ca11 quite easil) T arrange that ,,,ith the help of a schedule. 

Follo,'ving a schedule, in short, helps t1s allocate our ,,ari­
ous in,101,,ements in the exact proportions ,\·e desire and 

thereb)' strike an optin1al balance among the111.5 lt also allo,,·s 

us to organize those in,.,ol,rements in accordance ,,ith a pre­

deter1nined structure of priorities rather than be at the merC)' 

of our constantl)· changing ,,,.hims. 

ln fact, b)" making it easier for us to actuall)· disentangle 

our ,·arious dail)� and \\"eekl)' acti,'ities from one another 

(thus ensuring that ,,That ,,·e normall)" do on \\Tednesda)' 

111or11i11gs, for example, ,, .. ot1ld ne,·er conflict \\ith ,,·hat ,,·e 

usuall1· do on Thursda)· aftemoons) ,6 scheduling also allo,,·s 

us 10 be more comfortabl)· it1\1ol,,ed in each of them ,,�ithout 

feeling the pressure fron1 our in,.,.ol,·en1ents in the others. A 

schedule helps a bus,· professor protect her highl)· treasured 

,,yriting time from the competing demands of her \Tarious 

teaching and administrati,re duties, not to mention those 

in,,ol,·ed in being a 111other and a ,,,.ife. lt like,,'ise helps a 

student protect the time he needs to spend on ,,' Titing his 
doctoral dissertation from the competing den1a11ds off riends, 

\
1ario11s hobbies, and a part-ti1ne job. In fact, as John Barth 

ren1inds llS, it e,,en helps \\TÏters engage in some\\'hat differ­

ent kinds of \Vriting: ��Four mon1i11gs a \\·eek ... (I] n1ake t1p 

a11d set do,\rn ffi)" staries in a pleasant ,,,hite house in the cit)' 
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of Balti111ore ... [ Onl Thursday eveni11gs 111y wife a11d I drive 

across the Chesapeake Ba}1 Bridge to a })leasa11t red house on 

Langford Creek ... wl1ere on Friday 111ornings ... I ref resh 

n1y' head \\,'ith some other sort of se11te11ce-making, preferabl}' 
nonfiction. ''7 

Yet scheduling also helps ensure that our involveinent in 

writing ,vould not somehow takc over the rest of ottr lif e. In 

providing our writing ,vith some structure (and therefore also 

s0111e limits), it helps us n1ake sure tl1at we \vould also get to 

do 011 a regular basis other tl1ings besicles jttst \VTiting and 

thcreby lead 111ore well-rounded, bala11ced lives. Regt1lar writ­

ing schedules, for exan1ple, can help us 111aintain a relatively 

solid fan1ily and social life when we write. After all, like many 

other addictive involvements, writing of ten 1nakes us sorne­

what difficult to be around (not to mention live with) from 

our roomrnates', partners', children's, or friends' standpoint. 

It can also make it qui te difficult for man y writers to hold a 

steady job. Writi11g in accorda11ce with a regular schedule 

with s01ne built-in ''brakes'' can help alleviate such problems 

to so1ne extent. 

Irnposing a regular temporal structure with certain limits 

on our writing also helps protect us from variot1s l1ealth prob­

lems generated by unstructured living. When we are deeply 

engrossed in our writing, we often tend to forgo not only a 

more balanced fa111ily a11d social life but also regular eating 
and sleeping patterns in order to accon1n1odate our intense 

outbursts of creative energy. Wl1ile very roma11tic, such a 
4'n1anic'' work style can rarely be sustained, maki11g it some­

what impractical for an)'One who is tryi11g to write a thesis, 

a dissertation, or a book. 

Furthermore, such intense outbursts of creativity are very 
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often follo\ved b)' far less ron1antic hango,rer periods. \\'riti11g 

in accordance ,\rith a schedule \\rith son1e built-in limits thus 

makes it some\\1hat easier to a,roid \\rri.ters' bumout. 

Schedt1ling also er1hances the actt1al pleasure of ,vriting b) '" 

ma king it more co111f ortable. B)" pro\riding this essentiall)T 

a11101-phous process ,,1ith some structure, carefu 11) 1 designed 

ti111etables help to 111ake it some,vhat more predictable and 

tht1s considerabl)· less inti1nidating. B)r allo,,ri11g us to co1n­

fortabl)" ''pace'' ourselves ,,rhe11 ,ve ,vrri te, the)' also l1elp 

reduce the presst1re ,,·e t1st1all)· associate ,,rïth this process as 

,vell as keep us f ro111 procrasti11ating. 

�11)" o,vn a,,,areness of a ttseful link bet\\Teen scheduling and 

,,1riting goes back to the spri11g of 1976, ,,1hen l ,vas about to 

begin ,,rriting m)T doctoral dissertation, a 300-page document 

I ,,1as absolutel)· deter111ined to complete \\rithin the fe,\1 

remaining months bef ore I ,,1ould becon1e a father and start 

m)· first ft1ll-time job-both of ,,?hich, I rightl)· st1spected, 

\\70Uld lea,1e me \7el)? little time for aTI)7 intenSÎ\le \\ 1Titing. The 

seeds of the S)rStem l present here \\7ere 50\\ril that spring, as 

I began to experi1ne11t ,,,ith ,·ariot1s schedules a11d timetables 

that ,,rot1ld help me accomplish 111) 1 goal in an effecti,re )·et 

co111fortable n1anner. The results of those earl)· experi111e11ts 

,,rere quite promising. Not onl)r did I manage to co111plete m)r 

dissertation that st1111n1er, I actuall)· finisl1ed \\ 1riti11g it a fe,,r 

,,Teeks ahead of schedule! 

The S)rste1n I de,Teloped tt1r11ed out to be of e,·en greater 

help to me dttring the four f ollo,\ 1ing )·ears. ,,Then I ,,·as ,,,or k­

ing full-ti111e 011 a rather de111a11ding research job that \\'as 

totall) T unrelated to nl)7 o,,'11 research. I had t,,,o options of 

dealing \\rith that situatio11. 011e ,,1as to be ''realistic·� and stop 
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tT)ring to \vork on my O\VJ1 ,vriting, wl1ich ,vas i11deed what 
some of n1y colleagues chose to do. The otl1er was to some­

ho,v develop my own \vriting age11da and stubbornly stick to 

i t clespite the constant pressure a11d demands of my job. Hav­

i11g chosen the latter, I 011ce again fottnd the solution in vari­

ot1s schedules and tin1etables that helped me re,vrite my dis­

sertation as a book as well as complete eight jot1r11al articles 

a11d a seco11d book during those four years wl1ile still keeping 

111y job. 

Not 0111}'" did the system I developed as a result of those 

experin1ents with scheduling work so well for 1ne during 

those early years of my professional career, it also became the 

foundation for the way l l1ave con1e to organize my writing 

ever since tl1en. During the twe11ty-one )1ears that have passed 

since I finisl1ed my dissertation, I have 1nanaged to cornplete 

seven single-authored books and more than twe11ty journal 

articles, all plan11ed and \vritten in accordance with it. And 

as 1ny various editors and publishers have co111e to learn, 

when I sign an advance contract committing myself to com­

plete a manuscript by a certai11 deadline, they can fully count 

on it in their ow11 plans, which is not so1nething 011e usually 

tal,es for granted in the somewhat unpredictable world of 
publ ishi 11g. 

I sl1ould also add tl1at l have had a f ttll-time job and ta ken 

only 011e sabbatical (or any other) leave during those twenty­

one },ears, and have taken an equa) share in raising two chil­

dren. Furthermore, l am actually a rather slo\v writer, yet one 

who has co1ne to learn that being slo,v bitt stcady at the level 

of any single workday allows 1ne to become quite prolific at 

the level of 1ny e11tire lifeti1ne. 

Although originally developed for my own use, tl1e system 
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I present here is s01nething that might also be usef ul to chose 

like tl1e n1any students, colleagues, and friends I have 

,vatched throt1ghout the )1ears giving up somewhere along the 

way and never con1pleting the ve11r J)ro1J1isi11g n1a11uscripts 

the)' had started to write. Having taught for al1nost twent)r 

)rears a·nd served as director of three graduate progra1ns (at 

Columbia, Ston)T Brook, and currently at Rutgers), I have 

\Vatched many brigl1t students fail to co1nplete their theses 

or doctoral dissertatio11s while far less gifted }1et l1ighly orga­

nized and disciplined ones did, and have corne to Iearn that, 

in writing as in other professional acti,rities, accon1plishment 

has to do \\ritl1 111ore tha11 just abilit)7

• 

As an}'011e \vl10 has ever \Vatched 11Jt1sicians or g)rninasts 

practice a diffict1lt passage or routine over and over again 

kno\vs, it is never '"tale11t'' alone that produces excellence.8 

Good work l1abits and perseverance usuall)r separate those 

\Vho manage to co1nplete their manuscripts frorn those \\1ho 

do not. 

I t is ID)7 strong wish to help people realize their full poten­

tial as ,vriters that l1as led me o,,er the past fif teen )1ears to 

offer advice and various tips to stt1dents, colleagues, and 

friends ,vho got stt1ck at differe11t stages of tl1eir theses, dis­

sertations, or books and help the111 bring their \vork to co1n­

pletion. I have also cond11cted special ,vriti11g ,vorkshops for 

students, 111an)' of \\1ho111 later told 111e that tll)' advice on 

scheduli11g helped the111 overcon1e \VTÎter's blacks and otl1er 

major difficulties the}1 e11cou11tered \\1l1en \\'Orki11g 011 their 

theses a11d clissertatio11s. I11deed
1 

it is their often-expressed 

co111plai11t about the al111ost total lack of atte11tion paid to 

such n1atters throughout their professional traini11g that has 

pushed 111e to \Vrite this book. 
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Altl1ot1gh tl1e systen1 1 present here obviottsly 111a)1 not be 

to evcryone's liking (especially to people who vehcmently 

dislikc routi11e a11d for wl1on1 the very 11otio11 of a ''clockwork 

muse'' may thcrcfore sot1nd somewl1at oxymoro11ic), it can 

certainly help tl1ose who feel even tl1e s}ightest need to infuse 

so1ne 1nore strt1ctt1re into their writing. It can thus benefit 

11ot only people wl10 already happen to like strt1cture, but 

also n1any others ,vl10, although generally averse to it, 

nevcrtheless recognize that they may very well need at least 

s01ne ele111ent of 1nethodicalness and organization in order to 

n1eet their deadli11es and be able to eventually co111plete long­

term projects st1ch as dissertations and books. A11d even peo­

ple ,vho may not normally like plans and agendas can none­

theless benefit from the considerable relief from bath 

pressure and anxiety ust1ally enjoyed by those who are will­

ing to commit to them. 

Using the syste111 I present here, I should add, need not 

involve having to ulti1nately choose between all or nothing. 
There are nu111erot1s possible ways of� scl1eduling your writ­

ing, any single one of which 1nay very ,vell suit your partic­

ular lifestyle and tetnpcran1ent better than others. What I 
offer here is a general frai11ework for tl1inking about the tem­

poral organization of your writing. Such a framework obvi­

ously needs to be 111odified to meet yot1r particular needs, 
and yott are thercfore encouraged to furtl1er improvise on its 

general the1natic principles and thus ge11erate truly ''custom­

ized'' writing schedules and ti1netables tl1at would suit you 

best. 

Finall)', let me also add tl1at, despite its repeated use of 

various ''time-manage1nent'' tecl1niques, tl1is book has actu­

ally very little to do witl1 the n1odern utilitarian qttest for 
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greater speed.9 Ur1like so n1a11)' "'ho\\T to'' 111anuals gro11nded 

in Frederick Ta)·lor's general philosoph)1 of scientific man­

agement, it is not pri111aril1· designed to offer \\"riters ad\1ice 

or1 ho\\. to become 111ore ··efficient'" and does not include ail)1 

practical tips on 110\,r to a,,.oid ,�,\rasting'' precious n1inu tes or 

110,,· to ,,·rite a thesis i11 t,,·o \\�eeks. In fact, pe1·sC'\'e1·a11cc is 

111uch more i111portant than sheer speed in getti11g ,,rriters to 

actuall)' con1plete their projects, ,,·hich is ,,·h)· I ha\'e al\\,.a)'S 

. . . .. . . . . . . . .. - . . . . . • • • • • 

THE TORTOISE AND THE 1--IARE 

A hare ,vas cont1nuall)' poking ft1n at a tortoise becattse of 
the slO\\.Tiess of his pace. The tortoise tried not to be anno)·ed 

b)· the jeers of the hare, but one da)' in the presence of the 
orhe1· a11imals he was goaded into challe11ging the l1are to a 

foot race ... Almost be fore ,·ou cot1ld sa\� ··scat·· the hare \\Tas 
� ,; 

out of sight. The tortoise plodded ,1long at l11s usual u11hur-
ried pace. After a t1me the hare stopped to ,,,.ait for the torto1sc 
to co111e along. He \\/·a1ted for a long, long ti1ne unt1l he began 
to get sleep)T· 'ï'll JUSt take a quick nap here in this soft grass, 
and tl1en 1n the cool of the da)· 1·11 finish tl1e 1·ace ·· So he la)· 
do\\'Tl and closed h1s e)"es. i\lean\\·h1le, the tortoise plodded 
on. He passed the sleeping hare. and \\·as ,1pproaching the 
finish line \\·hen the hare a\\·oke ,,1th a start. lt \,·as too late 

to sa,·c the race. i\luch ashan1ed. he crept a,,·a)· \'.\·hile all the 
anin1als at the finish line accla1med tl1e \\i1111er. 

Acsf,p's Fables 

î_Ne\\' '\'ork. Grosset &: Dunlap, 104 ï). pp 34-35 

• • • • • • • 4 • • • • • • • • .. • • • • • • ... • • • • • 
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liked o 1n11cl1 e p' cla.J.Jic fable about th t rt i e and the 

hare. lnd ed, alth t1gl1 hares are u ually much mor ucce s­

ful in churning t1t pap rs and short report , il is often low­

but- tead)' tort i e who actually manag t complete theses, 

di.:,.:,ertati n , and bo ks. 



C H A P T E R  2 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • 

e ritin 
-

. - . . . . . . . . . . . . . . . . . . . . . . . . . . . 

Scheduli11g presupposes regularit)� 1 and organizing )10ltr \\rrit­

ing in accorda11ce \vitl1 schedltles and timetables in,rolves 

establishing some fixed \VTiti11g ti111es. That 111eans \vriti11g 

bet\veen ce1·tain hours and on cerLai11 da)'S of the \\reek on a 

regular, routine basis rather than at rando111. 

Establishing 11e\v routines is not an eas)T task and ust1all)' 

requires a lot of effort. Once we 111anage to establish them, 

however, the)T soon beco111e ''second nature"' habits tl1at ,,·e 

then Lake for gra11tecl. What yot1 need, tl1eref�ore, is to estab­

lish a writing routi11e tl1at \Vill see111 as 11atural Lo 1
rou as 

getting dressed or brt1shi11g )'Our teetl1 e\1ef)T morning. 

Sctti11g P1io1itics 

Tl1e fi1·st step )1
0U neecl to take in order· Lo establisl1 a regular 

\vriting ro11ti11e Lhat \\tould actt1all)T \vork is to tf)1 to create a 

co111fortalJle fit betwee11 )roui· \vriting and t.l1e rest of ),Ot1r life. 

ln order to do that, 110\ve\'er, )·Ott first nced to decide hü\\7 
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mucl1 ti111e you wish, or are able, to devote to your writing 

on a regular basis. Since that amount is ine·vitably calculated 
(even if only implicitly) relative to the a1nount of time that 

you wish, or have, to devote to other involve1nents in your 

life (your family, job, hobbies, friends), you first need to 

establish the relative priority of your writing vis-a-vis all 

those other involvements. 

The 111ost effective framework for establishing the relative 

priority of your �rriting vis-a-vis all your otl1er routine 

involvements in life is probably the week, since 111ost of those 

involvements l1appen to be ''weekly'' in the sense of occurring 

regularly either 44every Wednesday'' or '4twice a week."2 It is 

in accordance \vith the week, for example, that you would 

normally need to adjust your regular writing schedule in 

order to acco111modate other routine commitments such as 

holding your office hours, taking your daughter to her 1nusic 

lesson, or goi11g to the supermarket. Designing a regular 

,veelily writi11g scl1cdttle would most likely allow you to 

establish the desirable proportion between your writing and 

al] your other routine commitments in tern1s of hours per 

week. 

Especially if you have neve.r tried it bef ore, designing a 

regt1lar weekly writing schedule may require a certain period 

of experi1ner1tation and adjust1nent. You may tht1s discover, 
for example, tl1at, although you originally intended to devote 
to your writi11g twenty hours a week, the six hours per night 

that you allowed for sleeping leave you somewhat exhausted 
the following morning and may therefore prevent you from 

effectively keeping up with such a demanding work schedule 

for more than two days in a row. By the same token, however, 

it is also qui te possible that, only two weeks af ter having 
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designecl for yourself a regular writing scheclt1le allotti11g ten 

hours a ,veek for your writing, )TOU may already realize that 

you were a bit too conservative in yot1r esti111ate a11d can 

act11ally devote to it four additional l1ours eve11T week. 

Your priorities may also change f rom time to time. You n1ay 

thus discover that, altl1ot1gh you once used to regard writing 

as a relatively 111i11or activity i11 yot1r lif e, )'Oll are no\v ,villing 

(as ,vhen you are very excited abottt a partict1lar project), able 

(as ,vhen your cl1ildren grow t1p and need considerabl)' less 

attention), or co111pelled (as wl1en you have to gradua te b)1 a 

certain date or are con1ing t1p f 01· tenu1·e) to devote 111uch 

n1ore ti1ne to it. On tl1e other hand, l1avi11g jt1st completed a 

very long 111anuscript, )'Olt 111ight feel so111e,vhat bttrned 011t 

and wish to avoid any writing for so111e tin1e. lf your writi11g 

is to be at all effective, you 1n11st stay in tune ,vith such com-

111on changes of heart and allovv )10t1rself to adjust yo11r reg­

ttlar ,veekly ,,.,riting schedt1le fro111 time to ti111e so as to 
accon1111odate the111. 

You may also need to desig11 111ore than just a single )1ear­

round weekly ,vriting schedule, since different parts of the 

year so111etimes offer )1

0t1 differe11t ,vriti11g co11ditio11s and 

often are associated ,vith differe11t sets of priorities. This is 

partic11larly trt1e, for exa111ple, if yot1 l1appen to be a st11clent, 

a schoolteacl1er, or a college tJrofessor, tl1ereb)' l1a,,i11g several 

111ontl1s off evcry s11mmer. 

Setti11g 011r p1·iorities, of course, is not e11tirel)' a 111atter of 
personal cl1oice; we are a11 confined by , rarious external con­

straints.3 Writers taki11g a sabbatical lea,,e or \Vorking as a 

part-timc ,vaitress, for cxample, 111ayT find it casier to scl1ed11le 

time to \Vrite tl1an writers \Vho l1a,1e a t,vo-111onth-old baby 

or a job that requires them to spend sixt)"' or se,,cnt)r l1ot1rs a 
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,veek at the office.+ Nevertheless, we usually have n1uch 1nore 

control over our tin1e tha11 \VC are willîng to admit to our­

selves, and if you are seriot1sly con1mitted to give )'Our \.Vrit­

ing a high priorit)' on yot1r schedule you can normally man­

age to so111ehow find the ti111e to write even under extremely 

difficult conclitions both at home and at worl<. 
Setting your priorities, in other words, entails having to 

tal<e at least some responsibilît)' for the kind of choie es you 

make. Taking it as a necessary first step in designing for )rour­

self a regular writing schedt1le i1nplies that you cannot corn­

plain later that )70U simply ca11not find the ti111e to do any 

,vriting, since yot1 set those priorities in the first place� Most 

of tts have much more time than we would usttally like to 

admit to ourselves. The question, though, is how \Ve choose 

to set our priorities and allocate it among our various involve­

n1ents i11 lif e. Thus, if we can11ot see1n to find the time to 

write, we very of ten have only ot1rselves to blame. 

T11e w,�iti11g Sessio11 

Having decided how much time overall you ,visl1, or are able, 

to devote to your writing regularly every week, you now need 

to break it clown into units of work. In other words, you now 

need to establish your actual writing sessions. 

First determi11e the length of ,vhat you would consider to 

be an ideal writing session. While the length of your actt1al 

writing sessions will probabl)' vaf)1 from your pla11, it is 

nevertheless important that yot1 establish what you ,vould 

regard as an ideal session and try to use that knowledge when 

designing your regular weekly writing schedule. Although 

family, job, and other constrai11ts will most lil,ely require 
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some co1npro111ises, )70U shot1ld li)' to identif) r what \\1ould 

constitt1te an ideal \\Titi11g session if )10U could e\?er have it. 

W}1en tr)ing to establish the optimal length of )"Our writing 

sessions, be sure to take into account t\vo major ergono1nic 

factors: the approximate an1ot1nt of time it usually takes )"OU 

to get into a creatÏ\"e 111ode and the approximate amot1nt of 

time you can effecti\rely sustain such a mode and be prodt1c­

ti\re. Considering the first factor, of cot1rse, ought to l1elp }POU 

avoid scheduling \\rriting sessions that are too short. Consid­

ering tl1e second should like\vise }1elp preclt1de ones that are 

too long. Establishing \Vhat )10t1 \VOttld consider to be a11 ideal 

\Vriting session certainl)1 entails sta)ing awa)' from either 

extreme. 

Writing sessions that are mt1cl1 too short are counter­

prodt1cti\'e-)'Ou need to allo\V )10urself e11ot1gl1 ti111e to '�get 

into'' a creative mocle. U11like robots, most people do not 

t1sually simpl)r turn on their t) .. pe\vriter or compt1ter and start 

\\
1riting right a\Va)1

• As the)' begin a \, .. ork session, son1e go 

through \7ariot1s elaborate routines such as sharpening their 

pencils, ·prepa1·ing a cup of coffee, checking tl1eir electronic 

111ail, and caref ull) .. rearranging things on their desk. �1any 

others, \vho nia)' not out\\rardl)1 engage in an) .. st1ch quasi­

ritual �'opening cere111onies.'1 ne\'ertheless still sec1n to need 

at least fifteen or t\, .. ent)T minutes of ··\,,arn1ing up'' at the 

beginr1ing of a session before the)" can begin to do an)' se1·ious 

\\7Titing. If }'OU happen to be one of those people, scheduling 

)
10ur \\rriting in thirt)7

- or fort}7-fiv"e-n1int1te blocks will be a 

total \\ras te of )'Our time and effort, sin ce an) .. \vriting )rou 

might actuall)" get to do dt,ring st1ch brief mini-sessions is 

likel)r to be 1·atl1er ineffectual, 11ot to 111ention extren1el)1 frus-

trat1ng. 
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lt is \1ery i111portant for you at this stage to recognize such 
ergonon1ic idiosyncrasies and take the111 into consideration 
\vhen }10U design your regular \Veekl}1 writi11g schedule. Af ter 
ail, if }'Otl can11ot concentrate on your writing for several 
l1ours ,vithout having checked your electronic mail first, 
there is no point in even tI)ring to fight that. lndeed, you 1nay 

do much better if you take that into consideration: always 
schedule for yourself regular writing sessions that are fifteen 

or t\venty minutes longer than you might have clone other­
,vise, and allow yourself to begin each session by checking 
yo·ur electronic mail first and getting it out of your ,vay, 
thereby ''clearing your mind'' for your actual writing. 

At the saine time, however, it is just as important to also 
take into consideration the length of your creative attention 
span as well as the shape of )10ur e11ergy level (and he11ce 

productivity) curve and try to avoid scheduling for yourself 
writing sessions that are much too long. ln other words, you 
must deter1nine the optirnal length of a session during ,vhich 
you can maintain a consistently high level of creative atten­
tion and tl1us keep writing effectively. Inevitably, at so1ne 
point in every session, our creativit)r and productivity curve 
peaks a11d begins to first flatten and then fall. If, ho,vever, 
you learn to recognize and even anticipate that point, you 
can stop writing 1ig11t befo,�e you reach it, when ''you still have 

your juice," as Ernest Heming\Va}1 so aptl)r p11t it,5 and can 
thus end your session with an upbeat se11se of acco1nplish­
ment rather than defeat. After all, once yot1 go past that criti­
cal point, the marginal utilit)' of any additional 1ninute of 

writing you might get to do may actually turn out to be not 
only negligible but even negative! For exa111ple, if )'Our opti­
mal writing session is about three hours long yet you regu-
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larl)7 schedule �l'our \Vriting in fi, .. e-hour stretches� )'OU are 

likel)· to find tl1e last t,vo hours to be a most unfulfilling and 

therefore frustrating ,,·aste of effort. at the end of ,vhich 

)'OU ,vill probabl)' lea\"e )rour desk feeling co111pelled to 

re,vTite e,ref)"thing ),.Ou did during those t,\1'0 hot1rs. Longer 

is not al\\'3)'S better, and i11 order to maxi111ize )·our creati,1it)1 

and producti,rit)' )'Oll must theref ore learr1 ,,,l1en to stop 
• • 

,,rr1t1ng. 

Note, in this regard, tl1at our c1·eative attention span as \Vell 

as en erg)" Ie,,el and producti,·it)" cun'e usuall)· ,,al)" f ro1n one 

\\7riter to another. ln fact, the),. ,re1;· of ten also change at dif­

ferent points in our 1ife. The ,,·riting sessions 1 can effecti,,.el)" 

1nanage no,,·, as I approach fift)', are considerabl)1 shorter than 

the ones l t1sed to be able ta manage ,,,}1en I ,,,as in ID),. t,,ren-

ties and earl)T thirties. Furthermore, as John Inring suggests, 

the) .. ma)' ve111 ,,·ell change e,,en at diff erent stages in tl1e lif e 

of a gi,,.en project: ''\\'l1en 1'111 beginning a book, I ca11't ,, .. ork 

n1ore tl1an t,,10 or three l1ours a da}' ... Then there's the 

111iddle of a book. I ca11 ,, .. ork eight, ni11e, t\,,.el,:-e hours then 

... Then ,,,11en the ti111e to finish the book co111es, 1t's back 

ta those t,\·o a11d three hour da)�s.''6 At an)· gi,·en period� 

ho\,re,,er, the, .. are likel,,. to be relati,1el\r constant and thus 
,I ,/ ,/ 

highl),. predictable. ,,·hîch n1eans that )·ou ca11 build them 

quite confident!)' into j1

0ur regular ,,rriting schedule. 

Gi,1en ail this, it is ,1'ef)1 in1portant tl1at )'OU experiment to 

detem1ir1e ,,That ,vot1ld constitute an optin1al \\"riting session 

f 01· .}'Olt. The fact that son1eone else n1a)1 be able to ,vri te qt1ite 

effecti\Tel)· for ni11e straight hot1rs is of absolutel)? no rele­

\7ance if )'Otl cannot do so. Tht1s, if )'OU still ha,1e no idea \\1hat 

)"Our actual creati,'e attention span is a11d ,,.rl1at )'Our energ)' 

le,1el and 1Jroducti,1it)' cur,·e as a ,vriter looks like, it ma)" be 
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,vorth )rour \Vhile to devote so111e time to findi11g that out, so 
as to ensure that the regular \veekl)' \vriting schedttle )10U end 

up designing for )'Ourself is based on sessions tl1at are indeed 

the most appropriate 011es for )'OU. 

A Ti111c ta '1V1·ite 

No\\' that }'OU ha\re established the amount of tin1e )'OU are 

\\rilling or able to devote to )'Our \VTÎting and have broken it 

. . . . . . . . . . . . . . . . . . . . . . . . -

itst as yo11 opti111izc yo1,1· ot11e1,. 1-v1iti11g co11di­

tio11s, lca111 to idc,1tify t11c best ti111cs f 01· yo1,, .. 

l\11·i ti 11g. 

. . . . . . . . . . . - . . . . . . . . . . . . . . .. . . 

do\vn i11to actttal work sessions, you can proceed to consider 

\v11e11 you would like to write. Just as )'OU try to optimize 

your other writing conditions b)' deciding wl1ere to place 
}rour desk or which particular word-processi11g sof t\\·are to 
use, you also need to identif)' tl1e best times for your ,vriting. 

Evidently adhering to so111e notio11 of a ''clock\vork 1nuse"" 

111ost ,vriters seem to have regular writing times: s01ne are 
defined as vaguely as ''t,vo or three hours evel)r morning'' 

(Henl)' Miller, Gore Vidal), ''e\'ery \Veekda)' n1orning'' (John 
Updike), ''on afternoons', (\Villiam St}rron), or ''at night'' 
( Cynthia Ozick)� some as specificall}1 as •'e,1ery mor11ing until 
t\vo in the afternoon'' (Mario Vargas Llosa, John Dos Passos), 

''between 8:30 A.h-1. and 12:30 P .M.'' ( Carlos Fue11 tes), ''f rom 
5:30 until noon'' (John Grisl1am), or ''fro1n 6:30 until 12:30 

or 1 :30 i·n the af ternoon'' (Maya Angel ou). 7 Wh île the actua1 
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ti111e slots the)' seem to favor obviousl)1 vary from one \Vriter 

to anotl1er, most of the1n nevertheless have prett)1 regular 

,vriting ti1nes. 

ln order to design for yourself the best possible \vriting 

schedt1le based on such tin1es, ho\ve,re,r, )'OU first need to find 

out \vhen )TOU are most as ,,Tell as least likel)1 to be at your 

\7ery best as a \Vriter. In other ,vords, you need to identif)1 the 

particular times of day and days of the week on which you 

tend to be most as well as least creative and productive. This 

1nay require, of course, son1e serious experiinenting over sev­

eral \\'eeks or even months. You ma)1 notice, for example, that 

.. . . . . . . . . . .. . . .. . . . . . � . . . . . . . . . 

Keeping track of your effecti\1eness as a writer 

Day Hou r·s Cort11ncnts 

Monda)· 8:30-11 :30 A �1 "tvtonda)· blues.') Found 1t 
some\\:hat difficult to ''pick up" 
again and regain m,· momentum 
f ollo\ving the weekend 

Monday 

Tuesday 

9:00-10:00 P.l\l 

1 :30-5:00 P �1 

Vef),· focused and energetic, but the 
session \vas much too shon. 

Some\\rhat sluggish and sleepy Not 
\·ef}' creat1\·e. Came out feeling 
qu1te frustrated. 

\Vednesday 9:00 A �1-l :00 P �1 Great concentration. Yel)' 
productive. A perfect session! 

Thursda)· 

Frida\" 
,I 

9:30-11 ·00 A l\1 Much too short. Took almost an 
hour JUSt 10 .. \varJr1 up." 

9:00 l\ }.1 -3:00 P �l �tuch too long. Energ)r le\·el 
dropped qu1te dramar1call}' 
around 1 :00. 

. . . . . . . . . . . . . . . . . . . . - . . . . . . . . 
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}'Ott happen to be one of those people ,vho are usually not 

too productive on Friday afternoons or Monday momings.8 

Or yot1 may find out that you are 011e of those ''1norning 

persons'' who can onl)r write effectively in tl1e n1or11ing and 

,vho, when they do tf)r to ,vrite in tl1e afternoon, of ten end 
up having to practically rewrite everything ail over again the 

following day. Gabriel Garcia Marquez recalls, ''when I started 

,vriting full-time ... 1 felt guilt)' that 1 was 011ly working in 
the morning; so l tried to work in the afternoo11s, but 1 dis­

covered that what 1 did in the aftemoon had to be clone over 

again the next morning. So I decided that l would just work 

fro111 nine t1ntil two-thirty and not do a11ything else."9 

Although the tendency to favor any give11 writing time slot 

over others is often seen as part of Oltr 11atural makeup, it is 

i1nportant to distinguish biote111poral from strictly socio­

temporal regt1larit)1 10 a11d note that such seemingly natural 

preferences often change qt1ite dramatically to acco1nmodate 

major changes in our social lifestyles, as ,vhen we get 1narried, 

change jobs, or have children. When I was in gradua te school, 

for example, I used to do most of n1y writing at night. Ever 

since 1ny daughter started going to a daycare ce11ter, ho,vever, 

l have basically changed my regttlar \Vork habits and corne 

to ''discover'' tl1at l am at 1ny creative as well as IJroductive 

best in the morning, which now, twenty years later, feels 

almost ''natural'' to me! As Toni Morriso11 has observed, 

''writing before dawn became a necessity-l l1ad sn1all chil­

dren ,vhen I first began to write ... [But ma11y years later] l 

realized that I was clearer-headed, more confident and gen­

erally 111ore intelligent in the morning. The habit of getting 

up early, which I had f orrned \Vhen the children ,vere young, 

no\v beca111e my choice.'' 11 
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Ideals a11d Cor1st1·ai11ts 

Having established the amount of time you plan to devote to 

your writing on a regular basis, broken it do\vn into actual 

\Vork sessions, as \Vell as ident.ified )rour best writing ti111es, 

yott can proceed no\v to design for )'Ourself a regular writing 

scl1edttle. 

Paradoxical as it 111ay sound, the best wa)' to begin this 

process is actually by crossi11g off )'Ottr regular daily as \Vell 

as \veekl)1 schedule all the ti1ne slots dtiring \Vl1ich )10u def­

initely cannot \vt·ite on a regttlar basis a11d \vhich should 

therefore not even be considered possible wTiti11g times! 

These inclt1de all the regttlar daily or ,veekl)1 co111n1itn1e11ts 

and obligations that you regard as givens, s11ch as the times 

you have to \valk your dog, be at ,vork, or take your son to 

l1is soccer practice. Yott sl1ould also cross off )1011r scl1edule 

any other dail)1 or ,veekl)r time slot dt1ri11g \vhich )10l1 \visl1 

to be i11volved on a regt1lar basis in acti,rities other than ,vrit­

ing-the night you pla}r bridge or go to tl1e movies, times of 

favorite televisio11 progra111s }10u like to ,vatch, as ,vell as the 

tin1es )'OU ,vish ta reserve for reading a11d exercising, not to 

mention eating and sleeping. 

Adrnittedl)1
, the actual deg1·ees of freeclon1 )�ou ,,,ill ha,re 

left at this point are considerabl)1 fe,ver tl1a11 the)r \,rould ha,1e 

been had )10U not taken tl1is step. Yott 111ay no,v realize that 

yo1t actuall)' have only twelve hours a week to devote ta your 

\vriti11g this semester i11stead of the t\venty-fi\ re ho11rs yott 

thot1ght )'OU \VOt1ld l1a\ 1e, or that tl1ere is absolutel)r no ,vay 

tl1at }'Olt can realisticall)1 fit an)r of tl1e f our-hour 1norning 

sessions )70t\ vvant so 111ucl1 into )1our regt1lar schedule. At 

tl1e sa111e ti1ne, having taken that preen1ptive step ot1ght to 
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\V RITE RS ON BEST WRI Tl N G Tl MES 

l prefe1· the morning no\v, and just for two or three hours. 
ln the beginning I used to \vork after midnight until dawn 
... [Aj fter l got to Paris ... l'd \vork in the n1oming, take a 
11ap after lunch, get up and write again, sometin1es \\Tite until 
midnight. ln the last te11 or fifteen 1rears, 1·,,e found that it 
isn't necessary to work that Inuch. 

-Henry Miller12 

1 think the aftemoon is a good tin1e to work ... I tls a time 
\vhen one's body is not at its sharpest, not at its most recep­
ti\'e-the body is quiescent, somnolent; but the brain can be 
quite sharp. I think also at the same time that the uncon­
scious mind has a habit of asse1·ting itself in the aften1oon. 
The 1non1ing is the conscious time, but the a[temoon is a 
tin1e in which vve should deal much n1ore \.vith the hinterland 
of the consciousness. 

-Anthony Burgess13 

I \VTite at night. After the day is over, and supper is o,'er, 1 
begin, and work until about three or four A t,..1_ • • •  l'\ re had 
to do that e,,er since I was )70ung-l had to \Vait until the 
kids were asleep. And then I was �1orking at \'arious jobs 
during the day. l'v'e always had to write at night. But now 
that l'm established I do it because l'm alo11e at night. 

-Jan1es Baldwin14 

1 have a very rigorous work schedule. E\ rery moming until 
two in the afternoon, I stay in n1y office. These hours are 
sacred to me. That doesn't tnean 1 1

111 alwa1
rs writing� s01ne­

times l'm re\rising or taking notes. But I ren1ain S}'Stematicall}y 

at work. There are, of course, the good days for creation and 
the bad ones. But I work e,1ery day. 

-Mario Vargas llosa15 

• • •  ♦ •  ♦ • • • •  ♦ • •  ♦ . . . .. . . . . . .  ♦ • • • •  
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Crossing off your weekly schedule the ti1nes you cannot write will allow you 
to define more realistically the times you ca11 

tvlonday Tues<lay I vVednesday I Thursday Fr1day Saturday 

7:00 A.�1. 

8 00 

9 00 

10:00 

11 ·00 

12 :00 P tv1. 

1:00 

2 00 

3:00 

4 00 

5:00 

6:00 

7.00 

8:00 

g 00 

10:00 

Sunday 

• • • • • • • • • • • • • • • .. • ♦ ♦ • • • • • • .. • • • • • • • • • • • • • • • • 
• • • • 

• • 
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give you the comforting kno,vledge tl1at you have at least 

avoided a constant battle betwee11 yo11r ,vriting and your 

other high-priority involvements in life. And indeed, there is 

no reason why yot1 should ever be in a position of having to 

pit yottr desire to write against your even greater desire to be 

a good parent or keep yot1r job. Avoiding such a battle also 

givcs you a much better chance to realize )rot1r goals as a 

writer than if you are unrealistically overa111bitious. 

• • • • • • • • • • • • • • • • • • • • • • • • • 

voidi11g a consta11t battlc bctwce11 yo1I, .. iv, .. iti11g 

and yo1Ir otl1c1" i11volve111c11ts gives yott a 1111Icl1 bette,, 

chance to realize your goals as a iv1,itc1: 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • 

Needless to say, your final writing schedule will inevitably 

be a far cry f rom the ideal one yot1 ha,1e considered earlier. 

Nevertheless, having considered a ''dream'' schedttle becomes 

quite handy when you have at least some contrai over how 

to schedule the fif teen hours you need to put in every week 

as a freelance proofreader or your classes a11d office hours as 

a college prof essor. For exan1ple, if )'OU see that you do your 

best writing in the morning, you should try to schedt1le those 

fifteen hours for afternoons or eve11ings rather than morn­

ings. By the same token, if you find out that you are not a 

very productive writer on Mondays, you might want to try 

to schedule your classes and regular office hours for Mondays 

and Wednesdays rather than Tuesdays and T l1ursdays, wl1ich 
you may then reserve for your \Vriting. 

Having considered a ''dream .. , sc11edule also gives you an 
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opportunity to create for )'Ot1rself the best possible wri ting 

conditions on those occasions wl1en you ca11 take off a couple 

of days fron1 \vork or \Vhen ) rot1r children are staying \Vith 

friends for the \Veekend. 011 sttch occasions, \,,hen )'OU get 

to )10t1r desk, at least yot1 k110\v that )�ou ha\re indeed given 

yo·L1rself the best chances to write well. 

Q11ict Ti1J1cs 

Ha\'ing establisl1ed the a111ou11t of tin1e yot1 intend to devote 

to yot1r \vriti11g, broken it clo\vn into actt1al \Vork sessions, 

identified your best wri ti11g tin1es, as \vell as crossed off )1our 

cale11dar all the possible time slots during \vhich you do 11ot 

pla11 to \Vrite on a regt1lar basis, )10t1 ca11 proceed no\v to 

actually design you1· regt1lar weekly \Vriting schedule. And 

the first thing )'Olt 11ecd to co11sider at tl1is point is ho\v to 

n1ini111ize yot1r chances of lJeing interrupted so that you can 

keep yot1r ''111ental 1110111e11tu1n'· ,vhile )'OU are vvritir1g. 

Trying to protect your \vriting from possible interruptions 

does not necessaril)' 111ean, of cou1·se, tl1at )'Olt 11eed to stay 

literally ''"glt1ed'1 for five or six straigl1t l1ours to )rour· ke)'­

board. It does 11ot preclt1de s11ch 1nini-diversions as getting 

t'lp e\'ery 011ce in a wl1ile to get ,l g)ass of ,vater, do so111e 

stretcl1es, go to the bathroorn, or e,.,en screen )'Our inco111ing 

electronic n1ail for particttlarl)r urgent 111essages. It does pre­

Sltppose, l1owever, a certai11 contint1it)' of concentration a11d 

therefore precludes yottr getti11g too deepl)"' invol\1ed in any­

tl1i11g tl1at n1ight pttll )10t1r attention i11 an altogether different 

111ental '�directio11'· \Vl1ile )'OU are tf)�jng to ,,,rite. 

lndccd, being able to do any creative 111e11tal \\'ork p1-e­

s11pposes a te111porat)r suspension of otl1er obligations and 
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involve111ents that 1night con1pete witl1 it for yoLtr i1n111cdiatc 
atte11tion. 1 t is extren1ely diffict1lt, for exarnplc, to write a 
book \vhen s01neone arot111d you 1,eeps talking to you or 

,vhen your telephone or doorl)ell l,eeps ringing. 
As one 111ight expect, \vriters devise variotts strategies to 

hclp tl1e111 protect their privacy ,vhen they are writing. Per­
haps tl1e 1nost obvious one is tr)'Ïng to have their ow11 private 
,vriti11g space. l 11deed, Virginia Woolf regarded a separate 
office or st11d)' as the single most critical conditio11 for being 
able to write. 16 Yet even that does 11ot neccssarily salve the 
problem of a telepl1one that keeps ri11ging. Yol1 need the free­
dom (as well as will) 11ot to ans\ver )rour phone while you 
are ,vriting, 17 or at least to scree11 inco1ning calls witl1 the 
help of a coopcrative roo1n1nate, secretal)', spouse, ans,vering 
1nacl1ine, or ''Calier ID'' kit. S0111e ,vriters l1ave gone even 
furtl1er. Maya Angelou, for example, keeps a l1otel room in 
every tow11 she has ever lived in: ''I re11t a l1otcl roo1n for a 
few 111ontl1s, leave my home at six a11d try to be at work b)" 
6:30 ... I stay u11til 12:30 or 1 :30 in the afternoon, ancl then 
l go home ... " 18 

To f ully appreciate t'hc f ttnda111ental problem ,vriters have 

faced cver sincc the invention of tl1e telephone, arguably the 
greatest m.odern enemy of privacy, note that, as far as co11-
centration is concerned, potential i11terruptio11s are very often 
jttst as disrttptive as actual ones. Tl1e sheer knowlcdge tl1at 
you tt1ig11t be interrupted any mon1e11t ca11 111ake it extremely 
diffict1lt to fully concentrate on wl1at )'OU are doi11g even 
\vhe11 )'Olt are totall)' b)r yourself. That is ,vhy I ttSttally try 
not to write w·he11ever I a1n expecti11g a11 i111portant telephone 

call. For tl1e very sa111e reason, I also 11ever cven try to do any 
serious writing in 1ny office at the t111iversit)', wl1ere s01ne-
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body might knock on ITI)' door at an)' minute. ln the past, 

whenever l tried to \vrite under such conditions, I usually 

ended tlp havi11g to rewrite everything I had \Vritte11 at that 

session ail over again the following day. 

Tl1us, \vhe11 desig11ing your regular \Veekly \Vriting sched­

ule, it is critical tl1at )10u identify first the most ''priva te'' parts 

of )10ur day and your \Veek, \Vhen you are least likely to be 

interrupted, 19 and avoid as mt1ch as )10u can even t1;ring to 

write at times when )'OU expect that )10U might be. Such quiet 

times, however, you not onl)1 ''find,'' but also acti\'ely c1·eate 

through effective scheduling. Thus, for example, n1any \vrit­

ers choose to \Vrite 1nainly in the n1orning, \Vl1en "'there is no 

one to disturb you'' (Ernest He1ning\vay),2
<) in a ''quiet'' time 

such as the afternoon (Anthony Burgess),21 or at nigl1t, '',vhen 

everybod)' has gone to bed and [ one feels] completely at 

peace'' (To111 Stoppard).22 Thar, of course, is also \Vil)' so1ne 

parents, like tl1e young Toni Morrison, try to \Vrite at dawn, 

before they hear the first cry of ''Momm)1
,''

23 as ,vell as \Vh)' 

111any otl1ers, like m)1self, opt to do most of their \vriting in 

tl1e 111orni11g and earl)' afternoon\ \\1hen their children are at 

school and their immediate parental responsibilities are tem­

poraril}1 suspended. 24 \Vhile the quiet time slots may vary 

fro1n one writer to another, ot1r ultimate goal is basically the 

san1e-to be out of pl1ase ,vith our i1nmediate social sur­

roundings so as to 111inin1ize the risk of bei11g interrt1pted 

when \Ve are \Vriting. 

KeezJi11g }
T

O{( ,- Mo111e,1tzr,11 

Even bc)Y011d the level of the individual \Vriti11g session, )'OU 

need to be atte11tive to the continuous ,�no,\•'' of )Tour \VIiting 
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and keep it f ron1 being interrupted. When )'Oll are working 

on a large project (such as a thesis, a dissertation, or a book), 

\vhich inevitabl)' cntails nun1erous sessions stretching over a 
long period of ti111e, it is i111portant to pay a lot of attention 

not 0111)7 to \Vhen but also to l10,v ofte11 you plan to write. 

ln order to ensure tl1at )10lt keep your '"mental momentun1'' 

throt1ghout the weeks, months, or eve11 several years that you 

ma)' have to work on the sa111c project, tf)' to n1inimize the 

number of ti1nes when }10U have to interrupt your writing for 

more than a day at a time. ln other words, try to write as 

f1·cqtte11tly as possible. The longer the tin1e separating any two 

successive writing sessions on a given 111anuscript, the longer 

it "vill probably take you each session to recover your frame 

of mind from the last session. As one migl1t expect, your 

\Vriting ma)' also be rnore cl1opp)' and less fittent at the level 

of en tire sections or chapters. 25 

Being attentive to the continuous •'flo,v'' of yol1r writing 

i111plies, of course, 1naking a special effort to schedule your 
sessions back to back so as to allo\v )'Ourself long stretches 

of relatively uni11terrupted writing. Indeed, that is why many 
college prof essors of ten do most, if 11ot all, of their ,vriting 

during their summer vacations and sabbatical leaves, when 
they can aff ord to devote five, six, or so111etimes even seve11 

days every week to their writi11g. For the very san1e reason, 

try to write as frequently as possible and avoid bei11g away 

f rom your manuscript for too long even during the 1nore bus y 
parts of the year. Thus, i f  you have the flexibilit)' to do so 

(which is of ten the case when you are a college prof essor or 

a stude11t), tf)' to schedule ail )1our regular con1n1it1nents 

(classes, office l1ours, meetings) a11d obligations (returning 
telephone calls, ans\veri11g letters, revie,ving manuscripts, 
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reading stude11ts' ,vork in progress) either for tl1e afternoon 

(if you like to write in the morning) or for the morning (if 

yot1 prefer writing i11 the afternoon) but not foi· both on the 

saine da)'· That \vill allo,v you to organize your writing in 

esse11tiall)' continuous five-da)' stretches (or eve11 lo11ger ones 

if )70lt are also ,villing and able to worl, on weel<e11ds) even 

dttring relative],, bus)' periods. 

Desig11ing sucl1 a ,vriting schedule ma}' not always be pos­

sible� of cot1rse. Altl1ough I very mttch prefer to ,vrite regu­

larl)' e,1el)' ,veekda)r n1ornir1g, during the school )?ear I can 

onl)1 rarely write on Wednesda)'S, \Vhich is ,vhen my depart­

ment l1olds its t·egular business 1neetings and colloquia. 

Indeed, for an entire eight-year period �1hen 1 had a four­

hour round-trip co111mute to work, I had to gi ve ttp doing 

any \vriting on Moncia1rs as ,vell, as I preferred to sqt1eeze all 

my co111111it111ents on campus into t,vo full days rather than 

have to n1ake five special trips there ever)' week. 

Ft1rther1nore, tl1ere is a11 ine\ritable tradeoff betwee11 tl1e 

,vay }'Ou choose to space )"Our \vriting sessions and the actual 

length of those sessions, and )'OU basicall)' need to decide 

,vhether Iength or freqttency is n1ore i1nporta11t to )'OU, since 

one alwa)'S co111es at tl1e expe11se of the other. After ail, if the 

total a1nount of ti111e )'OU inte11d to sper1d on )Tour \Vriting 

remains constant� the closer together you schedule )'Our ses­

sions the shorter each of then1 is necessaril)? going to be. 

Choosing to schedule the ten hours )T011 plan to devote to 

)'Our \Vriti11g every ,veek so that )TOU actttall)· get to \\7rite 

evef)' ,veekda)' 111or11ing rather than only 011 Monda)'S a11d 

Frida)'S, for exa111ple, ,vill clearl)" help )'Olt a,1oid the co11sid­

erable loss of 111ental 111on1entt1m )�ou are likel)? to suffer 

bet\\'ee11 sessio11s a11d sa,,e )'OU the ti111e )'Olt ,,·ould p1·obabl)1 
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need to spend at the begin11ing of each session trying to 

recapture the state of mind yot1 were in thrcc (on Mondays) 
or four (on Frida)1S) days earlîer. It also 111eans, howe\'er, that 

)'OU \vill have to do all yo11r \Vriting i11 t\vo-hour instead of 
fivc-hour stretches. 

You can certainl)1 train yourself
t 
of cot1rse, to beco111e n1ore 

efficient and get a lot of \Vork clone even during sucl1 brief 

sessions, especially when )10u really have no other choice. 26 

lndeed, that is how I managed over the course of t,vo years 

to tt1rn my doctoral dissertation into a book despite having 

a t,velve-month, nine-to-five job. On the other hand, you may 
vef)' well prefer having longer sessions that are s0111ewhat 

closer to your îdeal. You may find tl1at you are willing to pay 
the inevitable price of losing some of yottr mental momentum 

betwee11 sessions in order to feel somewhat less ''crowded'' 
when you \vrite. 

A-Ti1ne a11d B-Ti111e 

ln trying to design your regular weekly writing schedule, you 
have thus far considered only ideal or al111ost-ideal time slots 

while ignoring or even deliberately avoiding less-than-ideal 
ones. Those latter time slots, however, 1nay nevertheless be 

used quite effectively for work that is directly related to your 
project yet requires less intense, focused concentration than 
)'Our writing sessions. Thus, for example, you can make a lot 

of progress on some,vhat ''1nechanical'' tasks such as double­

checking your footnotes eve11 when you arc waiting for an 
important telephone call or ,vhen your next-door 11eighbor 

is having a barbecue party and thcre is plent)r of noise around 
)Tou. By the same token, if in the 111iddle of a regular four.,. 
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hour \Vriting sessio11 }TOU suddenl)1 realize that )'OU are already 

tired and son1e\vhat slt1ggish, there is no reason why },.Ou 

sl1ould 11ot be able to use the ren1aining titne to work on }'Our 

bibliograph)', for \vhich you certain]), need not be ''at your 

best." 

There is also a lot of thinking )7

0U can do at such times. 

After all, there is no reason \Vh}' )70U should burden )Tour 

actual writing sessions \vith all the tl1i11king )Tou need to do 

on your project. And as the great Archimedes so vi\ridl)1 dem­

onstrated \vl1en he took his famous bath t\i\'ent)1-three cen­

turies ago, ottr best ideas do not al\vays co111e to us onl)' \vhen 

,ve happe11 to be sitting at 011r desks. A]though \\'riting a11d 

thi11ki11g are not as distinct as \\1e son1etin1es envision the1n, 

there is ple11t)' of project-related thinking \\'e ca11 clo betwee11, 

ratl1er than just during, ot1r actual writing sessio11s. 

Give11 all tl1is, it is useful to learn to distinguish )'Our ''A­

tin1e,'' tl1ose so111e\vl1at sacred, ''prime'' time slots ) Tou choose 

to resenre for )10Uf \Vriting and during \Vhich )TOU ob\riousl)r 

tl)1 to be at )"Our ve11r best, fron1 mere �-B-tin1e�' stretches, 

\vhen )·ou clearl)1 do not ha,re the proper conditions to ,vrite 

eff ectivel)1 )"Ct n1a)' ne,,ertheless be able to make considerable 

progress on \'arious project-related tasks otl1er tl1a11 tl1e actual 

\vriting itself. 27 Du ring the )·ears l had to co1111nu te to ,vork, 

I learned to use the time I spent on the train (or \\1aiting for 

it) to pre-edit sections of 1nanuscripts I \vas goi11g to revise 

the fo]lo\ving da)r in Il1)T StUd)r. Ü\rer the )1ears, 1 l1ave like\\7ÎSe 

spent pr,tcticall)T dozens of hours doing necessaI)r project­

related reading \Vhile \vaiting for \,.arious doctors, dentists, 

a11d barbers to see 111e.28 

Sucl1 an effecti,re tise of B-ti111c strctches is particularl)' sig­

nifica11 t i 11 ti111es of co11siderable pressure, \\1he11 )'OU need to 
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do a lot of ,vork in a relatively short period of time. And it 

is precisely the existence of such stretches (not to mention 

the even less ideal ''C-tin1e'' stretches )'Ott might consider 
using for cleaning your kitcl1en or paying your bills) that 

allo,vs )"OU to make your A-tîme less interruptible. 

\'ou can also use such times to begin ,vorking 011 your next 

projects. Like four-burner stoves, ot1r n1inds can quite easily 

l1andle multiple f oci of attention si111ultaneot1sl)', though at 

somewhat different levels of intensity. Thus, even if at any 

given period you corne to regard on1y one project as your 

main focus of intellectual attention, you can nevertheless still 

use your B-time to make s01ne significant preliminary (''pre­

,vriting'') progress on other, future projects that are still sim­

mering on your intellectual ''back burners." As a result, b)' 

the time you are actually ready to start working on them in 

a n1ore f ocused manner, )'OU almost never have to begin from 
scratch� 
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• • • • • • • • • • • • • • • • • • • • • • • • • • • • • 

ountain wit _ tairs 

• • • • • • • Ill • ♦ * • " • • " • • • • • • • I> • • • • • 

Thus far ,,·e ha\1e exa111i11ed the ,,·a)" in ,,·hich \Ve can Ltse ti1ne 

to help us i11tegrate our \Vriting most effecti,,el)r into tl1e rest 

of our life. Let us tur11 110,,· to exar11ine ho\\' it can also help 

us organize the actual process of produci11g a particu1ar 

1nanuscript. Tl1at e11tails, of course, approacl1ing it not 0111)· 

circularl)·, as \\'e do ,,rhe11 ,,·e organize ot1r \\ rriting in accor­

dance ,,ritl1 a 1·egular ,,·eekl)" schedule, bt1t also linearl)·. 1 

Di\ridc a11d Co11qtLCI� 

One of tl1e 111ost for111idable l1t1rdles )"OU ,,rill confront as a 

,vTi ter is the considerable an1ou11t of tin1e separating tl1e point 

\Vhen )TOU actual l)r start \\'Or king on an) 1 gi\'en project f ro111 

the poi11t ,,,hen )'OU finall)r co111plete it. The problcm is par­

ticularl)" serious, of course, ,,,hen the project 011 ,,,}1ich )'OtI 

l1appe11 to be \\>'Or king is not jusc a ·poen1 or a short essay bt1t 

a 1nucl1 lo11gcr piece st1cl1 as a thesis, a dissertation, or a book. 

Tl1e actt1al process of ,vriti11g such a piece is extren1el)· dif-
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ficult pS)'Chologicall)', as it in\10l\1es a ratl1er distant a11d tl1ere­

f ore some\vhat elt1sive goal that can be reached onl)1 after a 

long and of ten tl)ring time. 

The sheer size of theses, dissertations, and books incvitably 

entails long periods of hard ,vork that tJreclude immediate 

gratification. Unlike short staries or op-ed pieces, these are 

• • • • • • • • • • • • • • • • • • • • • • • • • 

_ ......_,_.. ea,11 to t11 i11Ji abot,t yoi,,,. 111a11ttsc1,.iJJl as a col­

lectio11 of s1,1alle1-- pieces. 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • 

obviot1sly not projects that )'OU ca11 co111plete ''in one gulp." 

And as }70U work on your project, }"OU 111a)' ha,1e to grapple 

\Vith the nagging question of ,vhether )70u \vill 111anage to 

complete it. Like long-distance runners, cross-cou11tl)' bikers, 

and mountain climbers, \vriters traverse a long road pa,red 

with serious dot1bts, \vondering whether tl1e)' will ever be 

able to reach their final goal. Their actual '�distance'' fro1n this 

goal, \vhicl1, like the top of a high mot111tain that lies hidden 

behind a seemingly i1npenetrable screen of c]ouds, they can 

only vag11ely envision, understandabl)1 generates a paralyzing 

amount of anxiet)'· lntin1idated by the enorn1it)' of the task 

that lies al1ead of them, man), writers indeed break clown 

son1e,vhere alo11g that omi11ot1s road and never complete 

thcir projects. 

Mt1ch of this problem could be avoided if the prospect of 

completing a thesjs, a book, or a dissertation \Vere not so 

intimidati11g. Fortu11ately enough, that ca11 be arra11ged easil)' 

through sorne careful planning. The solutio11 lies in lear11ing 
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to thi11k about your 1nanuscript not only as one si11gle piece 

bl1t also as a collection of a number of s1naller, and therefore 

111ore manageable, pieces. That allo,vs you to essentially 

transfor1n ,vhat ma1
1 othenvise seem like a rather intimidat­

i11g task into a series of relatively 11oninti111idating 1ni11i-tasks. 

After all, the same t,venty-six-mile course seems much Jess 

fearso111e to maratl1on runners once the), manage to break it 

do,\rn i11 their heads into twenty-six separate one-mile seg­

ments, for the sa111e reaso11 that a large chunk of meat see1ns 

much less ovenvheln1ing to a child once it is eut into severa) 

bi te-sized pieces. 

In other words, yot1 can quite easily manage the most for­

midable tasks if you only learn to break them clown in your 

head into a nu111ber of less ambitious and thus also less intim­

idating mi11i-tasks, the con1·pletion of each of whicl1 is ,vell 

within your reach. You must therefore stop regarding the 

con1pletion of the entire thesis, book, or dissertation you are 

\\1TÎ ting as your onl)r goal and concentrate instead on con1-

pleting each of the various segments into ,vhich )'OU ha\1e 

broken it do\vn, 011e at a ti1>1c. Having to deal at any given 

time ,vith onl)1 one small and therefore relativel)1 noninti111-

idating segment ,vill inevitabl), free )rOtl f ro111 the tren1endous 

ps)1chological press11re of having to constantl)1 grapple \\rith 

your entire n1anttscript as a wl1ole. Thus, if }rou have diffi­

culties \Vitl1 the second sectio11 of the third chapter, }rou \vil] 

not feel as co111pelled to gi,1e ltp on }1our entire book or dis­

sertation. 

Setti11g for )'Ot1rself se,1eral 111ini-goals along the road to 

)"Our t1lti111ate goal basicall}· a]lo\vs ,·ou to proceed incre1ne11-

tall)1 b)1 taking onl)1 one step at a time. Since cli1nbing each 

of those mental stairs is relati,·el11' simple, instead of a single 
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seemingly t1naccomplishable task yott will actually be dealing 

with a scries of relativel}7 unproble111atic 111i11i-tasks that you 

clearl}' ca11 manage. 

Breaking clown a single n1onun1ental task i11to a number 

of s1naller and thus considerab)y less i11ti111idating 1ni11i-tasks 

also enhances your sense of acco111plishmc11t. Instead of a 

single, dclayed feeli11g of accon1plisl1111ent you 1nay get to 

experience only once every sevcral months or even years 
upo11 co111pleting an e11tire 111a11uscript, yott can have nu1ner­

ous such cxperiences \V hile you are writing it. After all, if you 

break down your dissertation or book into seven chapters, 

each of \Vhich is further divided into three sections, a11d pro­

ceed to write four drafts of eacl1, )'OU inay actttally have 

eighty-four different opportunities to c11joy the sense of 

acco111plish111e11t associated with the cxperiencc of complet­

i11g a11ytl1i11g. Sucl1 an experience will i11evitabl)1 boost your 

confidence and f11rther prevent yott from breaking down at 

so111e point along the way and aba11doni11g it altogether. 

T11e Oi,tline 

The sirnplest way to mentally package a manuscript in 
smaller, psychologically rnore 111anageab1e (''cl1ewable'') 

chunks is to break it clown i11to chapters and each chapter 

further clown into sections, a11d tl1cn deal with each of those 

inevitably less inti1nidating segme11ts separately, one at a 

time. Thus, when you are worki11g 011 the seco11d section of 

the fot1rtl1 chapter of your dissertation, for exa111ple, you can 

focus yottr entire psychological (as well as intellectttal) atten­
tion on that section alone while ptttting all tl1e rest of the 

n1anuscript ternporarily on hold 011 so1nc me11tal -�back 
burner.'' 
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In order to effectively seg111ent your manuscript, however, 

you need to have a general outline, a skeletal blueprint that 

somehow er1capst1lates its basic strt1cture. To clevelop such 

an outline, yott 11eed to break do,vn )'Our entire project into 

the actttal steps that would be necessary to con1plete it and 

arrange then1 S)1Ste111aticall)1 in a11 itineral)1-like sequence. 

like bt1ildi11g co11tractors, militar)' strategists, a11d tra\1el 

age11ts, writers need to de,,ote a lot of attention to tl1is 

extren1ely critical phase of their projects. Even after fi11isl1ing 

111y doctoral dissertation, I still spent practically t\VO n1or1ths 

tl)ring to reorganize its contents in accordance with a so111e­

,vhat modified outline before I began to rewrite it as a book. 

Having an outline helps you think linearly, ,vhich is indis­

pensable ,vhen you are working on a long manuscript. Unless 

you carefully plan }ro11r writing in a linear fashio11, you rna}' 

never be able to develop a clear sense of ,vhere you are in 

1
1

our mant1script and of the general direction in ,vl1ich )10t1 

are basically going, so tl1at every time you sit clown to \\1rite 

you ma)' end ttp l1aving to spend a lot of ti111e re-reading 

,vhat you have alre,lCl)' \Vritten and tl)ri11g to recall \Vl1ere 

exactly yot1 wa11ted to go the last time )"OU ,vere writing. 

People \vho do 1101 tise a11 otltline ,vhen tl1e)1 ,vrite t1st1ally 

find themsel\'es going i11 circ les, \vl1ich n1akes it qui te difficult 

for them to prodt1ce a single col1erent 111a11uscript rather than 

a 111ere collectio11 of disjoi11ted patcl1es. 

To ensure tl1at the actual building blacks of )10ur otttlinc 

111a)' ir1deecl ser,1e as 111e11tal stai1·s that )70U ca11 con1fortabl)1 

4'clin1b,'' you clearl)' 11eed to 111ake them s111all enough. \Vhen 

desig11i11g tl1e ge11eral outline of ),.Our man11script, )'OtI 111a}' 

discover that eve11 sections ,vithin chapters are son1eti111es too 

large to ''che,v', and ma)' therefore need to be ft1rtl1er broken 
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do\vn into subsectio11s or eve11 paragraphs (e,1en if in your 

final draft you choose not to present these as disti11ct units 

with separate titles in the actual text). 

Breaking anytl1ing do\vn into discrete 111e11tal segn1e11ts, 

however, always entails the danger of somel1ow for·getting 

that these segn1ents are prodttcts of ot1r o,v11 111inds. 2 Thus, 

\Vhen )1
0U break do\vn a 1nan11script into chapters and sec­

tions \\rithin chapters, you need to recognize their esse11tially 

arbitrary nature and re1ne111ber that the)' can still be f11rther 

rearranged (as well as reco111bined) if you so wish. In other 

,vords, rather tha11 regard your 011tline as an i11evitable struc­

tt1re with which you are basically stuck forever, you should 

realize that yo11 can actually change it man)' times ,vhile you 

are worki11g 011 your 1nanuscript. 

Thus, at any given point during the course of writing )rour 

thesis, dissertation, or book you need to regard its general 

outline as no more than a provisîonal, tentative arra11gement. 
Having originally planned to organize your ideas in a partic­

ular 111anner should not preclucle the possibility of reorgan­

izing the111 later in so111e other manner as many times as you 
practically wish. All it 111a)' reqt1ire is a certain degree of rnen­
tal flexibili ty. 3 

Consider, for example, my own book Tl1e Fi11e Li11c. Before 

I actually began writing it, I had only five general categories 

for organizing in n1y 111ind ,vhat I thought it would include: 

1. Boundaries in Spacc and Tin1e 

2. Bot1ndaries betwee11 Categories 
3. Fran1es 

4. Cognitive Distance and Affinity 

5. Cognitive Purity and Pollution 
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B)r the tin1e I started \vorking on n1)1 first draft, ho,ve\'er, I 

alread1
r had the follo\vi11g rough outline to guide me: 

Introduction 

1. Waves and Particles 

Bou11daries in Space 

Boundaries in Ti111e 

Frames and '·Reali ties'' 

Bot1ndaries of Categories 

2. The Eye of the Beholder 

Social Conventions and Norms 

Culture and Variabilit1
1 

Bot1ndar;' Disputes 

Reification 

3. Drawing the Line 

Metan1essages 

Ri tes of Passage 

Cognitive Order and Ano1nie 

4. Purity and Rigidit)7 

Separation, Segregation, and Exclt1Si\ril)1 

Anomalies and A111biguit)' 

Societ)' and Rigidit)' 

5. Flexibility and Fluidit)1 

6. Creativit)' and Order 

Three of Ill)' initial fi\1e ''proto-chapters'' ( the first, second, 

and third) had alread)' beco111e 111ere sections within the ne,v 

first chapter, ·'\Va,,es and Particlcs.'' Fl1rther1nore, four of tl1e 

six 11e,v cl1apters (the second, third, fifth, and sixth) had not 

even bee11 co11templated i11itially! 

This ne,v ot1tli11e, 110\vever, changed again qltite dra111ati-
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cally by the time I completed the first full draft of my manu­

script and began working on the second: 

Introduction 

1. Particles and Partitions 

Spatial Particles 

The Ego 

Quasi-Spatial Particles 

Temporal Particles 

Frames 

Mental Distance and Proxirnity 

Difference and Sin1ilarity 

2. The Rigid Mind 

Segregation and Exclusion 

Ego Boundaries 

Us and Then1 

Loci of Rigidity 

Separation and Passage 

3. The Social Eye of the Beholder 

The Politics of Classification 

The Social Glasses 

The Fuzzy and the Gray 

4. A World with No Lines 

The Ocean 

Fantasy, Ritual, and Play 

Fluidity in Art and Design 

Fluidity in Ideology 

Fluidity and Culture 

Perhaps most noticeably, the chapters '�Drawing the Line'' and 

''Creativity and Order'' disappeared as distinct chapters, 
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althougl1 the forr11er's first t\\tO sectîo11s we1·e essentially 

recombined to form the 11e,v section ''Separation and Passage'' 

(i11 the same \\7av that the old sectio11s ''Social Co·nventio11s 
J 

and Nor1ns'' and ''Ct1lture and Variabilit)"'' ,vere essentiall)' 
recombined to form the ne,v section ''The Social Glasses''). 

Furthermore, tl1e old fourtl1 chapter became the nevv seco11d 

chapter, ,vhereas the old second chapter becan1e the 11e,v 
third chapter. So1ne brand 11e\\1 sections (''The Ego," ''Quasi­

Spatial Particles,'' ''Ego Boundaries," ''Us and Them'') \\�ere 
added, some old ones (''Cognitive Ortler and Ar10111ie,' .. 

''A110111alies and An1bigui l)1
'') ,,·ere aba11doned, and the old 

proto-chapter ''Cog11itive Distance and Affinit)7

,, from the ini­
tial outline was essentiall)' ''rest1rrected'' as a new sectio11 

(·'·Me11tal Distance and Proximit)'') in the first cl1apter. The 
chapter ''Flexibilit)r and Fluidit)''' (renarr1ed ''A \Vorld ,vitl1 

No Li11es'') ,vas like,vise broken do,,7n into fi,re separate sec-

tions. 
Yet eveTl tl1is r1e,,· outli·ne \\7aS son1e\\1hat tra11sf or111ed b)

1 

the time 1 co111pleted tl1e second draf t of n1)7 111anuscript a11d 
began working on the third: 

lntrodttction 
1. Isla11ds of Meaning 

Cl1unks of Space 

Blocks of Ti111e 
Frames 
Chunks of Idc11tic,, 

J 

Mental Fields 
Ri tual Transi tio11s 

2. The Great Di,1ide 

Mental Gaps 
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Mental Quantum Leaps 

Mental I1nagcs and Social Reality 

3. The Rigid Mind 

Pttrit)' and Order 

Self and Environn1ent 

Social Segregatio11 

The Psychological Roots of Rigidity 

Rigid Social E11vironments 

4. The Social Lens 

Culture and Classificatio11 

The Color Gray 

The Social Construction of Discontinuity 

5. The Fuzzy Mind 

The Ocean 

Letti11g Go 

Opening Up 

Ritual Fluidity 

Playf11l Pro1niscuity 

Con1ic Trar1sgression 

Fluidity in Art 

The Etl1ics of Fluidit)' 

Fluidity and Modernit)' 

6. The Flexible Mind 

Tra11sgression a11d Creativity 

Bot1nda1·ies ancl 01·der 

Mental Plasticity 

This ne\v outline ( which survived the third and fo11rt}1 draf ts 

of 1ny manuscript and thus turned out to be the book's table 

of contents) inclt1ded two new chapters: the old section 

''Mental Dista11ce and Proximity'' \Vas reconstituted as the 
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new second chapter, ''The Great Divide," whereas the old last 
proto-chapter (''Creativity and Order'') from the initial out­
line, which I had essentially abandoned in the first draft, was 
resurrected (although with an altogether new last section, 

''Mental Plasticity''). Sorne brand new sections (''.Letting Go," 
''Opening Up," ''Comic Transgression'') were likewise added, 
the old section ''Loci of Rigidity'' was further broken down 
into two new ones (''The Psychological Roots of Rigidity'' and 
''Rigid Social Environments''), and the last section of the sec­
ond chapter (renamed ''Ritual Transitions'') \Vas essentially 
moved back to the first. 

To avoid going ''in circles," however, you should make such 
major structural changes in your manuscript only between 

drafts, when you are not actually writing. Within each draf t, 

it is better to stick to tl1e same outline even when you realize 
that it is just a provisional blueprint that may Still change 

many times later on. Although it is obviously not carved in 
stone, having even a tentative structure is always preferable 
to havi11g no structure at ail. 4 

Furthermore, if you constantly keep ''reshuffling'' your 
ideas, you will never get to complete writing anything! lt may 
be helpful to remind yourself, in this regard, that even great 
classics such as Plato's Republic, Deuteronomy, and the Tao 

Te Chi11g were ultimately organized in only one of the numer­
ous possible ways in which they could have been. 

D,�ajts a11d Revisio11s 

Breaking do,vn a tl1esis, dissertation, or book into cl1apters 
and sections within chapters certainly helps relie\1e some of 
the tremendous psychological pressure normally generated 
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by having to producc a 111anuscript of such intimidating n1ag• 
nitude. lt is usuall)' also co111plcme11ted, however, by tl1e 

practicc of writing it in several draf ts. 

At first glance, such a paradoxical solution may actually 
seem even more intimidating than the problem it is designed 

to remedy. Having to write an c11tire dissertation or book 

several times certainly sounds n1t1ch more anxiety-provoking 

than having to do it only once. Yet it is precisely the fact tl1at 

)rou can actually write it more than just once that helps 

relieve much of the pressure as well as reduce n1uch of the 

anxiety 11ormally involved i11 having to write it at all. After 

all, ,vith the exceptio11 of tl1e very final draft ( which, af ter 
having go11e tl1rough severa] earlier drafts, ofte11 involves lit­

tle more than just adding some final touches), within each 

draft you can ''let go'' and write in a 111uch 111ore relaxed 

1nanner knowing that it is not yot1r last chance and that you 

have at least one more opportunity to improve later on wl1at 

)rou are currently writing. 

Writing a thesis or a dissertation in several drafts instead 
of just one enta ils some other, extra-psychological benefits as 

well. When I was in college, I used to take great pride in the 
fact that 1 would ha11d in ,rirtually unrevised term papcrs, and 

basically regarded ''having to'' wri te more than one draf t as 

an i11tellectt1al problem I fortunately did not have. I have 

since learned the value of revision. Contrary to tl1e common 

romantic image of the act of creating (a11d of the creator as a 
''genius''), very f ew great literal)T or scholarly pieces are actu­

ally produced in one draft. 

One of tl1e most common misconceptions inexperienced 

writers have of writing is that it is simply a mechanical pro­

cess of reproducing already-formed ideas on paper. Nothing 
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could be farther f ro111 the tn1th. ln realit)', \ \rriting is virtuall)1 

inseparable from the process of de\1eloping our ideas. In other 

\vords, n1uch of our thinking actt1all)' takes place l\1l1ile ,ve 

are ,vriting! 
I thus recon1mend writing a thesis, dissertation, or book 

in several drafts not 0111)7 for \\rriters \\1ho simpl,1 cannot man­

age to do it in onl}" one draft, b11t for all \Vriters. Although 

)"OU 1na)r ,·ef)' \\1ell e11d up producir1g acceptable, and some­

times even good, n1anuscripts i11 0111)· one draft, )'OU 111a)' 

ne,,.er get to find out how much deeper, more sophisticated, 

and 111ore polished those pieces might ha,1e been had )"OU 

re,.,.ised that first draft t,vo or three times. As an)"One ,,rho ·has 

.. .. .. .. . . . . . . . . . . . . . . . . . . . . . . . . . 

\\1RITERS ON REVlSING 

E,·ef)· book is \\torked o,·er se\·eral times. l like to con1pare 
ID)1 method 'A-ith that of painters ... proceeding, as it \\'ere, 
from la)1er to la)·er. The first draft is quite crude, far from 
being perfect, b)- no means finished ... After that I re\vrite 
it as man1· times-applying as man1· ''la1·ers'' as I feel to be 
necessary. 

-Alberto Mora,'i.a5 

First drafts are for leaming \\·hat l1our [book] is about. Re­
\'ision is ,vor king \\itl1 that knO\\rledge Lo en large a11d en­
hance an idea, to re-fon11 it. D. H. La\\'Tence, for instance, 
did se\·en or eigl1t d1·afts of T11r: Rairibo,"' ... Re\ision is one 
of the true pleasures of \\Titing. 

-Bernard t\lalamud0 

. . . . . . . . . . " " . . . . . . . . . . .. .. . . . 
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e,,er pai11tcd a room knows, altl1ot1gh we eventually get to 

see only the last coat that l1as been applied to a ,vall, it is 

actually the extra coat under11eath it that tlSltally gives the 

final product its so111ewhat ricl1er texture. 

The actual 11urnber of drafts one needs to write i11evitably 

varies fron1 writer to writer, since it depends on highly idi­
osyncratic personal characteristics such as temperament and 

stamina. In general, however, you should try to identify an 

optimal number that would not be too low, so as to allow 

yourself to take off some of the psycl1ological pressure from 

each particular draft, yet at the same time also not too high, 

so as to avoid the risk of bur11out tl1at usually affects anyone 

,vho spe11ds too 111uch time on any given project. 1 personally 

pref er to write everytl1ing i11 four drafts, having found ot1t 

over the years that only two or thrce drafts do not allow me 

to write in a relaxed enough 1nanner yet that five are clearly 

one too many for my patience. 7 

How ma11y drafts you need, of course, also depe11ds on 

,vhat you consider a ''draft." For so111e writers, for example, 

it clearly entails little n1ore tl1an so1ne light editing. For oth­

ers, it involves some 111ajor revisi11g. For 111e it entails rewrit­

ing my entire 1nanuscript fro111 start to finisl1. 

There is also tl1e question wl1etl1er you write by hand, on 

a typewriter, or on a computer. And although in every one of 

tl1ose three 111odes of writing each ''draft'' 1nay actt1ally consist 

of several ''prc-drafts'' at the level of each paragraph or group 
of paragraphs, this is particularly true when you arc writing 
on a con1puter, ,vhich allows you to keep editing and revising 

your n1anuscript indefir1itely before actt1ally co1nmitti11g 

yot1rself to any tangible, ''hard'' copy. Tht1s, although I tecl1-

nically write a book in four drafts, variot1s sentences within 
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it may have been re\vritten ten or fifteen different times. A 

''draft'' for me, then, involves 111aking a decision at a certain 

point to print out the version \vith \vhich I am \villing to live 
at least until tl1e next draf t, and mo\Ye 011 to the 11ext segn1enc 

of my n1ant1script. 

\Vhether i11 each draft yot1 do onl)1 so111e minor editing or 

actually re,vrite entire sections, I strongly suggest that you 

,vrite your thesis, dissertatio11� or book se\ reral times j,�o,ll 

sta,·t to fi11isl1 rather than try to bring each segment of )'Our 

n1anuscript to con1pletion and onl)r then move on to the next 

one. T his \vill help reduce the chances that )10U ,vould some­

how break do\vn in mid-cottrse and abandon )?Our en tire pro­

ject altogether, \vhich is \vhat often happe11s to students who, 
in a shortsighted effort to 1·elieve their n1ore immecliate a11x­

ieties, choose to bring each chapter of their dissertatio11 to a 

point \vhere it is approved by their ad\risor before moving on 

to the next one. 

To better t1nderstand my' strongl)1 preferred choice between 

those two contrasting str,1tegies, co11sider the case of a college 

professer 1 011ce n1et \Vho, at the e11d of a highl)' productive 

sabbatical year abroad dt1ring ,,·hicl1 he ma11aged to '"'rrite 

1nore than three quarters of a book 111anuscript, found himself 

just t\VO chapters short of fully co111pleting it. Unfortunatel)r, 

he had 11ot even started writing chose t\vo cl1aptcrs and, being 

well a\vare of the rather stringent time co11straints he \\,.ould 

soon ha\1e to face back home, sadly accepted the fact tl1at it 

would probabl)r take hin1 another fe\v 1
years bef ore he \Vould 

be able to find tl1e timc to start working on the111. His entire 

book t in other \\Tords, had to \vait se\1eral more )1Cars before 

he could finish it. 

Such a problem \VOttld 11ot l1a,1e arîsen in the first place 
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had he not put l1in1self in the extre1nely difficult position of 

having to produce those t\VO re1naining cl1apters out of noth­

ing. After all, it is al,vays much easier to simpl}1 revise some­

thing than to create it fro111 scratch, and if you ,vrite your 

dissertation or book several times from start to finish you 

,vill inevitably reach 1nuch sooner a certain point of no return 

,vhen you already have an e11tire rnanuscript under your belt! 

Though it obviously still requires a lot of ,vork, even at that 

relatively early point in your project you no longer have to 

face the ''great void''8 typicall)1 associated \Vith having to cre­

ate something from scratch, since the end of tl1e tunnel is 

already in sight. 

In other words, having at least some form of a full-length 

manuscript in hand so early in the process of ,vriting it allows 

you to experience m11ch sooner a goal that does not require 

}'Cars of waiting. After all, once you complete your first draft, 

}10u know that your book or thesis is there, a mental lump 

of clay that you ca11 start 111olding.9 As Mario Vargas Llosa 

puts it, ''the first version is written in a real state of anxiety. 

Then once l've fini shed that draf t ... everythîng changes. I 

li11ow the11 that tl1e sto1y is tl1e1'e? b1tried in what I call my 

�magma.' l t
,
s absolute chaos but the nove) is in tl1ere, lost i11 

a mass of dead elen1ents, superfluous scenes that will disap­

pear ... It's very chaotic and makes sense onl)' to me. Bt1t 
tl1e story is born under there. '' 10 

Aside f rom such a tremendous psychological boost, ,vriti11g 
your thesis, dissertation, or book several timcs from start to 

finish also entails considerable intellectual benefits. First, it 

helps you to maintain a more uniform authorial voice as well 

as a more even ''tone'' thro11gl1out your manuscript, tl1ereby 

making it some\vhat easier for you to produce a relati,,el)7 
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sea111less single piece rather than a mere collectio11 of essen­

tiall)T disjointed fragments. ''T) ring in,, ,vhat you ,, rrite in 

Chapter 8 \\rith wl1at ) .. Otl \Vrote onl)· a cot1ple of months 

earlier i11 Chapter 5 is a lot si1npler tl1an it would ha\'e been 

had you co111pleted Chapter 5 aln1ost a )'ear earlier, before 

)'Otl e\'en bega11 \Vorking on Chapters 6 and ï. 

Further1nore, writing )'Our 111anuscript se\1eral ti111es from 

start to finish clearl) 1 helps ) .. Ou to achie\1e gi-eater textual con­

sistenC)' as \Vell as to avoid redt1ndanC)1 not onl)' in each par­

ticular chapter but also in )'Our manuscript as a \\rhole. 

Indeed, that is \\"h)T it \\'ould also be some\\7hat pointless now 

to expect your editor to gi\1e ),Ou any definitive feedback on 

the third chapter of )rour book \\'hen she is Still not absolutel) T 

sure \vhat you \vill be \Vriting next )'ear \\Then )'OU fi11all)" start 

working on tl1e sixth and seventh cl1apters. B)' the sa111e 

token , it \vould also be n1ucl1 less useful for \Tou to l1a\1e the 
./ 

second and tl1ird chapters of )·our dissertation read b1
1 your 

ad\risoi- several 111011ths apart from each other, ,vl1icl1 is ine\ri­

tably what happens \\·hen )70u worl< on each single chapter 

separatel)r and tr)r to get it appro\1ed before ffi0\1ing on to the 

next one. 

B)T prodt1ci11g several drafts from start to finish, )10t1 \,rill 

also n1aximize tl1e qualit)· of \vhat )·011 prod11ce. If 1
Tou dis­

tribute yotlr creative '"l1ighs'' and ·�10,,,s'' across drafts that are 

,vritten montl1s or e\Te11 )'ears apart, )'OU ca11 acl1ie\·e the kind 

of smooth, l1igh-qualit)1 co11sistenC)" one t1suall)" tries to 

achie\1e \Vhe11 spreacling butter or jell)· on a slice of bread. 

Thus, even if cluring the entire period tl1at yo11 are \\·orking 

on the first draft of a partict1lar section in your manuscript 

)'OU happen to f eel s01ne\vhat u11inspired ( \Vhich is 11ot tl1at 

uncommon \vhen ) TOU are ,vriting according to a regular 
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scl1edulc ra1l1er than onl)r by inspiration), at least yott know 

that )'Ott \vill still l1ave several otl1er opportunities to revisit 
that section, and that it is l1igl1ly t1nlikcly that you \VOt1ld end 
up f ecling j11st as uninspircd at ail of tl1cm as well. 

Yet the 111ost importa11t intcllectual benefit of writing your 
thesis, book l or dissertatio11 several times fro111 start to finish 

is the fact that, altl1ottgh the ''net'' amount of ti111e yott end 
up spc11cling 011 a11y specific seg111ent of }'Our 111a11uscript is 
ro11gl1ly tl1e sa111e as when yot1 try to bri11g eacl1 chapter or 
sectio11 to co1npletion before 1noving on to the next one, the 
actttal ''gross'' amount of tin1e involved in writing it is con­
siderably greater. 11 Si11ce tl1c entire manuscript is being prac­
tically rewritten eacl1 draft, 111ore ti1ne inevitably separates the 

first and final versions of a11y particular section in it! 
Extending the ''gross'' a111ou11t of ti111e you get to spe11d or1 

any given sectio11 of )'Our book or dissertatio11 offers yo11 a 
greater opportt1nity to ge11erate some new ideas (cspecially 
ones that may require a long ''incubation'' period) and per­
haps eve11 approach that sectio11 from a so1newhat different 
perspective on your next draft. It also ensures a l1igl1er degree 

of intellectual "'ripeness'' to every single seg111ent of )'Our 
111a11t1script. Otherwise, the last chapters to be \VTitte11 often 
reflect the highest peak you 111anage to reach i11 tcr111s of 
developi11g your ideas, wl1ile the first ones arc 111t1ch less 
refined-a co1nmon problem with co111pleting the first chap­

ter of yo11r dissertation one or two years bcf ore the last chap­
ter. After all, the fact that yot1 would never produce a final 
version of any chapter before yot1 evcn begin \Vorking on 
a11other inevitably implies that, paradoxical as it 111ay sound, 
your work on la ter chapters of yottr 1na11t1script can still affect 
what yot1 will be ,vriti11g i11 earlier ones! Yott can st ill generate 
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11e,,, ideas for (the third draft oO the fourth chapter \vhile 

alread)1 \vorking on (the second draft oO the se,1enth. None 

of this is possible \Vhen you tf)r to bring each chapter of 11
our 

book or dissertation to completio11 before moving on to the 

next one. 

Indeed, the ,vhole idea of \\1orking ,,ith a flexible� ''e,101,l'­

ing'' 011tline that ma)' keep changing from time to cime onl}r 

n1akes sense if )'OU re\vrite )10ur en tire ma11uscript fro1n start 

to finish each draft. Othenvise, wot1ld )'OU even consider the 

possibilit)' of perhaps ,vea,ring the third chapter of your dis­

sertation into the sixth chapter, for example, ,,Then it has 

alread)T been completed and essentiall}1 appro,1ed b)' your 

advisor 111ore than a )"ear ago? 

The onl,, rnajor exception to all this involves the intro­

duction. It is \îef)1 difficult to \Vrite the opening chapter of a 

dissertation or a book unless 1rou are absolutel)1 sure of its 

contents and )Tour general conclusion, ,,,hich \Tef)' of ten is 

not the case. It is qt1ite all right, therefore, to ,,1rite the intro­

dt1ctio11 onl)T after l1a\ring \\Titten all the rest of your manu­

script first, \vhich basicall)· means skipping it altogether in 

the first draft. I often start ,,rorking on 111)1 introdt1ction onl)T 

in the second draf t, af ter ha\ring alread)T been through the 

e11tire manuscript once and thus de,,eloping at least a basic 

''feel,, for the general direction in ,vhich it is going. 

Of cot1rse, if )TOU are alread)� t1sed to tI)ring to bring chap­

ters or sections \\'ithin chapters to completion before moving 

on to the next oncs, learning to \\'rite a draft of an entire 

ma11uscript fron1 start to fi11ish ma)T not be that eaS)'. As )70U 

forgo the luxuf)1 of enjo}ring earl)' gratification in the form of 

f t1ll)r-co111pleted seg111ents, )'OU ma)1 experience some anxiet)' 

about the prospect of ha,ring to ,,yrite se,Teral drafts of an 
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en tire dissertation or book bef ore )'Olt ever get to see at1y 

seg1nent ft1lly co11·11Jleted. And yet, whereas people w110 con1-

p]ete seg1ne11ts of 111ant1scripts very often do 11ot get to co111-

plcte those mant1scritJts, }'Olt ca11 rest assured tl1at once yott 

have completed a first full draft of your manuscript yott ,vill 

almost never fai] to get to tl1e top of the n1ou11tai11 and com­

plete your project in its e11tirety. 
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No,v that )rOu ha\re pla1111ed J10\v to complete )'OUr mantl­

script, )'OU can proceed to begi11 the process of designing an 

actual tin1etable for )"Our project. Doi11g that, h0\\7e\·er, pre­

supposes tl1i11ki11g about time 11ot onl),. in structural ten11s of 

··bef ore·· and ·'af ter·· but a lso in cale11drical ter111s of ,,·eeks, 

montl1s, and actual deadlines. Ha\.-ing broken do,,,n )l'Our 

manuscript into chapters and sectio11s \\ithi11 chapters and 

considerecl the ps)·chological as ,vell as i11tellectual benefits 

of \\rriti11g it se,·eral times f ro111 start to fi11ish, )'OU can no\v 

start calculating ho\\' much tin1e ),.Otl ,vill need to spend or1 

cacl1 cl1apter and \\,l1ether )'OU ca11 pro111ise to sho,,1 )·ot1r 

ad,isor or editor a full draft of )"Ottr tl1esis, dissertation, or 

book b)l' 11ext J ul1·. 

Esti111ati11g Lc11gtJ1 

Tl1c first step in designing a11 effectÏ\'e timetable for )"Our 

1)roject i11,1ol,1es 111aking a con1prehe11sive list of the ,rarious 
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''stairs'' leading to the top of the me11tal tnountain represent­

ing )'Ottr thesis, dissertatio11, or book and esti111ating the 

approximate '�height'' of each stair. ln other \Vords, you first 

need to assign each of tl1e cor1stituent segments of your 

111anuscript an estimated lengtl1. 

Tl1e 111ost convenient way to esti111ate the le11gths of the 

variotts seg111ents of your manuscript is 111 ter1ns of 11u111ber 

of pages (assu111ing, of course, the establisl1ment of some per­

sonal sta11dard notion of ''a page'' in ter1ns of paper size, mar­

gi11s, line spacing, as well as font size). Tl1at 111eans learning 

to tl1ink about chapters and sectio11s witl1in chapters as 

''thirty-page'' or ''twelve-page'' blacks of text. 

Estin1ating the lengths of chapters a11d sections within 

chapters is partic11larly hard \Vhe11 you are designing the 

ti111etable for the first draft of )'Our 111anuscript, since, having 

to essentially write it from scratch, there is still very little you 

can go by Yet even at that early stage yo11 can alrcady 1nake 

at least some rough projections, especially if yo11 have a rela­

tivel)r detailed outline of your manuscript. For example, by 

si111ply asking yourself progressively wl1etl1er you can even 

imagi11e it bei11g, sa)1
, (a) fifty, (b) thirty, (c) twenty, or (d) ten 

pages long, you can alreacly project qt1itc co11fide11tly that it 
is highly unlikely that a particular sectio11 of the first draft of 

)'Our thesis, dissertation, or book wot1ld e11d up being 1nore 

than seven or eight pages long. 

011 such occasions, hovvever, l strongly suggest that you 

designate that section on )'Our pro.ject timetable as a ten-page 

rather than a seven- or eight-page ''stair." 8)1 deliberately ovc1·­

estin1ati,1g the length of each seg111ent of your ma11uscript, 

you certainly reduce the chances that yo11 will fail to acco1n­

plish la ter the goals you have set for yourself. After all, if yott 
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keep overesti111ati11g the size of yottr chapters (as well as sec­

tions withi11 cl1apters), yo11 are n1uch n1ore likel)' to experi­

ence la ter tl1e pleasa11t ''sttrprise'' of actually bcating tl1e dead­

lines yott project for completing the111 ! Tl1erefore, if )10u 

expect a particular section of your dissertation to be four or 

• • • • • • • • • • • • • • • • • • • • • • • • 

clibctAatcly overesti1t1ate tl1c lc11gt11 of eacl1 seg-

111e11t of yo111· 111a111isc,,.ipt to ,,.edtlcc tl1c cl1a11cc of J aili11g 

to reacl1 yo111-- goals. 

• • • • • • • • • • • • • • - • • • • • ♦ • • ,. • • • - • 

five pages long, base your projection 011 six or seve11 pages 

instead. In other \Vords, try to avoid the common te111ptation 

to underestin1ate the size of yot1r project, or else you may 

experience latcr the inevitable disappoint1nent a11d sense of 

failure associated with not having managed to accon1plish the 

goals yott have set for yourself. 

Overesti111ati11g the length of }rour mant1script will Sa\re 

you a lot of anxîety and pressure later on, as you begin to 

approach the deadline you have set for completing it. It also 

helps you build into your timetable a kind of ''sl1ock 

absorber'' that beco1nes qui te handy whenever yot1r projected 

plans are t1nexpectedly interrttpted, ,vhich is bot1nd to hap­

pen at son1e point. Bt1ilding into every si11gle constitue11t seg-

1nent of your thesis, book, or dissertation a ''safcty ct1shion'' 

of a few extra pages be)rond your esti111ate \vill help your 

tîmetable survive even extre111el)7 '"slo\v'' periods \.Vhen you 

are sick, t1nexpectedl)7 overburde11ed \vitl1 other co1nn1it­

ments, or si1nply ''behi11d.'' 
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Once you have completed yot1r first draft ,. of course, esti-

111ating the length of an)' give11 seg111e11t of )'Our rnanuscript 
bccomes a much simpler task, since )'OU ·have an earlier draft 

to go by. Thus, for exan1ple, i11 order to estimate the lengtl1 

of tl1e third draf t of the second section of the fourth chapter 

of your dissertatio11, you need to simply add to the length of 

the already-completed seco11d draft of that section a certain 

(again, preferably slightly overestimated) nt1n1ber of pages 

based on the amount of new ideas you have generated and 

new data you have collected since having com1)leted it. On 

the basis of that you can esti1nate that what is now a six-page 

segment, for example, will probably expand into ninc pages 

(or shri11k into four pages if you are planning to do a lot of 

cutti11g) in your next draft. 

Based 011 such projectio11s, you ca11 110w transforn1 yot1r 

chapter-and-section outline into an actual tin1etable by add­

ing rough estimates of the lengths of tl1e variot1s constituent 

segments of the next draft of your manuscript. 

There is no reason, of course, to assu1ne or even expect 

that the length of any given segment of your thesis, book, or 

dissertation will remai11 exactly the same as you kcep moving 

fro1n one draft of your manuscript to the next one. Indecd, 

given the nature of the process of revising, it will probab]), 

change several ti1nes du ring tl1e course of writing it. A section 

that you initially envision being twelve pages long, for exam­

ple, n1ay th11s end up being fourtee11 pages long once you 

start working on your second draft yet only eight by the time 
you get to t'he fourth. That means, of course, that you must 

keep revising your timetable ,vhcnever you co1nplete a full 
draft of your 1nanuscript a11d are read)' to move on to the 

next one. 
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Esti111ating the length of a n1anuscript 

lntrod t1ction 
1 Islands of Mean1ng 

Chunks l1f Space 
Blc,cks l1f Tin1e 
Frames 
Chunks of ldenttt}' 
Mental Fields 
Rttu�1l Transitions 

2 The Great Dt\ide 
:tv1ental Gaps 
tv1ental Quantum Leaps 
.lvlental lm,1ges and Social Realit)' 

3. The R1g1d Mind 
Pt1rity and Order 
s�lf and En\'ironment 
Social Segregat1on 
The Psycl1ological Roots L1f Rigi<ltl)' 
Rigid Social Env1ronments 

4. The Social Lens 
Culture and Class1fic�1t1on 
The Cl1lor Gray 
The Social Construction of Discont1nuit)' 

5. The Fu:=z)' 1'.11ncl 
The Ocean 
1_ert1ng Go 

Opening U1J 
Rttual flu1d1ty 
Pl�1yful Promisct1it)' 
Comic Transgression 
Flu1d1ty 1n Art 
Tl1e Ethics o{ flu1d1L)1 

Flu1d1ty and ML1dem1ty 
6. The Flexible M1nd 

Transgression and CreaL1\1t)· 
Boundanes and Order 
�1ental Plast1ctt)' 

• � ' ♦ • • • • • 1 ,. • • • 

• • • • • • 

Le11gt11 
(pages) 

5 

2 
2 
4 
2 
5 
5 

4 
5 
7 

5 

3 

11 
6 

13 

12 
6 
8 

7 

2 
2 
2 
4 
4 
5 
3 

12 

3 
3 
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Paci11g Yo1,1·sclf 

The next necessa111 step in the process of designing an eff ec­

tive ti111etable for )'Our project is ''tra11slati11g'' the ter1ns in 

,vl1ich )'OU estimate the length of )70Ur 111ant1script from the 

langt1age of text (nun1ber of pages) to the language of ti111e. 

Doing tl1at, however, requires addi11g }'et another te111poral 

dimension be)'Ond just sequence to )'Our outline. 

Tl1is still-missi11g di111ension, of course, is the pace of )1our 

projccted ''111ove1nent'' through your 111ant1script, the esti-

111ated speed at whicl1 you actually pla11 to cli111b cach of the 

variotts stairs leading to tl1e top of tl1e n1ental 1nountain rep­

resenting it. And in the same way that seaso11ed lo11g-dista11ce 

runners try to project how long it will tal,e thc111 to con1plete 

a 1narathon course by carefully setti11g the pace at which the}' 

intend to cover each of its twent)1-six conslitt1ent miles, you 

can project approxin1ately how long it will take you to co111-

pletc )10ur thesis
1 

dissertation, or book by caref t1lly set Ling 

the pace at which you plan to be writing each of its chapters. 

Pacing )70Urself presupposes so1nc regular ''cou11ting cycle''1 

against which you can actuall)' n1easure the speecl of activities 

sucl1 as running or \Vriting. You ca11 tl1us set for yourself a 

regular quota of a certain nu111ber of words to be generated 

every hour, for example, or a certain nu111ber of chapters to 

be completed every year. 

It would probably be in yot1r best i11tcrest to avoid pacing 

)'Ourself in accordance \vith cycles tl1at are somcwl1at too 

long when you write, since they are obviously not sensitive 

enough for your purposes and wottld therefore not allow you 

to get constant feedback on ho�' you are moving along. For 

the san1e reason that maratho11 ru11ners us11ally pace tl1en1-
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seI,,es in tenns of a certain number of minutes per mile rather 

than per ten 1niles, it does not 1nake sense for )"OU to pace 

)"OUf \\rrÎting b)r the )rear or e,1en b)" the month. )"ou do not 

\\"ant to ha,re to ,,·ait that long e,,.e11· time )"OU \\ish to monitor 

)"Our progress. 

At the san1e time, ho,\·e,1er, i t is also i111porta11t to a,·oid 

pacing )"Ourself in accordance \\ith C)Tcles that are some,\rhat 

tao short ,,,hen )'OU \\Tite, since the)" are ob,iousl1· 111uch too 

sensiti\re for )'Our purposes and ma),. therefore lead )·ou to 

de,,,iate from }"Our set pace 1nuch tao often. Just as n1arathon 

runners usuall1· pace themsel,·es in terms of a certain number 

of minutes per mile rather than a certain number of seconds 

per t,,,ent)1-fi\1e )"ards, it makes absolutel)T no sense for 1rou 

ta pace )'Ourse If b)" the minute or e,,en b)" the hour ,,·hen )"OU 

\\TÎte because of the number of ti1nes 1�ou \\ill almost ine,i­

tabl)" end up falling behind 1·our set pace. 

Gi,•en all that, I strongl1, recommend that ,,·he11 )'Otl ,,,ork 

on a project of such magnitude as a thesis, dissertation, or 

book, 1·ou pace )·ourse If in ter111s of a certain nun1ber of pages 

to be completed per da1·. J;�dd a ne,, .. ''Pace'' column to )"Our 

project timetable, as I ha,'e clone in the boxed exan1ple. 

There are se,,eral i1nportant factors )"OU need to consider 

,,,he11 setting the pace at \\'hich }·ou plan to be ,,rriting )"Ottr 

thesis, dissertation, or book. Indeed, )"Ott should expect some 

significant \"ariations in pace a111ong different manuscripts 

)·ou produce, an1ong different segments of an)· gi, ,.en manu­

scri1Jt, as \\·ell as among different drafts of an�; gi,·en segment. 

\Vriters often \\rork on different manuscripts at different 

speeds. Ha,ing r11anaged to maintain a stead)" pace of se,1en 

pages a da1· \\"hile he ,, ,.as ,, .. orking on Tl1c Nalled a11d t11c Dcad, 

for example, Norman Mailer could produce onl)1 three pages 
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Estimating the pace of writing a 111anuscript 

Lengtl1 
Secl io11 (pages) 

Introduction 5 
1. Islands of Meaning 

Chunks of Space 2 
Blocks of Time 2 
Frames 4 
Chunks of ldentity 2 
t-..1ental Fields 5 
Ritual Transitions 5 

2. The Great Divide 
Mental Gaps 4 
Mental Quantum Leaps 5 
Mental Images and Social Reality 7 

3. The Rigid Mind 
Pt1rity and Ortler 5 
Self and Environment 3 
Social Segregation 11 
The Psycho]og1cal Roots of Rigidity 6 
Rigid Social Environments 13 

➔• The Social Lens 
Culture and Classification 12 
1-he Color Gray 6 
The Social Construction of D1scont1nuity 8 

5. The Fuzzy M1nd 
The Ocean 7 
Letting Go 2 
Opening Up 2 
Ritual Fluidity 2 
Playf ul Promiscuit y 4 
Comic Transgression 4 
Fluidity in Art 5 
The Eth1cs of Fluidity 3 
Fluidity and Modemit)' 12 

6. The Flexible Mind 
Transgression and Creati,rity 
Boundaries and Order 
Mental Plasticity 

3 

3 
5 

Pace ( pages 
per day) 

l 

1.5 
1.5 
2 
2 
1.5 
2 

1.5 

1.5 

1 

2.5 
2 
2 
1.5 
2.5 

2 
1.5 
1.5 

1.5 
1.5 
1.5 

2 
2 
2 

2 
2.5 
2 

1 5 
1 

1 

• • • • • • • • ' • • • 'I • • • • • • • • • • • ◄ • • • • 
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a day wl1en he ,vas writi11g Ba1--bary S11ore. 2 For one thing, one 

us11ally works much 111ore slowly on projects that are son1e­

\Vhat n1ore a111bÏtious. lt took 111e sÏx years to con1plete T11e 

Fille Li11c yet onl)T two to ,vrite T11c Se11e11-Day Ci1·clc, ,vhich 

is al111ost exactl)1 the sa111e le11gth. Pressure, too, pla)'S an 

in1portant role. One ust1ally works 111ucl1 faster on manu­

scripts one needs to con1plete right before coming up for 

te1111re. 

There is a son1e\vhat sn1aller-scale version of such varia­

tions ,vit11i11 any give11 111an11script, as different segments often 

reqt1ire different paces of progress. Thus )10t1 \vill need to 

proceed 111uch n1ore slo\vly on sections that are more tech­

nically complex and theref ore require a so111e,vhat greater 

effort on your part to prese11t your argument or findings in a 

way that would be accessible to your readers. Although it 

e11ded up bei11g Jess than five pages long, it took me a couple 

of \Veeks, for exa·mple, to prodt1ce each draft of the section 

011 tl1e traditional rvtexican cale11dar in T11c Sc,,c,1-Day Ci1·clc 

si111ply because the material I presented in it ,vas so techni­

cally co1nplex. Chapters as well as sections \Vithin chapters 

that involve more co111plcx arguments lil,e,vise require a 

111uch slower pace than 011es that are s0111e,vl1at less intellec­

tually de111anding. 

Another i1nportant factor that 111a)1 affect l1ow fast ) .. Ou can 

write any give11 segn1cnt of your 111anuscript is the amo11nt 

of preli111i11a1yr \vork }70U 111ay have co111pleted alread)" bef ore 

you ever1 begin ,vriting it. Thtts, ,vhen I started \\7orki11g or1 

Hiddc11 R11)1t11111s or Social Àf i11dscapcs, for exa111ple, I had a 

good reason to expect a sor11ewhat easier ti111e (and thcref ore 

also project a so111e\vhat fastcr pace for) \vriti11g chapters tl1at 



· · · · · · · · · · · · · THE PRO J E C T TI r
v

t ET ABLE · 65 

\\1ere to be based on so111e earlier work l l1ad donc, than chap­
ters that I would basically be ,vriting fro111 scratch. 

By the saine token, except whe11 you are still ,vorking on 

)"Our first draft, you also 11eed to take i11to co11sideratio11 the 
an1ount of new material (ideas as well as data) you have gen­

erated for any given seg1nent of )rour ma11uscript si11ce tl1e 

prcviot1s draft. Thus, \vhen l \Vas \Vriting Tl1e Fit1e Li11e, for 
example, the number of new ideas l kept generating for sec­

tions like ''Mental Gaps," ''The Psychological Roots of Rigid­

it)'," and ''Mental Plasticity'' was so great that I decided to set 

for those sections a pace of a page and a half or even just a 
page a day. Sections like ''Rigid Social Enviro111ne11ts'' a11d 
''Tl1e Ethics of Fluidity," on the otl1er l1and, seen1ed to require 
mt1cl1 less work each new draft and could tl1erefore be written 
at a 111t1ch faster pace of two a11d a half pages a day. 

There are sin1ilar variations in pacc a1no11g the va1·ious 

d,�ajts of an)r given 111anuscript, as 111any writers te11d to ,vork 
on different drafts at somewhat different spccds. For son1e, 

first drafts are particularly stressf11l and therefore also tend to 
be written mucl1 more slowly tha11 other drafts. 3 For others, 
it is precisely the other way around. I perso11ally like to set a 
so111ewhat [aster pace for my first draft, so as to get n1yself 
going,4 as well as for 111y fourth and final draft, which by the 

time 1 get to it is already quite polished and usually requires 
only s01ne minor toucl1-11ps, a11d work more slo\vly on my 

second and third drafts, whicl1 often involve ft1ll-scale revi­
sions of my entire manuscript. 

Whatever your personal preferencc, you will probably keep 

1naking changes in the ''Pace'' colt111111 of your project ti1ne­
table as you keep 111oving f ro111 one draf t to tl1e 11ext. Such 
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periodic updating of }"Our timetable ma1· indeed be necessary' 

until )·our entire manuscript is full)" completed. 

Regardless of ho\,. fast )"OU actuall)T \\TÎte� 1 strongl}· suggest 

that }"OU al\\"a}"S set a certain ''speed lin1it·· on ho\\' fast )·ou 

pla11 to be mo,ing along so as to keep }·our excess ambition 

in check. For the san1e reason that )'OU need to o, .. erestimate 

the le11gth of )"Our 111anuscript, �:ou should also deliberatel)" 

underestirnate the pace ac ,\·hich )Tou \\ill be ,,Titing it. 5 In 

other \\·ords., al,\1a)·s tT)· to set for }"Ourse If a pace that is some­

\\That slO\\•'er chan \,·hat )·ou expect to achie,"e. 

Thcre is nothing inherentl).,. \\'Tong. of course, \\ri.th setting 

a fast pace of progress if )·ou are actuall)" going to be able to 

sustain it. Doing chat, ho,\"e,,.er, usuall)" in\"Olves a lot of pres­

sure that takes much of the fun out of )·our \\1titing. Hence 

the tremendous ad\·antage of planning to ,,Tite at a pace that 

is not onl)" manageable but also feels comfortable to )"OU. 

Furthennore .. being o,,.erl),. ambitious makes it almosc ine,ri­

table that )"OU \\ill experience son1e disappointment later. 

Our sense of accomplishment is a function of not onl)' ho,,,. 

\\"ell \\·e actuall}" do but also \\·hat our initial expectacions 

,,,.ere, and the absence of some clear checks on \"Our ambition 
" 

is bound to lea\·e )·ou feeling some\\·hat unfulfilled. Indeed. 

)Tou are much more likel)" to achie\·e satisfaction b)· \\·anting 

less than b)· ha\ing more.6 The most effecti\,.e \\"a)· for �.-ou to 

maxi1nize )·our sense of accomplishment and minin1ize )·our 

experience of disappoir1tn1ent and sense of failure, therefore. 

is to establish f rom the ,·en· start a some,,·hat lo\\·er le\·el of 
I 

expectations and ont1� set for :,.ourself goals that are definitel)" 

\\ithin 1·our reach. After all, \\"hile \\'nting a first draft of a 

chapter of )·ot1r dissertation in t\\·el,·e da1·s n1a)" be satisf}ing, 
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it is not nearly as satisfying as wrîting it in t\velve clays after 

having origi11ally pla11ned to ,vrite it in twenty! 

This means, of course, that yot1 need to be some\vhat less 

''greedy'' and grandiose when designing your project time­

table and to avoid setting goals that you ma)r not be able to 

• • • .. • • • • • • • • • • 4 • ♦ • • • • • • • 

-

__ stablis11 a s01nc,.vl1at loive, .. lcvel of expccta­

tio11s-011ly set for yoitrsclf goals t11at a1�c defi11itely 

,vit11i11 yottr reac11. 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • 

meet (st1cl1 as ma king unrealistic plans for tl1e su111111er or 
your coming sabbatical leave). Setting a sustainable pace will 

certainly help increase your chances of meeting your dead­

lines and avoiding disappointment and failure later on. 

Given all this, I usually n1ake a conscious effort not to 

succumb to the common temptation to overreach, and onl)1 

rarely co1nmit 1nyself in n1y project tirnetables to ,produci11g 

more than two or two and a half double-spaced pages per 

work sessio11 . In fact, I normally plan to write only a page 

and a half a day. Interestingly e11ough, very few writers actu­
ally write as fast as we sometimes think they do. E. L. 

Doctorow once admittecl, �'If I do one page I'm very happy: 

that's rny day's work. If I do two, that's extraorclinary. ,,1 Sim­

ilarly, to Kingsley Amis, �'two pages a day is good. Three pages 

is splendid ."8 lndeed, even the extren1ely prolific Graham 
Greene used to write only two pages a day.9 .A.nd as he 

planned the ,vriting of East of Ede11, John Steinbeck like,vise 
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noted in his diaiy": ''But 1 am not going to speed t1p. 1 just 

can't do it a11d keep \\ith it for that length of ti1ne. T\\"O of 

these pages is just about rigl1t for the pace of tl1is book ... 

Sl0\\1 a11d caS)' docs il. ''10 

I t is important to recognize tl1at 1noving alo11g so slO\\'l)" 

should 11ot pre\ rent one from becon1ing a prolific \vriter (it 

certainl)T l1as 1101 stopped me frorn co111pleting se\ren books 

0\1er the past t\\ 1ent)·-one )"ears) because, unlike groce111 shop­

ping or houseclea11ing, \\rriting is ct1n1ulati\1e, a11d e,,en da)·s 

on \\"hich \\'e actuall)" e11d ltp ,,rriting onl)· a page a11d a half 

ultimatel)r add up. Like pigg)1-bank savers \\"hose nickels and 

pennies are e,·entuall)· ''t1·a11sformed'' i11to actual dollars, e,ren 

\\rriters who proceed extremel),. sl0\\1l}· nevertheless end up 

producir1g ft1ll-ler1gth 111a11t1scripts. Indeed, tl1ere are fe,\1 

experie11ces as exhilarating as \\'atching a seemingl)" 111eager 

dail)1 harvest of onl1
1 a page and a half gradually blosson1i11g 

into a full-fledged thesis. dissertatio11, or book. 

As it ver�: often does, the secret, of cottrse, lies in perse­

\1era11ce. Yot1 111a)T thus procluce or1l)' a page and a half a da}r 

}"et still end ltp \\ri.th a con1plete dissertatio11 as long as, like 

Aesop's pro,rerbia) tortoise, )·ou are continuall)7 persistent, 

slo,v )'et stead)T. As the extremel):- prolific Philip Roth sun1s 

up this remarkabl)' 111undane process: '�I \\'Ork ... jttst abotlt 

e\:ref)' da}1. If I sit there like that for t\\'O or three )"ears, at tl1e 

end I ha\'e a book. '' 11 

Deadli11cs 

B)" setting the pace at \Vhicl1 )'OU pla11 to be \\?orking on tl1e 

\
7ario11s constituent segments of )'Our ma11t1script, )'OU i1nplic­

itl)' set tl1e actual an101111t of time )1ou thi11k it \\Till take )'Olt 

to co111plete ,,,riting the111. B)' simpl)T di,riding tl1e esti111ated 
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le11gth (in ter111s of nt1n1ber of pages) of each of thosc seg-

1nents by the pace (i11 ter111s of nu111ber of p:;lges per day) at 

,vl1ich )TOtl intend to ,vork on it, )10U can basicall)1 project the 

approxi1nate a111ount of timc (in ter1ns of n11111ber of \\1orki11g 
da)'S) it ,vil] take )70U ta actually '"'rite it. Add a new colu111n, 

labeled �'Time,1
' to your project timetable. 

By r10,v }10u shc,uld have a prett)T good idea of the approx­

imate amount of titne it is going to take )'OU to cli111b each of 

the ,,arious stairs leading to the top of tl1e 111e11tal mot1ntain 

representing )'Our thesis, dissertatio11, or book. Sucl1 ''ti1ne," 

l1owever, is qui te diff erent f ro111 tl1e ti111e desig11ated on your 

cale11dar. 

As evident from tl1e way we us11ally reckon ti1ne in bas­

ketball, chess, and ice hockey, it is qui te possible to dissociate 

111easured (''net'') time f rom actual passing (''gross'') tin1e, 12 

a11d thtts far )'OU have projected your progress strictl}1 in 

terms of the former. Yet ,vhile ''fot1rteen da,rs'' of \Vriting 

indeed n1ean two \veeks during a quiet ,vinter break when 

)70U can actuall)' write seven days a week, they 1nay also 

stretch over an entire se111ester during the school year, when 

you only get to write on Fridays. 

)Tou are entering no\v the fi11al stage of the process of 

desig11ing )70UT project timetable, \vl1e11 )'OU 11eed to co11vert 
the ''net'' nltmber of working days curre11tl)' listed i11 the right 

colt1111n of your timetable into actual deadlines for the com­

pletion of each of the various constitl1ent segments of your 

111anuscript. ln other words, it is time to la)' )'Our project 

timetable o,1er a conventional calendar. 13 

First, identify the actual days on which yott pla11 to do yottr 
\vriting and black the111 off on your calendar. Ironicall}1

, as 
we have seen earlier, the best way to begin doi11g t.hat is b)1 
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Estimating ho\v long it will tnke to write a manuscript 

Le11gtl1 
Sectio11 (pages) 
lntroductio11 5 

1. Islands of Meaning 
Cl1unks of Space 2 

Blacks of Time 2 

Frames 4 

Cl1unks of Identity 2 

Mental Fields 5 

Rltual Transitions 5 

2. The Great DiVIde 
Mental Gaps 4 

Mental Quantur11 Leaps 5 

Mental Images and Social Real1ty 7 

3. The Rigid Mind 
Punty and Order 5 

Self and Environment 3 

Social Segregation 11 

The Psychological Roots of Rigid1ty 6 

Rigid Social Environments 13 

• • • • • • • • • • • 

Pace Ti111e 

(pages pc1· day) (days) 
1 5 

1.5 l . 5 

1.5 1. 5 

2 2 
2 1 
1.5 3.5 
2 2.5 

1.5 3 
l .5 3.5 

l 7 

2.5 2 

2 1. 5 
2 5.5 
1.5 4 

2.5 5.5 

" . . . . . . � .. . . . . . .. . . .. . . . . . . . . . . . . .. .. . . . . . . . . ... .. . . . . . 



• ' " ' • • • • ' • " • • • " • • • ♦ ♦ ♦ • • • • • • • • • • • • ' " • • • • • • .  • - • • • • • 

Estimating how long it will take to \vr1te a manuscript (continued) 

Length Pace Ti,ne 
Section (pages) (pages pcr day) (days) 

4. The Social Lens 
Culture and Classification 12 2 6 

The Color Gray 6 1.5 -+ 

The Social Construction of Discont1nuity 8 1.5 5.5 

5. The Ftlzzy M1nd 
The Ocean 7 1 5 5 

Lett1ng Go 2 1. 5 1.5 

Opening Up 2 1.5 1.5 

Ritual Fluidity 2 2 l 

Pla)1ful Promiscuity 4 2 2 

Comic Transgression 4 2 2 
Fluidity in Art 5 2 2.5 
The Ethics of Fluidity 3 2.5 1.5 

Flu1d1ty and Modemity 12 2 6 

6. The Fle:-..,ble t-v11nd 
Transgression and Creativit)' 3 1.5 2 
Boundar1es and Order 3 1 3 
Mental Plastic1ty 5 1 5 

• • • • • • • f • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • y • 
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elin1inati11g all the days on which yot1 \vill 111ost probably 11ot 

be able to ,vrite. You ca11 110w delineate your actual wri ting 

ti111e by explicitly acknow1edging the various co11strai11ts in 

yottr life tl1at prevent yot1 frorn 'being just a writer. 

Everythi11g )70U considered earlier whe11 designing )70Ur 

regular \Veekly \Vriting schedt1le should no\v be taken into 

accou11t once agai11 as you cross off your calendar all the da)7S 

on \vl1ich other co1nmitments and obligatio11s that yot1 eitl1er 

cannot or are not \Villing to cornpro1nise (job, family) are 

likely to prevent you from doing any intensive \Vriti11g. You 

also need to eliminate no\v an)T other days 011 \vhicl1 you are 

probably not going to be able to write-the days ir1 the mid­

dle and at the end of tl1e se1nester ,vhen you \vill have to 

grade a large number of papers and exa111inations in a rather 

short period of ti111e, days \vhen yo11 p1an to be out of town 

at conf e1·ences, days wl1en schools are closed and )'Our chil­

dren stay hon1e, the tir11e \vhen 11
ou plan to go awa)r on vaca­

tion, the cot1ple of \Veeks right before and after 1novi11g into 

a ne\v hot1se or apart111ent, the first fe\v months after ha,ring 

a ne,v bab)', da)'S 011 \Vhich you are going to l1ave out-of-to\vn 

gt1ests sta)1i11g over, a11d so on. T1;1 to make sure that 11
ou 

actuall)1 elimi11ate all the da1
1s on ,vhicl1 )TOU are probabl)1 not 

going to be able to do an)1 \Vriti11g so as to avoid an)1 future 

''surprises'' and ''last-111inute co111plications'
, 

that co11ld l1ave 

been a11ticipated and avoided well in adva11ce. 

011ce agai11, re111e111ber to overestimate the amount of ,vork 

you have to do and underestin1ate 11our abilit)' 10 do it. The 

111ore you do so, tl1e better chance )70U \Vill have later to 

actuall)1 111eet your deadli11es. 

Thus, lf)' to build i11to )'Otlr tin1etable a fe\v extra da)'S 

be)'Ond ,vhat )10t1 have alread)1 projected for eacl1 co11stitue11t 
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segment of )rour manuscript. Like a sl1ock absorber, sucl1 

''slack time'' will allow your timetable to ,,,.itl1stand u11ex­
pected crises, as \vl1en you sttddenly get sick or have to 

change jobs. 14 Whcn writing East of Ede11, Joh11 Steinbeck 

calcttlated tl1tts: ''I started active worl< on Feb. 19 so it is just 

. ' . . . . . . . ' . . . . . . . . . . . . . . . 

J yoi1 a1·e J aci11g a11 i11jlexible extc111al dcadlinc, 

set a slig11tly ca1·lic,-- 011c to avoid 1i1111cccssa1y p,,.essiirc 

late1; as yoi, begi1i to app,�oac11 it. 

. . . . . . . . . . . . . . . . . . . . . .. .. . . . . . . 

a little over two 111or1tl1s. At that rate the book should only 

take 8 months and shou]d be done by the first of Nove111ber, 

but that is allowing for no accidents whatever and it would 

be an odd year when something drastic did 11ot ha1)pe11. I a111 

al lowi11g tivo 111011t11s for accide11ts and will figure to be donc 

by Christ111as. '' 15 

For the very same reaso11, \Vhe11ever yot1 are facing a some­

what inflexible external deadline try to set for yourself a 

slightly ea,·lier one to avoid unnecessary pressure later, as you 

begin to approacl1 it. For exa111ple, if you absolutely must 

complete the second draft of yo11r dissertation by April 15 in 

order to get some feedback f rom your advisor, who is going 
to be away all su111rr1er, try to actttally have it ready by, say, 

March 25. Giving yourself such a tl1ree-\veek ''safet)' cusl1ion'' 
will allo,v yot1 to still be on time even if various unanticipated 

complications do arise. 

Havi11g estimated the an1ount of time you will need to 

write the various constitttent seg111e11ts of yo11r 111a11uscript 
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and also cor1sidered so111e of the problems you might antici­
pate alo11g the way, )Tou can no\v add one final colun1r1 to 

your ti111etable-a list of projected deadlines for the co111ple­
tion of each of those seg111ents. T hus, if I plan to start \Vorking 

on the third draft of my manuscript as soon as the spring 
se111ester ends and to keep ,vriti11g regularl)1 e\1ef)r single 

,veekda)' du1·ing m)1 st11nn1er and \\inter breaks (except for 

the last three \veeks of August, \\'hen I plan to go to a con­
fere11ce and then travel \vith ill)' fan1il)r) and on Tuesda)rs,  

Thursda)TS, and Frida)rS during the fall semester, I can design 
m)r final ti1netable (see the boxed example on pp. 76-77). 

Notice that in order to reduce the amount of pressure 1 
ma)1 experience later I also count half days as f11ll da)'S when 
I project 111y deadlines. For exarnple, not only do I assign the 

section 4'Tl1e Etl1ics of Flt1idit)1

'' a da)r and a half instead of 
onl)' one da)' (despite the fact th,1t ,vritir1g three pages at a 
pace of t,vo and a half pages a da}T should take only about a 
da)1), I also count that da)' and a half as t\\

1

0 full \\,orking 
da)'S. That, along \Vith the extra da)T of ''slack time'' l allo\\' 

for each section and the fact that duri11g the fall semester 1 
ca11 only ,vrite on Tttesda)'S, Thursda)'S, and Frida)'S, accou11ts 

for the seven calendar da)'S (Dece111ber 3 tl1rough December 
9) allotted to that ··one-and-a-half-da}' section'' on IB)7 time­

table. 
Based on such projectio11s, 1 can no,v expect to co111plete 

the third draft of ID)' ma11uscript b)1 Jar1uaf)r 12, 2000. (I can 

also qui te co11fide11tl)1 co111111i t m1
1self to presen t at tl1e con­

ference I ,,rill attend in mid-August a papcr based on the 

section �'N1e11tal I111ages and Social Rcalit)",1
' \\

1hicl1 I expect to 

finisl1 b)' the end of June.) And unlike the deadlines authors 
ofte11 set for tl1en1selves so111e\vhat arbitraril)1 

\\
1hen plan11ing 



• ... • • • • • · · · · T H E P R O J E C T T 1 M ET ABLE · 75 

their graduation or signing advance book contracts, this is 

one on \Vhich l have good reason to believe t hat 1 can cot1nt. 

\Vhile )1011 a1·e still working on any given draft of )Four 

manuscript, )'OU can already start designing tl1e timetable for 

the next one. ln fact, as l have quite st1ccessft1lly managed to 

do with n1y books Hidde,1 R11yt111>1s, Te1,a Cog11îta, and Social 

l\1i11dscapes, for \vhich I had actually signed advance con tracts 

before I even began \Vorki11g on my first draft, )'OU can even 

project rather accurately when yott rnight co1nplete the entire 

manuscript, \Vhich is sometl1ing you often need to do \Vhen 

)rou apply for a dissertation f ellowship or sign a11 advance 
contract for a book. Before you can effectively do that, ho\v­
ever, )70U also need to take into account the timc bct,vcc11 any 

two successive drafts of your manuscript. 

Writing a dissertation or a book (and to a somewhat lesser 

extent a thesis) is an exhausting task, and )7

0U may need to 

take s01ne time off occasionally. Try to build into your project 

timetable some periods of complete rest from ,vriting 
between draf ts to give yourself an opportunity to get away 

from your manuscript from time to time. It will also allow 
you to approach each draft with a somewhat fresh e)1C, 

16 

\Vhich is much more difficult to do when you are in the mid­
dle of writing it. 

Leaving some time between drafts also gives you a chance 

to collect more data or to do some addi tional reading bef ore 
)'OU start wo1·king on your next draft (although rcading is 

generally sometl1ing I suggest you do \Vit11i11 each draft during 

B-time stretches when you cannot do an)7 intensive wrîting 
anyway). It also allows you to show your mant1script to )'Our 

editor, thesis advisor, dissertation committee, or various col­

leagues and get s01ne feedback 011 what )70U have written so 
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Estimating when you will finish writing a manuscript 

Length Pace 
St."'ction (pages) (pages per day) 
Introduction 5 1 

l Islands of Meaning 
Chunks of Space 2 1.5 
Blocks of Time 2 1.5 

Frames 4 2 
Chunks of ldentity 2 2 
Mental Fields 5 1.5 
Ritual Transitions 5 2 

2. The Great Di vide 
Mental Gaps 4 1.5 

Mental QuantLtm Leaps 5 1. 5 

Mental [mages and Social Real1ty 7 1 
3. The R1gïd Mind 

Purity and Order 5 2.5 

Self and E11vironment 3 2 

Social Segregatton 11 2 
The Ps)'cholog1cal Roots of R1gid1ty 6 1.5 
R1gid Social Environn1ents 13 2 5 

• • t • • • • • ... .. • • • 

Ti111e 
Deadline (days) 

5 5/1 {_)/99 

1. 5 5/13/99 
1.5 5/18/99 
2 5/21/99 
1 5/25/99 
3.5 6/1/99 
2.5 6/7/99 

3 6/11/99 
35 6/18/99 
7 6/30/99 

2 7/5/99 
1. 5 7/8/99 
5.5 7/19/99 
4 7/26/99 
5.5 8/4/99 

. . . . . . . . . . . .. . . . . . . . .  f • • • • • • • • • •  - • • • • • • • • • • • • • • • •  
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Estimating when yo11 will finish writing a manuscript (continuecl) 

Length 
Section (pages) 

4. The Social Lens 
Culture and Classification 12 
The Color Gray 6 
The Social Construction of Discontinuity 8 

5. The Fuzzy Mind 
The Ocean 7 
Letting Go 2 

Opening Up 2 
R1tual Fluidity 2 
Playful Promiscuity 4 

Comic Transgression 4 

Fluidity in Art 5 
The Ethics of Fluid1ty 3 

Fluidity and tvlodemity 12 
6. The Flexible Mind 

Transgression and Creativity 3 
Boundaries andOrder 3 
Mental Plasticit)' 5 

• • • • • • • • • • • • • • 

Pace Tirne 
(pages pe r day) (days) 

2 
1.5 

1.5 

1. 5 

1.5 
1.5 
2 
2 
2 
2 
2.5 

2 

1.5 
1 
1 

6 
4 

5.5 

5 
1.5 
1.5 
1 
2 
2 
2.5 
1.5 
6 

2 
3 

5 

. . . . ... 

Deadline 

9/7/99 
9/17/99 
10/5/99 

10/21/99 
10/28/99 
l l/4/99 
11/9/99 

11/16/99 
11/23/99 

12/2/99 
12/9/99 

12/24/99 

12/29/99 
1/4/00 

1/12/00 

• • • 
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far. It is important to do this bet,veen early drafts, when )?Ou 

are still open to suggestions and are \villing to incorporate 

them into )'Our manuscript. At the saine time, ho,ve,1er, 

unless those �'pre-readers'' are particularl)1 supportive, you 
sho11ld also avoid collecting feedback too earl1", when you are 
still some,vhat insec11re about )Tour project a11d unable to 

respo11d to criticis111. T l1at is ,vhy I usuall1r circulate 1ny man­

uscripts bet,veen the second and third drafts, ,vher1 I ha,,e 

alread)1 completed two f t1ll drafts yet still have a couple more 

to go. For the sa111e reason, it is ust1all)1 
ffi)

T third drafts that 
I sub111it for publication, ,vhich allo,vs me to present a prett)' 

advanced version of m1
T entire 111anuscript )'et still have the 

opporttinity to incorpora te some usef ul substantive a11d edi­

torial suggestions into 111)' fourth and final draft. 

To ensure that )10u get your pre-readers' feedback before 

)
10U start working on )'o·ur next draf t, you need to contact 

thern ,vell in advance. Thus, if }70U are planning to finisl1 the 

ct1rre11t draf t of ) 10t1r dissertation b)' mid-October and start 

\\rorking on the next one in earl)1 Dece111ber, ll)' to alert )?Our 

com111ittee sometime around the second ,veek of Septen1ber 

that the} .. shot1ld be expecti11g an approximatel)T 240-page 

n1anuscript in about a month and that )10t1 \vo11ld \'ef)' much 

appreciate getting their feedback b)' i11id-No,1en1ber (to be on 

the safe sicle). Needless to sa1
1

, ,vhen )'OU give people such 
a111ple lead ti111et1 (which )10t1 ca11 0111)1 do, of cot1rse, \vhen 

)?Ou are ,vri ting in accordance ,vith an effecti,,.e ti111etable a11d 

are consta11tly monitori11g )�Our progress), the),. are mucl1 

more likely to be cooperati\7e and ll)' to acco1n1nodate )10ur 

plans tl1an if )70ll ,vere to suddenl)' dt1111p such a lo11g manu­
script 011 their desk out of the blue a11d expect the111 to read 

it b)1 next \\?eek. 
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Although setting deadlines, as I have tried to sho,v here, 

is usually the ve11r last step i11 tl1e process of designing a 
ti111etable, there are 111an)7 situations that nevertl1eless require 

yot1 to actttally be gin this process by setting tl1e deadline for 
the co111pletion of yot1r project and then plan everything else 
bascd on that. That \vas the ki11d of situation I faced \Vhen I 
decided to try to finish 111), dissertation before starting 111},. 
first full-time job i11 Septe111ber 1976, rightl)r suspecting tl1at 

any ''net'' n1onth of ,vork left unfinished at tl1at point 111ight 
later take me a ,vhole year to complete, as many doctoral 
students indeed discover. Years later I faced a si1nilar situation 
with 1ny book Te11·a Cog,1ita, which dealt ,vith the European 
''discovery'' of America in 1492, when 1 had to base 111y entire 
planning on the fact that n1}r pt1 blisher needed to have 111y 
manuscript ready b)r Jantiaf)' 1992 in order to be able to pub­
lish it on the five-hundredth anniversary of that event nine 
mon ths la ter. 

Such situations, in fact, are not that unusual. Consider 
those instances ,vhen you need to have a substantial part of 
your dissertation ready by September 1999, si11ce son1e of the 
teaching positions to which you plan to apply for the follo,v­
ing academic year have an October deadline for sending al] 
the supporting material, or ,vhen you absolutel)r need to fin­
ish your book by November 2002, ,vhen }'OU are scheduled 
to corne up for tenure. Consider also, a]ong these lines, sit­
uations when you need to complete your thesis at least t,vo 
or three weeks bef ore your baby is due (to be on the safe 
side) or before your advisor is scheduled to leave for a one­
)'ear sabbatica] leave abroad. 

These are ail situations where )'OU need to adapt your ti111e­

table to variotts external constraints over which you have no 
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contrai. To do sa, take the deadline for the con1pletion of 

1rol1r project as )·our starting point and base the pace at ,vhich 

)rou plan to be \\Triting on that rather tha11 the other \\Ta}' 

arotlnd. This kind of -�back\\·ard'' planning is not unlike tf)'­

ing to calcula te the time for \\'hich )10u need to set )Tour alarm 

in order to get to \\'ork on tirne. And just as )TOU ma)1 ha,·e 

to eat )10ur breakfast a little faster if )TOU ,,,ar1t to a\,.Oid ha,ring 

to get up before 7:00, }TOt1 111a)· also nee(l to accelerate the 

pace at \vhich )TOU plan to \VTite the third draf t of )"Our dis­

sertation or book i11 order ta 111eet ,·our deadline. Needless 

to Sa)T, that tao presl1pposes \\'Orking i11 accordance \\'Îth an 

effecti,·e timetable. 
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111 order to be able to use your \\'riting scl1edule as ,vell as 
projcct tin1etable most effectively, you also 11eed to address 
tl1e more 111ecl1anical aspects of the process of writi11g a tl1e­
sis, dissertation, or book. Let me conclude by trying to exa111-
ine some of the111. 

Getti11g Sta,,.ted 

The first thi11g you nced to do i11 order to write a tl1esis, 
dissertation, or book is prodttce a first draft. lndecd, writing 
a first draft is what ''separates thousands of people vvho want 
to write a book fro111 the f ew ,vho actt1ally do wri te books. '' 1 

The first draft of a manuscript, whicl1 is \Vl1ere \Ve basically 
transf orn1 a set of of ten-disjoi11ted ideas i11to a single coherent 
narrative, is almost inevitably going to be so1ne,vl1at flawed. 
lt is very important, tlîerefore, that you treat your first clrafts 

with kid gloves and accept the fact that thcy will 111ost likel}' 
end up looking far fro111 perfect. (Not that anybody else's first 
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clrafts look any better, as evident fron1 the rather crt1de 

sketched ''stt1dies'' produced by even the most famotts artists 

at the early stages of ,vorking on tl1ei1· great n1asterpieces.) 

Further1nore, there is no reason wl1y yott should even show 

them to anyone. Although I usually circt1late drafts of man­

t1scripts on ,vl1icl1 l a111 working an1ong friends and col­

leagues to get some feedback, l aln1ost ne, rer sl1ow ID)' vel)" 

first drafts, whicl1 certai11ly helps 111e ,vrite 1l1e111 in a n1uch 

less inhibited n1anner. 

Yet vel)1 often we ourselves are our most critical and there­

f ore inhibiting audience. At this stage of )70Ur project, ,vhen 

yott are obviousl)' 1nt1ch n1ore vulnerable, it is theref ore criti­

cal to avoid any self-censoring. After ail, yot1r first draft is 

also ''tl1e 111ost uncertain-,vhere )'Olt need guts, the ability 

10 accept the imperfect until it is better."2 Ancl si11ce )10u are 

basicall),. working ,vith cla)1 rather than marble3 and \vill have 

a1nple opportunity later to further i111pro, 1e ,vhat )'OU are ,vrit­

ing, }rou can afford to \vrite your first draft in a so111ewl1at 

more relaxed 111an11er. As John Stei11beck once advised \vriters 

,vho are working on tl1eir first drafts, '�Write freel)' and as 

rapidl)1 as possible and thro,v the \-Vhole thing on paper. 

Never correct or re\vrite t111til the ,,,hale thi11g is clown. 

Rewrite i11 process is t1suall)1 found to be an exct1se for not 

going on."4 

Movi11g Alo11g 

A 111ajor problein with ,vhich )10lt ine, ritabl)T need to grapple 

as a ,vriter is l1ow to 111ake yot1r ,vriting more -�Iinear." Unlike 

rotttine activities such as groce11' sl1opping or 111aking )70ltr 

bed in tl1e 111orning, thcrc is a critical cun1ulativ·e di1nensio11 
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to the process of producing a mant1script. The challenge, of 

course, is to n1ake sure that your ,vriting n1oves in a linear 

fashion rather than '�in circles,1
' so that )'OU indeed end up 

,vith a f ully completed thesis, dissertation, or book rather 

thar1 standing in one place and just spinning your ,vheels. 

At the level of the writing session, your main task is to 

ensure that, in marked contrast to essentially ''circular'' activ­

ities such as cleaning your kitchen or doing your laundry, 

,vhen )'OU sit do,vn tomorro,v to wri te you will not find )70Ur­

self at the same point in your manuscript where you were 

yesterday. In other words, you need to keep ''moving along." 

The first thing I do to avoid ,vriting in circles is to prac­

tica1ly never begin a writing session by reviewing what I 

\VTOte in the last one. This rather common, see111ingly innoc­

uous practice actually draws on our deepest insecurities as 

writers (those that hinder our ability to ''let go'' of our ideas), 

thereby often serving as a well-disguised excuse for procras­

tinating. 

In order to avoid this trap, however, you must tigl1ten the 

link between any given writing session and the previous one5 

so as to allow yourself to ''enter'' it with some\vhat less effort. 

Especially given the 11eed to nlake sure that you do not lose 

any ''momentum'' betwee11 them, you 111ust be able to begin 

your sessions by picking up rigl1t ,vhere )'OU lef t the last ti111e. 

To prevent n1yself from spending too 1nuch time war111ing 

up, I end my sessions by doing some ''prepping'' for the fol­

lowi11g ones. l thus try not to stretch my actual writi11g u11til 

the very end of the session, usually stopping \Vhen I a1n still 

''in top form," and use the re1naining time, when I an1 so111e­

what more tired and less creative, for 111aking all the necessary 

''B-time'' preparations for the next session. Like surgical staff 



84 · T H E C L O C K \V O R K �'1 U S E · · · · · · · · · · · · · · 

preparing for an operation, I try to gathcr everything I believe 

I will need the next ti111e I sit dow11 to ,vrite� and also start 

editing tl1e last draft of the 11ext couple of pages in 1ny 1na11u­

script (using 111y esti111ated pace of progress as a guide for 

projecting how n1any). Sectio11s I have alread)1 started editing 

\vill require less work, ,vl1ich is ,vhy eve11 on ''bad'' days ,vhe11 

I fail to 1nake n1uch progress in 111)' actual ,vriting I never­

theless still try to do st1cl1 '"pre-writi11g'' so as to allo\V n1yself 

a somewl1at easier entry i11to my next session. On a large 

easel-like bulletin boarcl sta11ding by 111y sicle o·n a tripod I 

the11 display those half-edited pages along ,vith ail tl1e related 

idc,1s I have generated, readings 1 have clone, and ne,v data l 

have collected since havi11g ,vritten ID)' last draft. 1 arrange 

all tl1is material i11 vist1ally distinct clt1sters that correspond 

to wl1at l intend to be 111y 11ew paragrapl1s, with the ,lctu,tl 

spaces bet,vecn the1n essentiall)' representing the me11tal 

spaces separati11g tl1ose paragraphs fro1n 011e a11other i11 111y 

n1i11d. 6 Tht1s, the next tin1c I sit do,v11 to work, 1 can actt1ally 

see before me quite clearly botl1 the co11tent and the strt1cture 

of wh,tt l plan to write tl1at day. 

In a11 effort to ft1rtl1er resist the te11dency to procrastinate 

by writing in circles, I also t1-y to 111ake sure tl1at I arn indeed 

111oving alo11g by \vriting each ne\V draft of a11)r given scg111ent 

of 111y 1nanuscript in a11 altogetl1er different con1puter file 

than the previous clraft. (I ret)'pe 111}' e11tire 1nanuscript from 

start to finish each draft, tl1ereb)r 1naki11g Sttre tl1at at no poi11t 

dt1ring the process of prodt1cing it clo I ever pass ove1· a se11-

tence ,vithout 1·cthi11king it. ln fact, cven \Vhe11 1 am worki11g 

011 tl1e very final draft I still 111akc active decisio11s abot1t e\rer)' 

single se11tence i11 it.) Whcn I am ,vriting the third draf t of a 

partict1lar section of tny rnant1script, for exa111ple, 1 thus ,vork 
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,,rith thrce different documents si111ultaneousl)1-(a) the old, 

second-draf t version of that sectio11, (b) the ncw, third-draft 

,,ersion that l am in the process of creating, and (c) a ··work­

ing draft'' file that I use as a sort of shuttle service between 

them. 1 thus import a paragraph f rom the old, second-draft 

version (unless I am creating a brand new paragraph) into 

the ''working draf t'' file, do ail my revising there, and then 

literall)· transport the revised paragraph to the new, third­

draft file \Vhen I am ready to move on to the next paragraph. 

When ''saving'' tl1ese files, I also avoid mishaps by labeling 

them in a 111anner that clearly indicates which drafts they 

represent. 

During the entire process of revising, I also try to enha11ce 

my experience of actual ··movement'' by co11stantly sl1if ting 

bet\veen two some\vhal different modes of \VTiting. I usually 

bcgin thîs process by incorporating all the ideas I have gen­

erated, readings I have clone, and new data I have collected 

since having written the last draft into the old, second-draft 

version of tl1at paragraph, transporting it into my ''\vorking 

draft'' file, doing some rough editing there, and the11 printi11g 

out a hard copy of the se1ni-revised paragraph. I then lîterally 

move into another chair (so as to substantiate 1ny experience 

of moving along) and edit thal paragraph by l1and. I then 

transf er all Lhe cha11ges 1 have made i11 tl1e text to my 'Lwork­

ing draf t'' file and do some further revisi11g there. I keep doing 
this for several rounds until I a1n finall)1 ready to move on to 

the next paragraph. 

Closing 

Before 1 can actually move on to the next paragraph, ho\vever, 

I need to be able to put the one I have just finished revising 
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behind nie. 111 order to do that (and ulti111atel)' not feel the 

urge to begin e\1er;r \\'Ork session b)r "'reviewing'' what I wrote 

in the previous one), I need to regard the ne,v \ !ersion of that 

paragraph as final at least until the next draft. 

To enl1ance tl1e ser1se of finalit)T I ,vish to infuse into the 

ne\v \ rersion of segments 1 re\rise, I tI)1 to introduce some 

closure into 111)7 \Vri ting. Tl1t1s, ,,1hen re\rising text, I li terall)' 

''1110,1e'' (rather than 1nerel)r "'copy'') it fro1n the old document 

to ill}" '',vorking draft'' file and ultimatel}T to the ne,v docu­

ment. ,,irtt1all)r deleting the old version of e\'ef)1 paragraph I 

revise \vhile regardi11g its ne\v vl'ersion as c1osed until the next 

draft. At the end of e,ret)7 ,,,ork session� I also 1nake sure that 

1 save the ne\v docu1nent including evel)1tl1ing 1 ha,1e 1nan­

aged to ·'close'' that da)T on n1y hard d·rive as well ,1s back it 

up 011 three or four separate diskettes in case I ever lose ffi)1 

electronic grip and start falling off the 1nental n1ountain I a1n 

tI)1i11g to climb. 

To f urther convince 111)rself tl1at l can actuall}1 ··let go'' and 

111ove on to the next paragraph, I also print out a hard cop)l' 

of e\re111 ne\\' paragraph I ''close'' on a special high-qualit)' 

paper in order to help 111e regard it at least for the tin1e being 

as final until the next draft. Such tangible e,,idence also 

helps n1e appreciate the realness of ,vhat I am prod11cing in 

a ,vorld tl1at is rapidl)· beco111ing comfortable \\,.ith the once­

inconceivable idea of essentiall),. virtual text. After all, stack­

ing all 111)1 "'closed," consectiti\rel)r 11un1bered pages together 

in an e\ 1er-gro,ving pile allo,,·s 1ne to actuall),. 
sec ho,v all those 

tin)T grai11s of mcnt�1l sand add up to real 111ountainst Indeed, 

it is the abilit)·· to ,1ist1alize this ct1mulati,,e, ''linear'' 11ature of 

ITI)" ,,Titing that allo,vs 111e to experience the progress I am 

constantl)" n1aki11g 011 Ill)r n1anuscript. 
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Achieving closure is critical not only at the level of the 

\VTiting session but also at major juncture!, in your manu­
script. Tl1tts, just as )'OU 1nay want to 111ark the conclusion of 

a sessio11 by printing out a hard copy of what you have pro­
duced so as to reaffirm to yourself that it is in fact ''closed," 

you may also ,vant to mark the con1pletion of each draft of 

a chapter (not to 1nention cntire drafts) of your n1anuscript 

by some ritual celebration. like weddings, gradt1ation cere­

monies, and other rites of passage specifically designed to 

help substantiate crossings of critical mental thresholds,7 it 

will add a certain sense of finality to what you ''close'' and 

thus protect you f rom the 11agging urge to keep revising i t 

even before you get to revisit it on your next clraft. If accom­

panied by a symbolic ''treat'' such as a special dinner, it will 

also serve as a celebratory reward for your acco111plish1nent. 

Along similar lines, you also need to achieve closure at the 

level of your 111anuscript as a whole. Working on any given 

project for too long can generate serious problems. Aside 

fron1 the philosophical question of whether, as Antho11y 
Burgess put it, ''the writer can be the same person ... over a 
long stretch of time,"8 there is also the psycl1ological proble1n 

that what may have once been a source of great pleasure and 

excitement can become a source of boredom and frustratio11, 

and writers who have been working on the same manuscript 

for too long often reach a point when they actually con1e to 

hate it. Thus, just as you need to learn to end your work 

sessions before you reach the point when your writing is no 

longer effective, you also need to be careful not to reach a 
point when yott 1nay burn out and become totally fed up with 

your project. 

The problen1, unfortunately, is tl1at we often have difficulty 
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letting go of our projects and bringing the111 to co111pletion, 

a difficult)" t)rpicall1
? manifested in the perf ectionist urge to 

keep re,rising our manuscripts o,·er and O\"er. St1ch perfec­

tionis111 (also expressed in tl1e con1pulsi,,.e urge to read cvef)"­

thing possibl)" related to our project) ma)? lead us to keep 

spinning our intellectual \\"heels and ,,·ork on the same pro­

ject indefinitel)?· 

• • • • • • • • • • • • • • • • • • • • • • • • • 

ctti11gfi1111 dcadli11es f 01· co111pletio11 is t11c si11glc 

111ost cffecti,,e ,va)' of c1osi11g csse11tiall)' opc11-e11dcd 

tclsl,s 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • 

The best ,va)" to resist 011r perfectionis111 is b)· usi11g dead­

lines. Setti11g firm deadli11es for completion is the single n1ost 

effecti,1e ,,,a)? of ''closing'' essentiall)r open-ended tasks that 

lack inherent li111its.9 As such. it l1elps counteract the effects 

of Parkinson 's La,\� ,,·hereb),. ,,,.ork t)rpicall)· expands to fill 

the time a, ,.ailable for its con1pletion. 10 

Stude11ts ,,·ho ask their prof essors for extensions on their 

tenn papers n1a)" not realize that, except in extre111e si tua tions 

such as after l1a,ri11g undergo11e n1ajor st1rgef)' or losing a 

parent, those \\1l10 are ,,1.lling to gi,·e them an ··1nco111plete'' 

grade are actuall)T not helping then1 at all. In fact, the1
? 11elp 

them trap themsel\�es in a ,ricious procrastinatof)· circlc that 

onl)· prolongs the process of completing their assignrnents, 

son1etimes indefinitel,·. 

Despite their unfortunate lethal et1molog1·. deadlines offcr 

the best \\1a)· ot1t of st1ch a ,icious circle. Setting a finn dead-
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line for completion is the most effective wa)1 to put a ne ces­

sai), stop to \vhat ma)1 otl1erwise becon1c an cndless SiS)'­

phean ordeal. We should therefore learn to utilize those 

extren1ely l1elpf ul devices even \Vl1e11 ,ve are not f orced by 

othcrs (professors, publishers) to do so. By helping solve the 

proble111 of inde fini tel y receding l1orizons, deadlines are 

a111ong a writer's best friends. 

Sto1·age and Ret1--ieval 

Part of \vl1at 1nakes it son1ewhat easier for me to go ahead 

and ''close'' any given segment of 111y 1nant1script is the 

knowledge that jttst because I may not actively keep revising 

it for several months does not 1nea11 that I stop working on 

it altogether. That implies, of course, that l can still keep 

generating ideas as well as collecting data that l may later 

incorporate into that segment ,vhcn I get to revisit it on 1ny 

next draft. 

The relatively long ti111e separating any two cor1secutive 

draf ts of an)' give11 segment of your manuscript, ho\vevcr, 

ce1·tainly requires you t.o carefully preserve all the 1naterial 

that you 111a11age to generate between then1 and n1akc sure 

that it will not be forgotten or lost by the next ti1ne you get 

to \Vork on that segment. That, of course, i111plies tl1e need 

to co11sider how you store your ideas as \vell as retrieve then1. 

It is extremely important, for exan1ple, that yot1 pt1t yottr 

new ideas in \vriting, 11 whetl1er 011 tl1e n1argins of tl1e 1nost 

current draft of your n1anuscript or as separate notes that can 

be attached to or at least storcd (either pll)'SÎcally or elec­

tronically) along with it. To avoid ever losing what cottld have 

been a great idea, you need to get i11to tl1e habit of \vriting 
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down your ideas as soon as you have the111 ( which also 

implies having to keep a lot of pens and notepads arottnd 

you, inclt1ding i11 your car and on your 11igl1tstand, si11ce you 

ca11 never tell i11 advance \vhen or where tl1ey 1night strike 

you). If yot1 consistentl)' keep a record of tl1ese thot1ghts; you 

will be quite a111azed to discover b)r the time you get to your 

next draft how ma11y ne\v ideas you have actually generated 

in the 111eanti1ne. 

When you write do,vn your ideas, tl)� not to worf)r about 

tl1e possibility that you n1ay encounter some redundanc,' 

later, \vhen )'OU start ,vorking on your next draft and reex­

an1ining everything )70U have accun1t1lated since the last one. 

After all, it is better to \Vrite clown the same idea three tin1es 

than to lose it altogether just because you assu1ne that you 

alreacly wrote it dowr1 several months earlier. lt is qttite pos­

sible, for example, that what you wrote do\vn back then ,vas 

slightly different, and tl1at the new nuance )'OU are now i11tro­

dt1cing can in fact 111ake that entire section of your 111anu­

script 1nt1ch richer or clearer. 

For tl1e same reason, it 1na)r also be extre111ely useful to 

write do,v11 brief accot1nts of how yotl present )70Ur project 

(or particular parts of it) to others rigl1t af ter talking \\rith 

tl1e111. Since different people ust1all)" take different aspects of 

ottr work for granted, we normally tend to l1igl1light different 

things in our projects to different audiences. Thtts, if you 

write do,vn brief accottnts of how )rot1 prese11ted a particular 

chapter of yot1r clissertation on three separate occasio11s, for 

exa111ple, )�ou 111ay actuall)1 disco\rer later upon reexa111ining 

the111 tl1at the)' are perhaps not as identical as the)r ma)r have 

origi11all)r see111ed to )10t1, and tl1at ha\ring those three differ­
ent \7ersions side 61

1 sicle i11 front of )70U ca11 i11 fact help )"OU 
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1nake your argume11t 1nt1ch richer, stro11gcr, sharper, or 

clearcr tl1e 11ext ti111c )7
0ll get to ,vork 011 that chapter. 

Indeed, all this also applies to tl1e preli111ina11' stage bcf ore 

)l'Ou eve11 begin to \Vrite your n1anuscript. Even first drafts 

are rarely \Vritten entirel)r f rom scratcl1. As Bernard Malamud 

011cc put it, ''when I start [to \Vritc] I l1ave a prett)' ,vell devel­

oped idea \vhat the book is about and how it otight to go, 

because generally l've been thi11l<ing about it and making 

notes for months if not years." 12 Joseph Heller's Catclt 22 

preliminary card file, in fact, was the size of a shoebox. 13 In 

other words, although the actual writing may just begi11, ideas 

as well as data may have been accumulating for years. I still 

recall 111y initial shock sixtccn years ago ,vhen, after having 

spent a full day going through a pile of notes ancl 111emos 1 

had bee11 filing sporadically for a couple of years for a short 

article 1 intended to ,vrite on the seven-da)' week as a social 

institution, it suddenly dawned on me that over the course 

of those t\VO }rears 1 had actuall),. laid out the f ot1ndations of 

\vhat would soon become the first draf t of a f ttll-fledged book 

(Tite Scvc11-Da>' Ci,#cle) ! B)' tl1e sa111e toke11, although 1 tech­

nically have not begun ,vriting n1y 11ext book (on the social 

structure of the past), 1 have i11 fact bec11 fili11g copious pre­

liminary notes on that st1bject for tl1e past fourteen years. 

Along with all tl1e data I collect, tl1e 11otes 1 take wl1en I 

read something relatcd to the topic I an1 writing abot1t, the 

already-''closcd'' sections of tl1e 111ost curre11t draft of ill)7 

n1anuscript, and the yet-to-bc-rcvised sections of the last one, 

1 usually store the ideas I generate in plastic color .. coded 

111ini-dra,vers representing the various stairs leading to tl1e 

top of the mental mountain I a111 prese11tl)1 tf)ring to cli111b. 

Since spatial (and particularly vist1al) compartmentalization 
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helps s11bstantiate 1nental compartn1entalizatio11, 14 I b,,sicall)r 

assig11 each clistinct section in my 1nanuscript a separate 

cl1·a\ver, a11d e,1cl1 cl11ster of drawers representing a distinct 

chapter a separate color. Thus, if l a1n \\�orking on a book 

that lias seve11 chapters subdivided into t\ver1ty-six sections, 

for exa1nple, 1 arrange on my desl, a set of t,venty-six such 

intellectual contai11ers una111biguo1tsl)1 organized in seven 

distinctl)' color-coded clusters. 

Although I could easily achie,,e tl1e same level of textual 

organization b)' creating seve11 sepa1·ate directories s11bdi­

vided into t\vcnty-six distinct subdirectories on 111y com­

puter, it wo11ld certainl)1 never allo\\1 n1e \vhat this S)'Ste1n 

does, ,vhich is to act11all), sec the e11tire outli11e of 111y book 

i11 front of 111e ,vhile 1 am writing it! The in1porta11ce of bei11g 

able to do so can hardly be overstated. Throt1gho11t tl1e sev­

eral n1onths or )'ears that )'OU ,vork on )10ur 111anuscript )'OU 

,vill need to cor1stantly keep thinking abo11t it in ter111s of its 

various co11stituent segme11ts. Then )·ot1 \Vill kno,v instantl)1 

,vhere to store ne\v ideas )'Oll develop or data )"OU collect and 

be able to successfull), retrieve then1 later. \\'hether it is in 

the f orn1 of a virt11al 111e1no electronicall), ''saved'' some,vhere 

or1 )10ttr hard disk or an actual three-b)'-five index ca1·d l)ing 

in a dra\ver or folder, yott must be able to access it rigl1t a\Va)' 

,vhen you need it. Othenvise, even the most i1111Jorta11t icleas 

and data )ro11 111a)1 have cle,1eloped and collected \Vould be 

totally useless for all practical p11rposes. Needless to sa)1, the 

threat of actuall)r losing or forgetting thi11gs ,,,e have alread)" 

discovered or tl1ougl1t abottt is e11de1nic to the t1n11s11all), long 

process of producir1g ma1111scripts s11ch as tl1eses, disserta­

tions, and books and calls for a11 effecti\1C S)'Stetn of retrieval. 

Given ail that, it is extre111el) .. i1npo1·tant tl1at )"OU learn to 
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think about your manuscript in 1er111s of ils ,,arious cot1stit­

ucnt building blocks (cl1aptcrs as well as distinct sections 

,vithin cl1apters). And it is ccrtai11l)r 1nucl1 easier to do so 

,vhen )10u are able to see its overall stn1ctl1rc i11 front of you 

whi1e yot1 are writing it. 

For the sa111e reason" before 1 actt1ally start revisi11g an)' 

given chaptcr in 111y 111anuscript 1 often try to reacquaint 

111yself with its overall structure by 111aking a list of one-line 

S)rnopses of each of ils various constitue11t paragraphs . That 

t1sually allows 1ne to see the general outline of tl1at entire 

chapter on a single page, which 111akes it 1nuch casier for n1e 

to notice various redu11da11cies I 111ay 11ot have noticed earl ier 

in the text as ,ve]l as to try to 111ake the cl1apter ''flow'' son1e­

,vhat better by essentially alterî11g tl1e way its various seg­

ments are seqt1entially arranged vis-a-vis one another. 

Road Maps a11d Bcncl1111a1·Jis 

Writing in a linear fashion al111ost calls for somc graphie artic­

u]ation of your plans, a sort of road n1ap 15 on which you can 

actually cl1art the generaJ course )'Ott have set for yourself as 

well as various bench111arks along the way to l1clp you moni­

tor yot1r progress periodically.10 Like a seasoned traveler, you 

can basica]ly visualize on such a cl1art evcr)' single step of 

your project ovcr the next several 111011tl1s or )1ears as wel 1 as 

the actua] progress you are constantly 111aking on it. 

Tl1e 111ore easily accessible such a cl1art is, the more like1}1 

yot1 are to use it. It is extre111e]y t1sef ul, therefore, to have on 

)'Our desk or your computer a cop)' of your project tin1etab]e� 

listing the various constitt1e11t segments of the 111anuscript on 

which yot1 are currently working and projecling for each of 
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those seg111ents its approximate length, the pace at wl1ich }7

0U 

plan to ,vrite it, the a111ount of ti1ne )'Ou esti1nate you will 
neecl for wrjti11g it, and a tentative deadli11e for its co111ple­

tio11. 
Fo1· short-ter111 planni11g a11d 11avigation, however, I also 

ha11g on the \vall of ID}' study a c,1lendar on which I super­
i111pose the 111ore imn1ediate parts of this master plan. The 
cale11dar I use for tl1is purpose is a11 erasable, plastic-st1rf ace 

two-by-tl1ree-foot four-1nonth pla11ner that you can get at any 
statio11ery store. I especially like this particular ki11d of cal­

endar because I find fot1r 1nonths to be a perfect time frame­
\Vork for doing short-ter111 planning on m)r 1nanuscripts. Not 
only is it a co11,re11ie11t le11gth, it also ro11ghly corresponds to 
son1e relatively hon1ogeneous seasons in my <laily profes­
sio11al life as ar1 acade111ic, 11amel)1 the fall (from Septe111ber 

through December) and spring (fro111Janttal)1 througl1 April) 
semesters and the sun1n1er (from May through August). Each 

of tl1ose three four-111ontl1 blacks has a rather distincti\1e te1n­
poral profile in ter111s of the variot1s constraints imposed on 

m)r regular \veekl)' \Vriti11g schedt1le. As such, it pro\ 1ides an 

ideal context for doing all 111)r short-ter111 planning. 
On this pla1111er I first identif)y tl1e da)rs on \\'thicl1 I plan to 

be \Vorking 011 m)r manuscript. 011ce agai11, I begin b)' eli1n­
i11ating ail the da)rs on ,vhich I will 111ost probabl)' 11ot be able 
to do any 111anuscript-related \Vriti11g during the four-month 

period represented on the calendar. I tht1s first cross ot1t the 
da)1S of the ,veek on ,vhich I either can11ot or an1 not \villitlg 

to do a11)1 i11tensive ,vriting on a regular basis (Monda)'tS and 
Wed11esdays, \Vhicl1 are particularl)' buS)' da)'S for 111e at 

scl1ool, as \Vell as Satt1rdays, on \vhicl1 I ust1all)1 like to take 
a break fro111 my ,vork). I also cross Ollt at tl1is point ail)' da}'tS 
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on which 1 ,vill 111ost likely have only a very short ti111e for 

,vriting. However, if tl1ose are days on wl1ich I ca11 defi11itely 

anticipate writing sessions tl1at would be at least half as long 

as 111y regular ones, I count the111 as l1alf-days and expect to 

complete one half of my projected daily quota for that par­

ticular segn1ent of my 1na11uscript. Next, I cross out any other 

da)'S on which I do not plan to be doing any writing during 
this coming ''season'' (the weeks in the middle and at the end 

of the semester when l expect to be busy grading papers and 

exams, holidays l wish to spend with my family, a two-day 

conferencc out of town, days of special n1ectings at the uni­

versity ,vhich I have to attend). Having clone that, l then 1nark 

with color-coded stickers all tl1e remaining da)rs that I des­

ignate as ''writing days'' yet on ivl1ich 1 must work on various 

projects other than TI1)' 111ant1script (a paper 1 am writing for 

a journal, a special lecture I l1ave been invi ted to give, 1ny 

presentation at a conference, a book review). The days tl1at 

''survive'' those three rounds of elimination I the11 111ark with 

red stickers (or half-stickers for half-days). Tl1ose are the days 

on whicl1 I plan to be ,vorking on my manuscript. Having 

clone all that, 1 also 1nark on this calendar 1ny projected dead­

li11es for the conclusion of a11y section, chapter, or en tire draft 
of my 1nanuscript that I plan to complete during tl1is con1ing 

�'season. '' 

Being able to visualize your writing plans in such tremen­

dous detail certainly l1elps to demystify then1. Aftcr all, seeing 
your entire next semester laid out so clearly before you off ers 

you a 111uch more realistic picture of what you can actually 

expect fro111 yourself dt1ring this period. lt thus helps to 1nake 

the entire process of projecting your progress much n1ore 

predictable and therefore also less i11ti111idating. 
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Having designed sucl1 a remarkable ·'road map,'' 110\vever, 

)Tou also 11eed to 1nalze st1re that )'OU actually look at it from 

time to ti111e in order to 111onitor the progress you are n1aking 

on )'Our 111anuscript. Like pilots and na\1igators \vho keep 

1-eferring to their cl1a1·ts to deterr11ir1e their current location 

and con1pare it to where they should be according to their 

projections, you need to de\1elop a habit of glancing at this 

seaso11al cale11dar periodically i11 order to compare \Vhere you 

actuall)' are in your manuscript to where you sl1ould be 

accordi11g to )'Our project timetable ancl thus find out \vhether 

)
10U are indeed on, ahead of, or behi11d schedule. That is wh) .. 

it is so important to ha\'e bath )10ur tin1etable and this plan­

ner readily available for frequent scrutin)'· Sucl1 constant 

feedback will certain!)' help prevent otherwise u11avoidable 

u11pleasant surprises s11ch as s11ddenly realizing, for exan1ple, 

that you are still eight f11ll \vorking da)1S a\va),. fron1 com­

pleting a particular section of )10t1r n1anuscript that )·ou are 

scheduled to prese11t ir1 three da)"'S at a conference. 

Discipli11c a11d Flc.,xibility 

And )ret, like a11),. seaso11ed tra\1eler, )10t1 also need to de, 1elop 

a certain amount of flexibilit)· in order to be able to adapt 

your plans to changing cir·cu111sta11ces, 17 so that )'Our en tire 

structure does not collapse wl1e11ever an)1thing goes ,vrong. 

Thus, ,vhe11 )'OU st1ddenly notice that )'OU are a fe,,, da)"S 

behi11cl schedule, )'Otl can al\va)1S make so111e sligl1t fldjust­

ments in )·ot1r ti111etable (pick up tl1e pace, ,vork lo11ger 

l10111·s) to correct tl1e sit·uation. And if )'Our \\1riting is t111ex­

pectedl)1 interrt1pted for a couple of \veeks b), sorne en1er­

ge11c)· ir1 ),.Our fa111il)r or ,vhen )TOU sttddenl)� have to move 
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a11d start a new job, )70U certai111)7 ougl1t to be able to readjttst 

}rour plans accordingly. 

At the sa111e time, however, )'Ott should also tf)' 11ot to ta111-

JJer \Vith )'Our timetablcs a11cl scl1edules too of tcn. Everythi11g 

I have suggested in this book can only \vork effectively if you 
dcvelop at least son1e comn1it111ent to the variotts rot1tines, 

plans, and deadlines you set for yoursclf. lt will be tltterly 

useless if you do 11ot. 

__., . . . . . . . . . . . . . . . . . . . . . . . . . 

t ,�cqiii,�cs a lot of self-discipli11.e to be 1·eady to 

\v,--ite \vl1ctl1cr you f cel particula1·ly i11spi1·cd or 11ot. 

. . . . . .. . . . -· . . . . . . . . . . . . . .. .. . � . . 

Tl1at is wh)' it is so important tl1at )'OU cleliberately over­

estimatc tl1c 1nag11itude of your project wl1ilc at the same ti1ne 

underestimating the pace at which you expect to be working 

on it, thereby bt1ilding into your general plan some shock 

absorbers that can l1elp you overco111e t111expected problems 

witl1out l1aving to keep rcadjusting your tin1etable every cou­

lJle of days. Yet you also nccd to dcvelop s01ne self-discipline. 
It rcquires a lot of self-discipli11e to regard yot1r rcg11lar \Vrit­

ing scl1edule as sacred18 and always be ready to write on cer­

tain da)7S and at certain tin1es whetl1er )70U feel particularl)r 

4'inspired'' or not. lt also requires a lot of self-discipline to 

stick to your deadlines 011ce you are 110 longer in school and 

thcrefore 11eed to impose the111 on yottrsclf. Indeed, yott 111ay 
soo11 discover tl1at )'OU actuall)' 1niss 1101 l1aving around )'OU 

thosc ''inconsidcrate1

' professors \vho always forced )'OU to 

l1a11d i11 your papers by a certai11 date 110 111atter \Vl1at. 
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The vel)r notion of a ''clock\vork 111use', may sound some­

wl1at oxyinoronic at first gi,,en the \vay ,ve norn1ally associate 

creativity \Vith spontaneity. lt certainly goes against our tra­

ditional romantic image of a \Vriter as son1eone who forgoes 

st1·ucture i11 order to acco111111odate esse11tiall)r unscheduled 

ot1tbursts of creative energy. Yet only those \Vho develop a 

certai11 an1ot111t of self-discipli11e actuall)r end up cornpleting 

theses, dissertations, and books. And you need to do that in 

order to beco111e a11 author of one. 
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