
u c 

70 
STRATEGY 

7i 
THE UNEVEN U 

FIGURE 8.4 Fractal madness: two large sections, A and B, with subsections, a and b, inside a 
larger section. 

done, therefore, at the end of subsection b than at the end of subsection 
a, since subsection b is contiguous with the close of section A as a whole, 
and needs to lead into it. 

At any given moment, then, a sentence may be serving as a 4 in rela-
tion to its own paragraph, but a 1 or 3 in relation to its subsection, and 
something else again in relation to its larger section. If you imagine this 
same structure (but larger in scope) for an entire book, you can see how 
the conclusion would be the 5 to the introduction's 4, and how each of 
the chapters would, ideally, help build a structure that would lead to the 
level-5 work of the conclusion doing for the book as a whole what Barry 
McCrea's seventh sentence did for his long paragraph: giving readers a 
clear, exciting explanation of why what they have just read matters and 
what it's worth. (I will have more to say later about why this structure 
may not work for some books.) 

Let's look at one more example, from a work in progress by Andrea 
Bachner (example 8.2). Here the U appears across three paragraphs, rather 
than in a single paragraph. I've annotated the structure in-line and drawn 
out the U after that (figure 8.5). 

First Paragraph 

Nolan's Memento is trauma made film, on 
two different levels. 

On a first level, the presentation of Leon-
ard's amnesia and compulsion to repeat 
not only narrativizes the consequences of 
trauma—both physical and psychological. 

Mirrored in the film's reverse structure, it 
also links the protagonist's suffering and 
the viewer's visual experience. 

On a second level Memento's translation of 
memory traces from the psyche to other 
material surfaces, such as paper and body, 
reflect on a situation of interrupted storage 
of information as well as a change in me-
dium: from analog to digital film. 

By analogy, the protagonist's posttraumatic 
condition parallels film's plight after the 
impact of digitality. 

Second Paragraph 

And yet, several moments in Memento resist 
such a reading. 

True, Leonard's psychic state fits the label 
of trauma. But his condition effectively 
doubles trauma by way of amnesia. 

Leonard's amnesia is not only a side effect 
of trauma (of the attack on his wife, of his 
head injury), but lies at the core of the trau-
matic experience itself: it caused the death 
of his wife, because, oblivious to prior in-
jections, Leonard administered her an over-
dose of insulin. 

A classic level 4 opening, this sentence sets 
up the promise of a conclusion that draws 
those levels together. 

We move down and in. This sentence com-
bines elements of levels 3 and 2. 

The "also" signals that we are staying on the 
same level. 

"On a second level" creates a slight concep-
tual move up. The rest of the sentence moves 
us down and explains what author means by 
"second level." 

The last sentence of the paragraph is a 4, if 
a very weak 4. It gathers the two levels and 
moves up conceptually, via the word "anal-
ogy," but it does not present us with a strong 
closure, for which you'd need another sen-
tence at level 5. 

The "and yet" is a very light transition, sig-
nals disagreement inside continuity; we are 
here at a level 4 again but a light one. The 
word "moments" tells us that we are moving 
toward evidence, and thus levels 2/1. 

These two sentences continue the level 4, 
since they articulate the paragraph's major 
claim. 

After the colon in this sentence, we're mov-
ing down and in toward filmic evidence; 
this is probably level 2, a plot summary. The 
insulin episode is the trough of the overall U, 
the closest we come to the direct description 
of a filmic moment. 

EXAMPLE 8.: 


