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Week One: Memory & Writing Dark Truths 
 
 
 
Brooke Warner: Welcome to class tonight—class number one of what made The Glass Castle a 
bestseller. Tonight’s class is memory and writing dark truths. I’m Brooke Warner and I’m here with 
Linda Joy Myers. Hi, Linda Joy. 
 
Linda Joy Myers: Hi, Brooke. Great to be here with all of you. 
 
BW: We are absolutely thrilled by the turnout for this four-week class, which clearly speaks to how 
beloved a book this is, and also to how much people feel that they’re writing through issues that maybe 
feel similar to what Jeannette Walls did. We’re going to talk about a lot of that tonight in writing memory 
and dark truths. We want to start by introducing ourselves. Many of you know us already, but we do have 
a few new people. We’ll start with you, Linda Joy. 
 
LJM: Thank you, Brooke. I’m a memoirist and I’ve also been a therapist for many years. I’m the 
president of the National Association of Memoir Writers. I’m the author of the memoir Don’t Call Me 
Mother and two books on how to write memoir, The Power of Memoir and The Journey of Memoir. I will 
add that the memoir Don’t Call Me Mother is a finalist in the Foreword Book Review book of the year 
contest. 
 
BW: Congratulations. That is something to be jazzed about, for sure. I’m Brooke Warner, publisher at 
She Writes Press and the founder of Warner Coaching. My book is What’s Your Book? I also have an e-
book called How to Sell Your Memoir. More than anything, both of us are incredibly passionate about 
memoir. We partner well together and we have lots of good synergy. We love teaching these best-selling 
memoir courses. This is our third best-selling memoir class. 
    
The format of these classes is that we do about forty minutes of teaching, alternating and conversing. And 
we do want to hear from you. It is interactive; we will stop and address questions and comments where 
they’re relevant and/or if they’re not, we’re not ignoring you. We might just think that something is a bit 
too big and so we’ll take it on at the end. You can just go ahead and put your questions in the question 
window, and if you want to do a quick practice and say hi or do a shout-out, please do. Linda Joy is going 



to kick us off just by telling us a little bit about the context for why we’re starting with memory and 
writing dark truths. 
 
LJM: As all of you know that have read the book—and if you haven’t read it, you’ve heard about the 
story that Jeannette Walls tells about her family, which is going through quite a few very, very difficult 
scenarios in her family. It is a book about trauma—emotional trauma—and some people see it through the 
lens of being a book about alcoholism and mental illness. It depends on your perspective on that. That’s 
all in the subtext for the book. She doesn’t come right out and label anything, which is a skill, and we will 
be talking about some of the skills that Jeannette Walls used to make The Glass Castle so amazing. And 
really, the book is about the emotional truth of what she experienced.  
 
We’re going to be showing you today some of the tools that help people write about trauma and 
emotional truth and some of the ways that you can balance the dark and the light in your writing when 
you’re writing a dark story or writing about something very emotionally traumatizing that happened to 
you. So we’ll be doing that through the whole four weeks, teaching you about these things. 
 
BW: I want to encourage you to pull out your books because I am going to be referencing specific scenes 
in this class today and specific page numbers. It gives some context about what is unique about Jeannette 
Walls’ book. There are a number of things that are unique; I think one of the most unique things is that in 
some ways, this is a story that resonates so broadly because many, many people come out of 
dysfunctional family situations and many people want to write their stories, and yet Jeannette Walls’ 
book, for whatever reason, rose above and succeeded on this massive level. It of course is a very 
compelling story—a kind of story that you almost can’t turn away from—so there’s that on the one hand. 
Her stories are punctuated by things that are both troubling and delightful, which makes for an interesting 
blend, and your experience as a reader is a bit of a roller coaster with her.  
 
There’s fierce loyalty, on the one hand, and severe dysfunction on the other. I think a lot of people can 
relate to that within the context of their own families, even if their own trauma is more or less severe. I 
talk to people all the time who will say something to me like, “The Glass Castle resonates with me but my 
story is more traumatic than that. My story is much worse than that in some ways.” That feels hard, 
because The Glass Castle is put up as an example of a very traumatic memoir and so you might feel 
hindered by that. We certainly don’t want you to feel hindered by that. It’s okay if your story is more 
traumatic, because there are some ways in which Jeannette’s book—it’s traumatic, but it’s also a story of 
survival. She is in such good spirits throughout the whole thing, mostly. I’m going to be talking about this 
passion later, but to start with I’m going to be talking about scenes. 
 
LJM: I agree with you, Brooke. We both see that so many people are coming to writing a memoir from 
the desire to sort out their story or find a new perspective or to heal or to—I’ll talk more about it later, but 
I call it witnessing yourself in your story. That is part of what Jeannette does and we’ll show you how she 
does some of that in the course. 
 
BW: To talk about the scenes and the ways in which Jeannette specifically handles her scenes—in the 
free call which some of you attended and listened to, we talked about this idea that she poses her scenes 
as vignettes. Not always—I want to be clear about that—but many of the scenes are vignettes. I looked 
this up online just to be really clear about what the difference is between a scene and a vignette, and 
Linda Joy gives a good definition of scene so I might ask you for that. A vignette is a brief, evocative 
description, account, or episode, while a scene is a place or an incident occurs or a sequence of 
continuous actions. I think it’s an interesting thing to look at, because this idea of a brief, evocative 
description, account, or episode is totally what Jeannette Walls does throughout her book. It’s just 
punctuated. I made a note when I was reading; I said, these chapters are loaded with memories. They are 
peppered throughout. I like that description, because they are peppered. It has this sort of feeling of 



there’s this, there’s this, there’s this. There are small scenes and they’re strung together and we talked 
about this idea that in some ways, they’re interlocking vignettes rather than continuous scenes, which I 
found easy to read. It certainly is fast-paced. But I wanted to give some examples, and it starts very early. 
Even if you just look at page one, which is, on my version of the paperback, page 9, here she says, “I was 
on fire. It’s my earliest memory.” This scene—if you look at the early pages of this book, the line breaks 
are very distinct. You’ll see hard returns, and then we move into a next scene. “When we got to the 
hospital, nurses put me on a stretcher. They talked in loud, worried whispers while they cut off what was 
left of my fancy pink dress.” Then there’s another hard line break, and then here she is after the fact. “The 
doctors said I was lucky to be alive.” So she’s already taken us through the skin graft in this scene. It 
moves very fast, but it also is told as a sequence of little memories and in essence, they’re vignettes and 
they truly do read like childhood memories. On page 11, after the line break, she says, “Every couple of 
days, the nurses change the bandages. They would put the used bandage off to the side, wadded and 
covered with smears of blood and yellow stuff and little pieces of burned skin.” What’s compelling about 
the way that she writes here is that you feel that you are in this child perspective of her experience. She’s 
supposed to be three years old here. I mentioned in the free call that that seemed a bit young to me, but 
nevertheless, you are in a very young perspective and her observations are very childlike. And the way 
that the story is told is more as memory. This is what this little section is called, “Writing Scene as 
Memories.” In fact, the entire vignette—the entire scene—is posed as a memory. She opens and says, “I 
was on fire. It’s my earliest memory.” That’s very powerful, and not very many writers feel that they have 
the permission to talk about their experiences as memories. They feel that they need to be in the scene. 
We largely teach that that’s true, but I also think it’s important to give yourself the flexibility to refer to 
certain elements of what you’re recalling, particularly if you’re doing coming of age and you’re writing 
from a young perspective, this is a memory that I have. It takes on a little bit of a different kind of 
emotional energy when you contextualize something as a memory. You don’t want to overkill it, but 
certainly you can think about it in that way and it’s powerful. Do you want to add something, Linda Joy? 
 
LJM: I did. I love that you’re talking about context here from the very beginning—“It’s my earliest 
memory. I was three years old.” But it’s interesting that she’s also writing in the past tense, which means 
while she’s in the character inside the child’s body and mind, she’s also reflecting back at the same time, 
which is a pretty interesting thing. It’s like conducting a symphony; you’re hearing two levels of melody 
all at once.  
 
BW: Absolutely. And it is skillful—that’s the thing. It feels young in some ways, but she’s also very 
much intentionally being in this voice of innocence. We have a whole call on the voice of innocence 
versus the voice of experience, so that’s going to be an interesting class and we’ll get some more details 
there. I want to cover a couple of more examples of scenes that she does and what I mean by vignette. On 
page 52 of the trade paperback, this is the piano scene that a lot of you will probably remember when they 
try to lift the piano through the house and basically it just crashes right out the back door and lands in the 
trees. It’s almost surreal, the way that this happens. The mother is so incredibly irresponsible and doesn’t 
take any ownership for what happens. The whole scene is very short—it’s pages 52 and 53—and it is this 
tiny, encapsulated, contained scene that packs a really strong punch. If you think about the emotional 
impact of what happens when this piano is lifted out and over and then she eventually just starts playing 
the piano outside at the end of this chapter. It says, “On the days Mom felt inspired, she took her sheet 
music and one of our school chairs outside and pounded at her music back there. Most pianists never get 
the chance to play in the great outdoors, she said, and now the whole neighborhood can enjoy the music 
too.” So what you often see Jeannette doing in her book is making light, in some ways—I don’t mean that 
in a negative way at all—but making light of really awful situations by showing the ways in which her 
mother, who definitely, I would argue, is manic-depressive, is sort of delighted by things that happen no 
matter if they’re good or bad. They don’t seem to ascribe much energy, negative or positive, per se. The 
mom is just very positive throughout—whether that’s merited or not—is what I’m trying to say. What I 
wanted to point out is how short of a scene that is and how much she gets done in that little tiny scene. 



And then by contrast—I’m going to end on this example—at the end of the book—part four, I believe—
which is the part where she’s an adult and in New York, I think, in my opinion, that this entire section is a 
little bit too crammed for my taste. It’s possible that this book could have ended when she was 17 at the 
end of part three, although I think that it’s important to see what happens to her mom and dad as they 
move to New York later in life. In some ways, it could have been handled in an epilogue, because the 
effect of what happens in the New York section, in my opinion, is that everything moves so fast that I had 
a bit of a hard time catching up. I felt that I was on fast-forward, and it’s short. It’s only from page 245 to 
288, and she covers a lot of ground. Some of you might have just appreciated that for the chance to catch 
up, but the point that I wanted to make is that these scenes do move really fast and they’re—in some 
ways, she’s trying to pack so much in that it didn’t have the same impact as some of the earlier coming-
of-age stuff where she allowed us to be more in her experiences. I just wanted to point out to all of you 
the difference. There’s something to be said here around pacing. The pacing in part four is different than 
the rest of the book, and that may have been intentional—I’m not sure. But it’s important to understand 
these concepts for yourself when you’re writing your own scenes. 
 
LJM: I’m glad you mentioned that, because I was very surprised, particularly the first time I read it, to 
see so much crammed in at the end. Clearly, she wanted to—we were, very briefly, for two pages or three, 
with the adult Jeannette watching her mother dig in the garbage at the beginning, so she does bring it back 
to that. If I had to guess, since we work with a lot of memoir writers, most people need to write it straight 
through and figure out where they are and what happened when. She might have pulled some threads to 
create this—in a way, it’s a frame of the now narrator and then the child is the whole story until part four, 
which is 43 pages. But I have seen it in other books. I saw it in one of Jennifer Lauck’s books, where it 
was the child in the very first book and then her second book was half the child and then half a much 
older person with a completely different voice, which I thought was interesting. We can say, oh, that’s 
great or that’s not great—it’s not about that. It’s just that you make these choices when you’re writing. 
It’s very comforting to know that all the book people say no book or no work of art is without any kind of 
flaw or what somebody could call a flaw, but all it is is that every artist does what they can to create the 
work in their own way, the best they can. 
 
BW: There are lots of different factors that go into it as well. There are editorial decisions that are 
made—Donna is making an interesting point where she says, “I saw part four as an epilogue, so its being 
short didn’t bother me.” That’s kind of cool. That could have been intentional. And then Karen is also 
saying in the comments, “Don’t you think she was trying to redeem her parents in some way in New 
York?” Perhaps redemption and perhaps just because readers would have wanted to know what happened. 
It was so outrageous, in certain ways, that I’m sure the editor who read this book said, you can’t leave it 
here. I might have said that myself—this is not a satisfactory ending. That is a decision that might have 
just been made in an editorial capacity. 
 
LJM: We do want to know, are you okay? Who are you now? Because a memoir is about identity. It’s 
about many things, but part of what it’s about is identity and survival. Certainly in a book like this, 
particularly since it’s about surviving this—that’s the point. 
 
BW: On the theme of survival—that’s a good segue—can you see my slides okay? I just want to make 
sure. 
 
LJM: I can, yes. I like these little bits of film—it’s a very good way of showing what we’re trying to do 
here, with these little squares of film. That’s what we’re writing in these scenes. Just a little bit of 
background about trauma. There’s so much to say about it; we’ll do our best to talk about it this week and 
throughout the weeks and weave it through. But to acknowledge that this is what a lot of people need to 
write about and want to write about for so many reasons. I’ve been teaching writing to therapists and 
other people who are interested in writing as healing as a topic for—I guess it’s all the way up to 



seventeen years at this point. There is a process that people need to go through from remembering to 
figuring out what they want to say. We’re going to take you through some of that in this course—finding 
the insignificant moments. But there are some cautions as well. When you write trauma, you need to be 
balanced in how you dig in and go into the archaeological dig of traumatic memory. Again, it’s such a 
huge topic. There are whole books on traumatic memory and healing trauma that can be helpful to you. 
But the thing of it is you go into that dark night carefully and you bring a light and you bring a buddy. 
You bring your dog or Gandalf or somebody like that. You need to go in carefully and with awareness 
that you’re going to run into some tough stuff, but you also in the middle of all that writing and exploring 
find amazing gifts. This is why people do it even though it’s tough. The gifts have to do with 
transformational moments or insights that come through the writing. When we write, we—as you all 
perhaps have experienced—we don’t know what is going to come out. That’s both a little scary and a 
little exciting—that’s part of the creative energy that happens. When we don’t know what’s going to 
come out, we could just be stuck in our inner critic or our fear and not write, but we invite you to write 
anyway. Write into these moments. I’ll say how to balance it in just a second. Write into it and see how 
you come out of the scene. You may have an epiphany that you have never had before. This happens so 
often that I can say that it will happen to you. It may not happen in every scene and every time, but it will 
happen. The writing digs past our conscious mind. One of the keys is to write in scene. When we write in 
scene, like Brooke is talking about, we’re in a certain place at a certain time with the weather, the place, 
where we are, what is happening, how old we are, who’s around us—either your characters that are in 
your story—think of scene as a stage play and who’s on that stage at that moment and where are they 
located. From there—as you know, in all stage plays, in every scene there is a reason for that scene to be 
occurring. Why are these people there and what are they up to? As a reader and as a watcher of plays, 
you’re going, okay, why are we here? Why are we watching this? That helps guide you. When you’re 
writing a scene, there’s a reason for it. Every single scene or scenette or vignette—whatever it is that 
Jeannette Walls is presenting—is there because it shows a particular thing that is happening to her or to 
the family. You can see it. I think that’s why it’s hard to put down, is that you’re right there—you’re right 
in the middle of it.  
 
BW: I want to just interject to say that’s an important question to ask yourself when you’re writing. 
Oftentimes writers are not asking themselves that relatively easy question: Why is this here? In 
Jeannette’s book, every single scene propels forward something. It’s showing you—even if it’s just 
showing dysfunction, in part that is its point. Or showing the fierce loyalty of the family—there are all of 
these places where it’s building upon one another so that you’re getting the essence of her experience. But 
it’s important, whatever kind of book that you guys might be writing, to make sure that your scene is 
serving a purpose. 
 
LJM: That’s great—very important. So there are a couple of things about this scene—deepening into 
scene, I call it. There are two points of attention. There is the—let’s say you’re five years old like she is. 
And Jeannette does this in her scene. She is the little girl—she is in that little girl body and that little girl 
perspective, but you can also see how she’s writing it from the perspective of who she is as an author. She 
is looking down and over the situation that she’s finding herself in. One example is—in the middle of it, 
on page 59, she’s talking about finding beautiful rocks out in the desert. So I’m just going to read briefly, 
because I just want to say something about this: “I could not bear the idea of leaving the rocks out there, 
so I started a collection. We found garnets and granite and obsidian and Mexican crazy lace and more and 
more turquoise. We made necklaces for Mom out of the turquoise and we found sheets of mica you could 
pound into powder and rub all over your body so you’d shimmer under the Nevada sun as if you were 
coated with diamonds.” That is one of the positive moments in the story, and notice how specific she is—
what kinds of rocks. Some people would say, we went to the desert and we found a bunch of cool rocks. 
But Jeannette tells you what the rocks are, what they did with them, and even adds a little bit of magic—
“as if we were coated with diamonds.” Again, it’s an example—the narrator child is always trying to find 
a positive perspective and the author, who is noticing the whole story as she’s writing it, is able to give 



you all of those details—to look them up in case she forgot. Maybe she didn’t remember exactly which 
rocks, but then maybe she looked up and did her research on what kind of rocks were in that desert. You 
can find that information. She does that so skillfully that you feel like you’re there with her. You need to 
claim your experience in the “I” voice. We get a lot of questions—“Can I write it in third person?” I’ll say 
this about that: some people have such traumatic scenes that they’re afraid to write it in the “I” voice. It’s 
just too much for them. So when you start off, when you’re just doing your healing draft—your very first 
moments of getting something on the page—you can write it in third person. You can say “she” or “he,” 
knowing that later, once you’re not as shaky about all that, you’ll most likely change it to “I.” Now, there 
is experimental work done and you’ll see all kinds of memoirs that you’ll see written in “you,” you’ll see 
it written in “we,” you’ll see it written in third person. I think for beginners, that gets to be problematic. I 
recommend your early drafts be as early as you can get them into the “I,” because when you say “I,” 
you’re also powerfully claiming your experience and that is part of the gift that you get from writing a 
memoir. The final bit here is keeping track of the dark scenes—the moments that are most painful or 
difficult. I suggest people make a list of five or ten of your difficult, traumatic, challenging scenes, and 
then I want you to write a list of ten—or more, if you can—better moments. They might not be kickingly 
happy, but better moments. They might be moments of joy or moments of redemption or moments when 
someone was kind, moments when you got a gift, or maybe you rubbed mica on your skin and you looked 
like you were bathed in diamonds like Jeannette was talking about. There are these moments in the book 
where we go, oh, thank you, there’s some relief from some of the other moments that are hard on us to 
read. Was it hard on you to read some of this, Brooke? 
 
BW: Yeah, definitely. I had my moments, and also I think there were a lot of moments of just, I can’t 
believe this is happening, and not in a way of oh my God I don’t believe her, but like oh my God I can’t 
believe this, because you see the ways in which—the things she was subjected to that didn’t feel fair or 
didn’t feel okay. Then she has this sort of I would say magical way of making you feel okay about it or 
making it feel like she was almost special because of it. That’s also very skillful because that’s exactly 
what her parents were doing to her. 
 
LJM: They were teaching her through that lens. When you write trauma—I’ve had this happen—two 
things would happen in my classes when I was teaching before Brooke and I were teaching together. 
People would say, “I can’t remember things.” That was one thing that would happen and we’re going to 
talk more about this later, about memory and how to remember better. Or they would say, “I don’t have 
any good moments,” or they would say, “Every time I try to write a good moment I fall into the traumatic 
moment and I can’t get out.” That’s why I recommend lists. The therapist part of me knows that when 
there’s trauma, you need to have some structure and you need to have a way out. A list is a very 
structured thing; you’re not freewriting. You’re not just letting it all hang out. You’re not letting the 
writing fall out the end of your pen, because sometimes when that happens you end up in that hole that 
you can’t get out of. Give yourself permission to not do that in case that happens to you. For others of you 
who feel more stuck, maybe free writing is a good idea. It helps you get some stuff out so you can see 
what you’re thinking or see what is there. But at all times, do find balance. When you keep your writing 
trauma at only fifteen minutes—keep it short, keep it contained, and take good care of yourself. 
 
BW: Good advice. People are making good comments, and we’ll get to some of those—the bigger 
questions at the end, so thanks everyone. I want to talk here about what it means to write dispassionately 
and why it’s important in a book like this—this is a good segue, because Donna just said in the 
comments, “The magical side of her parents was what made it bearable for her and us, I think.” I would 
agree and I would say that the dispassion, in some ways, is what makes it bearable. Jeannette does not 
wallow in her experiences. In fact, it’s quite the opposite. Sometimes she really makes fun out of 
experiences that are not so fun. You can see that. So it is a very intentional handling that she’s doing 
when she is showing—I think there’s a way in which she’s showing her parents’ approach to the world 
and the ways in which that is metabolized in her and how, then, her outlook was impacted by that so that 



you’re seeing this whole family that has a very unique and different take on the world and you’re 
struggling as the reader to figure out what your own feelings are about it. Do you feel happy for them? Do 
you feel sorry for them? I didn’t feel sorry for her almost ever. There were a couple of moments that I just 
thought, Man, that’s tough. Certainly one of those moments is when she finally clues in to how difficult 
things are for her mom—when her mother leaves on a trip and she’s left to deal with her father and to 
allocate his allowance and to deal with him asking her for money. We finally get into her recognition of 
how hard her mom had it. There are just these few moments that are handled almost as moments of 
recognition on Jeannette’s part, like oh wow, this is how I make sense of this. That was really powerful. 
But there are many moments—and I’m going to read some of them—that show dispassion. And to define 
dispassion, it means literally not influenced by strong emotion; able to be rational and impartial. There is 
a question in traumatic memoir, how does one remain rational and impartial? It’s certainly not easy, and I 
read a lot of memoir—especially proposals—in my time at Seal Press where the writer is just hitting you 
over the head with resentment and anger and frustration and they haven’t done the work to become 
dispassionate. That’s why I say that it’s important. Memoir is not a therapy session. You need a lot of 
therapy sessions to get to a place to be able to write with dispassion, but if you are writing from a place of 
being triggered, the reader isn’t ready to be in that experience yet. I think that’s one of the things that’s so 
successful about The Glass Castle and why we can emulate it as a memoir that works, because this truly 
is a traumatic memoir and yet you don’t leave the experience feeling traumatized. That is due to 
dispassion and just her showing—like Linda Joy is talking about, too, the upsides and the downsides. 
There are, in fact, some positive memories here. But some of the positive memories are problematic. I 
want to share one of them, which is the lion scene where they go to the zoo. And what happens is—it’s on 
page 106 of the trade paperback, halfway through the page it begins: “One day we heard on the radio that 
a woman in the suburbs had seen a mountain lion behind her house and had called the police, who shot 
the animal. Dad got so angry he put his fist through a wall. ‘That mountain lion had as much right to his 
life as that sour old biddy has to hers,’ he said. You can’t kill something just because it’s wild.” This sets 
off his determination to go with his children to the zoo and to the lion’s den. He actually takes them inside 
the lion’s den; they climb over the chain and when she looks back—this is now on page 109—“When I 
looked back, the cheetah was following us along the side of the cage. And then out comes the man in the 
blue uniform, running toward us holding onto the gun and nightstick in his belt.” It’s very dramatic. “He 
grabbed Dad by the shoulder, but Dad pushed him off and assumed a fighting stance.” Now, when they 
leave—this is the very end of the chapter—“Dad nodded and held out his hand in a peace gesture. He led 
us through the crowd and toward the exit, chuckling and shaking his head to let us kids know that these 
fools were not worth the time it would take to kick their butts. I could hear people around us whispering 
about the crazy drunk man and his dirty little urchin children, but who cared what they thought? None of 
them had ever had their hand licked by a cheetah.” I love this scene. I think it’s phenomenally written, 
because it is an example of dispassionate writing. What she shows you very clearly is that her dad was 
very drunk, that he was incredibly irresponsible, and that the impact that they as a family had on other 
people was not a good one—that people were shaking their heads and saying, look at that drunk guy and 
those dirty urchins, and they essentially got kicked out of the zoo. But the bravado of the dad and the 
experience of her is a little bit Don Quixote-ish. Like, here we go, we’re going to challenge these lions 
and get into the den and I’m going to show you that they’re peaceful animals. It’s enchanting because of 
that. So this is what’s interesting about what she’s able to do, is that there’s nothing that—if you 
witnessed this in a zoo context you would have been horrified, but reading about it there is a certain 
amount of a delight factor. That’s contradictory in some ways, but that’s also what makes it wonderful 
and that’s an example of perhaps a dispassionate scene, because it has strong emotion but it takes you in 
an unexpected direction. This is more truly dispassionate, so let me read this one single paragraph on page 
28, where it says—the last paragraph of the chapter: “Mom said Dad was never the same after Mary 
Charlene died. He started having dark moods, staying out late and coming home drunk and losing jobs. 
One day after Brian was born, we were short on cash, so Dad pawned Mom’s big diamond wedding ring 
which her mother had paid for, and that upset Mom. After that, whenever Mom and Dad got into a fight, 
Mom brought up the ring and Dad told her to quit her damn bellyaching. He’d say he was going to get her 



a ring even fancier than the one he’d pawned. That was why he had to find gold—to get Mom a new 
wedding ring. That, and so we could build the glass castle.” That paragraph is a perfect example of a 
dispassionate paragraph. It’s full of all kinds—rife with problems and sadness, and yet you can see that 
it’s not influenced by strong emotion in that she’s recounting it. This is just the reality of her situation. I 
also like it—you read something like that and you just go, wow—your brain is on fire a little bit and you 
do feel. It’s not that you don’t feel as a reader, it’s simply that this way of presenting something doesn’t 
make you feel like she’s wallowing or asking for pity. She’s presenting the situation as it is and it’s 
powerful and I think it’s a really wonderful way to write through hard scenes. 
 
LJM: I agree, and this is what’s really hard sometimes when people are writing trauma. You made an 
interesting comment earlier about how you may need therapy in order to write dispassionately. Let’s say 
you run into something that you didn’t have therapy about and you’re not in therapy right now—what can 
you do? You can write it and spill the guts of it in your journal and get it out of you in that raw form as a 
way to get to a place, emotionally, where you can write dispassionately. My guess is—I don’t know about 
Jeannette Walls exactly—I truly don’t know—but my guess is that she wrote it more than once and that 
she had done some processing of this way before she wrote a memoir about it. That’s part of how she can 
come up with this standing back. That’s what I meant earlier—she’s standing back and looking down. I 
sometimes felt like I was looking down on the scenes, as if I were suspended in air looking down at these 
people in the little play that they’re in with the cheetah. It’s got that quality of looking down or looking 
back and we’re not traumatized too much. I think different people will feel different ways about some of 
these scenes. 
 
BW: Of course, and that’s important that everyone has their own experience and impressions of these 
things. Let’s cover the next one. There are so many questions, so I want to make sure that we leave a good 
ten or twenty minutes.  
 
LJM: We’re always talking about truth. There is your truth, which is a huge subject and we’ll be talking 
more about that, but also how does the reader perceive truth? It’s such a big subject that it will come in 
over and over and weave through. The main thing is that your goal, especially in your first draft, is to 
come to terms with your own truth. What is it that you want to say? What is your point of view about 
these situations? Even though your family may not agree with them or maybe you’ve had disagreements 
on what happened and so on—it’s very normal for this to go on in families, where somebody is 
recounting complicated or dysfunctional stories. In many families, people take a different stance on what 
really happened and who’s right and who’s wrong and who’s to blame and who’s innocent and who has 
the power and who doesn’t. I talk a lot about this in my book The Power of Memoir, because I write some 
chapters on the psychology of writing memoir and dealing with family. You need to write your own 
scenes and immerse yourself in the now of these moments. Now, now, now. In scenes, in a certain place 
and time, with what you experienced, looking through your eyes. You’re the person who experienced it; 
you’re the person who is giving testimony. Another term for memoir writing is testimony. You’re making 
testimony to your experience. Another way that the issue of truth comes up is can you—we’ll talk more 
about this, too, because it just weaves all the way through all of our classes on memoir writing—can you 
create composite characters is one of the questions we get, and is it truth? Are composite characters—
when you have four aunts and ten cousins, which is an awful lot of people to keep track of in a book, 
especially if they don’t do anything significant—and instead of four aunts you have two aunts and instead 
of ten cousins you have three cousins. Some people will say that’s lying. Some people will say that’s 
fictionalizing. We don’t feel that way; we feel that if you write it with the emotional truth and that you are 
keeping a basic accuracy about what these aunts did and their effect on your or the cousins, that is the 
point. Other people will disagree with us, but we do see a lot of this in the current writing of memoir. This 
is often the skill that is used. The other thing you’re going to be doing is creating characters out of people 
that you knew and that you know. You’re going to be creating dialogue. So people say, well, okay, the 
three-year-old that Jeannette was can’t remember all of this detail, so therefore she must be fictionalizing 



or over-fictionalizing. There are two points here. One is that some people really do remember lots of 
detail from their past. Briefly, I will just say that there is such a thing as traumatic memory and it is a loop 
that goes around and around where in that moment of trauma, everything is highly visible and highly felt. 
It gets kind of fried into the brain, that moment, and the person can’t forget it. They want to forget it 
sometimes and they can’t. The research on writing shows us that writing can actually help and we’ll talk 
more about writing as healing and some of these studies in another class. You claim your truth, write it 
out, and this is what Jeannette did. She wrote what the three-year-old, what the five-year-old, what the 
eight-year-old, what the ten-year-old experienced with enormous detail, and it’s believable. It’s 
unbelievable in the way that Brooke said it, like “People really live like this? My gosh, it’s unbelievable.” 
But with the detail in the scenes, we are with her. She’s not abstract and vague. So there will be more on 
all of these things throughout the four weeks. 
 
BW: And just a note, I said this in the free webinar that we did last week but I think it bears repeating 
because we so often hear that oh, my story is so unbelievable that no one is going to believe me, basically. 
That can be a real impediment to getting the writing done. We wanted to reiterate in today’s call, 
particularly around dark memories and truths, that it is fundamentally important to be able to find ways to 
protect yourself, and Linda Joy talked about that a little bit. I mean, as best you can—obviously it’s easier 
said than done—to just reside with your own truths about the thing that you want to share and I think 
there’s just this rub that happens a lot of times with, oh, people aren’t going to believe me or oh, it’s too 
outrageous, and then the more you share it the more that confirms that belief. I just want to make a plug 
for it being the case that if that’s true, you need extra self-protection and then hopefully memoirs like The 
Glass Castle and other ones that have been successful can do is show some sort of template and a success 
story for someone who, yeah, there are absolutely feelings out there in the world that some of these 
memoirs like The Glass Castle and others have been embellished or enhanced. The truth of the matter is 
at the end of the day, it doesn’t really matter unless we’re talking about a book like—I mentioned these 
last time, but A Million Little Pieces or Three Cups of Tea. There have been a handful of other ones where 
the authors outright fabricated things. I don’t believe that anything in Jeannette’s book was fabricated, but 
I do believe that she did what Linda Joy said, researched things and went back to memories and perhaps 
even called upon her siblings or her parents to recreate things. All of that stuff is fair game in memoir. 
There is so much conversation about is this allowed or is that allowed—the truth, blah, blah, blah—and 
we are going to talk about it a lot more. But this memoir gives us an opportunity to talk about it in a way 
that, again, Linda Joy and I really want to frame as giving you all permission. So much stuff happens—so 
much contraction happens around not having permission to write your truths. 
 
LJM: That’s a very important subject. 
 
BW: Thank you for all of your good questions. Let me talk about some of these and we’ll answer them. 
We have about eleven minutes left. I’ll go back to the beginning to some of the ones that kind of cover—
Annie asks here, “Does it work to add vignettes in second-person child’s point of view attached to 
chapters of first-person point of view written from adolescence through young adult?” My feeling on 
second person is that yeah, it definitely works, and it can get tedious very fast. It’s powerful—it packs a 
punch and it is a really cool writing device—but if you do it a lot it can also be one of those things that’s 
kind of like writing flashbacks in italics. If you have page after page, it’s cumbersome. So if you’re using 
second person, I would really just make a case for using it sparingly. 
 
LJM: Mary Carr’s book Cherry—her second memoir in her series of three—is written mostly in “you”—
in second person. It has a real attitude. She does a lot with voice around there. So that’s an example that 
people could read to see how that feels. 
 
BW: She’s one of the most skilled memoirists. 
 



LJM: Yes, she’s skilled. 
 
BW: Definitely. I think for most people, it’s great to employ as a craft point but just because I’m saying 
this doesn’t mean that those of you who aren’t using second person should go out and try it. Marjorie had 
asked if we can define voice. We are going to have a whole class on that—class number three is about the 
voice of experience and voice of innocence, so I just want to acknowledge that we got the question but I 
think we should save it for class three if that’s okay. So tune back. Annie wrote—this is a comment more 
than anything, but I think other people can relate. She wants to write her memoir dispassionately. “As an 
adult, I’ve become comfortable with myself. I’ve become balanced as I’ve faced my past and processed 
the pain. I’m able to write about my pain and help others experience it, but I no longer writhe in pain.” 
Don’t you see that, Linda Joy—the best people who come to memoir are those who are where you’re at—
more comfortable, kind of on the other side of something. It can be really difficult to write a memoir 
when you’re in the throes of the pain or like you’re saying, in the middle of writhing in pain.  
 
LJM: Or anger—an early memoir I read many years ago I think is the only book I’ve ever thrown across 
the room and screamed at the author. She was so not resolved with many of the things that she was 
putting in the latter half of her book. The earlier half was very restrained, and read like she’d processed it. 
She’d probably written it first and had written more and edited it more. I don’t know what happened, but 
she was enraged at her adoptive parents and it was splattered all over the page. Frankly, I was very put off 
by it because there wasn’t any room for me, the reader, to decide how I felt about the situation. So she just 
published too soon, I felt. It wasn’t that it’s all wrong, but some of our processing needs to be done in 
private and then what are you offering the reader? What are they learning? 
 
BW: It’s a hugely important question and a lot of times, I think memoirs that have trauma are most 
susceptible to falling into the processing problem. You are trying to work it out and you’re trying to make 
sense of it and sometimes this needs to happen in early drafts. It’s hard to have the distance to ask 
yourself those questions, what is the reader getting out of it? And sometimes, like in The Glass Castle, 
what are we getting out of this memoir? The truth of the matter is that it’s an invitation—it’s a window 
into what it feels like to grow up under these circumstances. But at the end of the day, because of the arc 
of the memoir, it’s also about survival. I mentioned this in the free call as well, but there’s also something 
very Americana about it, between the desert and Virginia and the sort of self-madeness of her parents 
even though they’re not really making it. There’s something cultural about it even though it’s sort of the 
poverty part of our culture. But still, it’s very impactful because of that. Those are takeaways for the 
reader and make us interested in reading it. And I too, like I’ve said, have read a lot of memoirs that 
unfortunately feel like vendettas or scolding. If you’re in that place, it’s hard to know that you’re in that 
place sometimes, so these are important questions to come to terms with. But it’s nice to hear that, Annie, 
because when you have the perspective like I know I was someplace and I’m not there anymore, it can be 
really profound. Angela poses this question to you, Linda: “What in your experience have you found is 
the most helpful when writing trauma to stay balanced?” She says, “I seem to be re-traumatizing myself 
as I write.” 
 
LJM: The most important thing—there are several important things. One is that I had support when I was 
writing it; I had emotional support through various—either a writing group or a therapist or both. Part of 
it was to do what I’m mentioning about writing the positive. I began with positive stories. My memoir is 
about three generations of mothers who abandoned their daughters and how I tried to break that chain of 
abandonment and find forgiveness. But there are a lot of abandoned moments in there and moments of 
betrayal. I had to weave the light. Just like I’m teaching you, I learned it by doing it—weaving the light 
stories, the happier stories, the moments when somebody saved me or when somebody recognized me, 
looked into my eyes and gave me something with the ones where I was bereft. 
 



BW: That’s helpful; thank you. Monica says, “In terms of fictionalizing, would it have been okay for 
Jeannette to have made up the scene about the zoo in order to give an example of her emotional truth? In 
other words, composites might be fine, but can we make up what seem like facts in our lives?” No. That’s 
a great question, Monica, so thank you for posing it. I think it’s very important, when we’re talking about 
emotional truth, what we’re talking about is the feelings evoked in here. For instance, there’s a scene very 
early on where she’s cooking hot dogs in her family’s home and she’s like three years old and she’s 
talking about, I’m hungry—she’s kind of attitudey, like I’m hungry and I wanted to make the hot dogs 
and my parents were really proud of me. I’m not sure if she remembers the exact details of what happened 
around making hot dogs, but I have no doubt that three-year-old Jeannette made the hot dogs. So what it 
really is is about enhancing something that really did happen on an emotional level so that the reader gets 
a full experience, but it’s not about fictionalizing something that actually didn’t happen or placing 
yourself in a scene or a sequence of events that didn’t happen but might have happened. That absolutely 
would be fictionalizing and would be, in my opinion, the equivalent of making something up. 
 
LJM: I agree. 
 
BW: But thank you, because I think this question comes up a lot and it’s a really good question. Karen 
asks, “Would you not say her detail is ‘recreated memory’ to give the true picture but not really the exact 
details?” That’s a little more nuanced variation. 
 
LJM: We don’t know—how do we know? How do we know what she did? Nuanced—we could talk 
about that for a moment. I can give an example from my book. I don’t know what she did, but in some of 
my stories I needed to dress people. What did they wear? Because it’s important to have certain details. 
So I would go to the mental closet that belonged to my grandmother and I would pick out a dress for her. 
I didn’t make up that she wore the kinds of clothes she didn’t wear, because I remembered a lot of her 
dresses. But on a certain day that we were going to go pick up my mother from the train, did she wear that 
dress? I have no idea. I don’t know that she wore that dress on that day, but I do know that she wore a 
certain dress enough of the time that I could clothe her in it and feel that I was writing an authentic scene. 
 
BW: Great answer. Let’s take Terry’s question as the final question, and a good one, Terry, thank you. 
“How do you write imagined trauma like slavery?” 
 
LJM: I don’t know what that means. 
 
BW: Imagined trauma, like she herself didn’t live through slavery but I’m assuming maybe her ancestors 
might have. So this is a great question, and Linda Joy and I have taught this in our long class about how 
to write family memories or family truths—things that you maybe don’t know of firsthand but you do 
know of secondhand and thirdhand through your family of origin. I’m inferring that from your question, 
Terry, so I hope I’m on track. We believe and have incorporated this into our longer course—that if it is 
your family of origin and it is legacy that you’re writing and you know it on a cellular level because of 
your family or your forebears for some reason or another, that you can write that. You can write that as 
you know it and you can write it from the perspective of a parent or a grandparent. It might be a little bit 
outside the box of a typical memoir, but there are examples of it. You have the one example, Linda Joy, 
that you recently lent me the book. 
 
LJM: It’s by John Lanchester and it’s called A Family Romance. What he did is he researched—it’s his 
own memoir mixed in with the stories through the point of view of both sets of grandparents and both 
parents. What he did is he used the research that he did—and it was extensive, so he drew upon the 
research about his family and what they were doing when and what was happening to them and the 
significant pieces of the story he wanted to tell, and he wove it together with his story. It really works. But 
he’s an extremely well-known writer; he’s written several books of fiction already, and he really made it 



work. But you have to work at it. The other way to do it is to write, I imagine it was like this, or I can see 
her on that day when she was toiling in the field and such and such happened. Maybe it was this day 
when they came and got her or— 
 
BW: You bring in hypotheticals and/or the conditional, right? There’s this place where you’re proposing 
a maybe or an implied, yes, I wasn’t there, but I know this because. There are definitely ways to do it, and 
we’re seeing in our longer course that some of our authors are actually attempting it and doing it quite 
well, which is why we incorporated it into one of our classes. I think a lot of people do want to write the 
family story, so good luck with that, Terry. I think it’s very noble. 
 
LJM: Me too. 
 
BW: Thank you, everyone. You guys had very good questions. The author, Julia, was John Lanchester, 
so definitely go check that out. Donna is sharing that Bev Lowry write an imagined book about Harriet 
Tubman, so that’s interesting too. Thank you all and we’ll have more opportunities to share stuff next 
week. We’ll see you a week from today for class number two. Linda Joy, thank you as always. 
 
LJM: Thank you, Brooke, and thank you all for being here. 
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Brooke Warner: Welcome to class number two, Structure and Takeaway. We’d love to hear a hello in 
the question window and test out to make sure everything is working okay. How are you doing tonight, 
Linda Joy? 
 
LJM: I’m looking forward to talking about all of these things tonight—scenes and vignettes—and getting 
back into The Glass Castle.  
 
BW: Indeed. Let’s go ahead and dive right in. Today is an important class in terms of those of you who 
are writing your own memoir, particularly because structure and takeaway are two of the fundamental 
cornerstones of every memoir. We’re going to get into some definitions and examples and it is very 
fascinating. We’re going to start with Linda Joy. 
 
LJM: I’m going to define what a scene is and a vignette and then I’m going to give you some examples 
from the book about how they’re similar and different. A scene takes place in a particular moment in time 
in a particular place. We are embodied when we are in a scene and it is filled with sensual details and 
details of all kinds about what is happening. It includes action of some kind. Some people are doing 
things; they are often talking, though dialogue isn’t always in a scene, but very often it is.  
 
Description shows what things look like. You smell that world, and the world that you’re in at that 
moment has sounds. It is an embodied experience of being there in a particular time and place. I’ll give 
you an example in a moment. I’m going to define a vignette next.  
 
A vignette is short, and it’s actually a brief descriptive episode. It’s more of an episode than a full scene, 
and we’re going to be discussing more about that. But this book is mostly based on brief descriptive 
episodes. Brooke is going to talk about the narrative arc in this. There is an arc throughout the whole 
book, but it’s like little clips—the little things you see hanging on the clothesline in our image on the 
screen is a great image for what a vignette looks like. A whole photograph would show that entire scene 
from a further distance with more included, I would think. This is part of what we want you to think about 
when you’re thinking about scene versus vignette. We encourage people to write scenes in your own 



memoir. Some people say, well, I just want to do a series of snapshots and flashes. Of course you can, and 
Jeannette did, but it is a little bit unusual, isn’t it, Brooke, for a whole book to be that way? 
 
BW: Absolutely. It’s interesting when we talk about this from a publishing perspective, too, because it’s 
often said that books like Jeannette’s are difficult to sell. And in part, it’s because it is difficult to execute 
these back-to-back vignettes, and yet she does it really beautifully. 
 
LJM: She does it well because they are so descriptive. I believe that’s the reason that they work. There is 
one chapter that Brooke and I agree is a full scene. You talked about it last week, Brooke, and I just loved 
it—it’s the zoo scene which occurs on pages 106 to 109. It’s one of the longest chapters—these are really 
barely chapters, but they are separated as if they are chapters, these episodes.  
 
This one has a shape to it. “City life was getting to Dad. I’m starting to feel like a rat in a maze.” She goes 
on to say he hated the way Phoenix was organized and the PTA and the bank accounts and the nine to five 
jobs. So she writes about how the dad found out about a mountain lion that was brought to the zoo, so he 
brings the children to the zoo and he gets them in past the lion’s den fence and brings them right in there, 
which is pretty intense to read about. The shape of it is that you find out that this dad just loves to be 
doing something unusual and different, and he feels that it’s educational. 
 
She just presents it—she doesn’t really comment on his behavior at all. She stays in the point of view of 
the child and writes what happened. So they do climb over the fence and the cheetah licks her hand, like 
we were talking about last week. People begin to stare at them and they finally leave because somebody 
comes after them and wants to get the children out of there so they aren’t eaten by the lions, and then it 
ends. It does have a beginning, middle, and an end, whereas many of the vignettes don’t. 
 
I wanted to take you all—as another example of vignette—through a series of vignettes. We’re going to 
start on page 206. I’m going to show you how—Brooke and I thought this was a good example to show 
you these little clips and how they’re working. This is in the paperback book that I have. On the 
beginning of page 206, the topic is her sister Maureen. Each of these little clips has a topic. Her sister 
Maureen is the topic on page 206 and about a quarter of the page on 207. Then there is what we call a line 
break, which is a big double-double space, and then there’s another topic and it’s about Mom being as 
wise as a philosopher. The one about Maureen was how—Maureen sounds like she’s starting to fall apart, 
actually. Then there’s a little bit about Mom. It’s not more than a page to a page and a half, and then the 
next one is about—on the bottom of page 208, going to page 210, it’s about food. Not having food and 
not having money and wanting to have food. They buy it in bulk, eat it all at once, and then they don’t 
have any more food. 
 
Then the next clip is about—I called it about danger. The father takes her into a gathering with other men 
who basically paw her and try to molest her. That’s what happens in that clip and then there is a half a 
page of another vignette—a tiny, tiny thing—where we see that we the reader see more than what the 
narrator is telling us directly. It’s through showing and it’s through these little scenettes. Through 
showing, she doesn’t have to comment where she’s actually let down by the father. She’s been put in 
danger, but the father reframes it that she’s just a brave girl and she really knows how to take care of 
herself and isn’t that great. That’s the end of this whole chunk that looks like a chapter. In barely six and a 
half pages, we have six vignettes, six topics, and they’re like these little flashes. Do you want to add 
anything to that, Brooke? 
 
BW: I think it is very interesting, the way that they’re strung together like this. A lot of people want to 
write their memoir like this. I think we said this in the free call leading up to the class, in the section about 
the hope that this kind of memoir gives us is that there are all sorts of different structures, but I think it’s 
very important what you point out, that they’re issue-driven. Each little episode has something at its heart, 



even if it’s only a page and a half. You can go, oh, this one is about this. This one is about this. And we’re 
going to talk about takeaway in today’s class, but part of the reason we put structure and takeaways 
together is because every single little vignette, you can take a nugget out of.  
 
And that is also really key. I’ll talk about it some more when I talk about takeaway, because oftentimes 
memoirists—we just talked about this on the last class as well—they write and then it’s not clear—Linda 
Joy and I are always asking our students, “What’s the point of this scene?” Even if you’re not having 
some major ah-ha moment, you can look to each of those five little episodes—like Linda Joy said, this 
one is about this, this one is about this, and it’s showcasing something and it’s building a bit of a case of 
her life and showcasing what it’s like to be her and inside of this family dynamic. I think it is a powerful 
example of stringing vignettes together. 
 
LJM: Me too. It’s very powerful. It’s a little bit like waves. The waves come in at the beginning of the 
book—some waves come in and hit you emotionally, and then some more waves hit you and by about 
three-quarters of the book I was like, oh my God, what are they going to do to her next? I was feeling the 
waves in my body. She delivers on the emotion without being—like you described last week, she’s not 
emotional, but she delivers on the emotion. 
 
BW: This next section is how Jeannette Walls got away with writing a book of vignettes; there is a secret, 
and it’s in the narrative arc. But also Linda Joy just mentioned that she put us into sensual details as well. 
I certainly don’t want to overlook the importance of that. I think the reason that the vignettes work as well 
as they do is because she treats them like scenes, and that is fundamentally important. The issue of 
sensual details, of showing sight and smell and sound and the full experience that you are in, she can 
really pack a punch in a short period of time. It’s powerful.  
 
In some ways, the vignettes make it more palatable, which is perhaps a bit counterintuitive and perhaps 
why it works and why ultimately it had such a strong following, and why it got the traditional publishing 
deal. It might be said that it’s more digestible that these scenes, because they do come in waves—I 
certainly had that moment a few times myself, particularly in the beginning of the book, where it was just 
one tragedy after another and they were kind of big. Kids getting hurt and going to the hospital, the 
brother catching on fire, the Christmas tree burning down—there were just so many things. It’s a bit 
arresting at times. I think this way of treating it in these little episodes allows you to take it one chunkable 
bit at a time, so it might be something interesting for those of you who are writing trauma to consider the 
impact of that, of letting it just hit the reader in little waves like Linda Joy said.  
 
I do want to talk about these talking points that I have, particularly the book being chronological and 
cohesive. I thought it was striking how often Jeannette notes her age or the grade she’s in. She will often 
say—she opens the book—not exactly opening the book, because there’s a prologue, but on page nine, 
which is really the beginning of the book, she says, “I was on fire. It’s my earliest memory. I was three 
years old.” It goes on like this. Because I was marking up the pages, I was very interested in the way that 
she was developing her time markers, which is my third talking point there. On page 15, for instance, 
almost all of the new scenes—or chapters—there are chapters, scenes, vignettes—in her case, they’re 
practically interchangeable, which is not always the case, certainly. It’s an interesting contrast to Wild, 
isn’t it, Linda Joy? Because in Wild, Cheryl Strayed just has these complex, layered scenes that we were 
dissecting, and in Jeannette Walls’ case, they’re so simple. They’re just, boom—they’re staccato. They’re 
very, very different ways of writing. But if you look at page 15, it will say, “A few days after, Mom and 
Dad brought me home.” So we know that what’s happening—at the end of page 14, she says, “A few 
days later, when I had been at the hospital for about six weeks, Dad appeared alone in the doorway of my 
room.” He basically smuggles her out of the hospital, and then on the next page it says, “a few days 
after.” 
 



It goes on and on like that—you’re never unaware of where we are in time. She anchors us over and over 
again, and it doesn’t feel repetitive. More often than not, when I’m working with memoir students, I find 
the lack of time markers to be incredibly disorienting. Oftentimes I feel myself asking the same question 
over and over, which is where is this scene in relation to the last? I think it’s important to be overt, and 
Jeannette Walls is an example of an author who is very overt about her scenes. If you were to go through 
the book again and just pay attention to time markers alone, I think you would find it relatively surprising.  
 
Let’s flip to page 44, toward the bottom. She says, “School wasn’t so bad. I was in the first grade and my 
teacher, Miss Cook, always chose me to read aloud when the principal came into the classroom.” It’s nice 
to be anchored in first grade. She does that over and over again; she uses the grade that she was in to let 
us know how old she is or she’ll use her siblings’ ages. There are just easy ways to integrate that don’t 
make the reader feel like you’re doing this really overt thing even though you are. I never felt 
ungrounded. I have to really, again, just re-emphasize how reassuring it is to your reader. I think that a lot 
of memoirists feel that it’s too obvious or too overt, and instead err on not sharing enough and then what 
ends up happening is this very—we talk about it as being untethered. Ungrounded, untethered—like 
you’re flying off the page and you just have no foot on the ground. That just certainly doesn’t happen in 
this book. So by the time you get through the book, you can see part one is an introduction, part two is 
ages three to ten, part three is ages ten to seventeen, and that arc—the age three to seventeen—is really 
the bulk of the book. That is a classic coming-of-age narrative. It could have started later—I think that 
because of the tragedy that happened when she was three years old, it’s anchored in this early story. But 
for many people who are writing coming of age, it’s typical to start when you’re five or six. But it’s very 
typical to end around age seventeen or eighteen, which is obviously when society says we’re adults. But 
lots of people end in their early twenties because that’s also a more logical time, when we’re really out on 
our own. 
 
Then in Jeannette’s case, there’s also a part four and five which we discussed in the last class and 
someone—I think it was Diane—mentioned that she thought it felt like an epilogue and I thought that was 
a very astute thing to say, because I absolutely agree with that. The bulk of the story in this book is parts 
two and three, and it is an interesting structure, the way that she’s done it to anchor is in the woman on the 
street in part one, which is literally an episode of seeing her mom in a more current-day setting and then 
flashing us back and doing a full coming-of-age narrative all the way until New York, which is a fair 
ways into the book.  
 
The bulk of the book if you look at it, obviously, is this classic coming-of-age story. Another point that I 
want to make is about character development, because the other reason that she got away with writing a 
book of vignettes is because there is very strong character development in this book, particularly of her 
parents and I think of herself and her siblings as well. It is what we call a sustained narrative, even though 
it’s episodic. Sometimes people want their book to be experimental, they want their book to be different, 
they don’t want it to be chronological for whatever reason. I think a lot of people feel that chronological is 
boring or that somehow they should be a better writer and not write it chronologically or that it’s more 
interesting if it’s not chronological. I personally totally disagree with that, and if anyone—all of you love 
this story and probably have loved other chronological tales.  
 
There is security in chronology and it does allow you to do other things like pay attention to character 
development. In this story, her parents are complex characters, really. The way that she unfolds the story 
and that you as a reader come into an understanding of the deep nature of their personality disorders is 
gradual. I personally loved that. I had this ah-ha—I wrote down at some point not too far in, but maybe in 
pages 60 to 70, oh wow, he’s much more of an alcoholic than I thought. And much later, in the hundreds, 
I had my next ah-ha: oh, wow, the mom is really manic-depressive. And you realize something is going 
on—again, like Linda Joy says, she does such a good job of just telling you what’s going on and like we 
discussed last time, being dispassionate about it. But you get to figure it out. She doesn’t open the book 



by saying, “My dad is an alcoholic and my mom is manic-depressive and here’s the story of our lives.” 
It’s gratifying. 
 
LJM: When we go forward, I’m going to talk about the fictive dream. What’s so interesting is that she 
does not label—so many people now are saying, okay, I’m going to write an alcoholic memoir or I’m 
going to write about a dysfunctional family. Really, it’s talked about in a certain metaphor like on the 
nose versus suggested. You know that term—on the nose means they just hit you right between the eyes. 
Or what is implied, suggested, and woven into your own experience as a reader is more subtle. You don’t 
have to ever use those words. In fact, there are some great writing exercises where the prompt is write 
about two people being angry and never use the word “anger.” You show—that’s deep showing. It’s 
important. 
 
BW: And she does it really well. Someone is saying in the comments, “Mom is also personality 
disordered.” Absolutely. I think one of the biggest things that both of them do a lot is that—the father is 
very prone to exaggeration and is grandiose, and the mother—I found this recurring theme with her 
around, “now my career is really going to take off.” They both have this magical thinking around who 
they want to be. And in some ways, that’s also what makes them really relatable and loveable despite 
their dysfunction, because they have these ambitions, but they don’t have the capacity to follow through 
or to be the people that they want to be. That is tragic. There is this deep place, really, where Jeannette 
holds you between feeling empathy and relating and feeling like, oh my gosh, they’re so messed up and 
this is crazy. I love that, being in that in-between place, because it is a paradox. To be able to write into 
the paradox, which is where so many of us live, is really quite skillful. 
 
LJM: I love that phrase—writing into the paradox. That’s what we’re doing. 
 
BW: All right, let’s talk about the fictive dream next. 
 
LJM: The fictive dream is this phrase—we talked about it before, but I’ll mention it. It’s a memoir 
dream, in the case of memoir, but it’s really the consciousness that you create for the reader where they’re 
in that world and you don’t kick them out. Whatever world you’re creating, they’re all the way there. You 
get there by using the tools of fiction. In memoir, fiction, and even good nonfiction nowadays, people are 
using the tools of fiction and scene and sensual detail to create a world and make it a much more 
interesting read. Jeannette Walls creates the fictive dream really well, in many ways. One of them is she 
does not say “I remember.” She does not say “I remember,” even though we start with her as an older 
narrator and then, as Brooke said, you pop down into the coming-of-age story that is most of the book.  
 
A lot of writers say “I remember,” or I’ll be reading somebody’s work and I’m in the scene with them—
whether it’s past tense or present tense, it doesn’t matter—and I’m following along and all of a sudden 
they say “I remember.” I’m like, pop—I pop back up to go, oh, she’s just remembering; we’re not really 
there. Jeannette does avoid that. The other thing that you can do, though—she’s avoiding taking us out of 
the dream in that way, and there’s another way she’s avoiding it that makes it a good story, and that is she 
doesn’t give all this exposition in dialogue or exposition in narrative summary. I’ll explain what that 
means.  
 
Exposition in dialogue is this clunky thing that you wouldn’t really read it in a published book because no 
editor would let you get away with it. It’s this, “Oh hi, John, how are you? How’s your pool business 
going?” “Oh, my pool business that I started three years ago with my partner Brian is going really well 
and my wife Jean really likes it.”  
 
People who know each other, they don’t need to say all those things. They just say, “Hey man, how’s it 
going?” “Oh, Jean has a headache,” or whatever. They get on with it. Also—and this is a very classic 



mistake that early writers do make, because they just don’t realize that they’re doing it—another thing 
that people do is to go on and on in exposition.  
 
Exposition is explaining things. They’ll go on and on in exposition in the narrative summary and I just 
want to read you a couple of really good narrative summaries. A narrative summary is when someone 
tells you what is happening but it’s not in a direct scene, or it moves from thing to thing but we know 
what is happening with details. There are a lot of places where she does this, but I picked page 99 and it’s 
about halfway down the page. She’s talking about what they did in Phoenix. I’ll just read about half the 
paragraph.  
 
“We rode our bicycles everywhere. Sometimes we attached playing cards to the forks with clothespins 
and they flapped against the spokes when the wheels turned. Now that Lori could see, she was the 
navigator. She got a map from the gas station and plotted out our routes. We pedaled past the Westward 
Ho Hotel, down Central Avenue where square-faced Indian women sold beaded necklaces and moccasins 
on rainbow-colored serapes they’d spread on the sidewalk. We pedaled to Woolworth’s, which is bigger 
than all of the stores in Battle Mountain put together, and played tag in the aisles until the manager chased 
us out. We got Grandma Smith’s old wooden tennis rackets and pedaled off to Phoenix University, where 
we tried to play tennis with the dead balls people left behind.”  
 
She goes on just another couple of sentences. This is a narrative summary of what they did in Phoenix 
and nowhere do we doubt where they were or what they were doing. We get the name of the street, we 
find out that the sound is the playing cards against the spokes, we know the Westward Ho Hotel and 
Central Avenue and we see the women selling the necklaces and where they are. We can see it—and then 
Woolworth’s and trying to play tennis with old balls. It’s wonderful. It’s short; it’s just a paragraph, but in 
there she tells us what they did to entertain themselves as children and to try to be happy for a little while.  
 
BW: One of the things that’s true for me about really well-done narrative summary is that you forget 
you’re reading. Your mind is so engaged in creating that scene, you see it. And that is truly the marker 
that you’ve done narrative summary well and that you’re doing the showing versus telling because you’re 
paining this world—the fictive dream—that you’re inviting your reader into.  
 
LJM: Exactly. It’s very specific. I’m going to read another short paragraph. They move into a new 
house—this is on page 152. They keep “doing the skedaddle,” as the father calls it, because he gets in 
trouble or he lies or steals or whatever, but he avoids bills and they just get away. They move to a new 
place. “Mom and Dad took over the room with the stove and it became a combined living room, master 
bedroom, and art studio and writer’s study. We put the sofa bed there, though once we opened it, it never 
went back to being a sofa. Dad built shelves on the upper walls to store Mom’s art supplies and he set up 
her easel under the stovepipe right next to the back window because it got natural sunlight. She put her 
typewriter under another window with shelves for her manuscripts.”  
 
What some people would do, if they aren’t as good a writer, is they would just list what’s in the room. 
What she does is she uses verbs. Mom and Dad took over the room. We put the sofa bed in there. Dad 
built shelves. She set up her easel. She put her typewriter under a window. One way to get away from the 
dreaded exposition in lists, which people do unfortunately too much, is to use an active verb to show the 
place through the eyes of the people—through the narrator—and have it be alive. We can sort of see her 
painting already; we know she’s going to be writing. We see the room in living color. 
 
BW: Before we move out of this section, we were going to talk briefly about one of the few times that we 
feel that she pulls us out of the fictive dream.  
 



LJM: We’re in the fictive dream most of the time but then, like we talked about last week and a little bit 
earlier today, the end of the book is a very, very short and very rushed passage—I re-read it tonight 
thinking, how did I really feel about the end of the book? There is a very final section that is—again, it’s 
got three episodes in it and it’s three-and-a-half pages long. It’s very, very summarized. It’s just a bunch 
of facts mixed in with some little tiny scenettes. Right before that—that part is called “Thanksgiving.” 
Right before that, the father dies and then the kids move to New York and it’s about a page and a half per 
little chapter-ish-type structure for a page. And it goes, clippity-clip-clip-clip through to the very end. 
Really, I wanted to know so much more—didn’t you, Brooke?—about the children—the siblings. What 
happened? How are they really doing? Show us more. 
 
BW: She really did move into—it served its purpose, as we discussed, and it’s not really to critique the 
choices that were made so much as to show you all how different it is from these scenes where she’s been 
luxuriously painting the scenes and the vignettes. One of the things that I found—it is jarring. That’s one 
of the things that happens when a writer pulls you out of the fictive dream. She just sort of talks about her 
brother having this daughter and she comes out of nowhere and all of a sudden she’s eight years old and 
it’s like, wait a second, how did that happen? When I’m editing people, those are exactly the kinds of 
things that I see with context questions. I’ll say, well wait, you haven’t really caught us up on this. When 
did this happen? Jeannette does it a little bit throughout the book.  
 
For instance, there’s a place where she talks about not knowing how to swim and it’s not something that 
we would have known, that she didn’t know how to swim. So what she does is she just adds in this quick 
little sentence that says, “I had never learned how.” That solves the problem. But when you’re really 
delivering major life events like this brother that we’ve known throughout the whole book and now all of 
a sudden he has an eight-year-old daughter, it does feel a bit like, oh, well, we didn’t know that. I can’t 
say it’s as strong a feeling as betrayal, but there is this sense of, oh. It can kind of take the wind out of you 
a little bit. I think the book is beautifully done in a lot of ways, but I do maintain my feeling that this 
whole thing just felt like hitting the fast-forward button on the VCR. It was a little abrupt for me. So 
therefore, it’s this thing that it’s the classic coming-of-age story and then there’s this tacked-on—and 
whether it’s an epilogue or not is sort of inconsequential—but it is a really interesting case study to look 
at something that is very much in a fictive dream and then is very much not. It’s basically like, and here’s 
what happened afterward. So good learning for all of us.  
 
LJM: Along with what you were just saying, like we said last week, we’re talking about certain things 
that maybe we would love to have different, ideally, but every book has its thing—its issue or where 
somebody could question it. When we’re teaching memoir writers, people get all hung up on this. It’s got 
to be perfect and there can’t be any single thing that anybody ever questions, and you’ll just never get 
your book done if you get stuck on that. So just write it and know that there is no such thing as a 
completely perfect book. And besides that, it’s very subjective. Maybe many of you would love that 
ending because finally we’re out of there and thank goodness they grew up and wow, they all survived. 
It’s all good.  
 
BW: It’s all good, and I think it is important to have a critical eye to the memoirs that you love. It is very 
interesting just to be able to have a conversation about what works and what doesn’t work—to have a 
healthy conversation about it. I think it’s powerful, and yeah, no book is perfect. Also, different editorial 
choices can be made both by the author and the editor and the publisher. Many different kinds of things 
happen all along the way and one thing I always like to share with my writers who are struggling with this 
question of is this the right thing, should my scene do this, should I go this way, is that really there is 
probably an infinite number of ways that your book could be written. You could even just swap out one 
scene or decide on a different ending or end the book sooner or end the book later. So many different 
factors go into it and so it’s fascinating just to think about those subjective decisions that get made along 
the way. A couple of you are asking about could she have written a follow-up memoir. I think she could 



have—maybe she didn’t want to. Maybe this was it and she’s just touching upon, I want to tell this story. 
I wouldn’t be surprised if it was her editor or someone in the house who said, we do need to know what 
happened. We need to know that you’re okay. I just think it could have been a little shorter, personally. 
It’s okay if we disagree. 
 
LJM: That’s what we mean by subjective. You’re going to think what you think and we’ll think what we 
think. And Brooke and I don’t always agree on things, either, by the way. We are not joined at the hip or 
anything. She’ll like certain things and I’ll go, no. And I like certain things and she’s like, eh, it didn’t 
really move me.  
 
BW: Yeah, we had a healthy little debate about Drinking: A Love Story, which is one of my all-time 
favorite memoirs and Linda Joy just really didn’t care for it that much. I thought it was really one of the 
more interesting conversations we’ve had about why I loved it and why she didn’t. It helped us both learn 
different things about each other and about memoir, so it can be a fun conversation to have.  
 
So let’s talk about takeaway. I like this image on the screen with the heart in the hands, because I’ve often 
described takeaway as this moment in the writing that pierces the reader’s heart. It’s something true and it 
has a sort of essential quality to it.  
 
So takeaway shows up in memoir manuscripts in different ways. One of the ways in which it shows up is 
kind of a universal thought or reflection. It could be something that you learned. It can be very conclusory 
in nature in that it can wrap up a chapter or wrap up a scene. Sometimes it’s a universal truth, and 
certainly when we taught both Wild and Eat, Pray, Love, actually, they had a lot of poignant takeaways 
that were very specific and you could feel the heart of the memoir happening. Jeannette Walls just has 
such a different kind of book. First of all, she’s in the child’s point of view, and so the child doesn’t often 
have these wisdom nuggets or understanding because they’re still a kid. You’re processing the world 
through their eyes. She maintains a lot of integrity by doing that. I think that it’s really important, then, to 
showcase the fact that Jeannette basically uses her mother—in a good way—to showcase certain things 
that, to me, felt like takeaways. The mom is certainly personality disordered, as one of you just mentioned 
here. She’s also wise in her quirky way.  
 
It’s a theme that Linda Joy just shared with us on pages 206 through 210 or whatever that was. It’s on 
page 207 that Jeannette herself says, “Mom could be as wise as a philosopher, but her moods were getting 
on my nerves.” And it’s true that she is as wise as a philosopher in some ways. At times you find yourself 
questioning the merits of what she’s saying, but throughout the book she does make some very interesting 
observations about the nature of humankind, life lessons—I think that she instilled in Jeannette a lot of 
very strong values, actually. I want to share some of those moments and explain in part why they’re 
takeaways. On page 28, the first full paragraph at the top of the page—this is interesting, because it’s 
presented as fact, this little tidbit—“Mom always said people worried too much about their children. 
Suffering when you’re young is good for you, she said. It immunized your body and your soul, and that 
was why she ignored us kids when we cried. Fussing over children who cry only encourages them, she 
told us. That’s positive reinforcement for negative behavior.”  
 
She embodies her mother’s voice and you can see that because she’s young in this section—maybe only 
three or four years old when she’s relaying this information. And so she very much takes on the persona 
of her mom and sort of delivers as fact the thing that Mom says, that Mom believes. That is a takeaway, 
in part, because what you’re realizing is the ways in which she’s instilling these values in her own 
children and you also begin to understand her life view. Sometimes takeaway is philosophy, and 
sometimes takeaway is really just a way in which we see the world. You might not totally agree with 
Jeannette’s mother right there, but I think it is probably something that a lot of us can agree with, that 
people—not that people worry too much about their children in this section, but there’s a lot of this 



thematic thing going on with her parents that people worry too much about what other people think. 
These are people that do not care about what other people think. So that is just an interesting thing to note 
throughout.  
 
Let’s turn to page 38—I’m going to share a handful of these examples because people struggle a lot with 
takeaway. I find this time and time again, that it’s probably one of the last things that memoirists really 
learn how to do well. It’s not obvious; it’s not something that we’re taught how to do in writing school or 
anywhere, for, that matter. It’s unique to memoir and yet, as I say here in talking point number two, it’s 
critical to every memoir. There really does need to be a takeaway. In this book, Jeannette really does use 
her mom as a doorway and I think that’s very interesting because what it shows is that there’s not one 
way to do takeaway. I’m referencing the other classes tonight just because it’s interesting to think about 
these different memoirs, but Cheryl Strayed had probably among the most powerful takeaways and they 
were so deep and rich and we did a whole class on takeaways in the Wild class. I thought it was just very 
fun to mine the book for those takeaways.  
 
In Jeannette’s they’re a little harder to find and I did have an ah-ha moment when I was reading this book 
and realizing, oh wow, they really are being handled through the mom. Let’s look on page 38 at the very 
end, where it says, “Mom frowned at me.” This is referencing—she says, “One time I saw a tiny Joshua 
tree sapling growing not too far from the old tree. I wanted to dig it up and replant it near our house. I told 
Mom I would protect it from the wind and water it every day so that it could grow nice and tall and 
straight. Mom frowned at me. ‘You’d be destroying what makes it special,’ she said. ‘It’s the Joshua 
tree’s struggles that give it its beauty.’” That is a takeaway. There is something very profound in that, and 
the mom—like I said before, even though she has a lot of quirkiness and is problematic in certain ways, 
her worldview is very fascinating and there are certainly places where I think she is spot on, although she 
perhaps executes strangely at times. Her priorities are sometimes in the wrong place. On page 157 is one 
of these places where they talk about what other people think. She says, overtly, “’Life is too short to 
worry about what other people think,’ Mom said. ‘Anyway, they should accept us for who we are.’” 
These are these nuggets that when you’re reading, you feel like that’s absolutely true. There is a 
resonance, and takeaway always has resonance. That is an interesting thought.  
 
And I’ll just share a couple more. This is on page 186. I kind of love this one, I have to say. It’s when 
they need money and they’re selling all kinds of things, but the mom refuses to sell her ring. It’s 
apparently a two-carat diamond. “’What’s it worth?’ I asked. ‘That doesn’t matter,’ Mom said. ‘How 
come?’ ‘Because we’re not selling it.’ She was keeping it, she explained, to replace the wedding ring her 
mother had given her—the one Dad had pawned shortly after they got married. ‘But Mom, that ring could 
get us a lot of food.’ ‘That’s true,’ Mom said, ‘but it could also improve my self-esteem, and at times like 
these, self-esteem is even more vital than food.’” 
 
I have to say, that’s a takeaway for me, because it made me think about self-esteem and this woman who 
in this moment, for her, self-esteem is more vital than food. There is an absolute truth to that statement. 
Not that we should starve our children for our own self-esteem, but what a powerful statement. Anything 
that makes you think about things in the way that her mother’s statements make you think about things 
and that have an emotional impact, in my opinion qualifies—not always, but usually—as a takeaway. 
Those are just some of the examples, and I thought an interesting way in which takeaway was handled in 
this book, so I wanted to share that with all of you because I do think other people can be the harbingers 
of takeaway sometimes and it’s good for all of you to know that when you’re writing your book, because 
you can’t always be the wise one, particularly if you’re a child. 
 
LJM: Those are really good points. It’s always very tricky. Next week we’re going to talk about the voice 
of innocence and the voice of experience, which addresses the child versus the adult narrator even more. 
Jeannette makes it work because you get what you need—most of it. I actually wanted a little bit more 



processing, but I’m a therapist so maybe that’s my problem. That’s just my feeling about it. Later I came 
to appreciate more that it was a very ethically written memoir. She didn’t posit what she didn’t understand 
at the time.  
 
BW: There are tons of questions, so let’s dive in and get to some of those so we have time to get to 
everybody. Thank you all for your good comments. Annie said at one point, “What if you’re the complex 
character”—I had mentioned something about the parents being the complex characters—“and you’re 
telling your story while examining your inner conflict, interweaving your parents’ complexity into 
yours?” So I guess the question is just what if that’s the case, if you’re perhaps the most complex person 
in the book. That does happen, certainly. Any insights from you, Linda Joy, on this point? 
 
LJM: It’s your story, so you need to find out how you can—through your narrative voice, through the 
kinds of scenes you show, through the points that you make in your scenes, how you choose your 
scenes—you’re going to be showing that complexity, I think. You just have to write it out and see how it 
turns out. I doubt that if you’re a complex character, it will come out flat or anything. I just can’t imagine 
that happening. 
 
BW: Maybe Annie is just looking for permission to be the complex character. Certainly that’s fine—there 
is nothing wrong with that whatsoever. Character development in memoir is of everyone, and if you’re 
the primary one whose character is being developed, then that’s great. There is nothing off-limits about 
that. 
 
LJM: Let it be. 
 
BW: Sharon had this question about the age range that I gave for the standard coming of age, that it 
seemed very broad. “I’ve been told that you need to really focus on a time period in a memoir and don’t 
try to cover too much.” We’ve said that before—oftentimes, in fact. Don’t try to cover a huge period of 
time, that it is a good idea to focus on a specific amount of time in memoir, but that time can be one year, 
it could be fifteen years—I think when we talked about not being too broad, what we’re really talking 
about is the difference between autobiography and memoir. 
 
Autobiography is, you know, I was born in 1965 and this is what’s happened in my whole life and now 
I’m almost fifty—that kind of story. I do think, as I said, that Jeannette’s story starts a little young. Three 
is a very young age, and most people don’t remember three. But that said, it works and I think it’s 
because it’s punctuated by this traumatic event that affects her for her whole life because she has this skin 
graft and she’s obviously very self-conscious of it and you see that at the end of the book when her 
husband is touching her there, on her torso. But I think coming of age—that range, I don’t think it’s 
typical but it’s not atypical either. This is just a question about do we think she should have written 
another memoir to expand on the story involving her other family members. I think it would have done 
well if she had wanted to do a follow-up memoir, don’t you? 
 
LJM: Yeah, because we really want to know what happened. She’s done some interviews where you do 
find out now—she’s rescued her mother and has her living in a house behind her house and the 
interviewer took us into the house and showed the very messy thing that her mother does with stuff. It 
was satisfying to see what happened later, I thought. 
 
BW: I agree. Teresa has a question about reflection in adult point of view can always include takeaways. 
It’s sort of a shorthanded comment, Teresa, so I think if I’m reading into this you’re saying, is reflection 
in the adult point of view—can it include takeaways? Yes. Reflection oftentimes is the takeaway, but not 
always. Oftentimes when people are reflecting, in that reflecting they are giving the reader takeaways 
because they’re reflecting on a state of being or an emotional reaction or a transformation. Reflection is 



oftentimes summarizing the scene or the chapter that we just experienced, and inherent in reflection 
oftentimes is a takeaway. Takeaway is not anything to wrap your mind around. I also want to say that it’s 
fairly subjective—one person’s takeaway might not be another person’s.  
 
What’s important is that you, as a writer, are starting to look for ways in and ways to touch your reader in 
a way that feels more universal—that’s not inwardly oriented. Takeaways are always outwardly oriented. 
Even if they’re about you, they still touch the reader. It’s a mirroring that happens in takeaway and I think 
I’m pretty good at identifying them. I’m sure I could go through a memoir and say, that’s a takeaway, 
that’s a takeaway, that’s a takeaway. But if I sat here and listed all the takeaways that I thought were in 
this book or any other book, it doesn’t mean that every single one of them is going to touch you 
personally. That’s important to note. They are these arrows to the heart—they are powerful and they have 
a lot of emotional impact, but that doesn’t mean that every single one of a takeaway is going to 
necessarily have that kind of resonance for every reader. That just can’t happen. 
 
LJM: The writer’s job is to give them as they see them and as they feel them, also. Some will reach some 
readers and some won’t, but if you’re writing it—I think it’s to invite you to think about what is the 
universal message. I think that sometimes you have to write what happened version first and then come 
back around in your revision and get clearer on this.  
 
BW: Totally. And in our long course, we really teach this idea of layering and sometimes I think the 
takeaway needs to come in a later draft. I think it takes a long time to get a handle on how you want to 
weave it in and how you bring that to the reader. It may not show up in your first draft, and that will be 
okay. It’s a gradual learning to understand how and where you’re going to bring takeaway into your book. 
 
LJM: It takes your own insight, being able to go, oh, that is a takeaway. When you’re living it, you don’t 
know that it is. A lot of the writing, we’re living it again—reliving it. 
 
BW: Charlotte has an interesting question. “Aren’t the takeaways provided by the mother’s comments 
undermined by the fact that the mother often delivers these pearls of wisdom as an excuse to be a bad 
parent?” For me, no. I think that’s part of the paradox, personally. I think that the nuggets in and of 
themselves exist and I think the mom is an example of someone whose own ambitions were basically 
sacrificed by the very fact of having children. It doesn’t mean that she’s a horrible mother; I think that 
she’s a complex mom. Like many women that you’ll read about, that we all know, in a different lifetime 
maybe she wouldn’t have had all these kids. Maybe she would have had a different life and been more 
self-fulfilled. I actually cut her more slack than the dad, even though I think Jeannette cuts her dad more 
slack than her mom. You didn’t like her. 
 
LJM: No, it really pushed my buttons. Maybe it was the therapist buttons, but I would get so upset when 
I was reading it. A couple of times I threw the book down and yelled at the mom. I mean, I yelled at the 
dad too, but I was like, oh, don’t you know what you’re doing? Oh, God. It was the excuses that really 
bothered me. I do understand what you’re saying, Brooke, and I think when you stand back further—but I 
was just so worried about the damage that this was causing our poor narrator. I was pretty freaked out 
about it. 
 
BW: This is a great example of the ways in which you’re going to be personally impacted differently 
depending on your own experience of the world. You’re always seeing a memoir through the lens of the 
narrator, but also through your own lens. That’s what makes it great.  
 
LJM: That was a good point. 
 



BW: Yeah, it is a really good point. Karen asks, “Can you over-process? I’m a therapist, and that is a 
temptation.” What do you think about that, Linda Joy? 
 
LJM: Oh, yeah. I’ll tell you what—the antidote—and it is like you need an antidote about this. I tend to 
over-process and write very intellectually in story and in memoir, and it slowed me down a lot with my 
first memoir. I started to write my new memoir that way and the antidote is to write scene, scene, scene. 
Don’t even try to analyze it or make sense of it or do takeaway until you’ve done about fifty scenes. By 
then, it’ll be easier for you to stand back and go, okay, how do I gently weave in—and you may end up 
weaving in reflections, but oh boy. It is poisonous and it took me awhile to learn. I hope you learn it 
sooner than I did. Finally I caught on to what I was doing, so the escape hatch is to write scenes over and 
over again and that will help. 
 
BW: That’s helpful, yeah. I laughed at that because Linda Joy has often shared with me that she thinks 
she over-processes. It might be a function of being a therapist, but I think also in writing, people do over-
process. I see my clients doing it all the time. I just point it out to them and I think another thing is 
learning—just seeing it in your own writing and cutting yourself some slack. Going, okay, well I’m doing 
that again, but I can pull back and I can self-edit. That’s good advice, Linda Joy.  
 
Gabriella has an interesting point here, one that I think lots of people can relate to when you have two 
different timelines going on: “My memoir takes place in two completely different time periods. One is 
from the age of five to thirteen; the other is an adult between ages forty to fifty when an understanding 
and processing of many child events took place. How do I deal with these two chronologies in the 
memoir?” There are lots of different ways. I’ve seen people do alternative chapters so that one chapter is 
in the five to thirteen timeline and the alternating chapter is in the adult—that’s one way to handle it.  
 
A more sophisticated way would be the integrating way that Cheryl Strayed does, although it’s not 
exactly the same. Basically what you have is a framed memoir from age forty to fifty and you jump back 
in time within the chapters themselves, using the themes as doorways, basically, so that you’ll be writing 
along this narrative that is your forty- to fifty-year-old self, and intermittently you use memory and 
flashback to weave in the story of your five- to thirteen-year-old self. There is no right way, but I do think 
for someone like you, Gabriella, finding your structure is going to be really key to finishing your book. 
 
LJM: Structure is the key, and we’ll be talking more about that.  
 



 
 
 
What Made The Glass Castle a Bestseller? 

Linda Joy Myers & Brooke Warner 

www.writeyourmemoirinsixmonths.com  

____________________________________________________________________________________ 
 
Week Three: Voice of Innocence versus Voice of Experience 
 
 
NOTE regarding Class 3: We lost the recording of Class 3 about midway through. The transcript, 
however, is complete, so please see below, marked with three asterisks, for what we lost on the video 
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Brooke Warner: Hi, everybody. Welcome to class number three. Today we’re going to be talking about 
voice of innocence versus voice of experience. How are you doing, Linda Joy? 
 
Linda Joy Myers: Great. I love this subject today. 
 
BW: Yeah, I was just thinking about that myself, that this is such a fascinating opportunity because the 
voice of innocence is so much a part of this book because it’s a coming-of-age narrative. We teach so 
much, but we’ve never done a whole class on this particular topic and it’s so fundamental to the fluidity 
and flexibility that you have as a memoir narrator. So I’m excited too. 
 
LJM: Yeah, me too. We’re going to jump in here. 
 
BW: Let’s do that—how Jeannette Walls handles these voices. 
 
LJM: One of the books that inspired us to talk about this is the book Fearless Confessions by Sue 
William Silverman. I’m just going to mention on the side here that she’s going to be our first guest at the 
free NAMW telesummits this Friday, so if any of you are on the line, you’d be able to talk to her yourself 
about any questions you have about this topic. She defines in her book that the voice of innocence is 
much like the horizontal plotline. It’s the voice that tells the story of what happened—the events. On the 
other hand, she thinks of the voice of experience as like the vertical plotline, which I think is an 
interesting way to think about it. It’s the voice that interprets or reflects upon this. Of course, when we 
read and when we are writing, we are integrating these elements of what happened and interpreting and 
understanding and reflecting. But there’s another layer of meaning, I think, that comes through in these 
names that most people pick up on, and Brooke and I do too, and that is that the voice of innocence is the 
voice of that younger self. It might be a child or it might be someone in their twenties, but they’re not 
going to be eighty-five, probably. In Jeannette’s book, we really are seeing the situations that she’s 
describing—these vignettes—through the eyes of a child. At the same time, we’re looking at—Brooke 



and I were just commenting on how skillfully Jeannette narrates these vignettes through the child’s eyes. 
She shows them through the child’s eyes in scenes and she also narrates and interprets, but we are 
definitely in the character and in the body of this child. Do you want to add anything to that? We were 
sort of marveling at how amazing it is that she’s doing this. 
 
BW: I think the thing that is most striking to me about The Glass Castle—and it’s interesting to be so 
immersed in it—is the fluidity, really, in that she’s so much in the child’s voice almost throughout. 
Certainly in this—all the way through to age seventeen, which is the end of part three—the coming-of-
age narrative. You do grow up with her. She’s very skillfully integrating her voice changes and her 
maturity is tracked through the different experiences so that the girl she was when she’s three and four is 
different than who she is as a teenager when she’s sixteen and seventeen and you’re on that journey with 
her. It is quite skillful, and the more you read it, the more you can see the intentionality. 
 
LJM: Yes, and the way she uses language. Lots of people ask us and we think about and try to answer 
with something useful for writers who are saying, well, a five-year-old—I might be in a five-year-old’s 
point of view, but the five-year-old doesn’t have the language for the things that are happening to her, so 
what do we do? Of course, you’re translating, as the writer, that five-year-old’s experience. You are 
running that through yourself as the writer/narrator. I wanted to give an example on page 14—the very 
front end of the book. It’s just a very small scene, but she’s just getting out of the hospital where she had 
burned herself because her dress caught fire and actually, the father is taking her out of the hospital. She 
hasn’t been released and he sort of spirits her away and starts a fight with the doctor and the nurse. 
“Afterward, a nurse asked me if I was okay. ‘Of course,’ I said. I told her I didn’t care if I had some silly 
old scar. That was good, she said, because from the look of it, I had other things to worry about.” The 
thing I noticed there is that she didn’t put the nurse in dialogue. She put it in narration—in indirect 
dialogue, which retains her own voice as an author rather than just the nurse’s voice, which I thought was 
interesting. “A few days later, when I’d been at the hospital for about six weeks”—I guess she hasn’t been 
released yet—“Dad appeared alone in the doorway of my room. He told me we’re going to check out Rex 
Walls style. ‘Are you sure this is okay?’ I asked. ‘You just trust your old man,’ Dad said. He unhooked 
my right arm from the sling over my head. As he held me close, I breathed in his familiar smell of Vitalis, 
whiskey, and cigarette smoke that reminded me of home. A nurse yelled for us to stop, but Dad broke into 
a run and sprinted down the stairs and out to the street. ‘You don’t have to worry anymore, baby,’ Dad 
said. ‘You’re safe now.’” Now, we’re in the body and the point of view of her as a child very much here. 
Don’t you feel like—she does feel young to me. 
 
BW: I appreciate what you said about putting the stuff out of dialogue in a narrative summary in that 
way, because there is this place that it does feel a little removed, almost as if she’s doing storytelling of 
sorts, but the pacing of it is quite fast and it’s not—you’re going to talk about this in your next section, the 
difference between showing and telling, and I think it’s important to note that she shows so well. She 
doesn’t ever tell, even when she’s doing the narrative summary. That’s just an interesting point in these 
childhood sections. 
 
LJM: Right, how she keeps us there. What Brooke and I teach in our other classes and I teach in my 
memoir classes is this whole concept of the “I” character of the character—the “I” who is speaking. 
Literally in dialogue, the “I” who is in the body of this little child. We’re seeing through that child’s eyes 
while at the same moment—which is this interesting integration here in a good story—at the same time 
the narrator is shaping and guiding that story. I want to give an example, just the very next chapter she 
goes on and says, “A few days after Mom and Dad brought me home, I cooked myself some hot dogs. I 
was hungry. Mom was at work at a painting and no one else was there to fix them for me. ‘Good for you,’ 
Mom said when she saw me cooking. ‘You’ve got to get back in the saddle. You can’t live in fear of 
something as basic as fire.’ I didn’t. I became fascinated with it. Dad thought I should face down my 
enemy and he showed me how to pass my fingers through a candle flame. He taught me to do it over and 



over again, testing to see how much my finger could endure without actually getting burned.” And then 
she goes on to talk about fire and some other things that happened. Then she talks about loving the 
scratching sound and hearing the hiss and feeling the heat and what she did very specifically. She is 
shaping the story through this narration that is all showing, like Brooke said. We are seeing detail by 
detail. We’re very much there with her and I think we’re scared, aren’t we—a little bit worried here. Are 
you? 
 
BW: Throughout, yeah. Are you ready? 
 
LJM: Go on, yes. This whole thing about narrative voice and showing is what we’re focusing on tonight. 
 
BW: Yeah, exactly. You’re going to be segueing to that in the next section. In this part, I’m going to be 
talking about showing the issues of the family through different narrative voices and what are these 
different narrative voices. It was really interesting for me this week, actually, because I went back into the 
material and I was looking for the voice of experience—really, truly trying to mine it out. There is a place 
in which Jeannette sometimes does both, where you’re in the child’s perspective and if you really stop 
and think about it, you ask yourself, well, would a child phrase something like that or would a child think 
about something like that? There are only a couple of times that it really jarred me in a moment where I 
thought, well, a child wouldn’t characterize something like that. But for the most part, she’s a) very 
precocious, and b) the way that she tells the stories, it is in the past tense. I do want to say something 
about the past tense, especially in a coming-of-age narrative, is that it gives you a lot more flexibility to 
do both voice of experience and voice of innocence. It’s very hard to do both if you’re in the present tense 
because then you’re locked into that child’s point of view and the only way to pull out of it is to do that 
sort of conditional or forward-flashing thing that you can do where you can say something to the effect of, 
I would later find out that. Which of course is fine in memoir, but I often tell my students that it can be 
very tiring and very redundant if you do it too much. So I think there is an advantage, I guess I want to 
say, to writing in the past tense and that works to Jeannette’s advantage here. To give a few examples, I 
think that’s probably the easiest way to see a lot of this stuff. One example—Jeannette rarely pulls us 
forward again because it’s in the past tense and she doesn’t need to, but I did want to share a story from 
page 199 where she’s in the seventh grade and she’s talking about how life is at school and this friend that 
she befriends named Dinitia. She says, “By the time I got to Welsh High, Dinitia had changed. The spark 
had gone out of her. She started drinking malt ale during high school,” and on and on that things are not 
going well in Dinitia’s home. This is, in essence, part of where they live that she’s speaking to the 
dysfunction of other families where she lived. On page 200, she goes to her house and she says, “’Is 
Dinitia home?’ ‘Why do you want to know?’ ‘I want to see her.’ ‘She don’t want to see you,’ he said, and 
shut the door.” And here’s where she pulls forward. She says, “I saw Dinitia around town once or twice 
after that and we waved, but never spoke again. Later we all learned she’d been arrested for stabbing her 
mother’s boyfriend to death.” She tells you what happened—she pops you out of the current timeline to 
say, here’s the resolution to this story that happened later. That’s very effective in cases like this. A lot of 
people want to be able to show, okay, this thing happened and you need to know about it. It actually does 
inform the story. But she doesn’t go into detail about it—it just is this is what happened and it’s so 
fascinating. And again, we’re talking about showing versus telling and Linda Joy is going to go into a 
whole section about this. We don’t really need to know much more than the fact that she was withdrawn 
and that later she stabbed her mother’s boyfriend to death to know that Dinitia was being sexually 
molested, right? She doesn’t need to go into a big, long, drawn-out thing about it. It’s more potent in a lot 
of ways because she doesn’t. I want to note that, especially for those of you who are handling trauma. 
There is a tendency sometimes to try to figure out how much do you share and how much do you tell—
it’s a hard balance, but something that is a big learning curve for all of you as memoirists. Jeannette, I 
think, is the master of understatement in a way that works for trauma, because trauma is hard to read too.  
 
LJM: Yes, very much. It’s so funny, I’m usually on that hint—I missed that. 



 
BW: Interesting. That’s another thing too about re-reading and taking things in. There are a lot of those 
kinds of moments where she punctuates something with a boom and you go, whoa, let me just sit with 
that for a second. 
 
LJM: I think that where I went with it was there is so much violence in this story. I don’t think the reader 
is overly traumatized, but we’re always a little nervous and unsettled in this book, or at least I was. 
 
BW: Absolutely. I agree with that too. It’s very unsettling—there’s a lot of parts of it that are very 
disturbing. So I want to share a few other in essence devices that she uses—narrative devices that she uses 
to show the range of voice in this book. On page 23—I thought this was very interesting, and it’s a way 
for a child to tell something more sophisticated than they understand. It’s the last paragraph on the page 
where she says, “In my mind, Dad was perfect. Although he did have what Mom called a little bit of a 
drinking situation. There was what Mom called Dad’s beer phase. We could all handle that. Dad drove 
fast and sang really loud and locks of his hair fell into his face and life was a bit scary but still a lot of fun. 
But when Dad pulled out a bottle of what Mom called the hard stuff, she got kind of frantic because after 
working on the bottle for a while, Dad turned into an angry-eyed stranger who threw around the furniture 
and threatened to beat Mom up.” That’s interesting, right? Because here you have Jeannette as a very 
young child using her mother and the things that her mother said to convey something that is a bit beyond 
the sophistication of the age that she’s at at this time. That’s very effective and very skillful, I might add. I 
like that passage a lot. 
 
LJM: I like the way she said “what Mom says.” She’s sharing her mother’s point of view as a way of 
saying, well, this is what he says and this is what she says. And of course the reader is going, “Oh my 
gosh. We get it.” 
 
BW: It’s effective—exactly. It really works and it allows her to retain this space of being in the child. 
And then I want to share narrative summary as a style. That’s the second point. The punchy scenes with 
mostly dialogue, you can find that on almost any chapter of this book. The other ones are a little bit more 
interspersed. This one is an example of narrative summary on page 104. It’s the middle paragraph, and I 
won’t read the whole paragraph—I’ll just read part of it. But what I wanted to show here is that this is 
character development but it’s also a space where she develops and/or shows the issues of the family 
through using narrative summary. It says, “It never bothered Mom if people turned and stared at her, even 
in church. Although she thought the nuns were killjoys and she didn’t follow all of the church’s rules 
word for word, she treated the ten commandments more like the ten suggestions. Mom considered herself 
a devout Catholic and took us to Mass most Sundays. Saint Mary’s was the biggest, most beautiful church 
I had ever seen.” And she goes on about the church. “Mom thought it was superficial to worry about how 
you looked. She said God thought the same way, so she’d go to church in torn or paint-spattered clothes.” 
And on about Mom. Again, what I want to point out here is the character development of Mom and how 
it really, again, showcases a lot about her mother’s personality and the different issues that she’s creating 
as she’s moving through this book around the type of people that her parents are. We see it over and over 
again and it’s a different style than dialogue, obviously. 
 
LJM: And, as you say, it’s so specific. She gives a contrasting example—“other mothers dressed up for 
Mass wearing black lace mantillas.” Mom thought it was superficial and you’re talking about the paint-
spattered clothes, and so by comparing and contrasting we get it and we see them in the context of also 
other people, which again makes me uncomfortable as a reader. 
 
BW: This book is written to make you uncomfortable. 
 
LJM: Yes, how embarrassing that would be.  



 
BW: And for people who grew up in similar situations, I think that’s another thing that she’s doing is 
articulating this discomfort, but in a way she’s not feeling it. She really allows herself that distance and 
I’m going to talk about that later on in the class today. The final example I want to share, though, is the 
journalistic style. Jeannette was trained as a journalist, so it makes sense that this would come into play. 
The example that we’re going to give tonight comes from the second to last section in the book, part four. 
In this section—we’ve talked about this in previous classes, where we said we both felt that she sped 
through it and that it’s a bit of a catch-up and/or perhaps serves as an epilogue, and that’s fine. But there 
is a bit of a reportage style that goes on. The one that I want to share specifically is on page 274 where she 
basically catches us up on what’s going on with Lori. Actually, this is more about Maureen, sorry. It starts 
with “Lori was working” on page 274—Lori is her sister that’s closer to her in age and Maureen is the 
baby. So it’s Maureen who’s at home on the second paragraph of page 274. “Meanwhile, Maureen had 
graduated from high school and enrolled in one of the city colleges, but she never really applied herself 
and ended up living with Mom and Dad. She worked from time to time as a bartender or waitress, but the 
jobs never lasted long. Ever since she was a kid, she’d been looking for someone to take care of her. In 
Welsh, the Pentecostal neighbors provided for her and now in New York, with her long blonde hair and 
wide blue eyes, she’d found various men who were willing to help out.” This goes on—tragically, in 
fact—about Maureen and her situation until we see on the next page—page 275—“six months later, 
Maureen stabbed Mom.” It goes on to then talk about the fact that she got arrested and arraigned and 
finally she gets out of town. But this whole chapter is basically reporting what happened to Maureen from 
a very distant place and catching us up on high school through the point in which she decides she has to 
get out of there and go to California. It’s a totally different style. That’s why I say it’s journalistic. It’s a 
little different from narrative summary in that it’s very much like, here’s what happened to Maureen. In 
fact, it’s fine because we all want to know, but in general I have to say I wouldn’t recommend this kind of 
writing in memoir. 
 
LJM: But I think it satisfies our curiosity and we shouldn’t have a problem—we talk about this in other 
classes that we’ve taught, what do you do when you want to write about other people and what happens to 
them and how close do you stay to their point of view? How far away do you stand? How do you do that? 
We do teach that in some of our other classes, just so you know about that. So we’re going to talk about—
I love all of your examples. I’ve already talked about the “I” character and seeing through their eyes. I’m 
going to use my memoir for an example. When I was writing my memoir, it was through the point of 
view of a young child that gradually grows up, just like with Jeannette. As I was writing it, I was trying—
what I did was I would visualize myself in the small body that I was by trying to feel it or think about 
how big the furniture was or feel the sensual detail of the sun or the wind or whatever was going on or 
whatever things smelled like and then try to keep myself in, focused down into just that moment with 
those experiences. As writers, I think we’re always trying to figure out how to do this. The narrator has 
more of an overview but again, in a coming of age story—and Jeannette’s is one example—there are 
other examples like This Boy’s Life by Wolfe and Blackbird by Jennifer Lauck, for instance, and many 
other books too. Even Frank McCourt’s Angela’s Ashes—we’re seeing the world through the eyes of this 
child, but the narrator is shaping where we go and guiding what we see, where we go, and is very 
skillfully manipulating us to be in this world that they are creating. We talked about the fictive dream and 
the world that is being created before. That’s the basic skill technique. The whole idea of showing versus 
telling, we’ve been talking about this throughout. In the showing, we are pretty much with blinders on in 
the point of view and body of us as a younger person—let’s say a child to keep it simple. Now, if you’re 
dealing with trauma and you know that you have a very traumatic story and you’re writing about 
traumatic moments, you do need to be careful—be careful in the sense of taking good care of yourself. 
There has been a lot of research done on writing trauma and recovering from trauma and PTSD, and 
writing is one of the recommended ways but there are certain caveats about it. One of them comes from 
Dr. James Pennebaker, who is one of the original researchers who did research in 1999 on expressive 
writing and how to help people heal trauma by writing. What he would do—his exercise was write about 



the most traumatic experience that ever happened to you and go in scene, be embodied in that scene, and 
write it all the way out. He would only allow people to write for fifteen to twenty minutes. So it was 
extremely contained writing. Along the way, I got to talk to Dr. Pennebaker and meet him for my first 
book, which one of the things it was about was using writing for healing. I said all my therapist friends 
want to know if you’ve had people go to the hospital—were they re-traumatized? There is something 
called secondary traumatization or re-traumatization. And he just looked at me and he said, no. Not at all. 
I said, why not? All the therapists are worried. And he said, because I figure if somebody isn’t ready to 
write about it, they won’t write about it. I trust people to take care of themselves. That was very 
interesting to hear, and comforting. In the teaching that I’ve done, it’s very much when you’re dealing 
with a traumatic memory—and again, we don’t know exactly how Jeannette Walls did all of this; she 
does mention being in therapy later in the book. But in terms of how we coach and teach people, the 
more—if you have a traumatic moment, the more structure you have, the more containment you have, 
which is protective—boundaries are protective. So you may just start with a list of moments that you 
want to write about. I teach a dark and light technique, where you list a dark story, and then you list a 
happier, lighter story. And then list a dark story and then list a light story. You weave it back and forth. 
This month I’m teaching through the Therapeutic Writing Institute, which is Kay Adams’ online teaching 
about therapeutic writing and healing. I just gave them this exercise about writing the dark and light 
stories that’s taken from my book, The Power of Memoir. It’s very interesting to hear the comments that 
are coming back about how helpful it was to hear that they could write for a short time and how helpful it 
was to hear that they could weave the light stories in and not just the dark stories, because sometimes they 
would get dragged under by the undertow of the dark stories, which we all know if any of us have ever 
done this. It can truly happen. 
 
BW: I think we can say too that nine times out of ten, this is happening in our long course. We’re getting 
that so much from people, that being in it, there’s a bit of a space where there’s an undertow and how to 
get out of it and what to do. There are real ways to work through it, since you’re speaking to it. And we 
did speak a little bit too in the last class as well, which is helpful. 
 
LJM: Exactly. I think it’s really worth it, also, to read a little bit about traumatic memory and read about 
techniques that various people offer nowadays. Since I first started writing about this, which was about 
fourteen years ago, there has been a lot done and the good news is that—did I mention the brain research? 
No, I don’t think I did in this class. The good news is that, for instance, they’ve done brain scans on 
people for various things, but one of them is in this study about writing a blessing every day or writing 
what you’re grateful for every day. They did this study where they did a brain scan of people at the 
beginning of the month and then every day of that month, they wrote down something they were grateful 
for. Just one thing, but they did it every day. And at the end of the month, they did a brain scan and it 
showed positive improvement in the parts of the brain that are associated with retaining traumatic 
memories and trauma and PTSD and stress. There is a lot that can be done to help you get a memoir 
written and not be kind of laid low by the challenge of writing these kinds of stories. 
 
BW: These are the things that can—it’s why you hear memoirists taking so long to write their books and 
why it—more than other genres, for sure, it’s just there’s a lot of layers to process and just the writing 
alone brings up all kinds of issues and then layer into that the personal experience and everything—the 
reliving the trauma, the embarrassment, the—whatever feelings come up, it’s just so much to handle. I 
just want to reflect that we see that over and over again and if you feel that way, you’re not alone. It just 
is there.  
 
The final teaching for tonight is the power of showing through the child’s perspective and how to make 
this work. I want to share examples again. A lot of my parts tonight are talking about how Jeannette does 
what she does or does what she did. We’ve talked about emotional distancing and staying dispassionate in 
the first class and I’m going to bring those up again tonight because part of showing in the child’s 



perspective is an emotional distancing. The tendency of the adult narrator—and/or we can call that the 
voice of experience—is to make sense of what happened. That can be handled through reflection, 
certainly. I teach a lot—we both do, and certainly it’s something we cover a lot in our long course—but 
what I write about a lot is takeaway. Takeaway is fairly synonymous with reflection. It is a moment where 
the reader is getting something a little more universal—getting an insight into something. Jeannette really 
doesn’t have takeaways in the standard sense. I talked last class about how sometimes the takeaway is 
handled through her mother and her mother’s philosophy on life. So part of the reason that Jeannette 
doesn’t have what I would call traditional takeaways is because the voice of the adult or the experienced 
narrator is so fluid with the child, in essence. It’s kind of a unique experience, actually. I also wanted to 
share something from Vivian Gornick, who wrote a book called The Situation and the Story: The Art of 
the Personal Narrative. She writes in her book about the narrator, “This narrator becomes a persona. Its 
tone of voice, its angle of vision, the rhythm of its sentences, what it selects to observe and what to ignore 
are chosen to serve the subject.” 
 
***LOST THE RECORDING HERE***  
 
 
Now I want to share the Tinkerbell vignette from The Glass Castle, which is on pages 15 and 16. It’s an 
example of Jeannette showing all of these things we’re covering in this section—the emotional 
distancing, being embodied in sensual detail, staying dispassionate—and this last one in particular, don’t 
overanalyze. I wanted to explicitly showcase this little one paragraph, because I think it does all of those 
things. So you can read along with me here at the bottom of page 15 and top of page 16.  
 
“One time I went out back with my favorite toy, a plastic Tinkerbell figurine. She was two inches tall 
with yellow hair pulled up in a high ponytail and her hands on her hips in a confident, cocky way that I 
admired. I lit a match and held it close to Tinkerbell’s face to show her how it felt. She looked even more 
beautiful in the flame’s glow. When that match went out, I lit another one and this time I held it really 
close to Tinkerbell’s face. Suddenly, her eyes grew wide as if with fear. I realized, to my horror, that her 
face was starting to melt. I put out the match, but it was too late. Tinkerbell’s once perfect little nose had 
completely disappeared and her saucy red lips had been replaced with an ugly, lopsided smear. I tried to 
smooth her features back to the way they had been, but I made them even worse. Almost immediately, her 
face cooled and hardened again. I put bandages on it. I wished I could perform a skin graft on Tinkerbell, 
but that would have meant cutting her into pieces. Even though her face was melted, she was still my 
favorite toy.”  
 
What I want to explicitly share about this is the power of doing all of the things, because what we’re 
talking about explicitly here is how to do what she does. Like I said, she doesn’t over-analyze, she does 
stay dispassionate—it’s kind of a horrifying scene in a lot of ways, and I had this moment over and over 
again in The Glass Castle where I just went, Oh my God. She didn’t have to over-explain herself and this 
is truly a showing moment and you realize that this child basically destroyed something that she loved but 
she still loved it anyway. And then on the next page, when they leave basically in the middle of the night 
and it’s crazy, chaotic, and she says, “Dad, I forgot Tinkerbell.” This is on page 17. “’Tinkerbell can 
make it on her own,’ Dad said. ‘She’s like my brave little girl. You are brave and ready for adventure, 
right?’ ‘I guess,’ I said. I hoped whoever found Tinkerbell would love her despite her melted face.” It’s 
very tragic. 
 
LJM: It kills me. 
 
BW: Yeah, very. There are these moments over and over again that Jeannette pulls off and they’re 
powerful. You can see the dispassion and I also want to point out the sensual detail—that’s an incredibly 
important aspect of it, the way that it’s written is full of language and it’s very embodied in a child’s 



place. But the language is not the language of a child. The language of the child only really needs to be 
authentically childlike in dialogue. That’s an important point. I want to share one example of the voice of 
experience because there’s not very much. Like I said, she just does a really good job of weaving. When 
she gets into her teenage years you get into a bit of this, and again, because she’s precocious, at times I 
can imagine this teenager being beyond her years and having to deal with her parents—in a lot of ways, 
she ends up having to parent her own parents. So it’s when her mom leaves for a while and she has to take 
care of the money and her dad asks her for money. He’s in and out and I’m not sure exactly how old she 
is at this point, but definitely in high school. This is on page 214. It says, “The next evening, Dad 
disappeared. After a couple of days, he wanted me to go out with him again to some bar, but I said no.” 
So you see this way that she starts to take on the role of his partner, basically, in this scene. She’s kind of 
in charge and she says on the second paragraph, “The next day, when I went to re-hide the check, it was 
gone.” This is the money that she’s supposed to be allocating to their household. “Dad swore he had no 
idea what happened to it. I knew he was lying, but I also knew if I accused him he’d deny it and there 
would be a loud yelling match that wouldn’t do me any good.” This line is very interesting: “For the first 
time, I had a clear idea of what Mom was up against. Being a strong woman was harder than I had 
thought. Mom still had more than a month in Charleston.” This is a little bit the voice of experience 
coming in when she says “for the first time, I had a clear idea of what Mom was up against,” but it’s also 
very much in the narrative. There’s a place where Jeannette walks a little bit of a vague line between 
voice of innocence and voice of experience. It’s fine—it clearly works, but it is interesting to know that 
you all have the fluidity to switch voices and to be in multiple “I” narrator spaces.  
 
LJM: I think that is such a great takeaway because as a reader, I kept wondering, when is Jeannette—
when does she see through—I think children who are in situations like this are a little bit hypnotized for a 
while and brainwashed in a way. I was wondering when she would see through some of the incredible 
reframing. You’re suffering and you’re starving, but you’re all good kind of thing. So that moment when 
she says I see what Mom is going through, I thought was really great. I was happy to see that. It was 
tragic, but I was happy that she was able to see that. 
 
BW: Exactly. So she does have this progression. We’re going to move into questions and thank you all 
again. We’re excited to teach about this topic because one of the things that I find is that people feel—
memoirists, specifically, that I work with often feel limited. They feel like they can’t have a full range of 
expression because they’re locked in somehow. I’m always curious about that and interested, because it’s 
not just one person I’ve had that feedback from and I think it happens a lot. The gift Walls gives us, if you 
can look at the power of her story, is that she’s committed to her version of events. She was a young girl 
during much of this story, and she has a powerful story to tell, through a particular lens. She isn’t worried 
about how other people might have experienced her world. She lets it be thoroughly hers. More 
memoirists can learn to give themselves this gift as they write. And she also let’s us grow up with her. We 
see these little scenes all along the way, and we see how she progresses as she ages.  
 
LJM: Yes, it’s a weaving, and she does have insightful though subtle reflections along the way. I think a 
good example of that is in Wild by Cheryl Strayed where she—you can very easily see how she weaves in 
reflection with scene all the way through, not only in the present time but in the past time and how she 
brings the past in. Most memoirs—not all, but many of them, you’re weaving scene with reflection. 
 
BW: Yeah, I absolutely recommend doing it a lot. It’s something that you can weave into every chapter. 
Reflection is one of the cornerstones of memoir writing. Although, like I said, Jeannette has less than 
some memoirists, so if you’re writing coming of age I think reflection is a little more difficult if you’re in 
the child perspective because the child might not have as much reflective capacity. So then it’s important 
to do this thing—the Vivian Gornick advice, which is to inform the narrative through hindsight. Yet there 
is ample opportunity to bring in reflection, and part of that is just to get a handle on what that reflection 
might look like. 



 
LJM: I want to add something to that, because it was quite a challenge for my book Don’t Call Me 
Mother. What I did was I knew as the writer more than the child did about what was happening in these 
scenes, so I would weave the knowledge that I as the narrator had about the child or about the scene. It 
wasn’t exactly woven-in full reflection, but on the other hand, I want to say there are times when it was. 
Children do reflect. If you’re a traumatized child, you’re probably a very bright and astute survival 
situation. You’re going to be going, what is going on here? I don’t like this. I want this to stop or 
whatever. It depends on the child’s story, but I think children also can reflect. 
 
BW: Definitely. And that’s a good point, so thanks for bringing that up. It’s parallel here to something 
that Karen is saying in the chat window. “I see the Tinkerbell story as a metaphor. Jeannette is Tinkerbell. 
Does that make sense?” I think that could be an interpretation for sure. For me, in that little scenario, it’s 
more that she’s relating to Tinkerbell or putting onto Tinkerbell her own experiences in the way that 
children try to make sense of their experience by maybe acting it out with a doll or something like that. 
Because if she got the skin grafts and maybe she could fix Tinkerbell if she gave Tinkerbell a skin graft. 
In some ways, it could be a metaphor, like I said, but I think it’s more about the almost mirroring that is 
going on and it’s something to take care of, like a doll. So then when she’s forced to leave her behind, it’s 
also this issue of this is something that she’s mothering and we’re leaving it behind and the dad, rather 
than caring, is saying to her, don’t worry, she’s a strong girl, she’s going to be okay on her own. There’s 
all these layered messages that are happening and I do think what’s happening is that the child Jeannette 
who is so young at this point—four or five—is basically making sense of her reality through what’s 
happening to Tinkerbell. 
 
LJM: I agree. 
 
BW: Yes, and others [in class] are agreeing. And when we imagine—this is what’s so powerful about 
memoir. Let’s just look at that little Tinkerbell story—it’s one paragraph and we can endlessly talk about 
it and dissect it. I think this is what’s really powerful about memoir when it works well and why it’s so 
important to slow down your story and really be considerate about the kinds of layered messaging that 
you can put into a book. So often—one of the things—I thought this was fascinating because this client 
that I had today was saying, what am I missing? What she was missing was this nuanced understanding 
that there is something much more powerful to deliver in memoir than just your story. If you just tell a 
story, point A to point B, and it’s all about plot—and this happened and this happened and this 
happened—it’s fine and it’s a story, but it’s the weaving in of all of these different craft layers that makes 
memoir go from something that is just pedestrian to something that is marvelous. We see it in these best-
selling memoirs that we keep teaching over and over again that there’s not just one thing that these 
memoirists are doing. They’re doing multiple things. It’s about language, it’s about metaphor, it’s about 
reflection, it’s about many aspects. So while on the one hand it’s intimidating if you look at something 
like that with your own memoir—maybe you have a first draft, for instance, and you might think, oh my 
gosh, I have so much work ahead of me. But it’s also really inspiring because what it shows is even in a 
short chapter, even in a short vignette, or even in a scene, you have this real capacity to drive home 
something that opens up people’s minds in a much deeper way than just a story of here’s what happened.  
 
LJM: The learning comes through. 
 
BW: Absolutely, it does. That’s the powerful thing about memoir writing—both for the writer and for the 
reader, too.  
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Week Four: Through-threads & Themes 
 
 
 
Brooke Warner: Hello, everyone, and welcome to class number four, which we are calling “Through 
Threads and Theme,” tacking on the idea of through-threads because it turns out to be principle tonight. 
Hi, Linda Joy. 
 
Linda Joy Myers: Hi, Brooke. Welcome, everybody. 
 
BW: It’s good to see familiar names, and we always appreciate it when you say hello into the questions 
window. Hey there tonight on our last class—class number four. I think we’re just going to dive right in 
and we’re going to start with through-threads, as it turns out. It’s so principal to theme and it’s fun to 
work on these classes because we’re kind of thinking through what works as we read these books and 
what’s relevant, and even though tonight was principally about theme, what we realized was that so much 
that makes theme work has to do with through-threads.  
 
Through-threads—what are they? What does it even mean? It’s this idea that you carry a concept—in a 
lot of cases it actually is a theme. It’s a storyline, it’s an idea—it’s something tangible in the story that the 
author carries through that is planted at some early point in the book or midway through the book and 
then is basically tended to and kept track of. That’s how I like to think of it, and the reason that I put this 
image up here of kind of a braided thread is because that is really what it looks like. It’s something that 
you attend to throughout your memoir. I’ve often used also the image of a loom, because I think that is 
such a perfect one because of the way that a loom works. Different parts of the loom poke up and create 
different colors and ultimately it creates this sort of uneven tapestry, but it has this beautiful aesthetic kind 
of look in its own way. That’s how this kind of thing shows up in memoir as well. It’s a little bit esoteric 
until you start to really lock it down and see how it works in memoir.  
 
I do have a number of examples that I’m excited to share with you. The most obvious one and the most 
prevalent one in The Glass Castle is the through-thread of the glass castle itself. We’re going to start on 
page 25 to take a look at where this gets seeded. I use the word seeded because I also think that through-
threads are a lot like seeds that get planted early on and then you tend to them—you water them, and you 
ultimately harvest them. Lots of times there are opportunities that I see when I’m editing memoir. I’ll also 
go, oh, this is interesting, it feels like something that the reader is seeding, but then for some reason they 
don’t come back and harvest it later. Do you notice that, Linda, when you’re reading? 



 
LJM: Yes, things get abandoned like little orphans along the road and the reader is going, well what 
happened to that person? What happened to that idea? 
 
BW: Sometimes it’s just an idea or a concept, too. It’s just important to pay attention to and sometimes a 
good editor can help you seed a memoir. Let’s start with the glass castle because the glass castle is a 
concept; it’s not really a theme, although it is sort of a metaphor, in a sense, for them about what doesn’t 
work out. It’s true and sad. On page 25 at the top of the page it says, “When Dad wasn’t telling us about 
all the amazing things he had already done, he was telling us about the wondrous things he was going to 
do, like build the glass castle. All of Dad’s engineering skills and mathematical genius were coming 
together in one special project—a great big house he was going to build for us in the desert. It would have 
a ceiling and thick glass walls and even a glass staircase. The glass castle would have solar cells on the 
top that would catch the sun’s rays and convert them.”  
 
And she goes on and on about how—and obviously this is coming from the father—how magnificent this 
glass castle was going to be. This is the seeding of the glass castle and it comes up a fair number of times 
throughout the book, because it is this idea—there’s another recurring theme that goes on throughout the 
book, which is the ways in which her father let her down. She pulls that through to the end as well when 
on his deathbed he basically says, “Have I ever let you down?” And it’s so ironic because of course the 
answer is yes, but one of the ways in which she illustrates the ways in which he lets her down is through 
this example of the glass castle. Because of course not only does it not happen, it was never going to 
happen. On page 152 at the top of the page, again—I’ll actually start at the very last sentence on the 
bottom of page 151. They’re talking about the house that they move into—I think this is the one in 
Virginia, on Hobart Street. “‘The house itself isn’t much,’ Dad apologized, ‘but we won’t be living in it 
for long.’ The important thing—the reason he and Mom had decided to acquire this particular piece of 
property—was that it came with plenty of land to build our new house. He planned to get to work on it 
right away. He intended to follow the blueprints for the glass castle.”  
 
So even in how she talks about it, because this is something to emulate in your own book. It’s very 
rewarding for the reader. That’s the number one thing that I want to mention about through-threads and 
why it’s an important part of the equation and how it’s integrated into your own memoir. I also want to 
talk about why readers love them, because we have this seed planted for us and then when it gets brought 
up again, it’s like this little trigger and we go, oh yeah. It’s enrolling your reader in something that we 
know and we’re getting to know a bigger part of your story. On page 238, also toward the top of the first 
full paragraph, “I followed him into the living room, where he spread his papers on the drafting table. 
There were his old blueprints for the glass castle, all stained and dog-eared. I couldn’t remember the last 
time I’d seen them. We’d stopped talking about the glass castle once the foundation we’d dug was filled 
up with garbage.” So this is a much later point, when her parents are in New York City. We follow 
through this idea of the glass castle all the way until the bitter end, and it’s a real letdown for us as 
readers, even if we never believed it was going to happen in the first place. It’s powerful. 
 
LJM: It’s emotional, with kind of a pulling back and distanced way of showing it. It’s very powerful 
because we read between the lines as readers. We know that it’s a terribly sad legacy, but she doesn’t say 
it. 
 
BW: Absolutely. That’s a good point in terms of how Jeannette herself handles them, because there’s 
this—it’s all showing. This book is so powerful in how well it shows when we’re talking about show 
versus tell and that memoir should largely be about showing. We see this unrealized dream, and it is sad. 
It’s something that makes you feel a loss even if it was never to be, and I did feel that all the way through. 
There is so much hope wrapped up in the glass castle.  
 



I want to share this scene—the swimming scene, which I’m sure everyone remembers very well because 
it’s so arresting when her father just throws her into the water. I won’t read the whole thing, but it starts 
on page 66, starting with “‘That’s okay,’ Dad said. ‘Catch your breath.’ When I recovered, Dad picked 
me up and heaved me back into the middle of the hot pot. ‘Sink or swim!’ he called out. For the second 
time, I sank. The water once more filled my nose and lungs. I kicked and flailed and thrashed.” And she 
goes on and on—she’s essentially drowning and her father then yells out, two paragraphs down, “’You’re 
doing it, baby!’ Dad shouted. ‘You’re swimming!’ I staggered out and sat on the calcified rocks, my chest 
heaving. Dad came out of the water too and tried to hug me, but I wouldn’t have anything to do with him 
or with Mom, who’d been floating on her back as if nothing were happening.” It’s so upsetting. Her father 
then says, “‘If you don’t want to sink, you’d better figure out how to swim.’ What other reason, he asked, 
would possibly make him do this?  
 
That is this arresting scene early on—she’s quite young when this happens. And then much later in the 
book, on page 213—this is a really great example of a through-thread so I want you all to pay attention, 
because all of you can do this and it’s quite effective. The last scene on page 213—it’s later; she’s a 
teenager and her father does another awful thing of basically using her to make money. He sends her up to 
hang out with a guy—I’m not sure what—this guy thinks she’s pretty. He’s essentially prostituting her, 
although it seems like he doesn’t actually think they’re going to have sex. It’s some kind of bet. And she’s 
reasonably pissed off and says, “In the car, Dad took out the money he’d won and counted off forty 
dollars, which he passed to me. ‘We make a good team,’ he said. I felt like throwing the money at him, 
but we kids did it so I put the bills in my purse. We hadn’t scammed Robbie, but we’d worked him in a 
way that felt downright sleazy and I’d ended up in a tight spot. If Robbie had been set up by my dad, so 
had I.” And then they have a little bit of dialogue and she says at the end of their talk in which the dad 
confesses, “‘I’m sure he just pawed you. I knew you could handle yourself.’ The road back to Welch was 
dark and empty. The wind whistled through the broken window on my side of the Plymouth. Dad lit a 
cigarette. ‘It was like that time I threw you into the sulphur spring to teach you how to swim,’ he said. 
‘You might have been convinced you were going to drown, but I knew you’d do just fine.’”  
 
This is really important for all of you memoirists to realize that this is a skill that each and every one of 
you can do. This is the most simple through-thread, is when you plant a seed early on and then you 
remember to recall something about that scene later on in the book. You don’t have to do it a lot; you just 
do it a few times. It brings the reader full circle and what it allows the reader—especially as time is 
passing—you kind of, with Jeannette, are growing up with her. You see her in this early scene where her 
father throws her into the water and she’s quite young, and then here is a scene when she’s a teenager and 
her father throws her into a sticky situation with a man and it’s very similar and she makes the connection 
because he makes the connection. This idea of connecting the reader, both in language and in things that 
are actually said, but also in experience.  
 
Find ways to do this. Think about things where you plant a seed and you might even make a note to 
yourself in a separate document that says, in Chapter 2 I planted a seed about something or other and I 
think later on I can pull that through. We both want to encourage you to do that, because it’s a 
sophisticated craft tool that really all memoirs should have. 
 
LJM: I agree. It’s really important, and it weaves—literally, speaking of threads—it really does weave 
the story together in ways that make the reader just feel held into the story—the web of the story—and the 
reader isn’t going to fall through. 
 
BW: So Linda you’re going to—we’re going to—be continuing to talk about through-threads, because 
thematically you see that continuity. 
 



LJM: It’s so fun to sort of really think about this. Here we are talking about Jeannette Walls’ book being 
a bestseller, and the themes are very strong and powerful. There’s got to be reasons why how many 
millions of people read this book and its being at the top of the bestseller list for a very long time. A lot of 
people would read it maybe for literature, but I really feel—maybe this is the therapist in me speaking—
that it was a deeply connecting book emotionally. So let’s look at what some of these themes are.  
 
It’s certainly well-written—that’s another thing. You have to be able to go along with the themes of 
survival and the struggle against powerful forces and very quirky parents in order to get through this 
book. You have to be able to relate to that. I think that—Brooke and I were talking last week about this, 
and being a therapist as I am, I really get the sense in society that a lot more people struggle with the 
themes in this book. Not the same situations, perhaps, I hope, but yet they exist. Hunger and poverty are 
denied in this country a lot. You look at TV—people who see American TV think everybody is rich and 
lives on a beach in LA, you know? It’s not very realistic. Part of what people live with are their own 
secrets and their own pain and their own struggles. The other thing that a lot of people live with, whether 
they’ve ever told another soul in their life or not, is some kind of child abuse—emotional or physical or 
sexual. I’ve just seen it so much, I just want to mention it because I feel that the themes in here reach this 
underbelly, under-consciousness—the psychology of a lot of people. I don’t know if I’m right—I haven’t 
done a survey—but that’s my hypothesis. 
 
BW: I think your unofficial survey, given how many memoirists you work with, is probably pretty solid. 
 
LJM: In the memoir community, I’d say in our larger class we are teaching, three-quarters of the people 
are writing about some kind of survival or trauma or serious struggle or serious dysfunction. There’s a 
range, but it’s a lot. I think the other thing that we’ve touched on but want to say again is that—the topic 
keeps coming up in the workshops and the webinars that I do and that Brooke does and that we do 
together. Why is memoir still so popular? It was supposed to die five years ago or seven years ago or so. 
We’ve talked about that there’s a memoir revolution going on and certainly people reading and buying 
memoirs. There is one going on in people writing them, too. More and more people are writing them as 
publishing has changed. Of course, we talk a lot more about this in our long course, but I just feel that 
people are going to spend a long time writing a memoir about something important—something 
significant in their lives. Jeannette Walls certainly did that. So that’s my little commercial about the 
underside of what memoir does.  
 
Many memoirs are about other things, of course, like travel and so on, obviously, and those are wonderful 
books and we love them. But here we’re in the middle of a memoir about survival, literally. There are 
various things that go on in here that I was tracking. I just want to make a list and then I’ll give a few 
examples. One of them is the dealing with what you’d call the quirky parents—or dysfunctional parents, 
whichever word you want to use. That thread is pulled all the way through. It’s one of the themes because 
she’s showing what they did and said and how they acted and what they didn’t do all throughout the 
book. Another is that she’s injured a lot. The book starts out where she’s on fire, and then later there’s 
another fire that she escapes and then she falls out of a car and then—I was going to mention the one that 
Brooke already mentioned, which is the one where she’s in a very unsafe setting with these men. There’s 
that theme. There’s the theme of hunger. All throughout the story starting very early in the book—I have 
a few examples woven later in the book—they’re hungry. They’re digging through garbage. They’re 
eating margarine with sugar. They’re eating food that’s old and moldy. It’s pretty horrible to even read 
about, but it’s all the way through the book and in fact, the book begins and ends with her mother digging 
through garbage. The other theme that’s all the way through is fending for herself. Again, being thrown in 
the water, the school bullies, how she made her own braces. 
 
BW: That was a good scene, actually. 
 



LJM: She’s very creative. Those are some of the things on the list and I’m going to give a few examples. 
Early on in the book we start, obviously, with quirky parents. Brooke, you already mentioned this, so I’m 
just going to mention it. It’s where we first learn about the glass castle and how he’s going to create this 
amazing, wonderful house in the desert. When you read about it after we already know him a little bit, by 
page 25, which is where this occurs, the reader is going, well, maybe he’s going to do that. We don’t 
totally know what a complete pipe dream this is quite there, but she begins to lay out his quirkiness. Some 
of the quirkiness is kind of beautiful, like on page 39 when he’s taking them out under the stars. He has 
no job and no Christmas and I think we used this in another example, but I just love it. It says, “Dad took 
each of his kids out into the desert night one by one. I had a blanket wrapped around me and when it was 
my turn, I offered to share it with Dad but he said no thanks. The cold never bothered him. He explained 
to us how the stars rotated through the night sky as the Earth turned and how to identify the constellations 
and navigate by the North Star.” He goes on about the stars and how wonderful it is that they are out in 
the middle of the desert on Christmas night and not like all those other people inside their houses who are 
opening presents and that this is better. 
 
BW: That happens all the time, yeah. 
 
LJM: You get your mind shaped around things like that when you’re a child. We had some of the same 
examples, so let me find another example. I want to go on one about another injury. They’re in a car on 
page 30 and the door flies open and she tumbles out of the car. “I rolled several yards along the 
embankment and when I came to a stop I was too shocked to cry, my breath knocked out and grit and 
pebbles in my eyes and mouth. Blood was running down my forehead. I watched the green caboose”—
which is their car—“get smaller and smaller and then disappear. I was still holding my candy bar, but I 
smashed it during the fall and now it was covered with grit. I crawled along the embankment and waited 
for Mom and Dad to come back. The sun was small and white and broiling hot. A wind had come up and 
it was roiling the dust along the roadside. I waited for a long time before I decided it was possible that 
Mom and Dad might not come back for me. They might not notice I was missing. They might decide it 
wasn’t worth the drive back to retrieve me. I was a bother and a burden they could do without.”  
 
Now that is powerful writing. Gosh, I got goose bumps reading it because she is totally in the scene and 
we get what she’s thinking. I notice that some of the people we’re coaching, they forget to tell us what the 
narrator is thinking when they’re suffering. She’s not saying “I’m suffering,” she said, “I’m sore.” But 
she paints a picture of suffering in a beautiful way. It’s funny, when I first read this book I didn’t like it as 
much, and then the second time I liked it better. And now that we’re teaching it, I really like it a lot. 
 
BW: I agree. I had the same experience, actually. It’s quite fascinating, because one of the things that—
when you’re reading memoir for the purpose of, what did this memoirist do right? Clearly someone like 
Jeannette Walls or any of the people that we’re teaching in this best-selling memoir series have done 
something very right and when you drill down, it’s just impressive whether it’s the language or the 
metaphor. The array of craft and skill that is being demonstrated in these memoirs and the storyline itself, 
it’s powerful. I completely agree. I think the first time I read it I would have rated it maybe a three or a 
four, and I have it on a nine or a ten. We completely turned around with how I feel about it. 
 
LJM: So what the takeaway you guys can have is—sometimes we’re reading the story to find the story 
and the writing wraps itself around us in a very subtle way. I think what happened is that when we let it 
wrap itself around us another couple of times and really slow down, we don’t need to read about what 
happened. We’re reading to read her work. Then we can just sit there like appreciating a painting or 
something. So one little thing I’m going to add—and then it’s your turn, Brooke. One thought is how do 
you keep track of your own themes, and one thing I suggest—a couple of things.  
 



One of them is to write in different colors the different themes. Color-code the passages. You could color-
code the hunger passages in green or whatever and defending herself constantly against the bullies—
which is all the way through the book—in red. Things like that. You can think about what some of your 
four or five main themes are that you’re bringing through the book, and you may not end up doing this in 
your very first draft, but I think you should try. Do what you can to nail some of that down. And then 
immediately in the next revision go in there and make that clear, because you need to revise around this. 
We’ll talk about revision another time. It’s a part of getting it done. 
 
BW: That’s helpful. And just knowing what they are, even. For some of you, it may just be listing out 
what you think they are—reading other memoirs like this one and others and saying, do I have similar 
themes? What might those things be? They’re big picture things. Themes are big. They’re things like 
hunger and poverty and—I think I mentioned this, maybe it was in the free call—but even in this book 
there was a little bit about race and socioeconomics and these ideas that are thematic and large and 
certainly, as Linda Joy mentioned, survival and struggle and trauma. There are a lot of themes, but then 
there are the overarching ones and how you’re tending to them. It’s a lot to wrap your mind around.  
 
Originally, I was thinking about this next topic that I’m going to talk about as metaphor, and I did want to 
get into the specifics of language. Here’s the thing: There are a lot of metaphoric kinds of things going on 
in this book and any book. Actually, Karen posed a question a few minutes ago that says, “Isn’t through-
threads similar to a central metaphor that is carried through the book?” My answer to that is sometimes it 
is. So in the case of the glass castle, there’s no question that that is a central metaphor. The idea of the 
glass castle is something that her father promised that was going to be the manifestation of how they were 
going to live—it was a promise. I like how you phrased that, Linda Joy, that that’s something that can 
really shape you as a child. It can shape your thinking. Her father’s way of being most certainly shaped 
the way that these children thought about the world and how they lived. And I’m sure by the time she was 
ten, eleven, at whatever point your parents have a fall from grace, she realized that that was never going 
to happen. And then at the end of the book, basically on his deathbed, her father says, “So I never did get 
around to building that glass castle, did I?”  
 
At that point it’s almost ironic, and again, sad. But it is central to this book. At the end of the day, it’s 
powerful that the book title is The Glass Castle and it is about letdown. As a child, she was very let down 
by her parents and she had to struggle and survive and really—it’s surprising when you read through 
some of the things that she survived at all. There’s that, and there’s a lot of big-picture metaphors and 
themes sometimes can become metaphoric, but the reason that I changed this to the power of language to 
drive home theme is simply because when I was looking through the memoir again and preparing for 
today’s class, what I found was Jeannette Walls actually doesn’t use very much metaphor, which is 
interesting. She uses a lot of similes, and metaphor is used in two different ways in language. It’s used to 
refer to an actual metaphor, which is a figure of speech, but it’s also used to think about something—how 
does something work as a metaphor for something larger? To think about poverty. And so in that way, 
you can—and people do—use metaphor as a way to think about theme. I think it’s powerful, too, because 
you’re using it metaphorically and it’s another good way to show rather than tell because you’re being 
metaphorical rather than being literal.  
 
But you have to be careful not to take that to such an extreme that your book becomes esoteric. That can 
happen, and you’re not grounded in concrete themes. This isn’t really to say that you should do anything 
one way or another, but it’s just to notice how different elements of craft are used. I really did—I 
resonated with that metaphorical—I love your examples too, Linda Joy. I like the thing about the hunger, 
actually, and the constant garbage theme. That was actually very interesting. You’re so right and yet that 
one didn’t quite lock in for me as strongly as it might have for whatever reason.  
 



I’m often encouraging people to be thinking about their language and how this drives home—in the 
desert—there’s a lot of stuff in the desert. I’m just going to share some of the examples that I’ve tagged 
throughout as a way to get you all to think about language too. On page 22—this is one that Linda Joy has 
shared, I think a couple of classes ago. In the first full paragraph, it says, “When the rains finally came, 
the skies darkened and the air became heavy. Raindrops the size of marbles came pelting out of the sky.” 
It’s just this descriptive—the size of marbles. Something very simple like that, these are just descriptors 
and throughout she uses lots of similes, lots of analogies. On that page she says, “we were sort of like the 
cactus” to describe the way in which she felt. On page 31—I’m just going to talk through these, because I 
feel that a lot of times people struggle with metaphors and analogy and similes because they don’t really 
know how to turn their brain on to those kinds of things. Some of you might not struggle with this at all, 
but it’s a good practice to start to track throughout a book how a given writer is doing this. In Jeannette’s 
case, they’re always very simple. They’re always very punctuated. 
 
On page 31 she’s talking about her bleeding nose in the second-to-last paragraph. She says, “When he 
plucked all the pebbles from my cheek”—this was after she gets thrown out of the car and the parents 
come back—“he took out his handkerchief and tried to stop my nose from bleeding. It was dripping like a 
broken faucet.” That’s it right there. It’s very simple, but people just forget to do this and that’s kind of 
why I’m showing all these examples. They’re very small things, but it does give you a much more 
powerful description of what it actually looked like and what it felt like. On page 59 at the bottom of the 
page—and Linda Joy shared this one, I think, a couple of classes ago too when you were giving some 
examples about the desert. After the line break: “Dad made necklaces for Mom out of all that turquoise. 
We discovered large sheets of mica that you could pound into powder and then rub all over your body so 
you’d shimmer under the Nevada sun as if you were coated with diamonds.” I do love that, this idea of 
being coated with diamonds.  
 
She shows the beauty of things as much as she’s struggling, and I think it’s one of the counterpoints to the 
travesty of all of it is that in the language, there is a lot of beauty. It’s interesting to look at that as a 
juxtaposition. And then just little things that she says here. I want to show another example of great 
descriptive language on page 150 when she describes the houses. This is again on Hobart Street at this 
little piece-of-crap shed, basically, that they end up moving into. Right in the middle of the page on page 
150: “The houses up here were shabbier than the brick houses lower down in the valley. They were made 
of wood with lopsided porches, sagging roofs, rusted out gutters, and balding tar paper asphalt shingles 
slowly but surely parting from the underwall. In almost every yard, a mutt or two was chained to a tree or 
to clothesline posts and they barked furiously as we walked by. Like most houses in Welch, these were 
heated by coal. The more prosperous families had coal sheds; the poorer ones left their coal out in a pile 
out front.” She goes on—that little paragraph paints quite a picture and this, again, does drive home one 
of the larger themes of poverty and what it really feels like to live this way in America, which is a very 
true and underseen—as Linda Joy pointed out—way of existing in America.  
 
This book was praised largely for showing this underbelly of America, for really being a true and accurate 
picture of what that’s like. I did want to just point out in this little segment that I’m talking about 
specifically is how you can use descriptive language and how you can use things like metaphor and simile 
and analogies to further propagate some of these larger messages and ideas and themes that you might be 
writing about. In Jeannette’s case, what she was writing about might be very different from what you’re 
writing about, but I see this a lot in food and travel memoir, for instance. Like a food memoirist, for 
instance, you use food metaphors and food analogies, and travel memoirists do the same with travel. So 
think about that and ways to bolster what you’re doing through that. 
 
LJM: Universal themes—we’ve touched on this before. That’s a great picture—she’s out under the stars 
with her father, it looks like, right? Themes are a way of guiding the reader through the topics that you’re 
touching on. A book becomes so much more than what happened, obviously, through writing a memoir. 



And we’ve talked about that before, how to create it into a work of art—into something someone else can 
relate to when it’s so personally your story—your very personal story. Now, theme—as Brooke is saying 
here—theme is a container. We’ve showed a little bit about how that is. If you weave it through, it’s 
creating literally a woven fabric of scenes and moments and feelings that come through the weaving. 
Brooke uses a term, and I love it, that you wear a certain color of glasses as you’re looking at it. So let’s 
say your theme is hunger, in this case. What she’s doing is she’s remembering the times that she was 
hungry, but she doesn’t pound it at us. She weaves it in another scene—a scene where something is 
actually happening. But she touches it and touches it and touches it so that it’s like a touchstone of 
something that is running through the whole book. There are times later where really, they’re desperately 
hungry. 
 
As she grows up in the book, we hear a little bit more about what she thinks and she learns that she has to 
take care of herself. I guess her father is right—we’re going to throw you in the water and if you don’t 
die, you’ll be all right. That weaves through in so many ways. The vignettes are about these universal 
themes that we’ve talked about, about survival and hunger and are part of us all. So you have to look at 
your own scenes and find out how is this scene—what I wrote in a scene—related to my own themes. 
How are my scenes connected to my broader message? You need to be thinking—even, ideally, in the 
first draft, as Brooke and I said earlier—you need to be thinking beyond this happened and then that 
happened. I was coaching somebody recently and she was telling me in her chapters, this happens in this 
chapter and this happens in this chapter and so on, and I said, those are very important things that 
happened, but I don’t get what meaning they have to you. I don’t get why they’re here, actually, as a 
reader. So she began to tell me more about that and I said, well, it’s not woven into your scene. You need 
to reflect on this. Jeannette Walls does that.  
 
She’s always reflecting and talking about things very specifically. I’ll give one example—here’s a good 
food one. It’s on page 173, where the kids come into the school and they throw away their lunch bags in 
the garbage pail. I just want to show you a couple of specifics of how she does this. “I couldn’t get over 
the way the kids tossed away perfectly good food—apples, hard-boiled eggs, packages of peanut butter 
crackers, sliced pickles, half-pint cartons of milk, cheese sandwiches with just one bite taken out—
because the kid didn’t like pimentos. I’d return to my stall and polish off my tasty finds.” She goes on and 
talks more about the garbage and the food and how they need to hide this thing. In this scene, it’s very 
specific about what exactly she’s doing and what exactly she’s eating and what exactly they threw out. 
And in the passage where she got thrown out of the car, while she’s sitting beside the road digging the 
gravel out of her candy bar and her leg, she’s describing the weather and the broiling hot sun and the dust 
that’s sweeping up around her. In doing that, she’s showing neglect. She’s showing injury, she’s showing 
isolation, and she weaves in her thoughts that tell us maybe they won’t come back and get me, which is a 
very haunting thing to have a child be saying. I had no trouble believing that she thought that as she sat 
there as a child. 
 
BW: I think that’s really true. There were certainly moments in those young scenes where I felt like she 
was a little wise beyond her years. I think that can be forgiven, as we’ve talked about in previous scenes, 
because it’s true. The emotional truth of her experience is quite powerful and absolutely I think she 
wouldn’t have put it past her parents to just abandon her. They weren’t responsible. They hadn’t shown 
her responsibility or caretaking, so what would she have to go on? 
 
LJM: I love the way you talk about this, so I’d like you to do it, Brooke. You talk about wearing theme-
colored glasses. Tell everybody what you mean by that, please. 
 
BW: I like this way of describing it because the issue is that when people write—and it’s so much what 
Linda Joy is saying, that it’s not enough just to showcase a scene—to write something that happened for 
everyone to see and just go, oh, look at my shiny scene. It has to be told through this more focused lens. 



So over time, I started realizing a good way to talk about that is as if you’re wearing glasses. If you’re 
wearing theme-colored glasses—let’s just say they’re tinted any color—you can see the whole world. 
There is nothing that you can’t see. Colors might be more vivid or they might be a little bit off, and 
sometimes you can even forget that you’re wearing those glasses. But everything is tinted through the fact 
that you’re wearing those lenses and really, this is how your theme should function in your memoir. If 
those lenses were your theme, then what you’d see is the whole world. For instance, in Jeannette’s case, 
the theme ultimately is—there are many themes going on, but I would say that the largest theme is 
struggle and survival. I think that’s the biggest one. And you need to be able to have that locked down for 
yourself, that there should be one big theme.  
 
Then there can be any number of smaller themes, but then if you’re looking at that through the lens of 
struggle and survival, what you see is that over and over again, almost every scene—every little 
vignette—has a little tinge of that. It’s because those glasses are really solidly in place, so then even if 
she’s having a different kind of experience, it’s not ever far from her consciousness. This can get a little 
bit difficult for people who start to go oh, well I have thirty themes. That’s why it’s important to say yes, 
okay, well you can have lots of sub-themes, but what are the real big-picture ones? Part of that can be 
figured out if you decide and/or can wrap your mind around your elevator pitch. The more condensed you 
can be in the way that you talk about the book, the more you can hone in on your singular theme. That is 
something—it’s hopefully a way to start to frame how to write your memoir thinking about these larger 
themes. And I do have a blog post on this, so I’ll send it out when I send out the materials just for 
everyone to be able to read it and see if it resonates with you. I found it to be helpful for people who feel a 
little scattered around the idea of theme. 
 
LJM: I read differently now that I’m teaching more deeply about theme, and I think that it is—when 
you’re reading memoirs, too, you need to be thinking about some of the points that we’re making and 
other teachers make in their books about how to think about it both as a the writer and as the reader. I 
think in the very first draft, maybe, that is much harder to do because so many people are just struggling 
to get something on the page. But even knowing this is knowing, well, yeah, I’m not doing that in this 
draft very much, maybe, but I know that I will be coming back to do it. I think that affects the writing in 
the first draft. I really do. It just makes it a little more awake about what will be happening. 
 
BW: We are going to just pause a moment here before we get into Q&A to have a small little invitation to 
join us. We actually have a few of our six-month students in this class who are already doing it with us or 
who have already done it, so this is just an invitation to join us because we are starting our new six-month 
course in July. These little classes that we do, these month-long—they’re of course always to further the 
learning, but they’re also teasers for the longer class and to let you know a little bit about these six-month 
intensives that we teach. You can find out more information at writeyourmemoirinsixmonths.com. 
There’s an opportunity to save 200 dollars if you sign up tonight, so we want to encourage you to put 
down a deposit of 500 dollars to save your spot. We have five spots left, so we are filling up. We’d love 
to invite you. And just say a couple of words, Linda Joy, about how the six-month class is different than 
these courses. These courses are more lecture-based. 
 
LJM: Yes, in the six-month class there’s a lot if interaction and connection. It’s very different from here 
in that they’re smaller groups; we have groups of just 14 people in a class, in one of our classes, and 
Brooke and I do hands-on reading of your material—of five thousand words a month, which isn’t 
everything that you write but it is a big chunk of your writing and we’re very personally engaged with 
you as coaches in helping you with your own specific work. Every other week, we meet on the phone and 
everyone is unmuted and we can talk and ask questions. We drill down into the very specifics about how 
you’re going to write your memoir in scene, how you’re bringing your themes up, and look even more 
closely at how this works one-on-one in a coaching intensive. It’s really a great course. 
 



BW: It’s been very successful and we’ve been so pleased with everyone who has been in it with us. Just 
to explain the language here, because it says get up to 200 dollars off the class. If you sign up tonight, it’s 
just 100 dollars off and then there’s a payment plan, but you can save another 100 dollars on the payment 
plan. So if you have any questions, don’t hesitate to contact us or to contact me directly and we’ll walk 
you through it. That’s it. I hope some of you will join us and we want to move on to Q&A about through 
threads and theme and anything else, so let’s see what people have up. Annie asks, “If family and friends 
get your theme as soon as you reveal the title, will my readers need to understand it in the beginning?” 
I’m not sure, Annie. I don’t know if you want to share what your title is—it’s a little unclear what you’re 
talking about, because maybe you have something that is just a very thematic title. It’s hard to say. People 
don’t really have to be clear about what the theme is. Sometimes that’s revealed through the course of the 
reading. If it is really obvious up front—like in Eat, Pray, Love, that book really revolves around three 
themes and it’s structurally organized around three themes that she wants the reader to understand just by 
looking at the back cover copy. It just depends on what you’re going for. Out of the Fishbowl, Into the 
Ocean, she says. That’s a great title—it really is. I like it. I’m not sure if it’s a concern you have or if you 
just want to make sure people get it, but either way you have to pay attention to that larger concept 
throughout as you’re writing. Karen just made the point—I guess this was when you were talking, Linda 
Joy, in the second segment around some of the trauma stuff and the ways in which we deal with it—that 
we’re the first generation that has grown up with psychology as a profession. That’s an interesting 
comment. Do you think that that speaks to something to the memoir revolution? 
 
LJM: Maybe. I think people of many different age groups are writing memoir, but a lot of them—yes, a 
lot of people have explored who they are through therapy. The biggest open exploration of self through 
psychology started in the ’60s—exploded, let’s say, in the ’60s—and that led to a lot of other kinds of 
therapies and so on and so forth. It became okay to think and reflect about what happened in the family. 
Maybe you couldn’t talk to your family about it, but you could go and look at yourself and the whole self-
actualization movement happened then and has continued; it hasn’t stopped. It’s still everywhere. 
 
BW: And then from a more modern perspective, I think reality television and blogging and places in our 
culture where it’s become much more okay—and beyond okay, expected—to be out there and to share 
your truth and so many people are admired and rewarded for being incredibly vulnerable and forthcoming 
if you think about people like Oprah, Anne Lamott—any number of people who have just bared their 
souls and shared some of their most excruciating experiences and memories, and they’re celebrated. 
There is a cultural response to that. I think it’s powerful. I know Linda Joy and I personally think it’s a 
wonderful thing, because there’s an exercising of being that can happen in the process. It’s very healing. 
People need to be able to release and at the same time, I’ve written about this a little bit, but be careful 
when it’s trauma how we write about it, so that it’s not just an invitation for people to look at a train 
wreck—that we really have self-reflection and that we be on the other side of self-understanding. 
Certainly for those of you who have done a lot of therapy and stuff, that’s wonderful, but there are lots of 
people who really are trying to write a memoir and they are still in the throes of it. They’re not quite 
ready. That happens, and sometimes people need to work through that. But as a reader, you can often tell 
when something is a little too raw or vulnerable versus someone who is on the other side of it, like I 
said—who has some distance. 
 
LJM: But in addressing that, there are some people in our courses who want to be in the course to learn 
about memoir writing and they’re still somewhat in the middle of— 
 
BW: You’re right, absolutely. That can be very powerful, to learn some of what that is—to see what is 
that vulnerability— 
 
LJM: —working with people who are maybe writing about—and some people who I’ve worked with in 
the long course, they really haven’t delved as deeply as the writing takes them into that particular story. 



So they make a lot of very amazing and healing discoveries along the way. You jump in the pond 
wherever you’re standing if you want to write a memoir. And we’ll be there to help you, unlike Jeannette 
Walls’ father. 
 
BW: Exactly. And sometimes you have to write that raw, vulnerable draft in order to get it to a place 
where it’s further along and more actualized. Linda Joy’s book is Journey of Memoir and I don’t think 
there’s any other book-writing process that is more of a journey than memoir—any other genre, rather. 
Diane has a question about the course. “How many one-on-one intensives are in the six-month course?” 
This six-month course is thirteen classes and two one-on-one coaching sessions. 
 
LJM: Two one-on-one on the phone, but each class is also on the phone with us where you can talk to us 
directly. 
 
BW: Yeah, exactly. It’s a different format than this—this is GoToWebinar and that’s GoToMeeting, so 
everybody can talk and it’s more interactive. 
 
LJM: And then we have a Facebook group where people post their progress. It’s a support group kind of 
atmosphere. It’s private; no one else sees it but you and your group, and people comment on their word 
count or what they’re going through or they get a little bit grumpy so everybody jumps in and cheers them 
up or they celebrate getting more words than they’d planned to get written that week. That’s also a fun 
part of being in the course. 
 
BW: I agree, it’s great. Alanna has a question about overuse of the simile, analogy, et cetera. “Is there a 
line for overuse?” I think absolutely there is. It can just be overkill. Sometimes you’ll see people who 
overwrite, and sometimes overwriting has to do with using too many of these things. Jeannette Walls is 
certainly on the fair side. I was really coming through looking for these things and it was hard to find, 
actually. Part of this is because she’s writing from a child’s perspective and I don’t think she was trying to 
be overly flowery. Linda Joy made an interesting point about the fact that she’s also working class—or 
barely that, actually—and so even though she’s just this amazing writer, I think she’s being sparing on 
purpose. You can see people who have a lot more metaphoric language—certainly people like Mary Carr 
use a lot. You just have to figure out what your writing style is. Abigail is asking—you want to talk on the 
phone about the six-month class. Absolutely. We’ll set up a phone call. That’s the other thing—if you 
guys have questions and want to talk to us directly, just send me an e-mail and we’ll set up a time to talk 
directly about it. Yes, yes, yes. We’ll make ourselves available. Annie has another point that says, “I think 
this class is helping me understand how through-threads will work to show the readers what my title 
means,” which is fantastic.  
 
LJM: Your title is part of your theme, actually—your title and your subtitle. 
 
BW: Absolutely, and that’s an important point. Lots of people just have a subtitle that is A Memoir. 
That’s fine, but if you look at a lot of memoirs, they have some sort of heavy-lifting subtitle that tells the 
reader what the book is about. So it can be very helpful for you to come up with a working subtitle that 
tells the reader what the book is about. Linda Joy, what’s the subtitle for your memoir? 
 
LJM: My memoir is called Don’t Call Me Mother, subtitle A Daughter’s Journey from Abandonment to 
Forgiveness. 
 
BW: So there you go. That’s a perfect example. 
 
LJM: And then here’s one by Theo Nestor: Writing is My Drink is the title; the subtitle is A Writer’s 
Story of Finding Her Voice and a Guide to How You Can Too. And it is about that. 



 
BW: And it’s really helpful. I know through all my years at Seal Press, sometimes these really big, bes-
selling memoirs . . . even if your ultimate book doesn’t end up with one, give your memoir a subtitle 
because it’s kind of like naming it or practicing your theme. It’s an exercise in theme, so I encourage you 
all to do that. 
 
LJM: Until it’s printed on a book, it’s not officially your title. You get to work with it for a while. 
 
BW: Yeah, so you just get to try it on. 
 
LJM: It’ll help you write your book if you have some kind of working title. 
 
BW: Absolutely. That’s so true. We are at time, and we want to thank you all so much for joining us for 
this four-week class. Please—I believe you’re all on our mailing list because you’re signed up for this 
class. Linda Joy and I are loving these best-selling memoir classes so we’re going to be doing more and if 
you have any suggestions for us of books that you would like us to teach, please let us know. You can e-
mail us. We also really love for you to interact with us on our Facebook pages, so drop us a note and let 
us know how you liked the course, and maybe if you have a suggestion for a memoir that we might teach. 
And hopefully we’ll see some of you in the long course and around. 
 
LJM: Thank you all for being here so much. It was a pleasure to teach with you again, Brooke. 
 
BW: Yeah, it’s always so fun, so thank you. Take care, everybody. Goodnight. 




