WRITING RESOURCES / HONNI VAN RIJSWIJK

WRITING INSPIRATION AND
PRACTICE

A field guide to finding material, making room, getting words down, and
continuing when the work becomes difficult

Writing advice often arrives disguised as a moral judgment. Get up earlier. Want it more. Stop
procrastinating. Produce a thousand words before breakfast while somebody else, presumably, gets
the children dressed, answers the emails, earns the money and locates the missing shoe. This is not
that kind of advice.

Writing is difficult partly because it asks two apparently incompatible things of us. We must be
porous enough to receive what we have not planned, and practical enough to sit down and make
sentences when nothing arrives wearing a halo. Inspiration matters. So do time, attention, repetition,
play, privacy, nerve, reading, revision and the willingness to write badly for longer than feels
dignified.

Two of the most generous teachers of this double movement are Natalie Goldberg and Julia
Cameron. Goldberg's writing practice trains the hand, senses and mind to move together. Cameron's
creative practice clears internal noise and deliberately replenishes the imagination. Goldberg helps
us enter the sentence; Cameron helps us build a life in which the sentence can keep appearing.

Neither offers a formula for producing a masterpiece. That is precisely why their work remains
useful. A formula promises control. A practice gives you somewhere to return.

The central principle of this resource is simple: inspiration is not a personality trait possessed by a
lucky few. It is a relationship with attention, and relationships are maintained through acts.

The first idea may be a gift; the fifth draft is a form of fidelity.

Inside this guide
. Foundations — inspiration, embodied writing practice, Morning Pages, Artist Dates and the
conditions that help language arrive.

«  Attention and replenishment — reading as apprenticeship, material gathering, walking, play,
incubation and rest.

. Sustainable practice — rituals, realistic goals, maker and editor modes, resistance,
interruption, disability, care and creative companionship.

. Return and development — fiction exercises, a layered revision method, a four-week
programme and a prompt library for beginning again.



WRITING INSPIRATION AND PRACTICE

1. Inspiration is not the opposite of practice

The romantic version of inspiration is theatrical. A writer receives a complete idea in a flash, cancels
lunch, writes in a state of possession and emerges three weeks later with a book and surprisingly
good hair. Real inspiration is usually less photogenic. It may be an irritation, an image, a
contradiction, a voice, a fact that will not settle, a joke that becomes sad when repeated, or a sentence
whose meaning you do not yet understand.

Practice does not replace inspiration. It makes you more likely to notice it, trust it and remain with it
after its first brightness has gone. The first idea may be a gift; the fifth draft is a form of fidelity.

This means that a writing practice has at least four jobs:
e To clear static. It gives complaint, fear, logistics and self-consciousness somewhere to go.

e To sharpen attention. It trains you to notice the particular rather than reach automatically
for the generic.

e To generate material. It produces images, voices, memories, conflicts and questions before
you know which ones belong together.

e To help you return. It reduces the drama of beginning again after interruption, rejection,
illness, paid work, caring work or a season in which the writing has simply gone quiet.

e The aim is not to feel inspired every day. The aim is to maintain contact with the work closely
enough that you can recognise the day on which it begins to breathe.

2. Natalie Goldberg: writing as an embodied practice

Natalie Goldberg's Writing Down the Bones helped popularise a form of timed, continuous writing
grounded in Zen practice. Its brilliance lies in relocating writing from the courtroom of self-
evaluation to the physical act of putting down words.

Goldberg's summary of writing from “first thoughts” is wonderfully concrete: “keep your hand
moving, don't cross out, just get it on paper”. The point is not that every first thought is true,
beautiful or fit to publish. The point is to travel faster than the editorial mind that wants to approve
each sentence before allowing the next one to exist.

In interviews about discipline, Goldberg repeatedly returns to timed writing, bodily momentum and
beginning before self-judgment can organise a hearing. The brusqueness is comic but also liberating;:
for ten minutes, you are relieved of having to decide whether you are talented.

The basic Goldberg-style writing practice

+  Choose a period of time: ten minutes is ideal for beginning; five minutes is enough on a
difficult day.

. Start with a phrase, image, memory, object or question.

. Keep the pen moving. If you stall, write the prompt again, write “I don't know what to say,”
or describe exactly what is in front of you until another association arrives.
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. Do not cross out, polish, explain or pause to search for the perfect word.
. Permit contradiction, embarrassment, exaggeration, boredom and nonsense.

. Stay specific. Move toward names, objects, gestures, textures, smells, sounds and active
verbs.

. Stop when the timer ends. Mark any phrase that still has heat, but do not immediately turn
the exercise into an examination.

This is generative writing, not drafting by another name. Its purpose is discovery. Some sessions will
yield a sentence. Some will yield a page. Some will merely loosen the soil. Soil-loosening is not
glamorous, but nothing grows in concrete.

First thoughts and the internal censor

The internal censor rarely announces itself as fear. It prefers respectable disguises:
“I should research this properly before I begin.”

“This idea has probably been done.”

“I need to understand the structure first.”

“The voice is inconsistent.”

“I am not the person who should tell this story.”

“I will start when I have an uninterrupted morning.”

Some of these concerns may eventually be legitimate. During generative practice, they are simply
early. Goldberg's method creates a temporary jurisdiction in which the maker speaks before the
magistrate.

Attention before interpretation

Goldberg's official description of Writing Down the Bones distils another of her teachings: “writing is
ninety percent listening; the deeper you listen, the better you write”. Listening here is larger than
hearing. It means allowing the world to arrive before converting it into a point. Instead of writing the
room was "depressing", notice the fluorescent tube that flickers after everyone else has stopped
looking at it. Instead of "he was controlling", notice that he refolds the receipt she has already put in
her pocket. Instead of "the town was dying", notice that the pharmacy now occupies the old cinema
and has kept the marquee.

Interpretation tells the reader what something means. Attention gives the reader enough life to feel
meaning gathering.
Twelve Goldberg-inspired exercises

The following exercises are original adaptations of Goldberg's central methods: timed writing, first
thoughts, sensory specificity, active verbs, ordinary life, obsession and the refusal to censor too early.
Use a timer. Keep moving. Do not turn an exercise into a performance.
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Exercise 1: “l remember”

Write “I remember” and continue for ten minutes. Each time you stall, begin a new sentence with the
same words. Let memory move by association rather than chronology. Do not select only important
memories. Write the red plastic cup, the lint on a school jumper, the first adult who lied in front of
you and expected your cooperation. The trivial object is often the concealed door. Variation: Write “I
don't remember,” and follow the pressure around the missing thing.

Exercise 2: The concrete inventory

Choose a place you know intimately: a grandmother's kitchen, a hospital corridor, a rental
inspection, the staff room at 4.45 pm. List twenty physical things found there. No abstractions. Then
circle the object with the greatest emotional charge and write for ten minutes without naming the
emotion. The chipped mug may know more about the family than the word grief does.

Exercise 3: Verbs carry the voltage

Write a short paragraph about an argument. Underline every form of to be and every weak verb.
Rewrite the paragraph using verbs that show bodies acting on the world: pinches, inventories,
hovers, folds, peels, pockets, flinches, rehearses. Do not merely decorate. Choose the verb that
reveals power. “She put the letter down” records movement. “She displayed the letter” creates an
audience. “She returned the letter” creates a history.

Exercise 4: The ordinary thing, seen hard

Choose an object so familiar you have stopped seeing it: your keys, the dog's lead, a supermarket
trolley, the school permission slip. Describe it for seven minutes as if it has just been discovered at an
archaeological dig.

Then write for three minutes about who has touched it, paid for it, lost it, repaired it or feared it.

Exercise 5: Follow the irrelevant onion

Begin with the project you think you should be writing. When an apparently irrelevant image or
subject interrupts, follow it. Goldberg describes allowing herself to write about an onion because the
detour may lead more deeply into the work than obedient repetition of the official subject. Write for
twelve minutes. Every time you are tempted to say this has nothing to do with it, write instead: This
has everything to do with it because...

Exercise 6: Obsessions have energy

List ten subjects, images, people, places or arguments that recur in your writing. Do not choose the
impressive ones. Include the shameful, petty, comic and inexplicable ones.

Choose one and answer:

When did this first enter my life?

What do I keep trying to make it confess?

What is the version of this subject I am afraid to write?
What object contains it?

Who would tell the opposite story?
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Write for fifteen minutes from the question that produces the strongest resistance.

Exercise 7: Be a tourist in your own place

Walk for twenty minutes through a familiar street as if you arrived this morning. Record signs,
overheard fragments, weeds, security devices, discarded objects, smells, repairs, local rules and
evidence of invisible labour. Back home, write a scene in which a stranger misreads one of those
details. Misreading creates story because it places perception under pressure.

Exercise 8: The public-place page

Write in a café, library, station, food court or park. Spend five minutes recording only sound. Spend
five minutes recording only movement. Then invent the private emergency of someone in view
without making them visually extraordinary. The exercise is not surveillance dressed as art. It is
training in the incomplete evidence from which fiction makes interior life.

Exercise 9: Go further

Write for ten minutes about something you believe you have already said. When the timer ends,
underline the sentence you least want another person to read. Begin a second ten-minute writing
from that sentence.

The first ending is often where courtesy has agreed to stop. The second beginning is where the
material becomes less obedient.

Exercise 10: Write the body before the explanation

Choose an emotional event: receiving bad news, waiting to be chosen, realising someone has left,
understanding that someone has returned. For ten minutes, forbid yourself the words for the
emotion. Write temperature, posture, breath, pressure, appetite, skin, muscle, distance and
involuntary movement.

Readers often trust the body because the body has not yet prepared a statement for the media.

Exercise 11: The sentence of refusal
Begin with one of these:

I will not write about...

Nobody needs to know...

The story I always tell is...

The detail I leave out is...

What actually happened next was...

Write for eight minutes. You are not promising to publish the result. Privacy is part of the method,
not a failure of courage.

3. Julia Cameron: clearing, replenishing and listening

Where Goldberg often begins with the moving hand, Julia Cameron builds a larger ecology of
creative recovery. Her central practices in *The Artist's Way *are Morning Pages, Artist Dates,
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walking and writing for guidance. Together, they address a truth that productivity culture prefers to
ignore: a writer cannot endlessly extract from an imagination that is never fed, surprised, rested or
allowed to speak privately.

Cameron's work is sometimes described as a method for becoming more creative. It is equally a
method for noticing the arrangements by which we have become less free: perfectionism, chronic
service to other people's ambitions, corrosive comparison, shame, habitual self-dismissal and the
belief that play must justify its expense.

Morning Pages

Cameron's concise definition is “three pages of longhand, stream-of-consciousness morning writing
about absolutely anything”. Morning Pages are not three polished pages of a novel. They are not a
gratitude journal, although gratitude may appear; not a diary, although yesterday may complain
loudly; and not a productivity report to the internal chief executive.

They are a clearing practice. You write what is present before requiring it to become useful. On her
page devoted to the practice, Cameron says Morning Pages may “provoke, clarify, comfort, cajole,
prioritize, and synchronize the day at hand”. Their value lies partly in accumulation. The recurring
complaint becomes visible. The desired project keeps returning. The same impossible obligation
appears every Wednesday wearing a false moustache. The page records what consciousness has been
trying to tell the timetable.

How to practise Morning Pages

Write as early as your life realistically permits.

Aim for three handwritten pages. Do not try to make them literary.

Write continuously and privately.

Let administrative clutter appear: errands, resentment, dreams, fragments, fears, plans, boredom.
Do not use the pages to punish yourself. Record the punitive voice as one voice among others.

Resist immediate rereading. Cameron's group guidance is explicit: “Do not share your Morning
Pages with the group or anyone else.”

Privacy makes honesty possible. It also breaks the modern reflex by which every act must become
content, evidence, improvement or brand.

If three longhand pages are impossible

Longhand and morning are central to Cameron's formulation, and it is useful to try the practice in its
original form before modifying it. But a practice that cannot survive contact with disability, pain,
neurodivergence, caring, shift work or family life will soon become another instrument of accusation.

Adapt the container while preserving the function:
Write one page rather than none.
Set a ten-minute minimum on workdays and write longer when space opens.

Type if handwriting is painful or inaccessible.
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Dictate while walking, then delete or archive the recording without polishing it.
Write “first available pages” after school drop-off, night shift or medication has taken effect.
Use a cheap notebook that does not make each sentence feel engraved on a civic monument.

The question is not whether you have obeyed perfectly. The question is whether you have made a
private place where the unapproved mind can speak.

Artist Dates

Cameron defines an Artist Date as “a once-weekly, solo expedition to do something fun”. Elsewhere
on her site, she emphasises solitude, adventure and play. This sounds easy until you attempt it. Work
expands. Other people want to come. Pleasure begins defending itself before a budget committee.
The outing is demoted because it produces nothing measurable. That resistance is part of the
practice. An Artist Date refuses the idea that every creative input must be respectable, educational or
convertible into output. You are courting the part of yourself that makes unexpected connections. It
may prefer a hardware shop to a gallery.

Artist Date ideas: free or inexpensive

Visit a suburb you normally pass through and photograph five unofficial colour schemes.
Browse a fabric, stationery, fishing-tackle, garden or theatrical-supply shop without buying anything.
Take a ferry, train or bus to the end of its line and write down what changes along the route.

Go to a museum and spend all your time with one object everybody else walks past.

Read the local noticeboard at a supermarket, library or community centre.

Visit an op shop and assemble an imaginary character from three objects.

Listen to an album from beginning to end without multitasking.

Buy one unfamiliar fruit or spice and learn how somebody else uses it.

Walk through a cemetery and collect names, occupations, repetitions and missing information.
Attend a court list, council meeting, amateur performance, auction inspection or public lecture.
Sit near water at an hour you are normally indoors.

Make something in a medium in which you have no reputation to protect.

The date is ideally undertaken alone because solitude changes the quality of attention. You do not
have to negotiate another person's pace, appetite or judgment. The experience is not consumed by
explaining it.

Walking

Cameron's current account recommends two short solo walks each week as a way of returning to
inspiration. Walking helps because creative thought is not confined to the chair. Rhythm loosens
association; changing scenery supplies fresh sensory information; a problem that has become a
locked room on the screen may reveal a window when the body moves. Try one walk without solving
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anything. On the second, carry a single question and refuse to answer it for the first ten minutes.
Notice what arrives after deliberate effort has become bored and wandered off.

Writing for guidance

Cameron's fourth core tool involves writing a question, becoming quiet enough to listen, and
recording the response that comes. You need not adopt any particular spiritual framework to use it.
The practical value is that a written question separates competing voices and gives intuition a formal
turn.

Use a clean page. Write one precise question:

What does this project need next?

What am I pretending not to know about this character?
Which part of the work is alive?

What can I finish with the time I actually have?

What would make this scene dangerous?

What am I protecting by remaining stuck?

Then write an answer without arguing with it. You are not signing a contract. You are allowing
quieter knowledge to enter the record.

Creative relapse and return

Any practice serious enough to matter will be interrupted. Cameron's guidance treats creative relapse
as an ordinary part of practice. Missing pages, abandoning a routine or avoiding an Artist Date does
not expose you as a fraud. It exposes you as a person with a life.

Do not build a punitive ceremony around restarting. Do not backfill twenty-seven days of Morning
Pages as if creativity were an overdue tax return. Begin with today's page.

4. How Goldberg and Cameron work together
Goldberg and Cameron are sometimes grouped together as inspirational writing teachers, but their
methods do different work.

Goldberg trains direct contact. Her practice moves through the body, senses and unedited mind into
language.

Cameron creates creative conditions. Her practices clear psychic clutter, protect privacy, restore play
and replenish attention.

Goldberg asks: what comes if you keep the hand moving?

Cameron asks: what becomes possible if the artist is listened to and fed?

A useful combined practice might look like this

Clear: ten minutes of Morning Pages or private freewriting.
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Attend: a short walk, a stillness practice or three minutes listening to the room.

Generate: a Goldberg-style timed writing from one concrete detail.

Select: mark the phrase, image or conflict carrying the most energy.

Develop: write a scene, paragraph or page from that point.

Replenish: schedule an Artist Date before the week fills itself with apparently more serious things.

The sequence matters. Clearing is not the same as making. Generating is not the same as revising.

Replenishing is not a reward you receive after becoming productive. It is part of the productive

ecology.

ATTEND

notice the particular

CLEAR

DEVELOP

pe the discovered wi

GENERATE

follow live material

REPLENISH

read, walk, play, rest

make private room

<+

A sustainable practice moves between making and renewal.

Figure 1. An original creative-ecology diagram. The cycle treats replenishment as part of the practice rather than a
reward after production.

5. A sustainable weekly writing practice

The best writing routine is not the most impressive one. It is the one that survives an ordinary week.

The minimum viable practice on a crowded day

Two minutes to arrive: feet on the floor, phone away, one slow look around.
Five minutes of continuous writing.

One minute to underline a live phrase.

One sentence naming the next move.

Eight minutes does not produce a novel. It does preserve continuity, and continuity changes what
happens when a longer session becomes possible.
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The standard practice for a forty-five-minute session

Ten minutes of Morning Pages or clearing writing.

Ten minutes of timed generative writing from a prompt, image or problem.
Twenty minutes on the current project.

Five minutes to leave a note for the next session.

The final note should be concrete: "Mara opens the second invoice and notices her father's employee
number"” is more useful than "work on chapter four".

The deep practice for a half-day

Begin with Morning Pages.

Read ten pages of work that enlarges your sense of what language can do.

Sit or walk without input.

Complete two or three forty-minute writing periods, separated by movement and food.

End by recording discoveries, unresolved questions and the exact entry point for next time.

Do not spend the whole half-day reorganising the conditions under which writing will shortly
become inevitable. A labelled folder is not a scene, however beautifully kerned.

6. What to do when you are stuck

“Stuck” is not one condition. Different forms of stuckness require different practices.

“I have nothing to say”

Use Goldberg's concrete inventory. Write twenty objects from the place, relationship or period you
are approaching. Choose the one you least understand. Describe who touched it last. Often nothing
to say means nothing general to say. Particulars are still waiting.

“I have too much to say”

Use Morning Pages to discharge the crowd. Then write one sentence beginning: This piece is not
about everything; today it is about...

Choose one scene in which the larger argument becomes physically visible.

“The idea is good but the writing feels dead”

Take an Artist Date. Read outside your genre. Change medium. Walk. Then return and rewrite one
section using only concrete nouns and active verbs.

Dead writing is sometimes depleted writing. It does not always need stricter management.
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“I am afraid the writing is bad”

Make it worse on purpose for ten minutes. Become melodramatic, excessive, obvious, vulgar,
sentimental, syntactically unhinged. Fear often loosens once its threatened catastrophe has already
occurred.

Then mark the one line the respectable draft would never have permitted.

“l cannot find the structure”

Stop arranging headings and write three timed pages:

What happens?

What changes?

What does the reader understand at the end that they could not understand at the beginning?

Structure is not a decorative container placed around finished material. It is the sequence in which
pressure, knowledge and consequence are released.

“l keep researching instead of writing”

Write a deliberately under-informed version with brackets: [exact insurance code], [species of tree],
[check date]. Research later for the question the sentence actually asks.

Research can support writing. It can also stand at the door demanding further identification.

“l have no time”

Do not answer with fantasy time. Identify the smallest real container available three times this week.
Fifteen minutes in a parked car may be more productive than the imaginary residency on which your
hopes currently depend. Protect the beginning of the session from decision. Leave the notebook
open, the document named, the next action written down.

“Rejection has made the work feel pointless”

Goldberg's advice is severe and kind: the writer's task is to continue. Publishing is an encounter
between art, commerece, taste, timing, fashion, capacity and luck. It can evaluate whether one work
suits one gatekeeper at one moment. It cannot determine whether you should remain in relationship
with language.

Grieve the rejection. Record any useful information. Submit again if appropriate. Then make
something the rejected piece could not have predicted.
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7. Exercises for fiction writers

The character's private inventory

List what your character carries but would not willingly show another person: receipts, medication, a
second phone, a child's tooth, a letter never posted, three mints taken from a restaurant desk. Choose
one item and write the scene in which it is nearly discovered.

The want beneath the want

Write for five minutes beginning She wants... Then write for five minutes beginning She wants this
because... Then again: But what she cannot admit she wants is...

Put the admitted and unadmitted wants into the same room.

The power revision

Take a scene between two people. Underline every place power changes: a question is ignored, a
body blocks a doorway, somebody knows a name, a joke finds an audience, a person sits while
another stands.

Rewrite the scene so the weaker character gains one form of leverage that does not solve the larger
problem.

The object that changes meaning

Place one object in the opening and ending of a story. It must remain physically the same while
acquiring a different emotional or political meaning. A key can begin as access and end as evidence.
A dog bowl can begin as domestic routine and end as the measure of how long the family has left.

The scene without its official subject

Write a family argument in which nobody mentions the inheritance, diagnosis, affair, disappearance
or betrayal they are actually discussing. Let the conflict attach itself to food, parking, temperature, a
wet towel or the correct way to load a dishwasher. Subtext is not vagueness. The displaced subject
should shape every choice.

The impossible witness

Retell a crucial event through a witness who cannot understand its conventional significance: a child,
an animal, a machine, a ghost, an institution's automated form. The witness should perceive details
the authoritative account excludes. This exercise is especially useful when a familiar story has
become trapped inside familiar moral language.

The comic pressure valve

Write the most frightening or painful scene in the work. Find one detail that is genuinely funny
because human beings remain absurd under pressure: the bureaucratic phrase, the badly timed
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ringtone, the tiny domestic grievance that survives the apocalypse. Comedy should increase reality,
not cancel consequence.

8. Reading as apprenticeship

Writers are often told to read widely, which is true in the way that “eat well” is true: admirable, vague
and easy to agree with while doing nothing differently. Reading becomes a practice when it acquires
an object of attention.

There are at least four ways to read as a writer, and they should not be confused.

Read for nourishment. This is the reading that restores appetite and enlarges the sense of what
language can hold. It needs no written justification. A writer who reads only to extract technique
eventually begins to treat every garden as a hardware shop.

Read for craft. Choose one manageable question: How does this novelist enter a scene? Where does
the point of view move closer? How is dialogue punctuated by silence and action? What does the
final sentence of each chapter make the reader expect?

Read for permission. Seek work that makes possible a form, subject, scale or voice you had
unconsciously prohibited. Permission is not imitation. It is the loosening of a rule you did not know
you had accepted.

Read against yourself. If your natural tendency is compression, read abundance. If you explain, read
omission. If every scene hurries toward consequence, read a writer who lets weather, labour, objects
and minor characters alter the tempo. Admiration confirms taste; productive difficulty expands it.

Ursula K. Le Guin's Steering the Craft treats prose as a physical and musical medium. Rhythm,
sentence length, repetition, point of view and sound are not ornaments applied after the real work of
plot. They are how consciousness moves through language. This is why reading aloud remains one of
the simplest and most exacting forms of craft study. The mouth discovers what the scanning eye has
generously forgiven.

The three-pass reading practice

First pass — surrender. Read the story or chapter without taking notes. Let it create its effects.

Second pass — locate the effect. Mark where you became curious, moved, uneasy, bored, accelerated
or confused. Do not yet explain why.

Third pass — examine the making. Return to one marked passage. Look at syntax, image, withheld
information, paragraph breaks, point of view, scene time and diction. Ask what changed immediately
before the effect.

Then write one paragraph of your own using the principle rather than the surface. If the model uses
short declarative sentences to create panic, do not borrow its nouns or situation. Create pressure
through your own material and test the sentence rhythm.
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A commonplace book that remains alive

A commonplace book is not a museum of quotations. It is a site of encounter. Copy a sentence
because of something it does, then write beside it:

e What is the sentence doing to time?

. Where is its energy — verb, rhythm, image, omission, turn or surprise?
«  What expectation does it establish and then revise?

«  What principle could I test in my own work today?

Copy sparingly. The labour is in naming the effect and making a response. A single sentence studied
for twenty minutes may teach more than fifty highlighted pages whose yellow brightness has been
mistaken for understanding.

9. Attention: where material begins

The phrase finding ideas implies that ideas are intact objects hidden somewhere outside us. More
often, material begins as a disturbance in attention. Something catches, repeats or refuses the
category assigned to it.

The writer's first task is not to invent significance but to notice pressure. Why did that ordinary
exchange remain in the mind? Why does the photograph feel false although nothing in it is obviously
staged? Why does the official notice use the word customer for a person being detained? Why does
one sibling tell the family story in the passive voice?

Attention deepens when it moves through layers:

1. Observation: What is physically present?

2. Pattern: What repeats, contrasts or does not belong?

3. Pressure: What desire, history or power might have produced the pattern?

4. Alternative: Who would describe this differently?

5. Transformation: What would change the meaning of what has been observed?

The final two questions prevent attentive writing from becoming merely decorative. Description
becomes narrative when perception is contested or revised.

The material ledger

Keep a single, low-friction place for fragments. It may be a pocket notebook, a notes application,
index cards or a document called MATERIAL. Do not build a filing architecture more elaborate than
the life it is meant to catch.

Record fragments under simple labels:
«  Seen: the wet outline left after a painting is removed from a wall.

. Heard: “T apologised. I didn't say I was wrong.”
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. Read: a legal phrase, historical fact, technical term or local notice.

. Remembered: the relative who cut every photograph to remove the dates.
. Question: what happens to a town when the bypass finally arrives?

. Impossible image: snow falling inside a locked glasshouse.

Once a week, read the ledger and connect two entries that appear unrelated. Do not ask which is the
better idea. Ask what third thing exists only because they have been placed together.

Specificity without theft

Writers work among other people's lives, and attention carries ethical obligations. An overheard
sentence is not public property merely because it was audible. A recognisable trauma is not
transformed into fiction by changing a suburb and a hairstyle. The closer the material is to a living
person's vulnerability, the more deliberately the writer should consider consent, disguise, power,
necessity and possible harm.

Transformation is not only defensive. It improves the art. Combine sources. Change chronology,
setting, profession, family structure and the distribution of knowledge. Give the borrowed fact to a
character whose desire alters its meaning. Ask what the material becomes when released from the
first explanation attached to it.

The test is not “Did this happen?” Fiction routinely begins with what happened. The better questions
are: Have I made it imaginatively necessary? Have I altered it beyond transcription? Have I
understood whose risk I am converting into my material?

10. Incubation: the work that occurs away from the desk

There is a difference between avoiding a problem and allowing it to incubate. Avoidance refuses
contact. Incubation follows contact: the writer has attempted the problem, reached the limits of
deliberate thought and temporarily turned elsewhere.

Research in creativity gives cautious support to what artists have long reported. A meta-analysis by
Ut Na Sio and Thomas Ormerod found an overall benefit from incubation, with the effect varying
according to the task and the activity undertaken during the break. A study by Benjamin Baird and
colleagues found that a low-demand task associated with greater mind-wandering improved
performance on a previously encountered creative problem. Marily Oppezzo and Daniel Schwartz
found that walking increased divergent idea generation during and shortly after the walk. None of
this means that a stroll will write Chapter Nine. It suggests that relentless conscious pressure is not
the only intelligent way to work.

Incubation needs a problem specific enough for the mind to carry. “Fix the novel” is not a useful
question. Try:

«  Why does the scene lose energy after Mara opens the envelope?
. What does Daniel believe he will lose if he tells the truth here?

»  Which piece of information belongs later?
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«  What image could hold the relationship without explaining it?

Write the question down. Work on it for twenty minutes. Then walk, shower, cook, garden, travel,
clean or perform some other lightly absorbing activity without adding a podcast to every unoccupied
inch of consciousness.

When something arrives, capture it briefly. Do not demand a complete solution. Incubation often
returns a hinge rather than a house: a reversal, an image, a question, the recognition that two
characters should exchange roles.

The deliberate unfinished edge

At the end of a session, stop with an entry point still visible. Leave half a sentence, a line of dialogue,
a concrete instruction or a question the scene must answer. Hemingway famously described stopping
while you still know what comes next. Whether or not that method suits every writer, the underlying
principle is sound: reduce the number of decisions required at re-entry.

An unfinished edge should be inviting rather than accusing:
Next: She notices that the date is in her own handwriting.
Not: Fix entire middle, improve character, research everything.

The next session begins by crossing a stream, not rebuilding the bridge.

Rest is not a technique in disguise

It is tempting to defend sleep, play and idleness only because they may increase output. That merely
extends productivity's jurisdiction into the night. Rest has value even when it produces nothing. A
sustainable creative life requires periods in which experience is not immediately harvested.

The paradox is that work often benefits when not every moment is forced to prove its usefulness. The
imagination is more hospitable when it is not run as a warehouse.

INCUBATION IS CONTACT FOLLOWED BY RELEASE

ATTEMPT NAME STEP AWAY CAPTURE RETURN

meet the problem rite one precise questid

=

e a lightly absorbing tafk kedp the hinge, not the hopse test what arrived

Avoidance refuses the problem; incubation carries a specific problem into a different kind of attention

Figure 2. An original incubation loop. Useful time away begins with contact and returns to a specific problem.
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11. Ritual, habit and the threshold into work

A ritual cannot guarantee inspiration, but it can make beginning less negotiable. Its purpose is not
superstition. It is to help the nervous system recognise a transition from dispersed life into sustained
attention.

Good rituals are brief and repeatable. Make tea. Close the browser. Read yesterday's final paragraph
aloud. Copy one sentence from a writer you love. Light a candle if you like candles; sharpen a pencil
if you like pencils. The object has no magic. The repeated sequence gathers association.

The most effective ritual ends in contact with the work. It does not require forty minutes of
preparation, three applications, a particular moon phase and the complete emotional cooperation of
everyone in the household.

Design the threshold

Choose one action from each line:
. Place: desk, library, café, train, kitchen table, parked car.
. Signal: headphones, a particular playlist, tea, timer, lamp, notebook.
«  Entry: reread the last page, copy the final sentence, answer the next-step note.
. Minimum: five minutes, one paragraph, one exchange of dialogue, 150 words.
. Exit: record what changed and name the next concrete action.

The minimum protects continuity; it should not become a ceiling. On some days the five minutes will
open into fifty. On others, five minutes is the honest extent of what life permits.

Time, count and task goals

Writers differ in what makes progress legible.

A time goal — thirty minutes at the desk — is useful during exploration, revision or research, when
word count may misrepresent the work.

A count goal — five hundred new words — is useful when the project needs forward motion and the
writer can tolerate uneven daily results.

A task goal — draft the confrontation in the laundry — is useful when scenes vary greatly in length
and the next unit of work is clear.

Use the measure that matches the phase. Do not judge revision by the number of new words or
generative play by how many sentences survive.

Small progress and the inner work life

Teresa Amabile and Steven Kramer's diary research on creative work emphasises the motivational
force of progress in meaningful work, including small wins. For writers, the practical lesson is not to
manufacture cheerful metrics. It is to make movement visible: a scene discovered, a structural
question answered, a page clarified, a submission sent, a difficult return completed.
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Keep a done list beside the to-do list. The to-do list expands toward infinity; the done list records
evidence that the work has a history.

12. Separate the maker from the editor

The mind that generates and the mind that evaluates are both essential, but they are poor
roommates. Generation needs speed, permission and a tolerance for the unpromising. Evaluation
needs discrimination, patience and distance. When evaluation arrives too early, the sentence must
justify itself before it knows where it is going.

Linda Flower and John Hayes's influential cognitive-process model challenged the idea that writing
proceeds neatly from planning to drafting to revision. Writers move recursively among generating
ideas, translating them into language and reviewing what has been made. Recursion does not mean
doing everything at once. It means that each phase can inform the others.

The practical skill is deliberate mode-switching.

Maker mode
e Ask: What else? What if? What do I not yet understand?
. Permit placeholders: [name], [research train line], [better image].
. Follow energy before completeness.
. Draft scenes out of order when one is alive.

. Allow contradiction; the work may be discovering its real argument.

Editor mode
. Ask: What is this passage doing? Where does it turn? What can be removed?
. Compare intention with effect.
. Check sequence, causation, point of view, rhythm and specificity.
. Replace placeholders only when the surrounding sentence reveals what is needed.
. Preserve strangeness that is purposeful; remove confusion that is merely accidental.

If you repeatedly revise the opening and never advance, impose a frontier. You may reread the final
page from yesterday and make light corrections, but not return beyond it until the new scene exists.
Put larger revision notes in a separate document. The note reassures the editor that the problem has
been recorded without allowing it to seize the wheel.

The ugly first version

“Write badly” is useful advice only if badness is understood as temporary freedom, not self-
contempt. The first version is not bad because you are bad. It is incomplete because discovery has
sequence. You cannot refine a relation, image or structure that has not yet entered language.
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Try drafting a scene under the heading VERSION THAT EXISTS. This replaces the melodrama of
“first draft” with a factual description. The page's first obligation is existence. Its later obligations are
more demanding and more interesting.

WRITING IS RECURSIVE; ATTENTION NEED NOT BE SIMULTANEOUS

MAKER MODE EDITOR MODE
—_—
What else? What if? P What is this doing?
Follow energy - permit placeholders Compare intention with effect
Tolerate contradiction - move forward Test sequence - choose - refine

Generate and evaluate in deliberate turns so that each mind can do its proper work.

Figure 3. An original two-mode diagram. Writing is recursive, but generation and evaluation benefit from deliberate
turns.

13. Resistance is information, not a verdict

Resistance is often treated as a single enemy requiring greater force. But resistance may indicate
fear, confusion, depletion, overexposure, ethical discomfort, structural uncertainty, perfectionism or
a genuine loss of interest. If you misdiagnose it, discipline becomes a way of pressing the wrong key
harder.

AsKk first: What kind of reluctance is this?

Fear of exposure

The work feels dangerous because it approaches shame, desire, anger, class, family loyalty, politics or
a truth that may alter how the writer is seen. Create privacy. Write a version that will not be shown.
Change person or tense. Give the material to a character who would misunderstand it differently.

Unclear next action

“Work on the book” contains too many decisions. Name a physical task: list what is on the table
during the interview; draft the moment the lift stops; read the chapter only for point-of-view
distance.
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Structural doubt

The scene may be difficult because the story has not earned it. Write the cause-and-effect chain in
plain language. If the word therefore keeps becoming and then, find the missing decision or
consequence.

Depletion

Language feels unavailable because the writer has been extracting without replenishing. Read, walk,
sleep, look, listen, cook, attend an Artist Date. Depletion is not cured by calling it laziness.

Perfectionism

The imagined work is still flawless because it has not entered matter. Write three deliberately
different versions. Choice becomes easier once perfection has been replaced by alternatives.

Loss of allegiance

Sometimes the project no longer belongs to the writer you have become. Do not abandon it in the
mood of one difficult afternoon, but do permit an honest inquiry. What remains alive? What
obligation keeps you here? Would a change of form, scale, narrator or subject recover the energy?
What might ending the project make possible?

Resistance becomes useful when it produces a more precise question.

14. Writing inside an actual life
Many accounts of literary discipline quietly assume control over space, income, health, time and
care. A sustainable practice begins by refusing fantasy conditions as the price of seriousness.

There are seasons of expansion and seasons of maintenance. During expansion, a writer may work
for long mornings, draft quickly or accept ambitious goals. During maintenance, the achievement is
continued contact: reading a page, keeping a notebook, writing for eight minutes, recording a dream,
meeting a writing friend once a month. Maintenance is not failure. It keeps the underground system
alive.

Interrupted writers
If your time is repeatedly broken, design work in layers:
. Five minutes: freewrite, collect images, write the next-step note.
. Fifteen minutes: draft one beat, one exchange, one paragraph of description.
«  Thirty minutes: complete a small scene or revise for one named quality.
. Sixty minutes: enter difficult new material or undertake structural work.

Keep a menu of tasks by duration and cognitive demand. When a small interval appears, choose from
the menu rather than spending it deciding whether the interval is worthy.
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Disabled and neurodivergent practices

No single sensory, bodily or executive style owns literature. Dictation is writing. Text-to-speech is
reading. A visual scene map is thinking. Writing in bursts can be as serious as writing in long
immersion. Body doubling, timers, movement, low-light environments, speech recognition, alternate
keyboards and predictable rituals are not concessions to an inferior practice. They are tools by which
a particular mind and body enter language.

Separate the function from its traditional form. If longhand helps some writers bypass self-editing
but causes you pain, preserve speed and privacy through typing or dictation. If silence produces
agitation, use ambient sound. If an open-ended session creates paralysis, define a finish line.

The measure is not resemblance to another writer's day. It is whether the arrangement permits
honest and sustained contact with your work.

Caring, paid work and the politics of permission

Time is not distributed equally, and advice that ignores this inequality converts privilege into virtue.
Still, even constrained practices benefit from explicit negotiation. Name writing time to the people
affected by it. Make the request concrete. Exchange protected periods where possible. Reduce
invisible setup by keeping materials ready. Distinguish emergencies from the routine expectation
that your attention is infinitely interruptible.

Protecting twenty minutes may require more courage than possessing three empty hours. The
practice is not made less serious by being small.

15. Companionship, feedback and creative weather

Writing is made alone but not necessarily in isolation. Companionship can provide witness, deadline,
technical knowledge and the quiet conviction that the work exists beyond today's mood. It can also
produce comparison, premature exposure and the substitution of workshop conversation for private
judgment.

Choose company according to the stage of the work.

During generation, seek companions who protect possibility. They may write beside you, exchange
intentions at the beginning of a session or celebrate continuity without asking to inspect the pages.

During development, seek readers who can describe their experience precisely. “I lost track of who
knew about the letter here” is usable. “The character isn't likeable” may conceal several different
responses and needs unpacking.

During revision, seek readers who understand the work's intended form and can distinguish a
broken choice from a choice they personally would not make.

How to ask for useful feedback
Give the reader context without arguing for the work:

«  Thisis an early draft; I need to know where your attention intensifies or drifts.
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. Please mark any point where time, location or knowledge becomes unclear.
. I am testing whether the narrator's withholding feels charged or merely evasive.
. Do not line-edit yet; the structure may change.

When receiving feedback, listen for patterns. One reader's solution is a proposal. Three readers
stumbling at the same moment is information. The writer remains responsible for diagnosing the
cause.

Do not revise in the room while the reader watches. Take notes. Let praise and injury settle. Return
when you can see the work rather than the social weather around the work.

Protect the tender draft

Some material weakens when explained too early. Conversation gives the writer the temporary
satisfaction of having expressed the idea without enduring the harder work of making it live in form.
Keep a private period if the project needs one. Secrecy can be gestational rather than ashamed.

16. Revision as renewed attention

Revision is sometimes imagined as punishment for failing to produce a perfect first draft. A more
accurate definition is contained in the word itself: seeing again. The draft has made an object the
writer can now encounter.

Do not revise every level simultaneously. A beautiful sentence cannot repair a scene the novel does
not need. Work from large decisions toward small ones.
Pass 1: intention and movement

Write a brief account of what the work is trying to make possible for the reader. Then summarise
each chapter or section in one sentence. Look for repetition, missing consequence, delayed
beginnings and endings that arrive after the energy has left.

Pass 2: desire, pressure and change

For each scene, identify who wants what, what resists, what changes and why the next scene must
follow. A quiet scene still needs movement: knowledge, intimacy, suspicion, power or self-
understanding may turn.

Pass 3: point of view and information

Check who perceives, who knows, who withholds and when the reader learns. Move information to
the moment at which it produces maximum meaning rather than the earliest moment it can be
explained.
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Pass 4: image and embodiment

Circle abstractions and emotional labels. Where the passage needs greater life, return to body, object,
action, sound and spatial relation. Do not eliminate abstraction entirely; thought is part of
experience. Make sure abstraction has earned its footing in the physical world.

Pass 5: language and rhythm

Read aloud. Listen for monotony, accidental repetition, clogged syntax and a cadence that
contradicts the scene. Vary sentence length according to consciousness, not according to a
mechanical rule. Strengthen verbs. Remove modifiers that apologise for the noun.

Pass 6: compression and silence

Cut what the reader already knows, what the scene has already enacted and what the sentence
explains after the image has done its work. Preserve useful ambiguity. The aim is not maximum
brevity but maximum pressure.

Finish each pass before beginning the next. This creates a record of decisions and prevents line-level
pleasure from disguising structural avoidance.

17. A four-week practice of inspiration and return

This programme is not a test of character. Miss a day and continue with the next available day. The
weeks have different emphases so that clearing, gathering, making and revising are not confused.

Week one — Clear and notice

Day 1: Write ten minutes beginning “What is taking up room is...”

Day 2: Make a concrete inventory of a familiar room.

Day 3: Walk for twenty minutes and record ten signs of invisible labour.
Day 4: Write “I remember” for ten minutes; follow trivial memories.
Day 5: Listen for five minutes. Write the room using sound alone.

Day 6: Take a solo Artist Date, however small.

Day 7: Read the week's pages and mark five phrases with heat. Do not rank them.

Week two — Gather and combine

Day 8: Begin from one marked phrase and write for fifteen minutes.

Day 9: Put two unrelated entries from your material ledger into one scene.

Day 10: Describe an object through three different points of view.

Day 11: Read a story or chapter for surrender; note your felt responses afterwards.

Day 12: Re-read one passage for craft and imitate its principle with new material.
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Day 13: Write the version of a recurring subject you usually avoid.

Day 14: Rest without assigning the rest a creative outcome.

Week three — Make and continue

Day 15: Choose one live fragment. Write the character's immediate want.

Day 16: Draft the opening movement without revising yesterday.

Day 17: Write the opposing character's persuasive account of the conflict.

Day 18: Draft a scene in which the protagonist's sensible tactic fails.

Day 19: Leave the desk with a deliberate unfinished edge.

Day 20: Return through the note you left; continue for at least fifteen minutes.

Day 21: Record what the piece now seems to be asking, not what you planned to prove.

Week four — Re-see and choose

Day 22: Summarise each scene in one sentence.

Day 23: Mark changes in knowledge, power, desire and value.

Day 24: Read only for point of view and withheld information.

Day 25: Revise one paragraph toward sensory and verbal precision.
Day 26: Read aloud and revise rhythm.

Day 27: Ask one trusted reader a single precise question, or write your own reader's report after three
days away.

Day 28: Write a letter from the practice you want to keep. Let it name its realistic frequency,
minimum size, forms of replenishment and method of return.

The programme ends not with a productivity total but with a design for continuation.

18. A prompt library for returning to the work

Prompts are not miniature assignments to complete correctly. They are doors; abandon one that
opens onto a wall.
For beginnings

e The day remained ordinary until someone used the wrong name.

. Begin with a person performing a task they have practised for the last time.

. Describe a room immediately after something has been removed.

e A character receives exactly what they requested and understands the request was a mistake.
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For character
. What does the character do beautifully that makes life worse?
. Write the joke they tell whenever the truth comes close.
«  What kindness do they resent receiving?

. List five things they repair and one thing they repeatedly allow to break.

For relationship
. Write an apology in which the apologising person tries to retain power.
. Two people cooperate perfectly while wanting incompatible outcomes.
«  Ashared object means debt to one character and love to another.

. Write the moment one person realises the other has rehearsed this conversation.

For place
«  What has been painted over but remains visible?
. Record the local rules nobody has written down.
. Describe the place through what must be repaired each season.

. Let a newcomer misunderstand a sign that residents no longer notice.

For pressure
. Remove the easiest option.
. Let success reveal a worse problem.
»  Give the antagonist a legitimate claim.

. Make the private conflict occur during a public task that must continue.

For the sentence
«  Write a paragraph made mostly of long sentences, then let one short sentence turn it.
. Describe speed without using short sentences.
«  Write a page without visual description; use sound, pressure, temperature and balance.
. Replace every abstract noun in one paragraph with an action or object, then restore only the
abstractions the passage genuinely needs.
For endings

. Return to an opening image after its meaning has changed.

. End with an action the earlier character could not have taken.
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. Let the final piece of knowledge solve the plot and complicate the life.

«  Stop one sentence before explanation.

19. The practice you can return to

No routine can protect a writer from uncertainty because uncertainty is not a flaw in the process. It is
the medium. A work that contains no encounter with the unknown may be efficiently produced, but
it has probably not asked enough of its maker.

The durable practice is therefore not the one that eliminates difficulty. It is the one that offers several
ways back: the moving hand, the morning page, the walk, the book opened for nourishment, the
concrete inventory, the trusted companion, the tiny minimum, the unfinished edge, the permission
to rest, the willingness to begin badly and revise with care.

Inspiration is not commanded by any of these acts. It is met by them. The writer clears a space, pays
attention, makes an attempt and returns. Over time, return becomes less a feat of will than a form of
belonging.

You do not need to feel certain that you are a writer before keeping faith with the practice. The faith
is kept in smaller units: today's page, the sentence that surprised you, the detail you almost passed,

the question carried on a walk, the scene reopened after grief or work or illness, the notebook found
again at the bottom of a bag.

The work does not ask for a flawless life. It asks for contact.

Sources and further reading

Writing practice and craft

. Natalie Goldberg, Writing Down the Bones: Freeing the Writer Within; Wild Mind: Living
the Writer's Life; and The True Secret of Writing: Connecting Life and Language. See also
Natalie Goldberg's official account of sitting, walking and writing.

. Julia Cameron, The Artist's Way and The Right to Write. Cameron's Basic Tools provides her
public descriptions of Morning Pages and Artist Dates.

. Ursula K. Le Guin, Steering the Craft: A Twenty-First-Century Guide to Sailing the Sea of
Story. Publisher's description.

«  Anne Lamott, Bird by Bird: Some Instructions on Writing and Life.

. Dorothea Brande, Becoming a Writer.

. Lynda Barry, What It Is and Syllabus: Notes from an Accidental Professor.

. Toni Morrison, “The Site of Memory,” in Inventing the Truth: The Art and Craft of Memoir .

«  Virginia Woolf, A Writer's Diary, edited by Leonard Woolf.
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Research on writing, creativity and practice

Linda Flower and John R. Hayes, “A Cognitive Process Theory of Writing,” College
Composition and Communication 32, no. 4 (1981): 365—387. Accessible copy.

Ronald T. Kellogg, “Training Writing Skills: A Cognitive Developmental Perspective,”
Journal of Writing Research 1, no. 1 (2008): 1—26. Open paper.

Ut Na Sio and Thomas C. Ormerod, “Does Incubation Enhance Problem Solving? A Meta-
Analytic Review,” Psychological Bulletin 135, no. 1 (2009): 94—120. Paper.

Benjamin Baird et al., “Inspired by Distraction: Mind Wandering Facilitates Creative
Incubation,” Psychological Science 23, no. 10 (2012): 1117—1122. Paper.

Marily Oppezzo and Daniel L. Schwartz, “Give Your Ideas Some Legs: The Positive Effect of
Walking on Creative Thinking,” Journal of Experimental Psychology: Learning, Memory,
and Cognition 40, no. 4 (2014): 1142—1152. Open article.

Teresa M. Amabile and Steven J. Kramer, The Progress Principle: Using Small Wins to
Ignite Joy, Engagement, and Creativity at Work. Harvard Business School overview.

A note on adaptation

All exercises in this resource are newly written for educational use. Those identified as Goldberg-
inspired or Cameron-inspired adapt publicly described principles of their practices; they do not

reproduce the books' exercise sequences. Research findings are presented cautiously: group-level
effects do not guarantee that any one routine will suit every writer, task, mind or body.

HONNI VAN RIJSWIJK - honnivanrijswijk.com

27


https://www.honnivanrijswijk.com/
https://eva.fic.udelar.edu.uy/pluginfile.php/26559/mod_resource/content/1/Flower%20y%20Hayes%201981.pdf
https://pdfs.semanticscholar.org/f5b7/b19728b409a0f2023472fb9b79dafe05a20b.pdf
https://www.researchgate.net/profile/Thomas-Ormerod/publication/24001208_Does_Incubation_Enhance_Problem_Solving_A_Meta-Analytic_Review/links/00b495159f357308fe000000/Does-Incubation-Enhance-Problem-Solving-A-Meta-Analytic-Review.pdf
https://www.cmhp.ucsb.edu/sites/default/files/2018-12/Baird%20et%20al.%20%282012%29%20Inspired%20by%20distraction.pdf
https://pmc.ncbi.nlm.nih.gov/articles/PMC4020761/
https://www.hbs.edu/faculty/Pages/item.aspx?num=40692

	Inside this guide
	1. Inspiration is not the opposite of practice
	2. Natalie Goldberg: writing as an embodied practice
	The basic Goldberg-style writing practice
	First thoughts and the internal censor
	Attention before interpretation
	Twelve Goldberg-inspired exercises
	Exercise 1: “I remember”
	Exercise 2: The concrete inventory
	Exercise 3: Verbs carry the voltage
	Exercise 4: The ordinary thing, seen hard
	Exercise 5: Follow the irrelevant onion
	Exercise 6: Obsessions have energy
	Exercise 7: Be a tourist in your own place
	Exercise 8: The public-place page
	Exercise 9: Go further
	Exercise 10: Write the body before the explanation
	Exercise 11: The sentence of refusal


	3. Julia Cameron: clearing, replenishing and listening
	Morning Pages
	How to practise Morning Pages
	If three longhand pages are impossible
	Artist Dates
	Artist Date ideas: free or inexpensive
	Walking
	Writing for guidance
	Creative relapse and return

	4. How Goldberg and Cameron work together
	A useful combined practice might look like this

	5. A sustainable weekly writing practice
	The minimum viable practice on a crowded day
	The standard practice for a forty-five-minute session
	The deep practice for a half-day

	6. What to do when you are stuck
	“I have nothing to say”
	“I have too much to say”
	“The idea is good but the writing feels dead”
	“I am afraid the writing is bad”
	“I cannot find the structure”
	“I keep researching instead of writing”
	“I have no time”
	“Rejection has made the work feel pointless”

	7. Exercises for fiction writers
	The character's private inventory
	The want beneath the want
	The power revision
	The object that changes meaning
	The scene without its official subject
	The impossible witness
	The comic pressure valve

	8. Reading as apprenticeship
	The three-pass reading practice
	A commonplace book that remains alive

	9. Attention: where material begins
	The material ledger
	Specificity without theft

	10. Incubation: the work that occurs away from the desk
	The deliberate unfinished edge
	Rest is not a technique in disguise

	11. Ritual, habit and the threshold into work
	Design the threshold
	Time, count and task goals
	Small progress and the inner work life

	12. Separate the maker from the editor
	Maker mode
	Editor mode
	The ugly first version

	13. Resistance is information, not a verdict
	Fear of exposure
	Unclear next action
	Structural doubt
	Depletion
	Perfectionism
	Loss of allegiance

	14. Writing inside an actual life
	Interrupted writers
	Disabled and neurodivergent practices
	Caring, paid work and the politics of permission

	15. Companionship, feedback and creative weather
	How to ask for useful feedback
	Protect the tender draft

	16. Revision as renewed attention
	Pass 1: intention and movement
	Pass 2: desire, pressure and change
	Pass 3: point of view and information
	Pass 4: image and embodiment
	Pass 5: language and rhythm
	Pass 6: compression and silence

	17. A four-week practice of inspiration and return
	Week one — Clear and notice
	Week two — Gather and combine
	Week three — Make and continue
	Week four — Re-see and choose

	18. A prompt library for returning to the work
	For beginnings
	For character
	For relationship
	For place
	For pressure
	For the sentence
	For endings

	19. The practice you can return to
	Sources and further reading
	Writing practice and craft
	Research on writing, creativity and practice
	A note on adaptation


