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			INTRODUCTION

		

		
			Everything in this book is prefaced with an invisible “in my opinion...”

			Writing For Screens collects skills, tools and processes I had to figure out for myself during the twenty-five years I worked writing for movies and television (1994-2019) -- and the eighteen years before that, when I was trying to break in.  

			When I was stuck or lost, the only thing that got me out of my creative quicksand was reducing the work to a collection of steps to take and things to try, but without a grand system I had to follow.

			So that’s what this is.

			this book does NOT need to be read in order

			Each chapter is a stand-alone essay. 

			I urge you to read all of them, but every artist will need different things at different times. 

			So I’ve tried to make the chapter titles self-evident, allowing you to browse the Table Of Contents and seek what you need, when you need it.


			The most important thing writing advice can do is send you back to your own work. 

			My goal is for you to pick this book up very briefly, gather a few bits of advice -- and then put it down and try stuff.

		

		

		
			IS THIS BOOK FOR YOU?

		

		
			This book is intended to help if you:

			don’t know how to write a script or a story

			don’t know how to be a writer

			get stuck or lost a lot

			have written and don’t like the result 

			wrote something a lot of people don’t like (if some people don’t like what you write: welcome to the world)

			I do not know a secret that will make you sell a script or write a hit.

			What I can do is try to help you write a better script -- more:

			readable, playable and shootable 

			narratively and dramatically coherent 

			emotionally and intellectually effective

			I can also try to help you be a better writer:

			more productive

			less anxious

			more realistic 

			more aware of possibilities

			more capable of working as a professional

			I cannot make it easy.  I can try to make the difficulty more enjoyable.

		

		

		
			Screenwriting is mostly taught in one of three ways:

			The “My Experience” Approach

			Someone who’s done this thing tells you what they have figured out about how to do it.  (This is what I’m doing.)

			The advantage: they actually did it.

			The problem: maybe the way they did it is just the way they did it, and it may not help you.

			The Academic Approach

			We look at great work and analyze why it’s great.  This is how most of us learn about art in school.  It’s a very good way to learn the basic elements and history of an art.  It shows  you possibilities.

			But it’s not teaching you how to make art.

			the process by which you make something is very 

			different from the experience of consuming it

			Think about riding a rollercoaster versus building a rollercoaster. The builder has to feel and understand the experience of riding -- but also has to think about the design and construction, the working parts, the physics that create that experience, even the “philosophy”: what kind of ride do they want it to be?

			So as an artist, you have a very specialized educational need -- which the third main system of teaching is trying to 

			serve: 

			

			The Formula Approach

			This says: if you study great art and follow its patterns, your work can be great too. But since you can’t just copy the great art: analyze the paradigms, archetypes, structures, messages, methods -- and work within them.

			The only drawback: art simply doesn’t work that way.

			knowing how someone else did it is 

			only part of how you actually create

			I can tell you that a great building was built with a hammer, and show you exactly how a great hammer-swinger swung their hammer -- and at the end of all that you will have no idea whether you can swing a hammer, and if you can, what kind of thing you can make.

			You have to pick up the hammer and try it out, to find the best way for you to use a hammer -- or to find out that hammers are not your thing. Because: 

			art is a THING YOU DO not a thing you 

			GET THE ANSWER TO

			So I think learning to be an artist has to begin with the fact that:

			all writing “rules” are only THEORIES

			 

			A theory is an attempt to organize the world. It’s one way of understanding something.

			The history of art is full of artists who declared their theory of art to be absolute and final. Most of them had some interesting point to make...and none of their rules were absolute or final.

			

			Theorists and teachers honestly want to solve the problem of being an artist. People in the art business want reassurance that they’re not going to lose their money. Artists want some way to tell if we’re doing it right.

			But the truth is, there are no rules.

			When you create, you are not just working to fill in the blanks -- you are making a thing that does not yet exist. While it’s going to partake of the forms of things that already exist, the whole point is: it’s something new. You must work, at least in part, from impulse, instinct, emotion and imagination.

			Which is, admittedly, scary.

			People want art to do different things. Different times and places develop different values for what makes art “good.” We even experience the same art differently at different times in our lives.

			Most of the current “universal absolute screenwriting rules” were formulated in Hollywood from the 1980s to the early 2000s, by analyzing what was successful at that time -- which is like looking around 240 million years ago and saying: dinosaurs are the absolute eternal structure of life on earth.

			So, for example, the “rule” that television scripts are broken into 5 acts is simply a “dinosaur” based on how many commercial breaks a show had at the time. An “act” was just a section between commercials, not an insight into the basic structure of stories. 

			The dangers of creating art according to a formula or rules include:

			The Check-Box Problem

			You can begin to think giving a label to something or fitting into a pattern assures you that it works. It may not. So much mediocre work is counting on the formula to deliver, instead of doing the actual work artists have to do. 

			The Intransitive Magic Problem

			The fact that something was great in some other script does not mean that if you put it in your script, then your script will be great. 

			The Inevitability Problem 

			Breaking down a finished artwork creates a false impression that it was somehow inevitable, or that you know how it was written. It wasn’t and you don’t.

			That “illusion of inevitability” is one of the most damaging things theory does to artists, because it denies the essential experience of making art:

			making art is making choices

			you work it out as you go along, 

			every single time

			You never really know how it’s going to work. You have to make your choice and hope people feel it was inevitable.

			(One way to get a sense of how chaotic the creative process is: explore “behind the scenes” and “making of” materials. What you’ll find, over and over, is: they couldn’t stick to the plan. People and circumstances brought unexpected demands, restrictions, contributions. Things changed.)

			Alas, the fact that rules are not absolute or universal does not mean they are worthless.

			

			rules (theories) are also valuable

			Screenwriting is a difficult, demanding profession which requires specific, obscure skills and knowledge. Rules are often based in very real observations.

			And if you want to follow a rule -- go for it! It can make a good script.

			But there is no rule to make every script.

			rules are tools

			try them out

			bend them, break them, mix-and-match

			take what you like, use what you need

			have as many rules & theories 

			in your toolbox as you can carry

			know how they work

			and then use them only when

			they help get this particular job done

		

		
			MY THEORY OF WRITING RULES

		

		

		
			WHY YOU SHOULD NOT WRITE SCRIPTS

		

		
			Before we get into how you write scripts, I’d like to take a moment to try putting you off the idea altogether.

			Scripts Are Incomplete

			You’re writing a set of instructions for a movie. No matter how you suggest or describe all of the other arts that complete the process -- they’re not your job. There are satisfactions and magic in a good script, but it’s not a movie.

			Scripts Are A Difficult And Limited Art Form

			You can’t describe much. You can’t explore the inner life of characters. Ideas must take the form of dialogue, but you can’t have much dialogue.

			Add to this the formal and content restrictions set by The Industry, and writing for screens ends up unique among art forms in its lack of creative space.

			Scripts Get Messed-With

			Seriously. To an extent you cannot truly imagine until it happens.

			A screenwriter has no rights to, or control over, a script once it has been sold. The company that buys it will often hire other people to rewrite every word. Many people -- almost none of whom are writers -- will make more changes, based in their own needs, visions or personal agendas. The original writer’s opinion will not be sought during this process.

			Scripts Are Not Experienced By An Audience

			Almost everyone who reads scripts is in The Industry. They read to see if the script can advance their own work, testing it against a set of priorities instead of being open to what it has 
to offer.

			

			It is great to please these readers -- but it’s not the same as reaching an audience.

			Scripts Are An Art Controlled By A Business

			Every art form has its own complicating layer of patrons, distributors, promoters and facilitators -- but screenwriters are employees. The work can be creative, rewarding and exciting, but it’s also often a twisted, ugly corner of art making, and not everyone can handle it.

			Most Scripts Won’t Get Made

			That’s just a fact. Even great ones. For a lot of reasons, all of which are beyond your control.

			Too Many People Are Writing Scripts

			Screen stories stir us so intensely that our creative souls can’t help but feel: I’ve got to do this. It’s a glamorous art, appearing (falsely) to put writers into a universe of celebrities, luxury and fame. And scripts look pretty easy to write: quick-moving and conversational, a lot white space on the page.

			This has created a deluge of scripts. Even if yours is good, it’s very hard to get anyone’s attention.


			So then...why would anyone want to write for screens?

			It Makes You Better At Storytelling

			The essential skills and discipline of writing scripts can serve you well in any other narrative art.

			Scripts Are Relatively Short

			If you’re going to explore long-form narrative writing, it’s 

			nice to be able to finish a project in 3-6 months instead of 

			1-2 years. 

			Money

			

			Thanks to a vigorous union, screenwriting can pay better than almost any other form of creative writing. If you are very good and very lucky, you might get some of that.

			Magic

			Screen stories are still (for now) the primary narrative medium of our time, the carrier of our myths, a common currency of our culture. There is a unique magic to the blending of image and sound, the capture of reality in the form of an imaginative dream.


			Search your soul. Consider trying to write fiction instead -- or a graphic novel, a play, a videogame, a poem, an opera.

			If you still want to write scripts -- turn the page.

		

		

		
			
				
					PRINCIPLES

				

				
					BASIC

				

			

		

		

		
			There is no program you must attend or test you must pass before you can be an artist. There are certainly schools. Many are valuable. 

			But they’re not required. Plenty of artists do just fine 
without them. 

			It’s worth checking out as many books, videos, classes or podcasts as you can, taking from them what helps you. 

			But you can write without them. (Even this one.) 

			You can’t just follow rules. There are too many, they change, and there is no actual authority. 

			And while you should study the work and careers of artists you admire, you can’t follow their path. You are not them, and the world they worked in no longer exists. 

			The terrifying truth:

			you are an artist if you make art

			you make your way

			using what you have 

			and being who you are

			doing the best you can

			If it’s any comfort: every artist you admire had to do that, too.

			figure out who you are

			how you work 

			what you want to do 

			what you can do

			

			explore your art and your world

			ask questions and make choices

			do the work, get projects done, and show them to 

			people

			and then do all that again...and again

		

		
			There is No Path

		

		

		
			Everything Is A Choice

			&

			Every Choice Has A Price

		

		
			Every scene idea or line of dialogue, every career problem that feels so complicated, overwhelming and scary...is in fact: a choice you face. 

			When you’re writing, it’s very hard to escape the feeling that “right answer” or the finished work is out there somewhere, waiting for you to get to it. 

			It’s not. 

			You are creating your script, which does not exist yet, by making choices. 

			Being an artist is not about “getting it right,” but about understanding the worth and consequences of possible paths and living with the fact that:

			making art 

			is 

			making choices

			Each choice may require you to weigh the needs of the project, the expectations of the genre, the needs of your collaborators, the reality of the marketplace, the values of your community.

			But it must also come from you: the things you want to say, your desire to imitate a great artistic experience or to break free of a convention, your experiences and feelings. 

			And with any choice, there is a price. 

			If you add an exterior scene in the rain at night, you increase the budget. If you write a feature with no franchise or merchandising possibilities, you decrease the chances a big studio will want the project. 

			Often the creative price is simply the loss of all the other possibilities: once you give a character a specific job or background or relationship, you narrow some of the things they can do. 

			Every choice limits your options -- but also gives you new material to use, and a clearer sense of the work itself.

			Recognizing that creative work is a process of making choices is liberating and empowering.

			But it is not easy to make so many choices, so continually.Making choices is a skill. It takes practice to get good at it.

			Start now.

		

		

		
			For a plumber, every job is different. There is no ideal plumbing formula to follow. Sometimes a pipe must be made to connect the water main in the street with a bathroom on the second floor, but on another job a leaking joint must be replaced.

			So a plumber has to be familiar with all the different types of pipes and valves and tools, and how they work.

			Then the specifics of each task determine which tools or skills will be needed to get the job done.

			An artist would do well to approach work like a plumber.

		

		
			What You Need Most Is A Tool Box

		

		

		
			Get into the habit of writing things down. 

			That sounds obvious, but it is the real core of all serious writing.

			Don’t wait until you know what you want to say. Get used to figuring that out by writing. Think on the page. 

			It doesn’t matter how: carry a pen and a pocket notebook, or type into your phone. 

			Tell yourself the story on the page. Ask yourself questions in writing. Answer them in writing. 

			Get it out of your head. Get comfortable with capturing thought and feeling, putting things into words. 

			Practice jotting notes. It’s not as easy as it looks, it takes you out of the moment. Learn to live with that, to make the transitions in and out swiftly and easily. 

			Moments of inspiration are brief. When you have one, it seems inconceivable that you will not remember, that the freshness and texture and power will fade. But they do. 

			The value of making writing a habit is you’ll be able to capture magic when you run into it. 

			Want to be a writer? Write it down.

		

		
			Write It Down

		

		

		
			Process

		

		

		
			“Method acting” was invented to deal with the fact that actors have to bring emotions on command -- while standing in front of a crowd, wearing unnatural makeup and someone else’s clothing, saying words they’ve memorized about a life that isn’t theirs. 

			Luckily for writers, mostly we can work in private -- but we also have to summon up emotions and creativity on command. For a lot of characters. And since you can’t write a long narrative in one sitting, we have to be able to set it aside and come back to it. And most terrifying of all: an actor at least has a script to work from, while a writer faces a blank page. 

			But actors are the ones who figured out that:

			if you put your energy & focus

			into the PROCESS,

			you can make this

			magical-mystery thing we do

			even kind of...reliable

			Many method acting techniques do not apply to writing, but the basic approach is really important: 

			Focus On Process, Not Results 
Don’t try to control how the work will be received or try to match a planned external appearance. Just work on what you’re doing and how you’re doing it.

			Focus On Characters Taking Action

			Explore the reality and needs of the people in the story and discover what the moment is.

			

			Be Specific 

			Creative work breaks down into finite, particular tasks. Even if you’re stirring a universal feeling or coming up with a grand theme, you need to put that into a specific statement or question in a specific situation. 

			Moment to moment, line by line. These characters in these scenes. 

			Be In The Moment 

			Don’t worry about what you’re going to do later or how you got here. Connect to the given circumstances of the characters in this particular moment in the story. 

			And most important: 

			Use a Mechanical Process To Get To The Magic 

			Build a process that is so routine and practical you don’t even think about it. It should be like walking or speaking: you do it until you’re not thinking about the steps or the words, you’re thinking about where you’re going or what you’re saying.

		

		
			“Method” Writing

		

		

		
			A ritual is a set of things-to-do.

			We tend to think of rituals as religious or mystical because a long time ago human beings figured out you can’t make supernatural or spiritual things happen -- all you can do is create the conditions in which they’re likely. 

			That’s also how creativity works. You can’t make it happen. All you can do is perform the actions that open you up to the magic.

			If you don’t like the notion of “magic,” look at it scientifically:

			anxiety prevents creativity 

			familiarity reduces anxiety

			a ritual makes writing familiar

			The distance between your mind and the page can seem terrifying. The goal of a ritual is to make it a well-worn path, a regular commute.

			Ernest Hemingway sharpened a dozen pencils.

			Vladimir Nabokov wrote novels on index cards.

			Alex Haley took trips on a cargo freighter in order to write 
at sea.

			Georges Simenon built a house in his backyard for writing. He would go in and not come out until a book was done. (He wrote short novels.)

			John Cheever would get dressed in a business suit, take the elevator down to the basement of his apartment building, where he had rented a room to work in. He then took off the suit and sat in his underwear (because his workspace was next to the boiler room) and tied himself to his chair.

			

			I don’t think you should do any of that. The point: a writing ritual has to be personal.

			Don’t think about how it looks, about “should” or “right” or “recommended.” Pay attention to your own experience.

			Try To Make Part Of It Physical 

			A ritual should get you out of your head. Scribbling randomly on a piece of paper, cleaning your desk, stretching or exercising or meditating, even just opening a folder and closing all the other windows on your device. 

			Focus On The Work 
Watching movies or even reading how-to-books are not good writing rituals. The process is about you, in this moment, being with your work. 

			It Should Be Within Your Control 
Try not to make it dependent on getting a certain seat in your favorite cafe, or writing in a particular and hard-to-get type of notebook. (Or if you do, because it’s working -- be ready to replace it if necessary.) 

			Make it small, simple, easy. Something you can own and carry with you. Something you can do right now and every day.

			Your Process Should Not Be Dependent On Mood 
It creates the mood.

			Make It Something You Can Do By Yourself 

			Groups, clubs and meetings can be great, but try to build a ritual that doesn’t depend on others being available. (If you work with a partner, build a ritual together.)

			

			Work With Your Reality

			Don’t try to bend your life to fit your ritual. It should fit into your life. 

			And if your reality changes, adapt your ritual.

			Your Process Should Not Harm You

			It should not leave you injured or sick, bring you into conflict with people in your life, or cost more than you can afford. It should not involve drugs or alcohol, no matter how mythic that cliche seems.

			Build It Through Trial & Error 

			You’ll need to test different versions to find one that works. You’ll know it does if you:

			find yourself (after a time) becoming more confident when you do it

			get work done

			begin to look forward to it, or at least feel some faith that if you follow it -- even when you feel nothing or worse -- it works

			Give It Time

			A lot of what makes a ritual work is repetition. Sometimes you know instantly that something is not working -- but do try to give your explorations and trials a chance. If you’re not absolutely sure, give it time to settle in and work. 

			You can’t make creativity happen. 

			All you can do is create a set of circumstances -- a ritual -- that makes lightning more likely to strike, and helps you use the inspiration when it shows up.

		

		
			Create A Ritual

		

		

		
			there is no other way 

			to make a journey of a thousand miles 

			than one step at a time

			You may feel you already know this, but it has nothing to do with knowing. Small steps are a tool, like a sponge or a flashlight. You can’t just say “ah yes, I know about that flashlight...” and expect to see any better.

			it only works if you use it

			“I want to be really good, even exceptional, so I can’t be messing around with small steps.” 

			Small steps are how you get really good. Greatness requires practice: making each small step a little better, over and over (and over.)

			“Small steps are not enough.”

			That’s like saying you don’t want to be paid in dollars because a dollar isn’t very much money.

			“Small steps will take too long.” 

			Do not discount the momentum you get from accomplishing absolutely anything. Even the smallest, dumbest accomplishment gives you a boost of focus and power.

			So -- let’s talk about how:

			Choose Your “Unit”

			Find a specific measurable unit of progress. I don’t personally believe time is a good measure: we all know what it’s like to put in hours and get nowhere.

			

			A good way to figure out your units is -- at any given step, ask:

			what are you trying to DO?

			work out the plot?

			make an outline?

			write a first draft?

			what is that MADE OF?

			a plot is made of events

			an outline is made of scenes

			a draft is made of sentences

			That’s your unit: the thing that what-you’re-trying-to-do is made of.

			Do ONE Of Those

			one event in your story

			one scene in your outline

			one rough-draft sentence

			Start Micro

			If the step is small enough, you can make yourself do it. 

			Start with a really small unit, even just one sentence a day.

			Any amount is okay, except zero.

			It may feel a little foolish, but that’s better than the usual hash of shame and guilt and ridiculous expectations.

			Don’t make the day’s work too big to carry.

			The point is to gain confidence, to gain skills, to get familiar.

			

			You May Have To Force Yourself For A While 

			Even tiny steps can be unexpectedly hard to take. You will not feel like it. You will find a billion excuses not to do it.

			SLOWLY Increase It 

			Stick with doing that one step every day for a while. Then slowly add more.

			This is not infinite! You can’t just add and add. You’ll discover -- with experience and practice -- a natural average amount you can do in a work session. That’s your step. Keep taking that step, every day. 

			Setting yourself too big a step and failing or doing it badly can really discourage you. (Falsely! because you failed at trying to accomplish an impossible task.) 

			If One Of Your Small Steps Gets Bigger -- Let It 

			Sometimes you get on a roll -- you want to keep working past your step. Go with that! But then the next day, start small again. The small step is your base line, your minimum daily requirement. 

			The magic: when you keep taking small steps -- you get confident, you find your rhythm. You get things done. You begin to look forward to it. 

			Will this make the work great? Will it solve all your problems? Yes! Because work can’t be great if you don’t do it. And you can’t solve problems if you’re still trying to figure out how to get started. 

			This is how you get started.

		

		
			Small Steps

		

		

		
			The simplest, most reliable process for creative writing: 

			write down a question 

			and then 

			write down the answer

			When you see the questions and answers on a page, you tend to work in a more specific, concrete way. 

			Whatever answer you have, the best you can do at that moment: make a choice and write it down. 

			If you’re not ready to do that yet: write down possible answers.

			If your answer is not something you can add to an outline and write as a scene: ask more questions, until it is. 

			Write that into the outline. 

			Then ask more questions, about that answer. Write down more answers. 

			Do this again and again, until you know what’s happening in every moment of the story. The goal is to grope your way toward moments, actions that become scenes. 

			Eventually you get to the very last question: 

			“which words should I use to write this scene?” 

			And the answer to that one is...you write the script.

			Okay, so then: what exactly are these questions you’re supposed to ask?

			Start with the classics:

			who

			what 

			where

			when

			why

			Other Useful Questions

			“The 6 Essential Questions.”

			who is it about?

			what do they want?

			why can’t they get it?

			what do they do about that?

			why doesn’t that work?

			how does it end?

			What Is The Scene?

			how is that idea or moment going to be a scene? 

			what is the purpose of this scene?

			what is the central dramatic action of this scene?

			what do the characters want to accomplish in the scene?

			why do they want that? 

			how do they want to accomplish it?

			what action begins the scene?

			what action ends the scene?

			where does it take place?

			

			does this scene fulfill an expectation of the genre?

			is this the most interesting, emotional, original or exciting version of this scene?

			what is the tension of this scene: what are we hoping for, what do we fear?

			Is It Specific? 

			The more specific your choices, the more powerfully your writing works. You cannot get too specific. 

			Is It Simple? 

			Screen stories live intensely in the moment. They can’t stay still and they can’t go back. In each moment, the audience can only focus on so much. 

			Simple means you know what matters in this moment. 

			Simple does not mean easy or shallow. It does not rule out ambiguity or layers of meaning. Complexity is the combination of simple things. 

			What Changes? 

			Someone is doing something in a scene. What happens when they do it? Do they get what they want, or not? Either way: something changes.

			Sometimes change happens between scenes. Or perhaps the new thing is routine to the characters but new to the audience.

			This is also a reminder to mix it up: if you’ve been indoors, get out. If you’ve had a chase, lock your characters in an elevator. Vary your sentence structure. 

			How Do We Know That?

			One of the key problems of screenwriting.  The means by 

			which a script or a screen can convey ideas and information 

			are ridiculously limited.

			

			how will the audience know whatever it is that you want in the story?

			what action or scene or line reveals that to us? How?

			Why Now?

			People act or speak for a reason. What has happened to make a character take an action or make a decision or say a line in this moment?

			What Is It Like For Them?

			Forget what the audience needs to know, or what other shows or movies did.  It’s just the character, in this moment.

			what is it like for them?

			what do they see, taste, smell?

			what are they thinking?

			what are they feeling?

			what do they need?

			what do they want to do?

			Can I Cut it?

			If this bit didn’t exist: what would not happen, what would not make sense? 

			Some stuff is delightful and you leave it in just because. But most often, if you can cut something...you probably should.

			This question also reveals those few moments you cannot cut: it shows you what needs to be absolutely protected, no matter what else has to change to keep it. 

			No matter how new or hard a project is, this process gives you one reliable, reassuring, confidence-building thought: 

			at least I know what to do now: ask questions

		

		
			A Process Of Questions

		

		

		
			This is so simple, it’s easy to underestimate: 

			once you’ve made ANY choice 

			you can USE THAT

			to make the next one

			Suppose all you’ve got is a premise: 

			an identity thief and their victim fall in love 

			That’s a fine idea, but you still need over a hundred more pages of detail before you’ve got a script, which is a bit intimidating. So look at what you have.

			In this one sentence you’ve already made four choices. You’ve got two people:

			an identity thief

			their victim

			-- and two actions:

			stealing identities

			falling in love

			So you’ve already got four things to work with. Let’s look at 
just one:

			an identity thief

			A thief takes stuff from other people. What does that tell us about this character? Just a few possibilities:

			they don’t care about the law -- they feel they are above it

			they don’t care about the law -- they feel like an outsider or outcast

			

			they have a good reason or a noble plan

			they’re okay with harming others because they’re desperate or damaged

			they don’t realize how much they harm others

			But they’re not just a thief, they’re an identity thief: no armed robbery or smash-and-grab for them. So:

			they’re relatively smart (or have been trained by someone who is)

			what they do is at a distance, likely online

			Ah! From that - we have something new: these two people probably don’t live in the same place. 

			Which means: one of them is, eventually, going to have to go to the other. 

			Which one? Why? 

			That also means we have two more things: the places they are from. If one lives in a trailer in the desert, that’s going to be a different person with a different life than someone sharing an apartment in a big city with three other people. 

			Look at all the material we’ve got, from one simple sentence. (And we haven’t even gotten to the most interesting bit: the falling-in-love part. How? Why?) 

			But what happens when you can’t “Use What You Have” because you can’t think of anything? 

			“Use What You Have” also implies something very important:

			you always have SOMETHING

			Most of “I can’t think of anything” is actually:

			

			I don’t like what I have 
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