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Disclaimer 

This book is intended for general information and comfort only. It is not medical ad-

vice, it is not physical therapy, and it does not diagnose, treat, cure, or prevent any 

condition. The author is not providing professional or medical services. Any move-

ment, posture, or habit described here should be approached gently and never taken 

into pain. If you experience sharp pain, numbness, tingling, or weakness, or any dis-

comfort that is severe, persistent, or worsening, stop and consult a qualified 

healthcare professional. By using this book you agree that the author and publisher 

are not liable for any loss or injury arising from its use. 
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A Note on Scope 

This is a companion about comfort. It offers general, practical ways to 

set up your space, hold your pen, sit, pace your sessions, and care for 

your hands, so that you can keep drawing without strain. It is written 

artist to artist, about the simple craft of working comfortably for a long 

time. 

It is not medical advice, it is not physical therapy, and it does not dia-

gnose, treat, or prevent any condition. One quiet line runs through 

every chapter. If you feel sharp pain, numbness, tingling, or weakness 

in your hand, wrist, or arm, stop the session. If a sensation like that is 

sharp, keeps returning, or lingers after rest, it belongs with a qualified 

professional who can look at your situation directly. Everything in these 

pages is built on that footing, and it is offered to help you notice early 

and stop in time. 
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How to Use This Companion 

This is a companion to your stippling practice and to the main work-

book. The workbook teaches you to make dots, build value, and create 

texture. This book is about the body that does all that dotting, so that 

the practice stays comfortable enough to keep. 

You do not need to read it in order, though you can. If your hand is 

already cramping and you want fast relief, start with the chapters on 

setup, posture, and grip, then add the chapter on rest. If you would ra-

ther build good habits from the ground up, read straight through. Ei-

ther way works. 

Treat what you find here as a set of dials, not a list of rules. On an easy 

day you might use very little of it. On a harder day you might lean on all 

of it. The aim is never perfect form. It is a practice you can return to for 

years, with hands that are ready for it. 

A short comfort checklist appears in the final chapter and again at the 

back of the book. Keep it near your workspace or copy it into your prac-

tice journal, and glance at it until the habits become your own. And 

whenever the body sends a sharp or unusual signal, remember the one 

firm line that runs through everything here. Notice, stop, and seek help 

when something is wrong. 
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Foreword 

I came to stippling the way many people do, by falling in love with what 

a field of tiny dots could do. There is something steadying about it. The 

world narrows to the tip of a pen and a small patch of paper, and for a 

while nothing else asks anything of you. It is slow, quiet, forgiving work, 

and it gives back a calm that is hard to find elsewhere. 

What nobody told me, in the beginning, was that my hand would have 

opinions about all this. Twenty minutes in, it would tighten. My shoul-

ders would climb toward my ears without my noticing. By the end of an 

evening my neck ached and my grip felt like a fist. I assumed, as many 

of us do, that this was simply the price of the craft, or a sign that my 

hands were not built for it. 

They were built for it. I had not yet learned the other half of the practice, 

the half that is about the body rather than the page. Once I did, every-

thing changed. The cramps faded. The sessions stretched. The work got 

better, because a loose hand makes cleaner dots than a clenched one 

ever will. None of it required talent or special strength. It required a 

handful of small, learnable habits, repeated until they became second 

nature. 

This little book is that other half, gathered in one place. It will not ask 

you to overhaul your life or buy a studio full of equipment. It will show 

you how to set up a kitchen table so it works with your body, how to sit 

and hold a pen without fighting yourself, how to rest in a way that pro-

tects both your hand and your eye, and how to care for your hands bet-

ween sessions. Most of all, it will ask you to treat a tiring hand not as a 

failure, but as information you can read and answer. 

My hope is simple. I want you to be able to sit down years from now, 

pick up a pen, and still make the patient, absorbing work you love, with 

hands that are glad to do it. The dots will wait for you. Let us make sure 

you can keep meeting them. 
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C H A P T E R  O N E  

Why Stippling Asks So Much of Your 

Hand 

The cost of small, repeated motions 

Stippling is built from thousands of tiny contacts between pen and pa-

per. Each dot is almost weightless on its own. You touch the tip down, 

lift it, move a fraction of an inch (a centimeter or less), and touch down 

again. The effort in any single dot is so small that it barely registers. The 

effort across a full session is another matter, because those small mo-

tions stack up without the natural pauses that other kinds of drawing 

give you. 

Think about how the hand moves when you sketch or paint. A pencil 

line sweeps from the shoulder and the elbow. A loaded brush travels 

across the page in a long, loose arc. The large muscles share the work, 

and the hand opens and closes between strokes. Stippling removes 

almost all of that variety. The motion stays small, repetitive, and close 

to the page, and the same few muscles carry the load for as long as you 

keep going. 

It also helps to picture the sheer count. A small, simple drawing can 

hold a few thousand dots. A larger or denser piece can pass twenty or 

thirty thousand before it is finished. You never lay them down all at 

once, and you may spread them across many sessions, but your hand 

does not keep that kind of score. It feels the running total, and it begins 

to ask for relief long before the drawing is done. 

That is why a practice that is only dots can still leave your hand aching. 

The work is light but relentless. It concentrates on the fingers and the 

small muscles of the hand, then radiates up through the forearm to the 

neck and the lower back, especially when you lean in to place each dot 

with care. None of this means you are doing something wrong. It means 

the technique has a physical cost that is worth understanding before it 

catches you by surprise. 

The twenty-minute cramp, named 
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You may already know the moment I am describing. You settle in, the 

first stretch of dotting feels easy, and somewhere around the twenty-

minute mark your hand begins to tighten. The grip on the pen creeps 

firmer without your deciding it. Your dots start to look heavier and dar-

ker than the ones you laid down at the start, because a clenched hand 

presses harder. A small ache opens in the web between your thumb and 

first finger. The pull that follows is almost always the same: push 

through, finish the patch, ignore it. 

This is the most common physical complaint in a stippling practice, and 

it is worth saying plainly that it is normal. It is not a sign that your hands 

are weak or that this craft is not meant for you. It is a predictable result 

of holding tension in places you cannot easily watch while you work. 

You will often see the change before you feel it. The dots in the patch 

under your hand sit darker and closer than the ones you placed twenty 

minutes earlier, and the value drifts heavier than you meant it to. The 

hand and the page tell the same story at the same time, and learning to 

read that story early is part of what keeps a session comfortable. 

Most of the time, the cramp in your fingers begins somewhere up-

stream. A shoulder that has crept toward your ear. A wrist bent against 

the edge of the desk. A breath you have been half holding for ten minu-

tes. The strain gathers in the larger structures and arrives at the smaller 

ones, which is why the fingers are usually where you feel it first. The 

practical news in that chain is good: a problem that builds from setup, 

grip, and pacing can be eased through setup, grip, and pacing, rather 

than through toughness or force of will. 

Fatigue is information, not failure 

It helps to change what a tiring hand means to you. A cramp is not a 

verdict on your ability. It is feedback. It tells you that something in your 

posture, your grip, or your pace wants a small adjustment, in the same 

way that a muddy patch of value tells you to stop adding dots and step 

back. 

If you have worked through the main workbook, you already use a 

pause that is built into the technique. Every so often you hold the page 

out at arm’s length, about eighteen to twenty-four inches (45 to 60 cm), 

and read the value before you keep going. That same pause protects 
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your hand. When you step back to look, you also release the grip, drop 

the shoulder, and give the small muscles a few seconds of rest. The habit 

that keeps your values honest is the same habit that keeps your hand 

comfortable. You do not need a separate routine for the body. You need 

to notice what the work is already telling you. 

Treating fatigue as information rather than failure also changes how 

you respond to it. Instead of pressing harder, which tightens the very 

muscles that are already tired, you adjust one thing and see whether the 

signal eases. That is the method of this companion, applied to the body 

the way the workbook applies it to the page. 

Two kinds of tired 

It is useful to separate two kinds of tired, because they ask for different 

responses. 

The first is muscle fatigue. This is the hand, the forearm, and sometimes 

the shoulder telling you they have done enough fine, repetitive work for 

now. It shows up as tightness, a dull ache, or a grip that no longer wants 

to stay loose. It responds to setup, posture, grip changes, and rest. 

The second is attention fatigue. This is the eye and the focus wearing 

down. Your dot placement gets less accurate, you misjudge spacing, and 

the patch in front of you stops reading clearly. It responds to pacing and 

short breaks more than to anything physical. 

The two often arrive together, which is why a session can seem to fall 

apart all at once near the end. When you mistake one for the other, you 

reach for the wrong response. You stand up and shake out a hand that 

was not really the problem, or you keep dotting through a focus that has 

already faded, and the patch pays for it. The rest of this book treats both. 

The chapters on workspace, posture, grip, and hand care address the 

muscle side. The chapter on rest and pacing addresses the attention 

side. Knowing which kind of tired you feel helps you reach for the right 

response instead of forcing through the wrong one. 

What this companion does and does not claim 

A note before we go further, because the subject touches the body, and 

that asks for honesty about what these pages can and cannot do. 
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This is a comfort and ergonomics guide for an art practice. It offers ge-

neral, practical ways to set up your space, hold your pen, sit, pace your 

sessions, and care for your hands so that you can keep drawing without 

strain. It is not medical advice, it is not physical therapy, and it does not 

diagnose, treat, or prevent any condition. Everything here is offered in 

that spirit, artist to artist, about the simple goal of working comfortably 

for a long time. 

There is one line that runs through the whole book, and you will meet 

it again. If you feel sharp pain, numbness, tingling, or weakness in your 

hand, wrist, or arm, stop the session. Those signals are not the ordinary 

tiredness of a long stretch of dotting, and they are not something to 

work around with a better grip. They belong with a qualified professio-

nal who can look at your situation directly. The work of these pages is 

to help you notice early and stop in time. Everything that follows is built 

on that footing. 
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C H A P T E R  T W O  

Setting Up a Space That Works With 

Your Body 

The kitchen-table reality 

You do not need a studio. Most of the stippling in this world happens at 

a kitchen table, a corner desk, or a lap desk on the couch, in the time 

between one obligation and the next. The goal is not a beautiful 

workspace. It is a repeatable one. A spot you can set up the same way 

each time, in a few minutes, without rearranging the household around 

it. 

That spot will rarely be yours alone. School papers drift onto it. A mug 

lands in the corner. The dog leans on your chair. Rather than fighting 

this, design for it. If your setup depends on perfect quiet and a clear 

surface, you will practice less. If it survives a little ordinary chaos, you 

will sit down more often, and sitting down more often is what builds the 

skill and the comfort together. 

Keep your supplies in one small tray or container that lifts onto the ta-

ble and off again in a single motion. A shallow box, a pencil cup, a zip 

pouch, whatever you already own. When setup and teardown each take 

under a minute, the table can go back to being a kitchen table between 

sessions, and you are far more likely to return to it tomorrow. A practice 

that has to be fully unpacked and repacked every time tends to quietly 

stop. 

Table and chair height, and why it reaches your 

hand 

Most hand strain is built into the desk before you place a single dot. The 

relationship between your chair and your table decides where your 

shoulder, elbow, and wrist sit for the next hour, and those upstream 

joints set the tension that arrives later in your fingers. 

Aim for a simple, relaxed shape. Shoulders dropped, not lifted toward 

your ears. Elbows resting near a comfortable right angle. Forearms able 
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to rest on the table without you hiking your shoulders to reach. Wrists 

level, not bent up or pressed down. 

A table that sits too high makes you raise your shoulders and grip har-

der to control the pen at an awkward reach. A chair that sits too low 

does the same thing from below, dropping your elbows and lifting your 

shoulders. Neither needs new furniture to fix. A firm cushion or a folded 

blanket raises a low seat. A footrest, or a stack of books under your feet, 

keeps your thighs supported when the cushion lifts your feet off the 

floor. These changes cost little or nothing, and they reach all the way to 

your dotting hand. 

If you change only one thing in your whole setup, change this one. Get 

the chair and the table into a comfortable relationship first, then build 

everything else on top of it. A good base makes every later adjustment 

easier to feel, and a poor base quietly undoes them. 

Forearm and wrist support 

A supported forearm is one of the quietest comforts you can give your-

self. When your forearm rests on the table, the small muscles of your 

hand are free to do the fine work of placing dots, while the larger mus-

cles of your shoulder get to rest. When your forearm floats unsup-

ported, your shoulder braces to hold it up, and that bracing travels 

down into a tighter grip within minutes. 

Let your forearm and the side of your hand rest lightly on the table as 

you work. A folded hand towel under the forearm adds a little padding 

for long sessions, as long as it does not prop the wrist up into a bend. 

The aim is a flat, neutral wrist with the weight of the arm supported 

rather than balanced. 

The hard front edge of a table can press a line into your forearm over a 

long sitting. If you feel that edge, pad it. A rolled towel or a strip of foam 

along the lip is enough. You will not notice the difference in the first ten 

minutes. You will notice it in the fortieth. 

It also helps to let your hand glide rather than hover. The heel of your 

hand and your little finger can rest on the page and slide as you move 

from one cluster of dots to the next. A hand that rests and slides stays 

looser than a hand holding itself above the paper, and a looser hand 
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tends to make rounder, more even dots. If you worry about smudging 

fresh ink, rest on a clean slip of scrap paper under your hand and move 

it along with you. 

Light from the non-dominant side 

Stippling is small, low-contrast work, and your eyes lean in when they 

cannot see the page clearly. That lean is where a good deal of neck and 

back fatigue begins, which makes good light partly a posture tool. 

Place a task lamp on the side opposite your drawing hand. If you draw 

with your right hand, the lamp sits to your left, so your hand does not 

cast its own shadow across the dots you are placing. A simple, low-cost 

task lamp from the craft aisle or the hardware store is plenty. Warm-

toned LED is fine and easy on the eyes through a long sitting. What 

matters is the direction and steadiness of the light, not a perfect day-

light bulb. 

Enough light, aimed well, lets you sit back a little instead of hunching 

toward the page. The next chapter goes deeper into the lean itself. For 

now, treat light as your first line of defense against it. 

Pair the task lamp with soft general light in the room, so your eyes are 

not jumping between a bright page and a dark surround, which tires 

them quickly. Watch for glare as well. If the lamp throws a hot reflection 

off the paper, lower it and angle it more to the side until the page is 

evenly lit and the shine is gone. Your eyes will thank you an hour in, 

and so will your neck. 

Paper angle, backing, and the winter lap-desk 

Working on a flat table pulls your head forward and down to see the 

page, which loads the neck. A slight slope brings the work up toward 

your eyes and lets your neck stay closer to neutral. You do not need a 

drafting table. A large hardcover book under the top edge of a drawing 

board, or an inexpensive adjustable lap desk, gives you a gentle angle of 

roughly ten to twenty degrees, which suits most people. 
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Whatever you slope, give the paper a firm backing. A drawing board, a 

piece of smooth hardboard, or a self-healing cutting mat keeps the sur-

face from flexing under the pen, so your dots land cleanly and your hand 

is not fighting a soft, springy page. 

Secure the page so it does not creep as you work. A few pieces of low-

tack artist tape, or a couple of clips along the top edge, keep the paper 

still, so you are not pinning it down with your free hand and twisting 

your torso to compensate. When you need to dot around a curve, turn 

the whole board rather than reaching across it. Bringing the work to 

your hand is always kinder than sending your hand out to the work. 

In cold months, many of us drift to the couch. A lap desk works well 

there, with the same principles in mind. Support the forearm, keep the 

wrist neutral, and prop the work to a slight slope rather than letting it 

lie flat in your lap, which is the worst angle for your neck and the one 

most likely to send you hunching forward again. 

A five-minute setup check 

Before each session, run a short, repeatable check. Think of it as the 

body’s version of the pen-and-paper test in the main workbook: a small 

ritual that protects the next hour. 

1. Seat height: shoulders relaxed, elbows near a right angle. 

2. Feet: flat on the floor or on a footrest, with the thighs supported. 

3. Forearm: resting on the table, wrist flat, table edge padded if you 

feel it. 

4. Light: task lamp on the side opposite your drawing hand. 

5. Paper: firm backing, propped to a slight slope. 

6. Book and supplies: placed where you can see them without twis-

ting or reaching far. 

Run the check once and it begins to become automatic. After a week or 

two you will set up correctly without thinking about it, and the twenty-

minute cramp will already have far less ground to stand on. 
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C H A P T E R  T H R E E  

Posture for the Long Session 

The hunch, and why it tightens your grip 

There is a posture almost every stippler falls into without noticing. The 

shoulders round forward, the upper back curves, the head drifts down 

toward the page, and the whole upper body folds slowly over the work. 

It happens because the dots are small and you want to see them, and 

leaning in feels like the natural way to look closer. 

The trouble is that this fold does not stay in your back. A rounded upper 

back and a dropped head pull on the muscles of the neck and shoulders, 

and that strain travels down the arm. A shoulder braced forward feeds 

a tighter forearm, and a tighter forearm feeds a tighter grip on the pen. 

So the hunch you adopt to see the dots more clearly is quietly making 

your hand work harder to place them. By the time your fingers cramp, 

the cause is often sitting up in your neck. 

This is why the common advice to sit up straight rarely solves anything 

on its own. You hear it, you stiffen into an upright pose, you hold it ri-

gidly for a few minutes, and then you abandon it the moment your at-

tention returns to the page. A posture you have to force is a posture you 

will lose. What you want instead is a relaxed shape you can keep loosely 

for the length of a session, and a simple way to return to it when you 

drift. 

You may recognize the moment the fold sets in. An hour ago you sat 

back, relaxed, taking in the whole page. Now your nose is a hand’s width 

from the paper, your shoulders have crept up toward your ears, and you 

cannot remember deciding to move there. The slide is gradual and 

almost pleasant while it happens, which is exactly why it slips past you. 

Naming the shape is the first defense. Once you know what it feels like, 

you start to catch yourself easing into it and can come back out before 

it costs you anything. 
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Neutral spine, dropped shoulders, soft elbows 

Forget the image of a soldier at attention. The posture that lasts is tall 

but not stiff. Picture the crown of your head floating gently upward, so 

your spine lengthens without bracing. Let your shoulders be heavy, 

dropping away from your ears rather than squeezing back. Let your el-

bows stay soft and close to your sides, not winged out or locked. 

This is what a neutral spine feels like in practice: upright, easy, sup-

ported from underneath rather than held in place by effort. Your ribs 

sit over your hips, your head sits over your shoulders, and nothing is 

gripping to maintain the shape. From here, your breath moves freely, 

and a free breath is a reliable sign that you are not bracing somewhere 

you cannot see. 

The aim is not a perfect pose held for five minutes. It is a comfortable, 

sustainable shape you can hold loosely for forty-five. If you find yourself 

working hard to stay upright, you have overdone it. Ease off until the 

posture costs you almost nothing to maintain. The right posture should 

feel like rest, not like exercise. 

If your chair has a back, use it. Let it support your lower back so your 

own muscles do not have to, and sit close enough to the table that 

leaning back is an option rather than a reach. A small cushion or a rolled 

towel behind your lower back fills the gap that most kitchen chairs leave 

empty, and it can turn a chair you merely tolerate into one you can sit 

in comfortably for the better part of an hour. 

Head and neck: the forward-head trap 

Of all the parts of the hunch, the forward head does the most damage 

over a long session. When your head drifts forward to meet the page, 

the muscles of your neck and upper back have to hold its weight at an 

angle, and that load grows quickly the farther forward it travels. A head 

held forward for an hour is one of the most common sources of the stiff 

neck and aching shoulders that follow a good stretch of dotting. 

The fix is rarely about holding your head back by willpower. It is about 

removing the reason your head went forward in the first place. If you 

set up a slight paper slope and good light, as the last chapter described, 

the page comes up to meet your eyes and your head has less reason to 
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dive toward it. Bring the work closer and higher, and your neck can stay 

over your shoulders where it belongs. 

Give yourself a simple self-check you can run without a mirror. Every 

so often, ask whether your chin is creeping toward the page. If it is, you 

do not need to snap upright. Slide your head gently back so your ears 

settle back over your shoulders, soften your gaze, and carry on. The 

smaller and more frequent the correction, the less it interrupts your 

work. 

Feet, hips, and a stable base 

It is easy to think of posture as something that happens in the back and 

shoulders, but a comfortable upper body rests on a stable base below. 

When your feet are unsupported and your hips are perched, your lower 

back and core have to brace to keep you steady, and that low bracing 

radiates up the same chain that ends at your pen hand. 

Plant your feet flat, on the floor or on a footrest, so your thighs are sup-

ported and your weight is shared between your seat and your feet. Let 

your hips sit a touch higher than your knees, which keeps the lower back 

in an easy curve rather than a slump. With a settled base, the muscles 

that were bracing to hold you in the chair can let go, and the whole up-

per structure quiets down. 

You will feel the difference most in the last third of a session, when an 

unsupported posture starts to sag and a supported one simply conti-

nues. A stable base is not glamorous, but it is often the difference bet-

ween stopping at thirty minutes because your back has had enough and 

working comfortably to the end of an hour. 

Watch for the small habits that quietly undo a stable base. Tucking one 

foot beneath you, crossing your legs, or hooking your ankles around the 

chair legs all tilt the pelvis and set the lower back working again. They 

feel cozy for a few minutes and charge you for it later. If you notice you 

have curled up, there is no need to scold yourself. Plant both feet again, 

let the base resettle, and carry on. 
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Resetting posture mid-session 

No posture survives untouched for an hour, and it does not need to. The 

goal is not stillness. It is the habit of noticing when you have drifted and 

returning easily, again and again, before the strain has time to build. 

The simplest way to build that habit is to attach it to something you 

already do. You are stepping back to read your values at arm’s length 

anyway, every several minutes, to keep your dots honest. Let that same 

pause be your posture reset. When you lift the page to look, you also 

reset the body. 

Use a short, repeatable sequence each time, something like this. Feet 

flat. Sit bones settled. Shoulders dropped. Jaw soft. Then return to the 

page. The whole reset takes about three seconds, and because it rides 

along with a pause you were taking anyway, it costs you nothing in con-

centration. If you tend to lose track of time entirely once the dotting 

absorbs you, a soft timer set for ten or fifteen minutes can be a kind 

prompt to pause, look, and reset, until that rhythm becomes your own 

and the timer is no longer needed. 

Finally, give yourself permission to move. Shift in your seat, roll your 

shoulders, change how you are sitting whenever it occurs to you. The 

stillness that stippling asks for lives in the hand, not in the whole body. 

Your hand can stay calm and precise while the rest of you stays loose 

and mobile, and a body that is allowed to move is a body that aches far 

less at the end of the day. 
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C H A P T E R  F O U R  

Grip, Pen Angle, and Pressure Without 

Tension 

The death grip, and how to feel it 

Pick up a pen right now and notice how hard you are holding it. Most 

of us, when we concentrate, clamp down far harder than the task requi-

res. Stippling makes this worse, because the work is precise and slow, 

and precision tempts you to squeeze as if a tighter hold will steady the 

dot. It will not. A clenched hand is a tired hand, and a tired hand wan-

ders. 

This clamp is sometimes called the death grip, and it is the single largest 

source of hand strain in the practice. You can learn to feel it before it 

hurts. The signs are quiet at first. The knuckles of your gripping fingers 

turn pale. A dull ache opens in the soft web between your thumb and 

first finger. The pen stops feeling like an extension of your hand and 

starts feeling like something you are wrestling. And the dots themselves 

tell on you, growing darker and heavier as the grip tightens and presses 

the tip harder into the page. 

The first skill of a comfortable hand is simply catching the clamp. Every 

so often, check in. Are your knuckles white? Is your thumb aching? If 

so, set the pen down for a breath, shake the hand out gently, and pick it 

up again with the lightest hold that still controls the tip. You will tighten 

up again. Everyone does. Catching it and releasing it, over and over, is 

the work. 

A relaxed tripod, held a little higher 

The steadiest way to hold a stippling pen is the same three-finger hold 

you likely already use for writing, called a tripod grip. The pen rests 

against the side of your middle finger and is steadied from above by the 

pads of your thumb and index finger. The difference for stippling is in 

how lightly you hold it. Firm enough that the pen does not slide, light 

enough that you could let go between clusters of dots without the pen 

falling. Think of holding a small bird, not a hammer. 
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It also helps to hold the pen a little higher up the barrel than you would 

for handwriting. Choking down close to the tip encourages a tight, 

cramped grip and hides the very point you are trying to watch. Sliding 

your fingers up the barrel even a half inch (about one centimeter) opens 

the hand, lets the tip meet the page more cleanly, and gives your eyes a 

clear view of where each dot is landing. 

If the higher hold feels unstable at first, that is normal. Your hand is 

used to the security of choking the tip. Give it a few sessions. The lighter, 

higher grip quickly becomes the more comfortable one, and your dots 

get rounder as a bonus, because a loose hand drops the tip straight 

down instead of dragging it. 

A pen angle that touches, not scrapes 

The angle at which the pen meets the paper matters for your hand as 

much as for your dots. Held too low, close to flat against the page, the 

tip drags and scrapes, you press harder to compensate, and the strain 

climbs your hand. Held steeply upright, somewhere around sixty to se-

venty-five degrees from the page, the tip touches the paper cleanly and 

lifts away with very little effort. 

That clean, upright touch is what protects you over a long session. The 

pen does the work of leaving ink. Your hand only has to guide it down 

and lift it up, lightly, thousands of times. When the angle is right, each 

of those contacts costs you almost nothing. 

When you work around a curve or into an awkward corner, resist the 

urge to twist your wrist to chase it. A twisted wrist is a strained wrist. 

Instead, rotate the page or the board so the area you are dotting comes 

back in front of you at a comfortable angle. You met this idea in the last 

chapter as a posture aid. It is a grip aid too. Turning the work keeps 

both your wrist and your pen angle in their easy range. 

A steady angle also makes your dots more consistent, because the tip 

meets the paper the same way each time rather than at a different tilt 

with each contact. Comfort and evenness come from the same source 

here, which is a thread that runs through this whole book. The move 

that protects your hand is usually the same move that improves the 

work, and you rarely have to choose between the two. 
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Pressure as a tap, not a poke 

Many beginners treat each dot as a small poke, pressing the tip into the 

page and holding it there for an instant. That extra pressure does two 

unwelcome things at once. It widens the dot, so your values turn heavier 

and muddier than you intended, and it loads the small joints of your 

fingers, so your hand tires faster. 

The lighter alternative is to think of each dot as a tap. Touch the tip to 

the page, a brief pause to let the ink transfer, then a clean lift. Touch, 

pause, lift. The motion is small and almost weightless, and it leaves a 

crisp, controlled dot. The same gentle touch that keeps your values 

clean also keeps your hand fresh, which is one of the quiet pleasures of 

this technique: the comfortable way to work is also the way that looks 

best on the page. 

If you are not sure how light is light enough, test it on a scrap. Lay down 

a patch of dots with your usual pressure, then a second patch with the 

lightest tap that still leaves a clear mark. Look at both. Most people find 

the lighter patch is not only kinder to the hand but cleaner to the eye, 

and the comparison makes the lesson stick better than any instruction 

can. 

Tools that reduce strain 

Your pen is part of your posture. A pen that is too thin forces your fin-

gers to pinch hard to keep hold of it at all, which builds tension before 

you have placed a single dot. If your hand tires quickly, try a barrel with 

a little more width, or slip a soft foam grip over the pen you already 

own. Both spread the contact across more of your fingers and let you 

hold on with less force. 

Weight matters too. A lighter pen asks less of your hand over a long 

session than a heavy one. The common fineliners that stipplers reach 

for, such as the Sakura Pigma Micron and the Faber-Castell PITT artist 

pens, are light and friendly to a relaxed grip, and a slip-on grip pads 

them nicely if you want one. None of this needs to be expensive. The 

goal is only to remove the small obstacles that make your hand work 

harder than the dots require. 
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Finally, match the nib size to the area you are working. Filling a broad 

shadow with the finest liner means thousands of extra dots and a great 

deal of extra hand mileage. A slightly wider nib in the large dark areas, 

saving the fine nib for detail, spares your hand without costing you any 

control where it counts. 

Reading tension in your dots 

Your page is an honest mirror. Long before your hand shouts, your dots 

will whisper that tension is creeping in, and learning to read them lets 

you adjust early. Watch for dots that grow darker and heavier as a patch 

goes on, for tiny tails where the tip dragged instead of lifting cleanly, 

and for bruised, spreading edges where you pressed too hard. Each of 

these is the hand tightening, made visible. 

When you spot the signs, treat them the way you treat a muddy value in 

the main workbook. Change one thing at a time. Loosen the grip and 

watch the next few dots. If they do not clean up, check the angle. If the 

angle is fine, lighten the pressure. Adjusting one variable at a time tells 

you which one was the culprit, and it keeps you from overcorrecting into 

a new problem. The body and the page improve together, and the same 

patient troubleshooting serves both. 

It is worth saying plainly that a little fatigue is normal and not a sign 

you are doing anything wrong. The aim is not a hand that never tires, 

which no amount of technique will give you. The aim is a hand that tells 

you early, in dots you can read, so that you can loosen, adjust, or rest 

long before a cramp ever arrives. 
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C H A P T E R  F I V E  

The Rhythm of Rest 

Breaks are part of the technique 

It is tempting to think of rest as the thing that interrupts the work. In a 

stippling practice, rest is the work, or at least an inseparable part of it. 

The dots you place when your hand is fresh and your eye is clear are the 

good ones. The dots you force out after fatigue has set in are the ones 

you tend to fix or regret later. Resting on purpose is how you keep more 

of your session in that first, better state. 

Most of us carry an instinct to push through. You are close to finishing 

a patch, your hand is tightening, and stopping feels like quitting. It is 

worth meeting that instinct head on. Pushing through does not produce 

better work, and it does not build a tougher hand. It produces heavier, 

less controlled dots and a hand that aches sooner the next time. The 

stipplers who last are not the ones who power through fatigue. They are 

the ones who rest before they have to. 

So think of rest the way you think of a clean nib or good light: not a 

luxury, not a reward, but a piece of equipment the practice runs on. 

Planned rest protects two things at once, your hand and your judgment 

of value, and the rest of this chapter is about building it into your sessi-

ons so you do not have to rely on willpower to remember it. 

The arm’s-length pause, every ten minutes 

You already have a built-in rest, if you use the pause from the main 

workbook. Every so often, you hold the page out at arm’s length to read 

your values before you keep going. That pause is the most useful rest in 

your whole practice, and it asks nothing extra of you. 

Try to take it about every ten minutes. When you do, make it a full reset 

rather than a glance. Lower the pen, let your drawing hand fall open in 

your lap or on the table, roll your shoulders once, take a slow breath, 

and only then lift the page to look. You are reading the value and resting 

the hand in the same motion, which is the kind of efficiency a busy prac-

tice rewards. 
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This single habit prevents most of the twenty-minute cramps described 

at the start of this book. The cramp builds when the hand grips without 

relief for too long. A genuine release every ten minutes never lets the 

tension reach the point where it locks. If you do nothing else in this 

chapter, do this. 

It also helps to take the pause on a schedule rather than waiting until 

you feel you need it. By the time a hand feels as though it needs a break, 

the tension has usually been building quietly for a while. A pause taken 

on the clock, before anything aches, is the one that keeps you ahead of 

fatigue instead of forever chasing it. This is the same reason a soft ten-

minute timer can be useful at first, until the rhythm becomes second 

nature. 

Micro-pauses inside the motion 

Between the ten-minute pauses, there is a smaller rest you can fold into 

the work itself without breaking your rhythm. Each time you finish a 

small cluster of dots and move to the next area, let your grip fall open 

for a single second. Spread your fingers, release the pen, then take it up 

again lightly for the next cluster. 

These micro-pauses last barely a moment, and once they become a ha-

bit you will not notice them as interruptions. What you will notice is 

that your hand stays loose far longer into a session. The death grip from 

the last chapter cannot take hold if you keep opening your hand before 

it has the chance to lock down. 

A useful cue is to pair the release with a breath. Place a cluster of dots, 

then release the grip as you exhale. Breath and hand settle into the same 

slow tempo, which steadies your dotting and keeps the small muscles 

from clamping. Many people find this is also where the calm, regulating 

quality of the practice lives, in that quiet rhythm of touch and release. 

An honest session length 

Here is an honest number to start from. In the early weeks, plan sessi-

ons of about twenty to thirty minutes of actual dotting, breaks not 

counted. That may sound short if you have set aside a whole quiet af-
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ternoon, but your hand and eye are building their stamina from where-

ver they are now, and a comfortable thirty minutes today becomes a 

comfortable hour soon enough. 

The reason to keep early sessions short is simple. The quality of your 

dots drops once fatigue arrives, usually before you consciously feel it, 

and a tired session teaches your hand the very habits you are trying to 

avoid. One focused, comfortable half hour does more for your skill and 

your hands than two strained hours ever will, and it leaves you wanting 

to come back rather than nursing a sore hand. 

Let the length grow on its own terms. When a thirty-minute session 

stays comfortable all the way to the end, several times in a row, add ten 

minutes and see how that feels. You are following your comfort upward 

rather than forcing a schedule onto it. This is the slow, patient way, and 

it is the only way that does not eventually cost you a sore wrist and a 

week away from the page. 

This short-session approach also fits a real life with interruptions in it. 

A session broken up by a child, a phone call, or the dog is not a failed 

session. Those forced pauses are rest, even when they do not feel like it 

at the time, and you can simply take your place again when the room is 

yours. If anything, a practice made of short, interrupted sittings is gent-

ler on your hands than one long, unbroken stretch, so the life you ac-

tually have may suit this craft better than you think. 

Knowing the signals to stop 

Not all tiredness is the same, and learning to tell ordinary fatigue from 

a real stop signal is one of the most important things in this book. Or-

dinary fatigue is a dull, general tiredness in the working muscles, the 

kind that eases with a pause and a stretch. It is normal, and it is your 

cue to rest, not to worry. 

Some sensations are different, and they mean stop now rather than rest 

and continue. Sharp or shooting pain. Numbness. Tingling or pins and 

needles. A sense of weakness in the hand or fingers. These are not the 

ordinary tiredness of a long stretch of dotting, and they are not some-

thing to work around with a lighter grip or a better angle. If you feel any 

of them, end the session. 
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The book’s role ends there, at notice and stop. It cannot tell you what 

such a sensation means for you, and it does not try to. If a stop signal is 

sharp, or keeps returning, or lingers after you have rested, that belongs 

with a qualified professional who can look at your situation directly. 

There is no art reason worth pushing past your body on. The page will 

still be there tomorrow. 

Using your practice journal to track fatigue 

If you keep the practice journal from the main workbook, you already 

have the perfect place to make your comfort trackable. Alongside the 

notes you make about values and technique, add a short comfort line to 

each entry. Over a few weeks, those small notes reveal a pattern you 

could never hold in memory. 

A comfort note can be as brief as three things: 

• How long you worked before any tiredness arrived. 

• Where it showed up first, such as the thumb, the wrist, or the 

neck. 

• What helped, such as a pause, a grip change, or ending early. 

After a month of entries, read back over them. You may find that your 

hand reliably tires at a certain point, or that one particular subject al-

ways tightens your grip, or that the sessions after a good warm-up run 

noticeably longer. These are your patterns, not anyone else’s, and they 

let you shape a practice around your own hands rather than around a 

general rule. That is the quiet payoff of tracking. The journal turns scat-

tered aches into useful information, and useful information is what lets 

a practice last. 
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C H A P T E R  S I X  

Caring for Your Hands Between Sessi-

ons 

A gentle note before we begin 

This chapter touches the body more directly than the others, so it opens 

with the same line that runs through the whole book. Everything here 

is gentle, optional, and offered for general comfort. None of it is medical 

advice, physical therapy, or treatment for any condition. Every move-

ment that follows should feel easy and pleasant. None of it should ever 

be taken into pain. If a movement hurts, you stop. That single rule mat-

ters more than any particular stretch, so keep it nearby as you read. 

Gentle warm-ups before you start 

A hand warms up the way the rest of you does, gradually and with a 

little movement. Before a session, you can spend a minute bringing 

some ease and circulation to your hands and forearms so they begin 

loose rather than cold. Think of it as the physical version of testing your 

pen on a scrap before you start the real work. 

Open and close your hands slowly a few times, spreading the fingers 

wide on the open and letting them curl softly on the close. Let your 

wrists drift through a few easy circles in each direction, no farther than 

feels comfortable. Gently shake the hands out as though you were dry-

ing them in the air. The whole sequence takes under a minute, and it 

asks for no strain at all. If any of it feels like effort or pinches in any way, 

make the movement smaller or leave it out. Warming up should feel 

good, never like a task. 

This is especially worth a minute on a cold day or first thing in the mor-

ning, when hands tend to be stiff and slow to start. A little easy move-

ment then can be the difference between a session that feels fluid and 

one that fights you from the first dot. On a warm afternoon when your 

hands already feel loose, you may not need it at all, and that is fine. Let 

your hands tell you which kind of day it is. 
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Simple stretches after a session 

After you finish dotting, a few easy movements can help your hands and 

arms settle. Keep every one of them slow, small, and well short of any 

sharp sensation. A stretch in this spirit is a mild, comfortable lengthe-

ning that you could hold while carrying on a conversation, never a 

strain you have to brace against. 

You might gently open the hand and spread the fingers, then let them 

relax. You might let each wrist move slowly through its easy range, up, 

down, and in soft circles. You might extend one arm and, with the other 

hand, offer the lightest possible assist to a gentle forearm stretch, easing 

off the instant you feel anything more than a mild, pleasant pull. You 

might roll the shoulders back a few times and let the neck tip slowly 

toward each shoulder, only as far as feels comfortable. Spend a few se-

conds on each, breathe easily throughout, and stop any movement that 

does not feel good. 

These movements are offered only as gentle care, not as a treatment, a 

cure, or a guaranteed way to prevent anything. Their entire purpose is 

comfort. If they feel pleasant and leave your hands easier, keep them. If 

any of them does not suit you, leave it out without a second thought. 

There is no fixed routine to memorize here and no number of repetiti-

ons to reach. Two or three movements that feel good are worth far more 

than a long sequence you come to dread, and you can change them from 

one day to the next depending on what your hands seem to ask for. 

Light self-massage and warmth 

Many people find a little gentle attention to the hands pleasant after a 

session. You can softly knead the palm of one hand with the thumb of 

the other, work lightly along the forearm, and circle the soft web bet-

ween thumb and finger, always with a light, comfortable touch and ne-

ver a deep or painful press. Like the stretches, this is offered for comfort 

alone, not as therapy. 

Warmth tends to feel good to a hand that has been working, especially 

after a session in a cold room during the winter months. Warming your 

hands around a mug of tea, holding them under comfortably warm wa-

ter, or resting them near a gentle heat source can ease that stiff, cold 
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feeling. Keep the warmth comfortable rather than hot, and let it be a 

small pleasure at the close of a session rather than anything you feel you 

must do. 

Some people like to add a little hand lotion, which turns the moment 

into a small ritual of care and leaves the hands comfortable for whatever 

comes next. Others prefer to do nothing at all once the pens are away. 

There is no right version of this, and the only measure that matters is 

whether it feels good to you. If it does, keep it. If it feels like a chore, it 

has stopped being care, and you can let it go. 

Sleep, hydration, and movement away from the 

desk 

A drawing hand is supported by the same simple things that support 

the rest of you, and none of them happen at the desk. Reasonable rest, 

enough water through the day, and general movement all help a body 

that does fine, repetitive work feel better doing it. None of this is special 

or complicated, and it is offered only as a light reminder, not a regimen. 

Movement away from the craft matters in particular. A practice that 

asks you to sit still and work small is balanced nicely by time spent mo-

ving in larger, looser ways, whatever you already enjoy. A walk, a stretch 

in the garden, time on a yoga mat. The point is variety. Hands and 

shoulders that spend an hour doing tiny, careful work are happiest 

when the rest of your day gives them something broad and easy to do 

as well. Take this lightly. It is a gesture toward general well-being, not 

a lecture, and certainly not a wellness program you have to follow. 

If any of this begins to feel like one more set of rules to get right, let it 

go. Your hands do not need you to reorganize your life around them. 

They need ordinary care and a little common sense, offered without 

pressure, and they tend to do well on exactly that. 

What to avoid 

A few habits work against a comfortable hand, and they are worth na-

ming plainly. Do not stretch into pain. A stretch that hurts is not a dee-

per or better stretch, it is a warning, and the right response is always to 
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ease off. Do not bounce or pulse a stretch to push it farther. Slow and 

still is gentler and kinder to the tissues than any forcing. 

Most of all, set aside the idea that discomfort is something to power 

through. That instinct may serve you in other parts of life, but here it is 

the thing most likely to turn a small ache into a real problem. In this 

practice, discomfort is information, the same way a muddy value is in-

formation. It is a signal to adjust or to rest, never a challenge to over-

come by pressing harder. 

When to involve a professional 

This is where the book reaches the edge of what it can do, and says so 

honestly. The movements and habits in this chapter are for ordinary, 

mild tiredness and general comfort. They are not answers to pain. 

If you have pain that is sharp, that keeps returning, that lingers after 

rest, or that is getting worse over time, that belongs with a qualified 

professional, not with a book. The same is true for numbness, for 

tingling or pins and needles, and for any sense of weakness in the hand 

or fingers. These signals are outside what a comfort guide can address, 

and no stretch or grip change is the right response to them. 

There is no drawing worth pushing past your body to make. A clinician 

who can see your hands and hear your history can help in ways these 

pages never could, and reaching out is a sign of caring for your practice, 

not of failing at it. The work of this book ends at a simple, steady in-

struction. Notice, stop, and seek help when something is wrong. Every-

thing else here is built to keep you comfortable enough that you rarely 

need to. 
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C H A P T E R  S E V E N  

A Comfortable Practice You Can Keep 

Comfort is a skill, not a fixed trait 

If there is one idea to carry out of this book, it is this. A comfortable 

hand is not something you are born with or without. It is a skill, built 

the same patient way you built your dotting and your sense of value. 

Nobody starts with it. The artists whose hands stay easy through a long 

session are not made of different material than you. They have simply 

practiced comfort until it became second nature, the same way they 

practiced everything else. 

That should be encouraging, because it means the twenty-minute 

cramp you may have started with is not a verdict. It is a starting point, 

and starting points move. Every setup check, every loosened grip, every 

pause taken on time is a small repetition that teaches your body an 

easier way to work. The lessons stack up quietly, much as dots do, until 

one day you notice you have been drawing for an hour and your hand 

still feels fine. 

You will not do all of it perfectly, and you do not need to. Comfort is 

forgiving. Catch the hunch sometimes, miss it other times, and you still 

come out ahead. The goal is not flawless form. It is a body that can keep 

making the art you love, for as many years as you want to make it. 

Remember how this book began, with fatigue framed as information 

rather than failure. That small reframe is the whole foundation. Once a 

tiring hand becomes a signal you can read and answer instead of a fault 

to push past, every session turns into a chance to practice reading it a 

little better. Comfort grows out of that quiet attention, with no special 

effort and no straining for it. 

Building your own pre-session ritual 

By now you have a handful of small habits from across this book. A se-

tup check. A loose, higher grip. A light, tapping touch. A pause every ten 

minutes. The way to make these stick is not to hold them all in mind at 
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once, which no one can do, but to fold them into a short ritual at the 

start of each session. 

A ritual is simply a fixed order you repeat until it runs on its own. Sit 

down, run the five-minute setup check, warm the hands for a minute if 

they feel cold, set a soft timer if you still need the reminder, and take a 

slow breath before the first dot. Done a dozen times, this stops being a 

checklist you consult and becomes the natural shape of beginning. The 

thinking drops away, and the good habits stay. 

Make the ritual yours. Keep the parts that help, drop the parts that do 

not, and let it be short enough that you will actually do it every time. A 

brief ritual you keep is worth far more than an elaborate one you skip. 

The point is only to begin each session already set up for comfort, so 

that ease is built in from the first dot rather than chased after the ache 

arrives. 

It helps to bookend the session as well. Much as you open with a short 

setup, you can close with a short wind-down: a gentle stretch or two, a 

moment of warmth for the hands, and a quick note in your journal 

about how the session felt. A clear ending signals to your body that the 

work is done and leaves your hands easy for whatever comes next. Over 

time these two small rituals, one to open and one to close, quietly hold 

the whole comfortable practice in place. 

A simple comfort checklist 

When you want a quick reminder of the whole book, this is it. Keep it 

near your workspace, or copy it into the front of your practice journal, 

and glance at it until you no longer need to. 

• Set up first: chair and table in an easy relationship, feet sup-

ported, forearm resting, light on the non-dominant side, paper 

propped and backed. 

• Sit tall but loose: crown floating up, shoulders heavy, head over 

the shoulders, base stable. 

• Hold lightly: a relaxed tripod a little higher up the barrel, the pen 

upright, each dot a tap rather than a poke. 
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• Rest on purpose: an arm’s-length pause about every ten minutes, 

a one-second release between clusters, sessions kept honestly 

short. 

• Care between sessions: gentle, optional warm-ups and stretches, 

never into pain. 

• Know the stop signals: sharp pain, numbness, tingling, or weak-

ness means end the session and seek help. 

None of these is new to you now. The list is only a way to hold the whole 

practice in a single glance, so that on a tired evening you can find your 

footing without rereading a chapter. Some people photograph it and 

keep it on a phone. Others tape it inside a cupboard door near where 

they work. However you keep it, let it live somewhere your eye falls na-

turally, so the reminder finds you rather than waiting for you to go 

looking. 

Adjusting as you and your work change 

Your comfort needs will not stay still, and your practice should be allo-

wed to move with them. A larger, denser piece asks more of your hand 

than a small study, so it deserves shorter sessions and more frequent 

pauses. A cold winter room asks for a longer warm-up than a mild af-

ternoon. A day when you slept badly is not the day to push for a personal 

best at the desk. 

Treat the methods in this book as dials, not switches. On an easy day 

you might barely think about any of it. On a harder one you might lean 

on all of it, shorten your sessions, and rest more often. Reading your 

own hands from one day to the next, and adjusting without judgment, 

is the most advanced version of this whole skill. It is also the most 

freeing, because it means you are no longer following rules. You are lis-

tening. None of this has to be precise. A rough sense of what today’s 

hands can give you is enough to steer by, and that read grows sharper 

the longer you practice it. 

As the months pass, you may find your comfortable session length has 

quietly grown, that grips and angles you once had to think about now 

happen on their own, and that the aches which used to end your sessi-



33 

ons rarely show up at all. When that happens, do not abandon the ha-

bits that brought you there. Keep the base, and let the practice carry 

you. 

The long game: a body that can keep making art 

In the end, all of this serves a single purpose. It is not about technique 

for its own sake. It is about being able to sit down years from now, pick 

up a pen, and still make the quiet, absorbing work that drew you to 

stippling in the first place. 

That is the long game, and it is won in small, unglamorous ways. The 

pause you take before you need it. The grip you loosen without being 

asked. The session you end while your hand still feels good. None of 

these will ever feel dramatic. Added up across years, they are the diffe-

rence between a craft that wears your body down and one that you can 

return to again and again, with hands that are ready for it. 

So be patient and be kind to yourself. Comfort, like value, is built one 

small mark at a time, and there is no rush. Take the pause. Loosen the 

grip. Trust that a body cared for is a body that can keep creating. The 

dots will be there waiting whenever you are ready, and so will the 

steady, comfortable hand you are building to meet them. 
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Your Comfort Checklist 

Keep this where your eye falls naturally. None of it is new to you now. 

It is only the whole practice held in a single glance. 

• Set up first: chair and table in an easy relationship, feet sup-

ported, forearm resting, light on the non-dominant side, paper 

propped and backed. 

• Sit tall but loose: crown floating up, shoulders heavy, head over 

the shoulders, base stable. 

• Hold lightly: a relaxed tripod a little higher up the barrel, the pen 

upright, each dot a tap rather than a poke. 

• Rest on purpose: an arm’s-length pause about every ten minutes, 

a one-second release between clusters, sessions kept honestly 

short. 

• Care between sessions: gentle, optional warm-ups and stretches, 

never into pain. 

• Know the stop signals: sharp pain, numbness, tingling, or weak-

ness means end the session and seek help. 
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A Short Glossary 

A few terms used in this book, gathered for quick reference. 

Tripod grip. The common three-finger hold for a pen, resting against 

the side of the middle finger and steadied by the thumb and index fin-

ger. For stippling, held lightly and a little higher up the barrel. 

Neutral spine. An upright, easy posture in which the head sits over 

the shoulders and the ribs over the hips, supported from underneath 

rather than held in place by effort. 

The death grip. The habit of clamping the pen far harder than the 

task needs, the single largest source of hand strain in the practice. 

Micro-pause. A one-second release of the grip between clusters of 

dots, folded into the work to keep the hand from locking up. 

Arm’s-length pause. The habit, borrowed from the main workbook, 

of holding the page out at arm’s length every several minutes to read 

value, used here as a rest and posture reset as well. 

Value. The lightness or darkness of an area, built in stippling from the 

spacing and density of dots. 

Fineliner and nib. A fine-tipped ink pen and its point. Matching nib 

size to the area you are working spares your hand unnecessary mileage. 
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A Final Note 

Thank you for spending this time with your hands in mind as well as 

your art. Comfort, like value, is built one small mark at a time, and there 

is no rush about any of it. 

Take the pause before you need it. Loosen the grip without being asked. 

End the session while your hand still feels good. Done quietly, again 

and again, those small choices are what let a craft stay with you for 

years. 

If this companion helped you, a short, honest review would mean a 

great deal and would help another artist find it. However your practice 

grows from here, may your hand stay steady and easy, and may the dots 

always be there waiting whenever you are ready for them. 


