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INTRODUCTION: PENCILS
BEFORE PIXELS

WJTH A AB u DA e E of tools and technology available to create
and communicate, why draw by hand? What does the pencil offer?

Your ability to draw is a fast, powerful means for thinking, reason­
ing, and visually exploring ideas-providing visual information for
self-reflection and focused di cussion with your colleagues, teams 

'

and client . Whether it is of a product, service, information, or sys-
tem, a hand-drawn sketch communicates the essence of your idea
and illu trat s its potentiaJ. The simplicity of connection between
mind, eyes, hand, and pencil shrugs off the layered burden that com­
ple t chnology oft n adds. uch simplicity ensure fresh thinking
and ommunication that i quick, clear, and immediately visible. As
an a t, drawing ffectiv ly encourag s observation, evaluation, and
help pur ollaboration and action. To under tand the potential 
of dra-w:ing our id a , this book focuse on key drawing behaviors:
(l) drawing to r ord id a or xamin thing from real life; (2) draw­
ing to clarify and explor id a further and expand upon previous
id a ; and (3) drawing to explain id as to others. Each sketching
b havior rv a distinct role in the design process and contributes
to d veloping and haríng your ideas. 



tabli hing a clear view of any compl x d sign problem can be 

a chall ng , The act of drawing helps you to ee and think with a 

d P r level of ngagem nt. Knowing how to u drawing to record 

and xplore your id a can h lp you ob rv probl m and pos ibili­

ti , ff ctively br aking th m down inlo id ntifiabl:., compon nt , 

s quenc , int ra tions, and m dul . h p r p tiv and focus 

that a good si t h provid ' i t in m mory and ar th founclation 

to a trong r id ation pr s , on that ar fully tudi ituations 

and produ in nti oluti n . 

Lik mo t p pl , ou want to 

about our dr win 

audi n wat h ; all ha 

our id a but ar prob bly lf­

p ially in publi whil y ur 

hil -boa I m m nts wh n 

in. Drawi11 uld b - •mp w ring. 

lt i an pportunit t mmand · n nd p in m-
p llin fa hion b 1-wwina. lm in th impa t of ntly and 
fluid!· drawin° id . Thi is 1 and why kn wing how 

alu bl a t fo ntation and xplanatíon. 

Drawin 
· · 

ou to l d or dir t conv r ation. Knowing how 

to clearl tplain our id a in vi ual form facilitat s discussion and 

promot und r tandino. 

Drawing Ideas is a collection of various techniques, practices, and 

t:rategie deri ed from real-world applications in design practice, 

uní ersity-le el design drawing courses, and our Drawing Ideas® 

workshops held within conference and business contexts. 

The goal of this book is to inspire by breaking clown design draw­

ing techniques, visual cornrnunication approaches, and a wealth of 

exarnples frorn the sketchbooks and portfolios of creative profession­

als and students. To afford easy reference and application, our book's 

structure is aligned with key steps in the design process ( observe, 

design, cornrnunicate). To help you integrate drawing into your work, 

we also include helpful callout tips and contributor essays based on 

frequently asked questions frorn our workshops and courses. 

it's a matter of 
perspective 

the power is in 

your hand 

about this book 
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book organization 

what kind of drawer 

are you? 

. fi e sections, each with a specific focus
d 

. d'vided into v 
Drawing I eas 15 1 

d tly or together as the book moves frorn
b d indepen en 

These can e rea . rspectives. Parts 1 and 2 provide an
1 blic drawing pe 

persona to pu 
. d techniques that are the foundation to

. f basic practtces an 
ovemew O 

• d s notational sketching, detailing how

d d 
. Part 3 intro uce 

goo rawmg.
'd part of the design process, and part 4

d d xpJore 1 eas as
to recor an .6. how to use explanatory sketches to corn-

d on this descn mg 
expan ' 

h rs brief workshop on Team Drawing
unicate these ideas to ot e · e m 

e • drawing as a platform 1or shared dis-
. tr duces method ror usmg
m O 

• ffective team and stakeholder participa-
cu sion and for generatmg e 

h s of narrat1ve to enhance explanatory
tion. Part 5 address s t e u 

communi ation.

. 1· ble for a broad range of skill levels, from
Drawing Idea 1s app ica . . 

m · elude content aimed at spec1fic aud1ences
novic to experts. vve m . 

l. d · formation that you will be able to adapt to
a well a genera 1ze 111 

your specifi.c drawing needs.

For drawing novices, the entire book offers a wealth of infor-

. · l d · a drawing boot camp with practica! instructíon
mat10n, me u mg 

that clearly explains the fundamentals of how to create drawings

that communicate clearly and effectively. Throughout the book we

include methods and techniques that will help you quickly ramp up

your skills and become more confident with your sketches.

For out-of-practice drawers, Drawing Ideas provides both inspira­

tion and techniques to reintroduce basic methodologies with which 

you may be familiar. Drawing skills diminish quickly when you're a

bit out of practice. Reviewing the basics in this book will help get

you baclc into shape quickly, and the more advanced considerations

in this book will further improve your skill level.

For experts, Drawing Ideas offers new considerations on how to

structure and apply drawing. These range from often-overlooked

basic tricks to advanced techniques. In particular we recommend

parts 4 and 5, which introduce explanatory principles, organizational 

methods, and narrative structures to make your sketching more 

compelling. 

In our careers, the ability to draw has enabled us to innovate lead ' ' 

direct, persuade, and effectively express ideas. It also has helped us 

invite others into conversation and bring out the best in our inter­

disciplinary teams. This book serves as a broad resource to provide 

sorne clarity about drawing for creative visual practice, strategy, and 

planning-even beyond the disciplines of design . 





 



IN THIS SECTION, WE INTRODUCE THE BASIC MECHANICS ANO TECHNIQUES 

for drawing by hand. We also present essential approaches to representing 

the physical and visual world to enable you to build an understanding of how 

you think through ideas. This section includes best practices for sketching 

with an emphasis on structure and achieving a correctness of form-working 

from basic marks on paper to using perspective systems to represent physical 

space. Sketching & Drawing Basics focuses on the how to sketch with sup­

portive rationale for the why to sketch. We expect that you will gain an under­

standing of how to assess the quality and effectiveness of your sketches, work 

from a variety of exercises and examples to improve your sketching ability, 

and develop your own expressive style. You should feel comfortable enough 

to draw in this book. Mark it up with notes and ideas, and make it a reliable 

compan1on. 

In this book, we will present many ways to make drawings more effec­

tive employing visual form, craft, composition, and layout/structure. We view 

drawing and sketching as a means of visual storytelling, an applicable and 

important skill far all design disciplines that helps creative professionals com­

municate their ideas to themselves and to others. In the following sections 

of this book, you will learn a variety of methodologies for hand-generated 

visualization, including notational, exploratory, and explanatory sketching. We 

demonstrate methods and discuss approaches for planning, preparing, and 

generating your drawings in the most effective and evocative ways. 
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PLANNING VOUR
DRAWINGS

6 tips for achieving 

"freshture" in idea and 

concept sketches 

THE BE T KETCHE visualize ideas through good, compelling fonn;

without substance, the form is empty-and without form, the sub-

h Vol·ce ketches need to transfer information and ínterstance as no • 

pret complex information into definable chunks or messages. How

they are visualized depends as much on personal aesthetics as on 

experience. 

The rule of thumb is to develop sketches in a straightforward

manner while allowing them to be expressive . A few years ago, a

arnegi Mellon design tudent named Anna Carey coined the term

"fre htur " in th context of a drawing class. Her insightful, pithy

term m d to um up the qualities of good sketches the class 

wa de cribing-fresh and gestural . Freshness or crisp qualities to
trok , 0 that they loo] like they are held in tension, make sketches

appear mor kinetic. Letting gesture influence mark-making by pur­
po fully missing outlines and overdrawing in key areas adds another
quality. aid another way, good sketches are accurate and precise in 
structure and message but rough in expression. This approach allows 

sorne flexibility in the reading of the sketch and takes the formality 
and rigid qualities away to make the drawing more visually acces­
sible. Keeping "freshture" in mind may help to ensure that a sketch 
reads clearly as a preliminary thought and is not misinterpreted as a 

final drawing or concrete idea. 

"f reshture" 
the visual quality of freshness; 
exhibiting dynamíc gestural 
energy in structure & composition 

Sketches that show intent, embody clear simple messages, and are 

rendered in expressive ways tend to be more positively received. 

Sketches with "freshture" appear more lively and depict a certain 

energy yet have a precision in form and proportion that makes them 

understandable and believable. Following are sorne tips for achieving 

these qualities in your concept sketches. 

 i 



l. FOCUS ON THE

PR I MARY M ESSAG E

Keeping each sketch focused

on illustrating one aspect

of the idea will keep the

message simple and increase

the likelihood that a viewer

will understand an idea.

A group of three or four

sketches used to describe

a single idea will make a

stronger statement than one

solitary sketch could.

2. SHOW THE

UNDERLYING

STRUCTURE

Many expressive sketches

show the underlying

framework, structure, or

presketch as part of the

sketch. Using nonphoto

blue pencil, a thin pen, or

gray marker to create this

framework allows you to 

layer heavier, holder lines

on top to create depth and

visual interest.
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3. OVERLAP LINES

Pr ci orn r that form 

90-d •gre r lation hip or 

en ur that the trailing lin

of an ellip m t actl

with th leading !in ar n t

a important a ou might

think. orners that o rlap

light! and ir I

mor xpr 

th m that 1 

engaging and inviting; 

hO\ r, too mu h o r­

drawing and ov rlapping 

can mak a dra, ing lo k 

crat h and ina urat . 

Th r i a balan b t, n 

lin that are too loo 

and too tight that varie 

dependino on th compl xit 

of our ubj et. 

4. DRAW ACCURATELY

Accurac of drawing will

better upport our me age

and the intent of the sketch.

Di proportionate sketches

will make your ideas seem

less sophisticated and

important. If you intend to

draw a square, then don't

draw a rectangle. If you are

drawing two rectangles to be

the same, then make them

look like they are, in fact,

the same.

�ooo �d-t&S Att,¡ Au-c.-frtltT"e AMt> ?�l� 1� 9ntAAGSfU-.:5 

� �e, Ba-n- �l-444-1 ltJ AN �4661\IE: WAy.



5. CONTROL THE USE OF

LINE WEIGHTS

Line control and accuracy

are important in more

formal sketching. Good

use of off set línc wcights

will give a drawing more

visual <lepth an<l cnablc a

clearer rcading of form. In

producl drawing, you can

use heavicr linc wcighls

where you would cxpcct a

shadow to appear. Oftcn,

you might sec a heavy

outline around thc entire

assembly to help group and/

or diff ercntiate parts.

6. USE COLOR AND

DETAI LS TO

COMMUNIC ATE

Judicíous use of color can

really ínform thc viewer

and aid readability through

differentiation and coding

wíthín the sketch. Use of

spot colors, tone, and details

(like arrows and notation)

provides inforrnation and

visual interest in a drawíng;

however, too much color

or detail may create visual

noise and detract from your

message.
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Rough but accurate (right) 

Refined but not too concrete (below) 

Rendered and highly accurate 



1 et hes rang in fidelity and quality from rough to preci , ach 

with it own u in upportíng th per ív d advan m nt of a con-
pt through th d ign proc ss. Rough id as r nd r d roughly may 

hav meaning for th author but ma not translat • w •11 to an audi­

enc . Thes audien si t h till mu t be a ur l' in structure to 

carry the int nt and meaning. Th, goal is to tru tur• th m in such 

a way a to lool unfinished or unr fined. Hough i nol inaccurat , 

but it might b incompl L , th reby •nabling th, mind to fill in and 

ompl t th imag . Thi i {fe tiv in ngaging our audi •n e and 

nllowing them to thinl through the id a mor• aref ully, 1 •aving room 

for int rpretation and for i wers to fill in with th ir imaginalion. 

I eeping it rough h lp p •opl, fo u on th big pi tur wh n ít' 

importan t. An xpr i e k •tch that i f irl rough invit •s onv •rsa-

tion about an id a. Th mor' pr' is a si •t h is, th mor n r t 

an idea appear . or d ign r , pr serving a d 'gr, o[ roughn s is 

ad antag ou -th rou h r the si t h, th I ar r it i that your 

drawing i a draft in progr an I th r for ubj t Lo I nit-picking 

crutin b your p r and lient . R ist th L mplation to show Loo 

much d tail until it i ab lutely ne es a1y. 

Per ua ion i an int ractiv art in itself. To really ell an idea, 

lead viewer toward making orne conclusions for themselves and see 

orne of their thinking reflected in the sketches. They need to feel 

that the helped hape an idea into its final form. 

rough, refined, 

rendered 

Q
My drawings at the white 

board are awful. How can 

1 make them better and become 

more confident sketching in front 

of people? 

lt is difficult to draw on 

white boards due to the 
lack of feedback from the slick 

surface, its vertical orientation, and 

standing in front ot' others who are 

watching your every move. Practice 

may be necessary, so set up a white 

board at home or go into the office 

early to warm up. When you are 

drawing in front of an audience, 

you have their attention, so take 

your time to make good drawings 

that demonstrate your intent. 
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ROUGHNESS VS. 

PRECISION IN IDEA AND 

CONCEPT SKETCHES 

Idea and concept sketche differ 

in their intent and application. 

Idea sketches are typically 

representative of a de igner's 

per onal exploration of ideas. 

In man way , idea sketches 

(or ideation ) are records of a 

dialooue between the designer 

and the ubject. Typically, 

we tart with thi level of 

�'Ploration to under tand 

our own idea -a proce 

that can be fairly informal. 

Concept sketches are u sed- to 

communicate ideas to others, to 

demonstrate thinking and detail 

attributes of an idea. A such, 

they represent a latter stage in 

the idea generation proce s, as 

they aim to bring coherence to 

your ideas. 

STAGE 1: Idea Sketches for 

Personal Exploration 

"Roughly rough" idea sketches 

tend to be personal in nature, 

communicating best to the author 

who can mentally fill in the gaps 

that exist on the page. These 

sketches tend not to connect 

with an audience due to their low 

fidel ity and h igh ly personal nature. 

STAGE 2: Idea Sketches 

"Roughly precise" sketches may 

be very basic concept sketches, 

CAD models, or wireframes. 

These sketches, done by hand or 

computer, point toward shared 

understanding. Generally, the form 

of these sketches is expressive 

and accurate, not scratchy and 

incomplete. 

Idea Generatio 
f vLltfHt. y 12-t)¿,¡� s n 

1(.f'�í, 4tL-ll��l.fr �cf,¡f 
�'2.6�/ 

., _\\ 

STAGE 3: Concept Sketches 

"Precisely rough" sketches 

incorporate strategically "sketchy" 

features, such as over-drawn 

1 i nes, to show i ntent with a e lear 

message but with an appearance 

that is somewhat more informal 

and less concrete. They leave little 

room for interpretation but present 

an invitation for collaborative 

discussion on functionality, 

features, part/pieces, and so on. 

\' 

1 

i 
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Concept Development 
1Hc:1ikcUT-o� 1� J ¿.pl--J t-,E.M"S

*
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Concept Proposal 

STAGE 4: Refined Sketches

"Precisely precise" sketches are

depicted in the most exacting

way, leaving little or no room

for discussion or feedback.

These sketches are used for

presentation purposes and serve

to communicate ideas that are

highly resolved. In product design,

these may take the form of a

marker rendering or CAD rendering.

�l-S't=LJi �l�l:, t>l2A'f'l)1-.Lt,<;

Refihcd Sketches &
Renderin9s 

In interaction design or graphic

design, they may be sample

screens or mock-ups rendered in

Photoshop, lllustrator, or the like to

represent as close to the real thing

as possible. While not technical

drawings like blueprints, these

drawings do serve to illustrate more

exacting qualities of the idea or

concept. 
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Multiple-frame narratives are

useful in illustrating sequences

and scenarios. A sequence focuses

on interaction and functional 

processes. Think of sequences

as the protocol of action or 

interaction with a start/finish 

model. A scenario focuses on 

depicting contextual relationships 

or situations. Scenarios emphasize 

the interrelation of person, 

product, context, and interaction/ 

action. Use of a multiframe 

narrative to show these interactions 

allows us to represent an event 

from the viewpoints of the 

different people involved, or from 

multiple viewpoints (human view, 

system view, contextual view). In 

the context of storytelling, this 

affords richer, more compelling 

descriptions of our ideas. 

FREE-FORM VISUAL

NARRATIVES AND

SKETCH CLOUDS 

r e-form I etching í a great 

m thod to aptur id •as through 

a str am of consciou n ss. 

The flexibilit and limitl 

boundaries should afford an

op 11 invitation to g t your id a

out of our h ad and onto pap r.

free-form (fram 1 • s) narratíve 

can fun tion as an ff tív' 

o ,, i w" 1 t h loud," r 

se mingl un tru tur•d bla t of

1 t h n LI, pag . 1 t h 

loud d not a tually la 1 

tru ture ; indi idual si t he 

ar linl d tog th r through 

scal , po ition, and pro imity 

to provide visual organization 

and to create meaning. ketch 

clouds may employ top-left to 

bottom-right sequential flow 
to promote readability and 
comprehension of order. 

STORYBOARDS 
toryboard are co nventj workhor e drawin f 0na)

. 
g orn, 

u ed m th motion- . . p1ctur 
and an1mation indu . 

e
stnes t yst matíze the vi u 1. 

0

f 
a IZalío o ev nts and action 

n
. s over 

t ime. toryboards l'k . ' , e ali 
VJsual narrative , cnab) 

• 1• e You 
to v1 ua 1ze key mon, ents andto frame ( ompose) a . 
. . ct,ons/ 
mteract10n through . . . particular VIewpomts. A a standard' . 'd 

1zed ng1 tructurc a toryb ' oard' 
b n fit comes from con . 

s 
. 1stenc 

It 1 an organized, modular y
.

pre entation form that 
1 1. 

expresses a c ear mear reading p t a tern 
When it is paíred with títle-
block elements, a storyboard 
presents information in a 
formal fashion that sugge t s s an 
authoritative view. 



In this Jekyll and Hyde storyboard sequence, the creator, 

Dan Shefelman, guides the viewer's attention with zooming, 

positioning, and camera movement (shown in red). 

279 
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Group member I Family with children I Dan 

Dan 
Dan is 48, happily married with no children. He used to be a BCBSF �lue 

Options member but lost those benefits when he was laid off from his 

job at a tool man�facturing company. He has no idea �en he'II _find 
I h another job, and that worries him. He's fairly healthy, w1th no ma¡or hea t 

problems - but his wife, Mary, who works part time at a fl�rist, has 

serious arthritis. Naturally, he wants to make sure she continues to _get 
her prescriptions. Mary noticed the big, bright Florida Blue store sign at 
the mall last week and told Dan to go talk to the people there. �e•s 
hoping to find someone who can explain his options and help h1m take 
care of his wife. 

Dan walks into the store and is greeted by a Blue advisor. They sit 
in the lounge area up front and Dan explains his situation and that 
he is not sure what to do next. The advisor listens intently to Dan 
to understand his needs and assess the situation. He discovers 
that Dan expects to find another job in the next 6 months. 

The advisor knocks out ali questions Dan has and then compares 
options to Cobra and Use Plan comparison (individual vs. family 
plan). 

During Mary's visit, the advisor shows her how the Rx shopping 
tool will help save her money by choosing generic and get her 
other cost savings for her prescriptions. 

Communications required Capabilities in ac:tion 

• Plan selection support 

Store zones 
- Triage 

• GoBlue P.O.S. Cards 

• Plan selection support process 

charts, portfolio explain 
- Process • Private space with big screen for plan selection 
• Rx shopping

• Pharmacy research • Store library to do research 
• Clinical content 
• Magnet with 24 hour nurse line 

• Clinical content 
- Sales tool • Video conferencing 

• Open space with ability to close off 
• Appointmen t card to return to 

store with Mary 

They move to a prívate area to work through Dan's personal 
health issues. Dan swipes his card so the team member can look 
up his and his wife's history. 

----

Dan is happy to learn that Mary qualifies for coverage. The 
advisor recommends and sells Dan GoBlue and hospital/surgical 
plans. He recommends Mary come in for a visit to help her get 
the most out of her plan. 

" l'm so relieved! l'm covered and so is Mary. 1 didn't lose my 
health insurance -just my job." 



TRATEGIZING 
AND SKETCHING 
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quick-start worksheets k h t can h lp you mo e from word to irnage Qui k- tart wor !> s, 
making th sket hing proce s ea ier and more compre�en ive. These

-
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htCID bt ----

---
"" .. .., __ _ 
Mhllt:U.nerdon. 

-
W.tlwWMlfflml,,l"Y� 
IDlooan!Wlbm\htsb\d'L 

-

Drlw1hk�tn,m, 

---­
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_..., ... __ 
_ ... .....

worksheet enable you to plan out th key mom nt m a equence,
. and construct the vi ual narrative from )¡ ts. Eachse n or e nano, 

1 ' t a ¡ ey mom nt and hould be titled accordingly0 umn repr en . •
In the br k t , you can Ji t th I ments and act1ons that are asso-
iat d , ith a h mom nt nd would b come the elements within a
ingl -fram ign tl d pi ting n s ene. rom this list, you can

writ bri f umm ry tat m nt, ent ne , or paragraph describ-
ing th en . h n, in id th fram , mak orne visuals to illus-
trat th tal m nt-trying alt rn tiv viewing angles can change/
nhan e th m ag . he goal of the e worksh et i to assist in the

tran ition from writing to ketching and to help plan richer visual
torie . In a en e, it's laying the verbal framework for the sketching.

Of course, this process i flexible, and the visuals and writing should
inform each other and, ultimately, the argument.

V•�l� �!!! -nllS Pt:,11;.11?:�rty
1.../f.([t_¡..J¡ 

�� 'lllfy¾ 
��Nll.Al- "lf?:W 1� 



Try using the worksheets in the following order to plan and sketch
out scenaríos.

1. Identify and order sorne of the key moments or events within
an experience/activity/interaction. Try to li t between three and
five to make a simple story with a beginning, middle, and end.

2. List ali obj cts, play rs, elem nts, and actions involved in
ea h event. You might find that your list begins to represent
th se n ry and chor ography for each event.

3. Writ a summary stat m nt that d scribe each event. Make
sure to note th person, the action/interaction, and the
indicator that b gin to point toward a d ign problem or
opportunit .

4. l t h th nt from a vari ty of angles. Try zooming in
and zoomin ut. In on view, you might also try focusing on

th per on and in anoth r focusing more on the product or

interaction. 1 tching these variations will provide alternatíve

viewpoints and allow you to think through the event from

multipl perspectives.

5. Bring our written statements and sketches together to form

a visual narrative on a second worksheet that shows only five

frames. Choose the most revealing viewing angles and most

descriptive sketches to make your narrative succinct.

To download our Drawing Ideas Quick-Start Worksheet, please 

visit www.drawingideasbook.com. Alternatively, you might try devel­

oping your own. You may find that you need more or less frames per 

page or greater space for writing. Regardless, a template approach like 

this will help you to get your ideas clown quickly and more completely. 
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PREPARING TO

DRAW VISUAL

NARRATIVES

ketch a visual narrative, you might g PARI G TO s et read wHE PRE 't' g Consider if you are telling a simpl h Y
would for wn m · . . e s ortas you 

h 1 borate composit10n. You must also e . 
or a lengt y e a 

. e ons1derstory 
f your piece as a gmde ror construct' 

h overall message o . ing keyt e 

d you might create an outlme for your k 
oints. In other wor s, . . s etch P 

h k moments with notat10n for suggested Vi hat highlights t e ey . suaJs.t 
I sheets offer you a format to qmckly thumb . The quicl -start wor < . naiI 

'd alternate views. Following are sorne further scenes and cons1 er . con. 
f 1 •ng your visual narratives: 

siderations or P anm 

WORKING QUICKLY WITH

THUMBNAILS

Making thumbnail of cenes

¡ a great way to try out
id a and determine the best

composition to illustrate your
tory. While thumbnail sketches

capture ideas in a rough form
for yourself, consider trying 
a variety of levels of detail 
and refinement to experiment 
with enhancing content and 
accessibility. Since figures are 
very telling components in any 
visual narrative, you might start 
with roughly shaped silhouettes 
to show body position and 
gesture and then work toward 
more concrete representations 
demonstrating facial structures, 
clothing, and emotion. Of 
course, one of the most 
important aspects of creating a 
visual narrative involves picking 
the right paper. Typically, 11 11 x 
17" (ISO A3) bright white copy 
paper is sufficient for pens, 
pencils, and markers; however, 
for presentation-style drawings,
a higher-quality pen or marker
paper will enable cleaner lines
and a higher fidelity drawing.

FI LTER I NG IDEAS 

It is always good practice 
to generate more sketches
than needed for later editing.
Having a greater pool of visual
alternatives from which to 
choose enables a more inforrned
selection. Structuring the 
content of the visual narratives
to create a compelling storyline
may create a more complete 
story by including multiple 
threads and different points of
view (person, system, product).

It is also important to 
pinpoint the key moments 
that enable you to craft the 
strongest visual story. In this 
sense, being able to quickly 
generate alternatives will help 
you become more agile in your 
process. 
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LINEAR PROGRESSION

OR NOT 

Telling a tory in a linear
manner from beginning to end
i a very functional approach.
Try re ealing the "answer"
first and then going back to
revisit earlier points in the
sequence. When designers
present their work, they often
show research and premise
claims first, then progress to
concept generation ne t, and
then reveal the final concept.
This, again, is a functional
sequence. Consider alternatives.
Revealing the conclusion first in
sorne detail may serve to ground
subsequent sketches and
ideas. This provides a frame of
understanding for the audience
to reference as it views the
narrative. Building sequentially
from the "end" through the
beginning and then back to the
"end" may have more impact as
the audience will understand
process or sequence from a
more informed standpoint.

EFFECTIVELY NARRATING
TO YOUR AUDIENCE 
As noted in the xplanatory

ketching section of thi 
book, the relation hip betw en
content and audienc ¡
extremely important. Thi 
is equally true with vi ual 
narratives. etting goa] of 
a few key points to rai e for 
discussion or to illustrate in the
context of a larger pre entatíon
will keep the narratives on
target to complement research
and design activity. If your
audience is knowledgeable
about the subject, visual
narratives can be used to
support existing knowledge or 
highlight overlooked areas­
emphasizing either high-level
strategic ideas or low-level
tactical concepts. A novice
audience may be more inclined
to focus on the details of the
narrative itself. In both cases

'

it is imperative to understand
the visual "intelligence" of
your audience as well as their
expectations. A well-crafted
well-rendered visual narrati:e
can be compelling, but for
expert audiences who demand
more, layout and composition 
of the narrative may have more
impact in the transmission of
your message. Effective visual 
narratives can function on their
own without the assistance of
verbal delivery.



Sketching on separate pieces of 

paper allows for quick reordering 

to find the right sequence for your 

visual narrative. 
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INTENT 

A question with any visual 

narrative is "Why draw the 

story?" If a narrative can be 

made more effectively with 

photographic images, video, or 

other means, then use them. 

Drawing is not suitable for every 

narrative situation, but a hand­

drawn visual narrative can set 

the stage nicely for discussion. 

As noted earlier, hand-drawing 

shows a lack of "finality," so it 

invites comments, criticism, and 

discussion. Hand-drawn visual 

narratives leave more to the 

imagination than photographs 

beca use of their focus on the 

overall incomplete idea itself 

rather than concrete detail. 

FINDING AN 

APPROPRIATE LEVEL OF 

RESOLUTION 

Consider how much detail 

you want or need to show. 

Presenting a highly polished 

rendered concept sketch very 

early in the creative process 

can be both stifling and invite 

negative criticism, as it is likely 

to appear too concrete. Similarly, 

using a rough sketch to show a 

final concept may represent an 

idea as being unresolved. There 

is a spectrum of roughness to 

precision, and your sketches 

should reflect this. Looking 

back at earlier sections of 

this book, you will find many 

examples of sketches used at 

various stages of the design 

process plus sorne techniques 

for making your sketches Iook

intentionally rough. Given 

your audience's knowledge and 

visual proclivity, you can figure 

out an appropriate leve] of 

precision necessary. Iote how 

the detailed drawings synthesize 

information to show how the 

entire system may function. 

d 



In this rough concept sketch for a 

restaurant generated during 

a brainstorming meeting with a 

client, the simple, quick nature of 

the sketch faci I itated conversation. 

I 

This example sketch of a cooking 

theme depicts a higher level of 

resolution employing color, detail, 

and composition. 
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SETTING THE SCENE
A compelling vi ual narrative
how peopl s' activities with

products within an established
environment or y t m to
provide cont t. e ne can b
completed with obj et , people,
environmental I ment , and
cu for int raction. Wh n 
k tching a e ne, a I your elf

th following qu tion : Who
are th ubject /pla r / a t 
member ? hat ar th doing?
How are th doino it? Wh r
are th doing it? Wh n ar th 
doing it? And mo t important, 
wh are the doino it? 

You ma al o find it helpful 
to create a · sual in entory of 
all the piece /part and players 
in the narrati e. visual 
inventory is more than a list and 
may include loose groupings 
of objects, diagrammatic 

representation of processes, 

and sorne sequences of human 

interaction. The goal is to get 

the problem space into visual 

form to revea! connections, 

natural pairings, and sequences 

to spark innovative design 

thinking. 

ADDING IMPACT TO

NARRATIVE SKETCHES

IRREGULAR FRAMES ANO

BREAKING THE GRID

Employing overlapping trames,

sequential trames, linked trames,

or irregularly shaped frames-or

breaking an established grid or

breaking free trom the trame-can

ali aid in establishing narrative

hierarchy and add interest to

a drawing. Shown at right an

incomplete rectangle and vertical

lines create a bounding trame that

adds visual interest and suggests

context. 

ZOOMING 

The position ot the trame (zoomed 

in, zoomed out) has a profound 

impact on the presentation ot the 

subject matter, particularly on the 

emotive level. Scale can evoke 

feelings of intimacy, aloofness, 

solitude, or increased activity. 

flat or fat? 

Scenes drawn in two-point or 

three-point perspective are very 

compelling, add an additional 

degree of visual interest, and 

seem more natural to the eye. 

Simple plan views and elevations 

of scenes enable quicker 

sketchíng of narratives and 

development of ideas. 

 



PUSHING THE 

BACKGROUND BACK 

lt is very easy to overwork a 

drawing with too much color 

and tone, making it muddy and 

confusing. How much color should 

you use? Not much but just enough 

to draw attention to key areas. 

Spot colors can serve to highlight 

arrows, transitions, materials, and 

elements that are noteworthy or 

important for the understanding 

of the message. Subdued tones 

(pastels and light grays) can be 

used to push the background 

"back" behind the subjects, giving 

more emphasis to the elements 

in the foreground. So the biggest 

question to ask yourself when 

picking color is "How will the 

use of color clarify the scene to 

enhance the communication of 

this idea?" 

ARROWS ANO GRAPHIC DETAILS 

lncorporating arrows as background 

elements to link trames together 

creates a more dynamic flow 

between drawings. lrregularly 

shaped graphic elements can also 

be useful in creating visual interest 

and depth within the drawing. 

Supplementary textual information, 

such as title blocks, callouts, 

arrows, and diagrams, will enhance 

the richness of a visual narrative. 

The interplay between text and 

sketch will engage your viewers in 

a variety of ways and keep them 

working through the narrative. 

Breaking the grid or established 

structure will add visual interest 

and support a hierarchy of the 

overall message. 
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APPROACH ES TO 

STRUCTURING 

VISUAL 

NARRATIVES 

� 

Beginning your visual narrative 

with a blank template-with 

trames in varying sizes-can help 

establish hierarchy of key moments 

in a story. 

h h sketching can be a daunting task,TORY t roug 
vi UALIZI G A 

ot be easily art1culated or able to bethe story may n 
In sorne cases, 

k ments. Using a formal structure or. l t d into ey mo 
. . clearly art1cu a e 

useful in keeping your narrative orgamzed andframework may prove

on task as you sketch.
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using a formal
framework to guide
your visual narratives

EIOU i an ínt rr Jated fram work that guid s de igner in think­

ing through a problem or scenario from a vari ty of P r P ctive :
activities environm nt , int raction , obj et , and u er • It i origi­
nally credited to Rick Robin on , Ilya Prokopoff, John ain, and Julia
Pokorny from the DobJin Group in hicago. Rick Robinson then 

carried the framework to -Lab LL , where it was made avaiJable
through company promotional mat rial . (For further information 

on this approach, pleas see Univer al Methods of Design by Bruce
Hanington and B Ila Martín.) 

EIOU diff r from our Drawing Ideas Quick- tart Worksheet
( e pag 284-285) in it formality and strict adherence to these
fi e dimension of a de ign spa e. lemen ts within this framework 

tooether help to form a more complete view of a design scenario 

and are useful in both field research and ethnographic work as well 

a concept generation. While the general idea of AEIOU may be 

helpful in thinking through and generating ideas, using a structured 

format, such as the Design Thinking worksheets shown on page 298, 

developed by Mark Baskinger and Bruce Hanington , are useful in 

organizing thoughts, observations, and ideas into distinct categories. 

As you work through the AEIOU framework, you can synthe­

size your sketching onto a larger sheet of paper to bring the various 

aspects together into a cohesive statement. 



ACTIVITIES ARE GOAL-DIRECTED SETS OF ACTIONS.
WHAT ARE THE PATHWAYS THAT PEOPLE TAKE
TOWARD THE THINGS THEY WANT TO ACCOMPLISH,
INCLUDING SPECIFIC ACTIONS ANO PROCESSES?
HOW LONG DO THEY SPEND DOING SOMETHING?
WITH WHOM ARE THEY DOING IT?

ENVIRONMENTS INCLUDE
THE ENTIRE ARENA WHERE
ACTIVITIES TAKE PLACE. FOR
EXAMPLE, WHAT DESCRIBES
THE ATMOSPHERE ANO 
FUNCTION OF THE CONTEXT,
INCLUDING INDIVIDUAL ANO
SHARED SPACES? 

OBJECTS ARE THE BUILDING BLOCKS 

INTERACTIONS 
ARE BETWEEN 
A PERSON ANO 
SOMEONE OR 
SOMETHING 
ELSE, ANO ARE 
THE BUILDING 
BLOCKS OF 
ACTIVITIES. 
WHAT IS 
THE NATURE 
OF ROUTINE 
ANO SPECIAL 
INTERACTIONS 
BETWEEN 
PEO PLE, 

OF THE ENVIRONMENT, KEY ELEMENTS 

SOMETIMES PUT TO COMPLEX OR EVEN 

UNINTENOEO USES, POSSIBLY CHANGING 

THEIR FUNCTION, MEANING, ANO CONTEXT. 

FOR EXAMPLE, WHAT ARE THE OBJECTS 

ANO OEVICES PEOPLE HAVE IN THEIR 

ENVIRONMENTS, ANO HOW DO THESE 

RELATE TO THEIR ACTIVITIES? 
BETWEEN PEOPLE 
ANO OBJECTS 

USERS ARE THE PEOPLE WHOSE 

BEHAVIORS, PREFERENCES, 

ANO NEEOS ARE BEING 

OBSERVEO. WHO IS PRESENT? 

WHAT ARE THEIR ROLES ANO 

RELATIONSHIPS? WHAT ARE 

THEIR VALUES ANO PREJUOICES? 

IN THEIR 
ENVIRONMENT, 
ANO ACROSS 
OISTANCES? 

297 





ruwing visual narratives can be an effective means to summa­

riz finding in research, to provid a simple overview of complex

qu nces or cenarios, or to foster a deeper conversation among

team memb rs. Visual narratives s rve best to show the connect­

edness of design d objects and systems with peopl and context,

and nabl you to cons iously dit the story to create an effective

m ssage. 

Whil fram worl lik A"" IOU and our Drawing Ideas Quick­

tart Worl he t are ff ctive in organizing your thoughts into a

more ompl te en mbl , r 111 mb r that el ign concepts are best

xplain d a  stori to whi h we an ali r lat . Look to comic books 

and graphic no el for furth r exampl s of vi ual storytelling, and

see ho, the narrativ unfold thr ugh hara t r d pi tion, context

setting, actions, intera tion , ancl mor . You may find that drawing 

idea is as much about i ual toryt lling a it is about actually draw­

ing our idea . 

putting it all together

> 
"" 
"" 
"' 
o 
> 
n 

:e 
"' 
(/) 

... 
o 
(/) 
... 
"' 
e: 
n 
... 
e: 
� 
z 
e, 
< 
¡¡; 
e: 
> .... 
z 
> 
"' 
"' 
� 
< 
"' 
(/) 

299 



o 
a: 
o 

;;: 
a: 
w 
t­
u.. 
< 

300 

AFTERWORD YOU H VE have learned in this book, sketching brings agility to 
your design process, enabling you to quickly study, explore, and com­
municate your ideas. In both solo and collaborative situations, draw­
ing by hand fosters a broader, deeper understanding of your subject. 

This ability to clearly express your ideas is essential to effective, com­
p Iling de ign. 

Drawing Idea and other related offerings, such as our Drawing 

Ideas Workshop , are aimed at kick-starting personal development 

and promoting a creative, collaborative environment for successful 

de ign. We encourage you to use this book as both a source for inspi­

ration and a valuable resource for design technique and strategy-for 

yours If, your t am members, partners, and clients. As you integrate 

drawing by hand into your design process, consider that it is a fast 

and dir et m an to express ideas and enrich collaboration. 

parting advice, we recommend daily drawing practice to 
d velop solid coordination among eyes, mind, and hand. Proficiency 
and fluidity with drawing takes time and effort. Don't let this stop 

you from trying and using drawing in the context of your work. 

ketching is not an exclusive skill reserved for the best drawers, and 

not all drawings have to be of museum quality. The examples we 

include in this book purposely represent a range of approaches and 

a variety of resolution. Even the most basic sketches can make a 

notable difference in clarifying and communicating an idea. What 

is most important to remember is that drawing by hand supports 

behaviors (recording, exploring, explaining) that are critical to an 

effective design process-all the way from project brief to resolution 

of a final concept. 
Go draw. 

-William and Mark

FOR MORE DRAWING advice, see www.drawingideasbook.com. 
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ousc-and-cffccl diagrams. ee 
Fishbonc dia11rums 
ircb, ce also Ellipse, 

dn111in11, 7 
clhpse ond, 7 

losurc principie, 221 
.ol111bor<1tio11 

l,r;iinslomiing scssion , 265 

de ign slnitegies, 256-263 

fonns of dra"i,,g, 259-26 
general drawing ond pin-up, 2 9 
group visual narralh s, 261 
hircd-gun sl..ctching, 250 
idea dh ussion/developmenl, 

25 ,265 
nonpcrsonal rilique Lips, 

26 -272 
plonning, running dra\\ing 

aclidtv, 264-265 

visual charades, 263 

" hite-boarding, 2 59 
olor 

advanc recede principie, 229 
basic applications, 24 7 
enhancing commun.ication, 17, 

123 
in �planatory sketches, 24 7-2-19 
hue, 123 
principies for using, 24 7-249 
shading, 124-125 
in sketches, 1 7 
term definitions, 123, 124 
tone and, 1 23 
usingjudiciously, 1 7 
value, 124 

Common fate principie, 221 
ommunication 

color and detail for, 1 7. ee also 
Color 

persuading, seUing ideas and, 1 9 
Concept model/map, 194, 206 
Conceptual frameworks, 206 
Cones, 91,116,119 
Continuity principie, 221 
Critiques, 152, 268-269. See a/so 

Pinning up drawings 
Cubes 

basics, 41 
fonn-divide-detail-animate 

practice, 71 
matte-finish, 118 
two-point perspective, 64-67 

urvcd piunes 
curvcd lincs and, 72-7 3 
Ulling und shoping with, 80-81 

drnwing, 74-75 

grids Lo divide, 76-77 
plonts, natuml forms und, 81 
rcCLilincur planes compurcd to, 74 
ribbon , 75 

simple und compound, 7 -79 
thrce-dlmcnslonul fonm from, 

78-79 
'urvilincur druwings 

orrows, 75, 82 5, 253, 293 
lincs, 72-73 
piones. ce urvcd piunes 

limlcrs 
onstructing, 90-91 
llipscs ond, 7, 88-89, 90-91 

form-dividc-dctuil-nnlmatc wilh 
96-97 

gloss ••finish, 119 
l..c) 10 dn111ing, 7 
major und minor u�cs, 90 
111011c-f1n1sh, 11 
rotntionnl profllcs, 92-95 
shado" ', 127-131 

Dcpth cucs, 224-229 
Dcri\'nlive forms, 61 
Dcsign(ing) 

connecting with, 142 
geuing ideos on paper, 2 -29, 

134 
rcsearching lopic for, 140 
role of dra\\ing, 63 
sample of six for, 140 
team approach. Sce Collaboration 

Details, in skctches, l 7. ee also 
faplanatory sketching, detail 
features 

Diagrnmmatic maps, 196, 197-198 
Diagrnms, 196, 204, 205, 207 
Dinner lablecloth, 261 
Dooclles, 24-25, 204 
Drawing. ee a/so Sketching; specific 

items to draw 

good environmenl for practicing, 
148 

by hand, reasons for, 8-9 
perspective on, 1 34 
planning for, l 4-2 l 
role of, 63 
Lhirly minutes daily, 166 
this book and, 9-1 O, 13 
on white boards, 1 9 

"Drawing through," 30-31 

Ellipses 
cylinders and, 87, 90-91 
drawing, 8 7, 88-89 

fuplanatory sketching 
about: overview of, 173, 254-255 
choosing graphic structure. See 

Graphic structures 
conlent-audience relationship, 

188-189 
content-message relationship, 

184-187 
details. See Explanatory sketching, 

detail features 

mcssagc-audience rclationshlp, 
182-183 

planning. ec lanotory 
skctching, planning 

qucstions poscd by, 181 
using mctaphors, 188, 189 

Explanotory sketchlng, dcwil fcaturc , 
236-253 

obout: ovcrvicw of, 236 
color, 24 7-249 
drawn lincs, 23 7-239 
oricntlng fcaturcs, 250-251 
signs ond symbols, 252-253 

tcxt, 244-249 
tille blocks and dro,ving framcs, 

240-243 

titlcs, 246 
,�gncllcs, 243 

Explanntory skctchlng, planning 
finding mcssag , 180-181 
knowing uudlcncc, 179 
scclng in1crrclatlonshlps, 

182-189 
undcrstanding contcnt/making 

rclationshlps, 176-177 

Fishbonc diograms, 204, 207 
Flow, 230-233 

Flow mops, 204, 207 
Focus dcpth cucs, 228-229 
Fonn, 214-217 
Formality, 200-203 

Form-dividc-dclail-animate, 71, 
96-97 

Frames, drawing, 240-243 

Geometric humanoid forms, 110-111 
Gestalt principies, 218, 227 
Gestural figures, 100, 1 O 1, 103 

Glossy materials, 120 
Glossy shapes, l 1 8, 119 
Graphic slructures, l 91-209. See a/so 

Visual layouts 
about: overview of choosing, 191 
abstraction, 1 92, 196-201 
audience trust and, 21 O 
classifying, 204 
common examples, 204-207 
diagrnmmatic maps, 196, 

197-198 
diagrams, 196, 204, 205, 207 
formality, l 92, 200-203 

isometric and axonometric 

projections, 202 
maps, l 96, 205, 206, 207 
modifying projections, 202 
orthographic projectíons, 202 

qualities and considerations, 
192-193 

scale and simplicity of, 208-21 l 
sketches, schemas, proxies, and 

models, 194-195 
thumbnails of possibilities, 193 

Graphs, 207 
Grids, 76-77, 223,251,260,277, 

292 
Group work. See Collaboration 

Hands and interaction, 1 12-115 
Hatching, 57, 58, 81, 124 

Hircd-gun "collaborative" skctching, 

260 

Holding pcn/pcncil, 23 

lluc, defincd, 123. ce also Color 

Human figure, 98-115 
ndvanccd figures, 106-109 

drawing guidclines, 98-1 O l, l 06 

gcomctric humanoid forms, 

110-111 
gestural figures, 100, 1 O 1' 103 

hond and intcraction, 1 12-1 15 

movcment mcchanics, 104

silhouelle figures, l 00, 102

wireframe figures, 105, 108-109 

fcons, 157,159,199. eco� 
Pictograms; ymbols and s1gns _ 

Ideos. ee also otational sketchmg 

dcveloping, 1 50 
geuing on papcr, 28-29, 134_ 
good cnvironmenl for skctchmg, 

148 
rccording and exploring, l 39 

tcam development. ce 
Collaboration 

Jdealion drawings, 203 
lshikawa diagrams. ce Fishbone 

diagrams 
lsometric projections, 202, 205

Labels, 246 
Lateral thinking, 258 
Layouts. ce Visual layouts 
Lighting, 26, 27 
Linear perspective (relative position), 

226 
Unes. See a/so Rectilinear forms 

composition of, 239 
curvilinear, 72-73 

density of, 54 
drawing, 52-54, 56 
isometridparallel, 41 
overlapping, 16 
sketching Lips, 16, 1 7 
straight, horizontal, 52, 56 
styles of, 234 
weights (thicknesses) of, 17, 54, 

59,238 

Mapping. See a/so Graphic structures 
to clarify data/relationships, 176 

Maps, l 96, 205, 206, 207. See a/so 
Díagrammatic maps 

Masking, l 32-133 

Materials, rendering, l 20-12 l 
Matte-finish shapes, l 1 8 
Memory, 145, 157, 189. See a/so 

Muscle memory 
Menlzer, Mark, 146 
Metaphors, using, 188, l 89 
Mind maps, 206 
Mock-ups, 205 
Models, 194, 206 
Muscle memory, 30, 52, 57, 134 

arratives. See Visual stories 
otational sketching 

benefits of, 139 
best practices, 1 56-159 
developing ideas, 1 50 

z o 
"' 

>< 
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ot tion \ K! t h' ( mg continu d) 
do um nting, 15 

. raphi horth nd notution , 15 7 t on �nd pi to ram tip '159
k pmg loo or rou h\ rough 

k 

160-161 
' 

i t k , l 

lo ion and di u 
20 

mbli , 

i om tri and ·onom trie, 202, 
204 

modifying, 203 

ood, charoct ri tic of, 42 3, 

}68 
good k tching b havior for, 

16 -169 

8 joumal/ crapbook, 169 

hnring, 169 

ii of, 36 

Tim • vin tip , 122 
Titl blo ks and drawing ft 

240-243 
am • 

1tl , 246 
Ton , color nd, 123 
Too\ . ee a!so Pen and p .1 . nc1 

and :p\oring id u , l 9 
h, 140-147 

ortho raphic, 701 
92-95, 

202-204 
ubtr ction , 203 

Proxi , 194, 195 
Proximity principle, 220 

too\ for making, 44-45

k tch cloud , 278 

for making ketchbooks 44-4 
r nd ring, 117 

' 5 

t ,  34-35, 49 

vith thumbnail 1 156 
tructur , 164 

k tch . ee also xplanatory 

k tching; otational ketching; Valu , defined, 124. ee also Color Vi nn diagram , 207 

>< 
w 

Cl 

z 

l , 160-161
thinking with, 15 2-15 5 

Qui k- tart,; orksh t , 2 4-285 

pth clu , 227 
ture , 250-251 

R tang\ , 57-59 
R ctilin ar form 

gtaphic tructur , 206 
rthographic proj ction , 70-71 

r\ap/int rpo ition, 227 

Pap r 
choo ing, 34 
for k tchbooks, 44 
typ of 33, 34 

Pen and pencil 
choo ing, 34 
difference b tween, 23
holding, 23 
for rendering, 117 
for hading, 12 5 
for ketching, 54 
type of, 32, 35 

Per p cti e 
cu , 226 
d mon tration, 64-6 7 
depth cue and, 224-229 
freehanding, 6 -69 
linear (relative po ition), 226 
oblique, 61 
planes in pace ·ample, 68-69 
practicing, 134 
relative inten ity/atrnospheric, 

229 
ize/te.>..ture gradient, 226 
two-point, 61, 64-6 7 

Pictograms, 157, 159, 252, 253. ee 

also lcons; ymbols and signs 
Pie charts, 207 
Planning drawings, 14-21. ee also 

Explanatory sketching, planning 
Points, connotation of, 214 
Posture, 22, 52 
Precision, 16, 19, 20-21, 59, 192, 

268 
Preparing to draw, 22-31 

attitude, 22 

ba ic thr - , 
61. e a 

ba i � o-dim n ional h p , 
57-59 

cub , 41 
orthographic projection , 70-7 l 
had°' , 127-131 
quar and rectang\e , 57-59 

Refl ction, ca t hadow and, 227 
R lativ focu , 22 
R lative inten ity/atmo pheric 

p rspective, 229 
Rendering 

defmed, 116 
forros, 116-119 
a graphic structure, 205 
material , 120-121 
ketch refmement levels, 18, 
19-21 

time-saving tips, 122 
tools for, 117 
volumetric primitives, 16 

Ribbons, 75 
Roll sheet collaborative drawing, 260 
Rotational forms, 86-99. ee also 

Cylinders 
about: overview of, 86 
form-divide-detail-animate, 96-97 
profiles demonstration, 92-95 

Rough drawings, 18, 19-21, 159, 
170, 265, 290 

Roughly rough, 161, 168 
Route/flow map or diagrams, 207 

ample of six, 140 
cale, 208-209, 214,226,245,251 
chemas, 194 
eeing 

with notational sketching, 
140-147 

building confidence and, 30 
getting ideas on paper, 28-29 
holding pen/pencil, 23 
overcoming apprehension, 24-25 
posture and, 22, 52 

researching design topics and, 
140 

spirit of sketching and, 142 
tips for, 144-145 

Shading, 124-125 
hadows, 127-131, 227 

studio setting and, 26-27 
warming up, 24-25 

Principles 
color u e, 247-248 
orienting features, 250-251 
signs and symbols, 252-253 
visual association, 220-221 

Projections 
cutaways and ections, 203 

Signs and symbols, 252-253 
Sign shapes, connotation of, 216 

ilhouette figures, 100, 102 
Similarity principie, 220 

ite maps, 206 
ize/texture gradient, 226 
ketchbooks 

constructing, 44-49 
examples, illustrated, 36-41 

304 

k tching¡ p cific ítem to ketch 

curacy of, 16 Vignette ,  126, 132-133, 243 
275-278 ' 

building confidence, 30 

color and detail in, 17 Vi ual charade , 263 

conc pt d velopm nt tip , 14-17 Vi ual layout , 213-233 

d v loping, 14 

"drawing through,11 30-31 

getting id a on paper, 28-29, 

134 
lin w ight , 17 
overlapping line , 16 

pen for, 54 
pinning up, reviewing, 30, 259, 

262, 268-269 
planning drawings, 14-21 

refmement levels, 18, 19-21 

roughness v . precision, 20-21, 

268 
rough, refined, rendered, 18, 

19-21. See also Rendering 

setting goals for, 23, 288 
showing underlying structure, 15

on white boards, 19 
ketching. ee also Drawing; 
Explanatory sketching; otational 
sketching; ketchbooks 

roughly rough, 161, 168 
time-saving tips, 122 
top characteristics for, 168-169 

pheres, 116, 119 
quares, drawing, 57 
tick figures, 98, 101 
tories, telling. See Visual stories 
toryboards, 2 79-281 
tructure-based collaborative 
drawing, 260 
tructure, layout, 223 
tructure, notational sketch, 166 

Studio, set-up of, 26-27 
Supplies. See Paper; Pens and pencils; 

ketchbooks; Tools 
Symbols and signs, 252-253 

ymmetry principle, 220 

Tables, 177, 207 
Text 

annotations, callouts, labels, 246 
content and composition, 245 

depth cue , 224-229 
flow, 230-233 
form, 214-217 
landmarks and, 230 
orientation and, 214 
principles impacting, 220-221 
cale, 214 

shape of composition, 214,216 
structure, 223 
thumbnails for, 213 
visual as ociations and, 21 a-221 
waylines and, 232-233 
waypoints and, 229 

Visual narratives, group, 261 
Visual stories 

adding impact, 292-293 
arrows, graphic details for, 293 
detail/resolution levels, 290-29 J 
filtering ideas, 286 
formal framework (AEIOU) for, 

296-297 
free-form narratives and sketch 

clouds, 278 
intent, 290 
linear progression (or not), 288 
multiframe vignettes, 278 
narrating to audience, 288 
planning narratives, 274-285 
preparing to draw narratives, 

286-293 
quick-start worksheets, 284-285 
setting scene, 292 
sketching action over time, 275 
storyboards, 2 79-281 
strategizing and sketching, 283 
structuring, 294-296 
thumbnails for, 286 
vignettes, 275-278 
zooming in/out, 292 

Watercolor, 35, 132-133 
Waylines, 232-233 
Waypoints, 231 

for explanatory sketches, 244-249 
placement, 245 

White boards, drawing on, 19, 259 
Wireframes, 105, 108-109, 192,205 
Wood, rendering, 120-121 
Worksheets, quick-start, 284-285 
Workshop on team drawing. See 

spacing, scale, contrast, 245 
style, 245 
titles, 246 

Thinking, with notational sketching, 
150-153 

Three-dimensional forms. See 

Rectilinear forros 
Thumbnails, 156,193,213,286 
Time lines, 204, 206 

Collaboration 

Zooming in/out, 292 



THE POWER IS fJ

IN YOUR 

AND 
Drawing · is a fast, powerful meaAS,,for exploring your I eas
and communicating with others. 

1
Whatever yolk design challengtt"t .pro�:Ct. 

a service, a system, . r conveyin¡ information-a har�.�r�wn slt.etcb n ... ,.,,_----,.,___ 

fresh thinking and.,a ·�re�!er ¡otential to persuade. For �ny peo �,
is either an untapped .or neglécted sRill. Drawing Ideas, b 
workshop, is a eoR1plete resource 'tor ex�p 
thinking, practic�or¡munic 

·, ·• .


