


Pencils Before Pixels
A Primer in Hand-Generated Sketching

Mark Baskinger
Carnegie Mellon University | mbasking@andrew.cmu.edu

position themselves on the 
periphery of concept generation. 
The fact is that we all can draw, 
and there is a misperception that 
one has to be the Michelangelo 
of design drawing to be able 
to communicate visually. As 
young children, we had no fear 
of drawing and putting our work 
out in the public domain, but as 
adults, we’ve grown extremely 
self-conscious of our abilities 
and inabilities and now fear 
being judged. Gaining compe-
tence in drawing is similar to 
becoming a marathon runner; 
it can’t happen overnight. But, 
like running, most of us can 
already somewhat do it—we 
just need to devote the time 
and energy toward building this 
skill to become truly versed in 
it. As a drawing instructor in 
the School of Design at Carnegie 
Mellon University, my role is to 
shape students to become bet-
ter visual communicators and 
therefore, better visual thinkers. 
We always start our creative 

processes with hand drawing: 
pencils before pixels. This article 
will touch upon some of the 
methods used in the School of 
Design to present a primer for 
practicing interaction designers 
to become better visual thinkers 
and communicators by employ-
ing hand-generated techniques 
to enrich their creative design 
processes.

Envisioning, Recording,  
Sharing, and Reflecting
As designers, we enjoy the  
journey of discovery, in mak - 
ing relationships between  
intangible ideas/data and the 
formal elements that make an 
idea accessible. Initiating the  
creative process with hand- 
generated sketches to think 
through abstract or intangible 
ideas in various permutations 
can provide a stronger basis 
to refine these ideas with 
digital images, words, pixels, 
and vectors. By starting with 
hand-generated “analog” media 

like pencils and pens, we can 
express ideas in lower fidelity 
very quickly. The expediency 
of this process tends to yield 
visualizations that communicate 
best to the author/designer but 
often fail in communicating to 
others. To better understand the 
role that drawing can play in the 
design process, it’s best to have 
fairly simple expectations and 
goals for hand-drawn activities. 
Explicit goals for drawing and 
sketching are 1. to external-
ize and convey the process of 
thinking—to transform intan-
gible ideas to tangible informa-
tion for others; 2. to reveal ideas/
relationships, not results; and 3. 
to engage discussion around the 
subject/problem as an inclusive 
activity. The common link to 
all of design drawing is in con-
structing a graphic representa-
tion in a coherent format, one 
that speaks to alternative ideas 
and the evolution of an idea. The 
images that result from this pro-
cess serve as vehicles to bring 

others into the designer’s mind 
to better facilitate conversation 
and collaboration.

Envisioning ideas and trans-
ferring the ideas in your head 
onto paper can be challeng-
ing. The style of drawing, the 
methods of collecting ideas, and 
the media used can all vary 
greatly—thumbnails, Post-its, 
napkin sketches, and doodles are 
valid when trying to capture an 
idea. There is only one rule when 
drawing to capture ideas: Each 
idea must be explored from many 
different perspectives. Too often 
people try to capture an idea with 
one solitary sketch that edits the 
amount of information. Drawing 
ideas in variations, details, and 
from multiple viewpoints can 
enhance communication and 
enable the author to think more 
critically about the completeness 
of an idea as well as to provide 
reference points to more effec-
tively express each thought.

One of the most powerful uses 
of sketching is to record ideas 

Drawings and sketches can be 
powerful and persuasive rep-
resentations of ideas, events, 
sequences, systems, and objects. 
As part of a larger collaborative 
design process, hand drawing 
can serve as a key method for 
thinking, reasoning, and explor-
ing opportunities, yet it inher-
ently differs from wire frames 
and conceptual models. Innately, 
interaction designers employ a 
variety of methods for represent-
ing ideas and information, both 
internally in a cognitive sense, 
and externally in the devices 
we employ to record, share, and 
reflect. However, competency in 
sketching and drawing by hand 
seems to be diminishing across 
design disciplines, making it a 
more highly desired skill in con-
temporary design practice. In 
addition, there seems to be an 
apparent phenomenon of fear 
when it comes to drawing ideas. 
For many practicing designers, 
they have convinced themselves 
that they can’t draw and thus 
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  A child’s visual interpretation of Alice in 
Wonderland. Children often will draw with 
any available implement on any available 
substrate to explore ideas and tell stories. 
Is it possible to sustain our interest in the 
world and develop the ability to tell visual 
stories beyond childhood? (Sketch by Ana 
Baskinger, age 4)

position themselves on the 
periphery of concept generation. 
The fact is that we all can draw, 
and there is a misperception that 
one has to be the Michelangelo 
of design drawing to be able 
to communicate visually. As 
young children, we had no fear 
of drawing and putting our work 
out in the public domain, but as 
adults, we’ve grown extremely 
self-conscious of our abilities 
and inabilities and now fear 
being judged. Gaining compe-
tence in drawing is similar to 
becoming a marathon runner; 
it can’t happen overnight. But, 
like running, most of us can 
already somewhat do it—we 
just need to devote the time 
and energy toward building this 
skill to become truly versed in 
it. As a drawing instructor in 
the School of Design at Carnegie 
Mellon University, my role is to 
shape students to become bet-
ter visual communicators and 
therefore, better visual thinkers. 
We always start our creative 

processes with hand drawing: 
pencils before pixels. This article 
will touch upon some of the 
methods used in the School of 
Design to present a primer for 
practicing interaction designers 
to become better visual thinkers 
and communicators by employ-
ing hand-generated techniques 
to enrich their creative design 
processes.

Envisioning, Recording,  
Sharing, and Reflecting
As designers, we enjoy the  
journey of discovery, in mak - 
ing relationships between  
intangible ideas/data and the 
formal elements that make an 
idea accessible. Initiating the  
creative process with hand- 
generated sketches to think 
through abstract or intangible 
ideas in various permutations 
can provide a stronger basis 
to refine these ideas with 
digital images, words, pixels, 
and vectors. By starting with 
hand-generated “analog” media 

like pencils and pens, we can 
express ideas in lower fidelity 
very quickly. The expediency 
of this process tends to yield 
visualizations that communicate 
best to the author/designer but 
often fail in communicating to 
others. To better understand the 
role that drawing can play in the 
design process, it’s best to have 
fairly simple expectations and 
goals for hand-drawn activities. 
Explicit goals for drawing and 
sketching are 1. to external-
ize and convey the process of 
thinking—to transform intan-
gible ideas to tangible informa-
tion for others; 2. to reveal ideas/
relationships, not results; and 3. 
to engage discussion around the 
subject/problem as an inclusive 
activity. The common link to 
all of design drawing is in con-
structing a graphic representa-
tion in a coherent format, one 
that speaks to alternative ideas 
and the evolution of an idea. The 
images that result from this pro-
cess serve as vehicles to bring 

others into the designer’s mind 
to better facilitate conversation 
and collaboration.

Envisioning ideas and trans-
ferring the ideas in your head 
onto paper can be challeng-
ing. The style of drawing, the 
methods of collecting ideas, and 
the media used can all vary 
greatly—thumbnails, Post-its, 
napkin sketches, and doodles are 
valid when trying to capture an 
idea. There is only one rule when 
drawing to capture ideas: Each 
idea must be explored from many 
different perspectives. Too often 
people try to capture an idea with 
one solitary sketch that edits the 
amount of information. Drawing 
ideas in variations, details, and 
from multiple viewpoints can 
enhance communication and 
enable the author to think more 
critically about the completeness 
of an idea as well as to provide 
reference points to more effec-
tively express each thought.

One of the most powerful uses 
of sketching is to record ideas 

Drawings and sketches can be 
powerful and persuasive rep-
resentations of ideas, events, 
sequences, systems, and objects. 
As part of a larger collaborative 
design process, hand drawing 
can serve as a key method for 
thinking, reasoning, and explor-
ing opportunities, yet it inher-
ently differs from wire frames 
and conceptual models. Innately, 
interaction designers employ a 
variety of methods for represent-
ing ideas and information, both 
internally in a cognitive sense, 
and externally in the devices 
we employ to record, share, and 
reflect. However, competency in 
sketching and drawing by hand 
seems to be diminishing across 
design disciplines, making it a 
more highly desired skill in con-
temporary design practice. In 
addition, there seems to be an 
apparent phenomenon of fear 
when it comes to drawing ideas. 
For many practicing designers, 
they have convinced themselves 
that they can’t draw and thus 
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  This page of quick visual notes and pho-
tographs captures events and sequences 
during a post-office research visit. These field 
notes were photocopied and distributed to the 
design team for recreation of events and dis-
cussion. (Sketches by Mark Baskinger)

 A composite sketch of signage system 
summary generated in context, combining 
digital photographs of existing signage 
and a sequential visual timeline of the 
ski-lift experience. Sketching in context 
can yield interesting insights and observa-
tions and may facilitate conversation with 
stakeholders. (Drawing and photograph 
courtesy of William Bardel)

 This napkin sketch for a fire extinguisher concept shows an evolution of ideas through 
details and actions from many different views recorded during a brief lunch meeting. Note 
the use of a fine-point pen to draw cleaner and more accurately on this small surface. 
(Sketch by Mark Baskinger)
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for yourself through observation 
and note taking. The activity 
of drawing can occur almost 
anywhere but can be most effec-
tive in particular settings. Most 
designers actively keep sketch-
books or journals to record 
ideas and thoughts that can be 
brought back to the studio to 
build upon. These sketchbooks 
serve a variety of functions, but 
most important, they serve as 
a personal repository of ideas 
to communicate back to the 
designer. Collecting ideas in a 
sketchbook can incorporate digi-
tal photography combined with 
hand drawing and note taking to 
record ideas and observations. 
The key with most sketching 
and drawing is to do it directly 
in the context in which design 
implementation would occur. In 
these settings, your ideas can be 
inspired by the activities, events, 
objects, people, and spaces that 
may have direct implication on 
the designed artifact or system. 

Drawings should not be cher-
ished, nor should they be easily 
discarded. The reality is that 
a drawing marks a particular 
idea in time and represents the 
viewpoint of the author. Sharing 
and presenting ideas through 
drawing in a more formal setting 
can be very effective, especially 
if the drawings are seen as nego-
tiable ideas that invite others 
into the conversation to ask 
questions and share their ideas 
as well. Too often are drawings 
viewed as final artifacts, where 
in the mind of the author they 
should be protected (in a frame, 
perhaps). This tendency can sti-
fle a creative process by bringing 
finality or concreteness to the 
presentation of the idea.

Reflecting on your work is key 
for many reasons. This implies 

Quick Tip #1

Media is variable.
A ballpoint pen, no. 2 pencil, or a nylon 
tip pen are all valid, but each influences 
the formal qualities of drawings. Try 
different implements to see which  
ones feel best in your hand and enable 
you to draw clean, dark lines. The size  
of the tip should relate to the scale of 
your drawing; avoid using broad-tip 
markers on Post-it-size paper for very 
small drawings.

getting some distance and time 
between you and the work so 
that you can look at it with a 
renewed perspective. Regular 
pinups and sketchbook reviews 
can be very enlightening. First, 
regularly going back through 
your work may reveal compe-
tencies or weaknesses in your 
approach to design drawing. 
Second, you may notice patterns 
or commonalities in your work 
that may indicate an emerging 
style or vernacular. Since draw-
ing is like handwriting, you can 
identify the author by his or her 
sketches. Having a celebrated 
style in a particular media is 
not as important as developing 
a consistent approach to draw-
ing. Competency in drawing your 
ideas generally reveals consis-
tency in drawing forms, struc-
turing ideas, and effectiveness in 
communication.

drawing What you really Mean: 
Constructing Stories Through 
Narrative Sketching
Using visual methods to com-
municate ideas entails creating a 
substructure of nonverbal com-
munication. Too often designers 
make hasty, unrefined drawings 
that must be laboriously over- 
explained to colleagues and cli-
ents. The very premise of design 
drawing is to convey thinking, 
to tell a story to someone else. 
Therefore, as a visual “story,” a 
sketch must sequentially reveal 
information across the page in 
an orderly and scripted fashion. 
A narrative substructure built 
into the organization, hierarchy, 
and composition of the piece 
will enable the nonverbal story 
to unfold. Narratives, which 
provide accounts for telling the 
story of events, experiences, and 
ideas, offer concrete touch points 

for viewers with a sequential for-
mat divided into three distinct 
parts—beginning (to invite the 
viewer in), middle (to engage 
the viewer), and end (to provide 
closure). The viewer should 
immediately recognize a starting 
point, a main body of informa-
tion, and an ending point to pro-
vide a comprehensive visual dis-
course of the concept. Regardless 
of the particular emphasis, 
drawn images somehow yield 
faster access to an idea than 
words. This, of course, is assum-
ing that the sketch or drawing is 
clearly organized and communi-
cates well. Visual narratives can 
take many forms—from a page 
of loose sketches around a com-
mon theme to a highly struc-
tured and organized matrix. For 
interaction designers, visual nar-
ratives also include aspects of 
storyboarding and diagramming. 

Within each narrative sketch, 
there may also be elements 
given importance through 
increased size, enhanced color, 
or fidelity. In storyboards that 
read sequentially from begin-
ning to end, there is clear ter-
mination. However, in loosely 
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  (Top Image) A page of digital alarm 
clock concept sketches that presents vari-
ants of a single theme read from left to 
right. This sketch presents loose, iterative 
drawings at the top and more-refined con-
cept renderings at the bottom. (Drawing 
and photograph by Mark Baskinger and 
Ki-chol Nam)

  (Bottom Left) A matrix of form studies 
for a digital alarm clock formally organized 
into a matrix that builds from left to right 
and top to bottom. (Sketch and photo-
graph by Ki-chol Nam)

  (Bottom Right) A page of notational 
narrative sketches of physical and digital 
interaction for a digital alarm clock. (Sketch 
by Mark Baskinger)

structured narrative sketches, 
the conclusion or ending point is 
determined by the layout with 
a clear demonstration that one 
element on the page is in fact 
the key concept. A sequential 
progression of sketches across 
the image plane or page space 
will provide cues for orientation 
as well as indicate some form 
of conclusion. By structuring 
parameters for the viewing expe-
rience through composition and 
hierarchy of drawn elements, 
the body of the work can mani-
fest in a various ways. Again, 
the ultimate goal is to com-

municate ideas and thinking to 
others, so the author must know 
to whom they are communicat-
ing in terms of knowledge of the 
subject, familiarity with design 
processes, and visual/aesthetic 
sensitivity. Understanding both 
the character of the audience 
and the format for presentation 
will keep the narrative focused 
and succinct. 

Anatomy of a Compelling 
Narrative Sketch
Narrative sketches differ from 
ordinary sketches in the sense 
that they are structured to 

actively engage the page space 
to present ideas in a sequen-
tial way. Leveraging the way 
the Western world reads, most 
visual narratives move from 
left to right and top to bottom 
within the page space. They tend 
to start with the seed of an idea 
in the upper left and flow diago-
nally through to the bottom 
right, clarifying the idea into a 
refined summary drawing most 
prominently displayed. Visual 
narratives can be loosely struc-
tured as a composite of drawings 
occupying the same page or a 
highly structured matrix. When 

depicting sequential interac-
tion, a storyboard structure can 
be particularly useful in com-
municating key events. Again, 
storyboards move from left to 
right and top to bottom but pres-
ent ideas contained within each 
bounding cell.

It is essential in all sketch-
ing that the images you want 
the viewer to pay attention to 
are positioned on the page in 
a visually accessible way, not 
obscured by doodles and nota-
tion. When teaching sketching 
and design drawing to young 
design students, I always 

emphasize simplicity as a rule. 
The more simply you can com-
municate an idea, the better 
chance you have at effectively 
reaching the viewer. Sometimes 
it can be difficult to define what 
a simple sketch actually is. As a 
standalone image it may not be 
possible, but in context of other 
drawings that communicate the 
concept, confusing or distracting 
elements can be identified and 
subsequently removed. Knowing 
what you want to communicate 
and being able to edit out the 
unimportant, redundant, or con-
fusing information is key.
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  A few pages of sketch-
book notations for washing 
machine interaction with 
digital-interface concept 
development. (Sketches 
by Mark Baskinger for GE 
Appliances, Louisville, KY.)

structured narrative sketches, 
the conclusion or ending point is 
determined by the layout with 
a clear demonstration that one 
element on the page is in fact 
the key concept. A sequential 
progression of sketches across 
the image plane or page space 
will provide cues for orientation 
as well as indicate some form 
of conclusion. By structuring 
parameters for the viewing expe-
rience through composition and 
hierarchy of drawn elements, 
the body of the work can mani-
fest in a various ways. Again, 
the ultimate goal is to com-

municate ideas and thinking to 
others, so the author must know 
to whom they are communicat-
ing in terms of knowledge of the 
subject, familiarity with design 
processes, and visual/aesthetic 
sensitivity. Understanding both 
the character of the audience 
and the format for presentation 
will keep the narrative focused 
and succinct. 

Anatomy of a Compelling 
Narrative Sketch
Narrative sketches differ from 
ordinary sketches in the sense 
that they are structured to 

actively engage the page space 
to present ideas in a sequen-
tial way. Leveraging the way 
the Western world reads, most 
visual narratives move from 
left to right and top to bottom 
within the page space. They tend 
to start with the seed of an idea 
in the upper left and flow diago-
nally through to the bottom 
right, clarifying the idea into a 
refined summary drawing most 
prominently displayed. Visual 
narratives can be loosely struc-
tured as a composite of drawings 
occupying the same page or a 
highly structured matrix. When 

depicting sequential interac-
tion, a storyboard structure can 
be particularly useful in com-
municating key events. Again, 
storyboards move from left to 
right and top to bottom but pres-
ent ideas contained within each 
bounding cell.

It is essential in all sketch-
ing that the images you want 
the viewer to pay attention to 
are positioned on the page in 
a visually accessible way, not 
obscured by doodles and nota-
tion. When teaching sketching 
and design drawing to young 
design students, I always 

emphasize simplicity as a rule. 
The more simply you can com-
municate an idea, the better 
chance you have at effectively 
reaching the viewer. Sometimes 
it can be difficult to define what 
a simple sketch actually is. As a 
standalone image it may not be 
possible, but in context of other 
drawings that communicate the 
concept, confusing or distracting 
elements can be identified and 
subsequently removed. Knowing 
what you want to communicate 
and being able to edit out the 
unimportant, redundant, or con-
fusing information is key.
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  These product sketches by Ki-chol Nam show an evolution of ideas across the page. They present complete 
and incomplete thoughts, details, suggestions, and notation as well as more-resolved sketches. Note that the 
drawings flow across the page space, use limited amounts of color and media, and are visually engaging.

Calling out key information 
and ideas in the context of a 
larger drawing can be done in 
a number of ways. One method 
is to use scale to establish a 
hierarchy in communication to 
differentiate dominant or essen-
tial images from subordinate 
or supportive ones. Another 
approach is to increase fidel-
ity or resolution of key ideas by 
using tighter technical control 
of line, tone, and color. While 
establishing a hierarchy is neces-
sary to enhance readability and 
communication, combining too 
many levels of differentiation 
(enhanced line work, excessive 
color, etc.) may yield an over-
worked or overly complex sketch. 

A Quick and Employable 
Strategy: Moving from Words 
to Pictures, or from Written 
Narratives to Visual Narratives
Interaction designers practicing 
in service design and design for 
user experience come from a 
variety of backgrounds and edu-
cational training. In conducting 
design drawing and sketching 
workshops in a variety of confer-
ence and business contexts, I’ve 
learned that many interaction 
designers express their ideas 
only through written narratives, 
wire frames (for screen devel-
opment), and very simplistic 
doodles. Sketching and visual-
ization are often separated as 
the work for visual designers or 
industrial designers, who now 
find themselves in the world of 
interaction design because they 
tend to possess a better skill set 
for communicating concepts in 
visual form. Many of the interac-
tion designers I’ve met express 
frustration for this apparent 
divide and believe that if they 
had these visualization skills, 

Quick Tip #2

Composing drawings  
and layouts
Generating a series of quick thumbnails can help 
you to plan various layouts and configurations 
for screen-based and print design. Key elements 
can be simplified to rectangles, and supporting 
text reduced to lines to promote expediency. 
These thumbnails can then be translated into 
more-refined drawings or used as a basis to 
transition into digital sketching and wire frames. 
(Thumbnail sketches by Mark Baskinger;  
screen concepts by William Bardel.)

Composing drawings 
and layouts
Generating a series of quick thumbnails can help 
you to plan various layouts and configurations 
for screen-based and print design. Key elements 
can be simplified to rectangles, and supporting 
text reduced to lines to promote expediency. 
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they would better serve their 
teams. Conference workshops 
are too brief of an experience to 
truly acquire drawing skills, and 
design drawing books generally 
address only good visual aesthet-
ics—showing eye candy—not the 
rationale for structuring drawing 
to organize and express ideas.

To better equip interaction 
designers who desire the ability 
to become better communica-
tors, I’ve developed a series of 
worksheets (see page 36) that can 
ease the transition from using 
words to using pictures and 
help keep sketching on target. 
Incidentally, the best commu-
nication is often a combination 
of words and images. One of 
the main issues I’ve noticed 
from working with professional 
designers and design students 
is that knowing what to draw is 
really the most difficult part.

To shift verbal and writ-
ten communication toward a 
compelling sketch or visual 
narrative, a coherent plan may 
help to focus drawing efforts 
and resolve the dilemma of not 
knowing exactly what to draw. 
As interaction designers we are 
adept at guiding interaction and 
shaping user experience through 
designed systems or artifacts 
and often focus on small events 
to identify design opportunities. 
The sample worksheets shown 
here represent a basic approach 
to structuring drawings to com-
municate design research or 
design intent by simplifying 
interactions into key points, 
events and scenarios. Rather 
than structuring an elaborate 
storyboard all at once, design-
ers can first list out the criti-
cal events for design attention. 
Next, key components, actions, 
objects, people, and systems 

that shape the interaction of 
each event can be listed to pro-
vide a greater sense of context. 
For example, when looking at 
how an elder interacts with her 
dishwasher, or more specifically, 
how she cleans dishes using a 
dishwasher, one key event to 
design for is the pre-rinsing of 
dishes in the sink and transfer/
loading into the appliance. This 
event comprises the following 
elements and activities: dishes, 
soap, sink, dishwasher door, 
cups, flatware, standing, reach-
ing over, bending, and stooping, 
among others. Once this list is 
established, a summary state-
ment can be crafted to inform 
the drawn component. This 
statement can then be used as 
support within the drawn image. 
An example for this scenario 
would be: “An elderly woman 
stands at the sink rinsing off 
dishes and sequentially places 
them into the dishwasher by 
bending and stooping to reach 
the lower rack. She holds on to 
the wet porcelain sink for bal-
ance because her walker does 
not fit in the access space when 
the dishwasher door is fully 
open.” Now that this statement 
is clarified, a series of thumbnail 

images can be generated to illus-
trate the event of pre-rinsing and 
loading. Thumbnails are smaller, 
less refined drawings that can be 
created quickly and easily. Their 
expediency can enable designers 
to take multiple viewpoints to 
best illustrate the relationships 
of the person-product-system.

The first worksheet (or series 
of worksheets) is intended to 
capture the key events during 
interaction from many different 
perspectives using words and 
images. The second worksheet 
enables designers to pick the best 
viewpoint from the thumbnails 
to illustrate the key events at a 
larger size incorporating more 
detail. In the dishwasher exam-
ple, there are four key events 
illustrated to demonstrate major 
physical interaction. Finally, the 
second worksheet can be adapted 
for concept development where 
key events are used to inform 
design opportunities and con-
cepts. Since the format of these 
sheets can vary, I encourage 
designers who are interested in 
this method to develop their own 
framework to use sketching com-
bined with written narratives to 
express their ideas.

An alternative method for 

Quick Tip #3

Adding human elements
Human elements add reality and context to drawings that focus on interaction. 
Reducing human figures into basic geometries can enable quicker and more symbolic 
representation.

Adding human elements
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  Restaurant concept development from various perspectives. Top row, from an overall 
system/context view; second row, from the human-experience or user-centric view; and 
third row, from the product-centric view. (Sketches by Mark Baskinger)

Worksheet 3

Worksheet 2

Worksheet 1
  Restaurant concept development from various perspectives. Top row, from an overall 

Worksheet 1

Worksheet 2

Worksheet 3

  Dishwasher physical-interaction worksheets. Worksheet 1 identi-
fies key events and design opportunities for interaction and user 
experience. Worksheet 2 shows an edited selection of sketches 
for key events. Worksheet 3 illustrates design concepts to address 
critical issues identified in the previous worksheets. (Sketches by 
Mark Baskinger)

using these worksheets is to 
represent interaction and sys-
tems design from many different 
perspectives. For example, the 
design of a restaurant experi-
ence may require the designer 
to consider the perspectives 
of the patrons, the workers, 
or the products (food) to find 
opportunities for innovation. 
In this sense, using worksheets 
can enable enough individual 
sketches to construct a matrix 
or storyboard to communicate 
these perspectives.

Summary
Design drawing and sketching 
are an integral component to the 
development process for many 
designers. Sketching by hand 
tends to be very engaging and 
invites others in for collabora-
tion. It is important to remember 
that drawing by hand can enable 
you to think differently about 
a subject or a design problem 
and can equip you with greater 
persuasion and impact during 
collaboration. Hand-generated 
drawings can also provide a 
basis for transitioning into 
digital sketching in a variety 
of tools. The expediency and 
impromptu nature of picking up 

a pencil and letting ideas flow 
onto paper can be both power-
ful and compelling. Developing 
sketching skills and your own 
methods to help you to draw 
more effectively with greater 
intent is the key. We might not 
all become white-board heroes, 
but drawing ideas with confi-
dence and clear intent can serve 
to clarify, lead, and facilitate col-
laboration in meaningful ways.
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Mark Baskinger is an assis-
tant professor in the School 
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co-founder of The Letter 

Thirteen Design Agency. His work spans 
across graphic, product, interaction, and 
environmental design. Mark’s research at 
CMU focuses on how artifacts communi-
cate through their behavior, form language, 
and context to inform interaction and shape 
user experience. His work has been fea-
tured in design publications and has been 
exhibited in numerous galleries and muse-
ums, including the Museum of Modern Art 
(New York), I-Space Gallery (Chicago), the 
Krannert Museum (Champaign, IL), and the 
Regina Gouger Miller Gallery (Carnegie 
Mellon University). For a sample of  
Mark Baskinger’s current work, please  
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To download Mark’s worksheets as full-size,  
printable PDF files, please visit:  
http://interactions.acm.org/content/XV/baskinger.pdf
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Events
List out the key points of interaction 
that can be designed for.

Inventory of Elements
List the key objects, people, elements, 
that shape this interaction.

Statement
Write a brief summary statement  
to focus and inform the sketch.

Sketch
Draw this interaction from a  
key viewpoint. Integrate people,  
elements, objects and context to  
create a compelling scene.

Alternative View Thumbnail Sketches
Draw this interaction from multiple 
angles. Play with scale, cropping,  
proximity, and detail.
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