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This book can be regarded as the ‘prequel’ to our fi rst book, which 
was intended as a reference guide. This new book concerns the 
study of form. Sketching: The Basics contains many step-by-step 
guides to making drawings. It is about learning to draw effi ciently by 
employing different techniques, both manual and digital. Drawing an 
object or idea is not a rigid process but a lively interactive process. 
Revealing the steps in that process allows us to explain the 
decisions taken and their impact on the fi nal result. Every chapter 
contains an exercise for the reader. After all, practice is probably 
the best way to learn. Can you remember your struggle as a child 
as you were learning how to write? Developing the skill to write by 
hand was hard work, but you managed. The same will happen as 
you learn to draw. 
Just as in our previous book Sketching, we will illustrate particular 
aspects of drawing in designer case studies. We have invited 
contributions from leading international designers from different 
cultures around the world. We feel it is important to show their 
drawings in relation to the design process. 
 We believe in active observation and participation from the student. 
During the drawing process there are many moments when choices 
alter the outcome. Being aware of those moments and the variety 
of choices and opportunities makes your attitude more fl exible 
and less rigid. Students learn to start sketching with an open mind 
instead of a fi xed idea. We believe that such an open attitude is key 
to a good design process.

Koos Eissen (Med) and Roselien Steur (MSc BA) both teach 
drawing techniques. Eissen is an associate professor at Delft 
University of Technology in the Netherlands, where he is responsible 
for the freehand and digital drawing classes at the Faculty of 
Industrial Design Engineering. He also lectures at the Royal 
Academy of Arts in The Hague. Steur is an experienced lecturer at 
both university and art academy level who now specialises in design 
sketching workshops for professionals.

Design sketching is embedded in a process 
involving many colourful aspects. The fi eld of 
sketching is both lively and changing, and the 
importance of drawing in relation to the design 
process is considerable. Designers need to 
express their thoughts and ideas in context-driven 
drawings and sketches. That demands the skill 
to draw effi ciently and with an awareness of the 
function served by the drawings and of their 
legibility. We think these skills can be acquired.
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was intended as a reference guide. This new book concerns the 
study of form. 
guides to making drawings. It is about learning to draw effi ciently by 
employing different techniques, both manual and digital. Drawing an 

to draw effi ciently and with an awareness of the 
function served by the drawings and of their 

employing different techniques, both manual and digital. Drawing an 
object or idea is not a rigid process but a lively interactive process. 
Revealing the steps in that process allows us to explain the 
decisions taken and their impact on the fi nal result. Every chapter 
contains an exercise for the reader. After all, practice is probably 
the best way to learn. Can you remember your struggle as a child 
as you were learning how to write? Developing the skill to write by 
hand was hard work, but you managed. The same will happen as 
you learn to draw. 
Just as in our previous book 
aspects of drawing in designer case studies. We have invited 
contributions from leading international designers from different 
cultures around the world. We feel it is important to show their 
drawings in relation to the design process. 
 We believe in active observation and participation from the student. 
During the drawing process there are many moments when choices 
alter the outcome. Being aware of those moments and the variety 
of choices and opportunities makes your attitude more fl exible 
and less rigid. Students learn to start sketching with an open mind 
instead of a fi xed idea. We believe that such an open attitude is key 
to a good design process.

Koos Eissen (Med) and Roselien Steur (MSc BA) 
drawing techniques. Eissen is an associate professor at Delft 
University of Technology in the Netherlands, where he is responsible 
for the freehand and digital drawing classes at the Faculty of 

employing different techniques, both manual and digital. Drawing an 
object or idea is not a rigid process but a lively interactive process. 

KOOS EISSEN AND ROSELIEN STEUR 

‘What you always wanted to know but was never explained in a simple and effi cient way.’

THE PREQUEL TO

SKETCHING
DRAWING TECHNIQUES

FOR PRODUCT
DESIGNERS

SKETCHING
THE BASICS

SK
ETC

H
IN

G
 THE BASICS

K
O

O
S EISSEN

 AN
D

 R
O

SELIEN
 STEU

R

www.sketching.nl
www.SketchingForDesigners.com

Sketching_Basics_cover.indd   1 16-03-11   13:27



BIS Publishers
Building Het Sieraad
Postjesweg 1
1057 DT Amsterdam
The Netherlands
T +31 (0)20 515 02 30
F +31 (0)20 515 02 39
bis@bispublishers.nl
www.bispublishers.nl

ISBN 978 90 6369 253 7

Copyright © 2011 Koos Eissen, Roselien Steur and BIS Publishers

All rights reserved. No part of this publication may be reproduced 
or transmitted in any form or by any means, electronic or 
mechanical, including photocopy, recording or any information 
storage and retrieval system, without permission in writing from 
the copyright owner(s).



KOOS EISSEN AND ROSELIEN STEUR

“What you always wanted to know but never got explained in a simple and efficient way.”

SKETCHING
THE BASICS



This book is aimed at people who want step-by-step guidance in 

learning how to sketch. But we could not resist including examples 

from designers and design offices around the world. By looking at 

how they work we link theory and everyday practice, and we hope 

that these case studies inspire young designers.

We wish to thank all the designers who were kind enough to find 

time in their busy schedules to send us these brilliant and inspiring 

projects and quotes for our book. 

Thanks also to Rudolf, Bionda, Menno, Wimer, Sara, Eveline, Billy 

and Sandra, all of whom helped us to make this publication.

We hope that we have succeeded in encouraging students of 

industrial design to use sketching as an effective skill in conceiving 

and communicating their designs.

And to our little daughters Eiske (age 3) and Keke (age 1), we 

promise to not immediately jump into another big project. 

Roselien and Koos, April 2011

www.sketching.nl

www.SketchingForDesigners.com
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Preface

Sketching: Drawing Techniques for Product Designers was 

first published in 2007. Intended as a reference guide, it 

was aimed at designers and design students, and has since 

been translated into different languages. We combined 

educational drawings, photographs and case studies from 

design practice to highlight various aspects of drawing, 

tips and theory, and also the position and use of freehand 

sketching in product design. In short, the theory as present-

ed in design drawing education, and its implementation in 

practice, outside education. We chose for design showcases 

from designers educated in the Netherlands, from small 

independent practitioners to leading players in global firms, 

promoting ‘Dutch Design’ along the way. 

Within a short time it became a much-used book by students 

all over the world (50,000 books were sold within two years) 

as an extension to their drawing education. It also argued 

the necessity of learning to draw for designers, and showed 

a variety of way that sketching is used in the design process, 

and a variety of examples taken from our beloved field of 

work. 

This book can be regarded as the ‘prequel’ to our first 

book, and it is intended to be used in an integrated man-

ner in drawing education as part of product design studies. 

It contains many step-by-step guides to how drawings are 

produced. Drawing an object or idea is not a rigid process 

but a lively interaction. Often it is essential to show the draw-

ing when finished in relation to how it started. That’s why 

we chose to show a lot of step-by-step drawings. Doing so 

enabled us to reveal certain drawing decisions and their im-

pact on the final result. We also show the impact of different 

choices made during these steps. We based the chapters in 

this book on the choices and difficulties encountered by a 

beginning designer or student while drawing. 

Design drawing is embedded in a process involving many 

colourful aspects. Therefore we do not wish to hand out a 

recipe for ‘good drawing’, for such a thing does not exist. 

The field of sketching is both lively and changing, and the 

importance of drawing in relation to the design process is 

manifold. The first chapter discusses various drawing mat-

ters in relation to the design process. In general, we make 

no distinction between drawing on paper and drawing with 

the computer using a sketch tablet. Both methods stimulate 

receiving and sharing ideas, which will in many cases will aid 

the further development of those ideas. To visualise an idea 

is to present it for discussion. 

The design of a product is a process in which several people 

work together and contribute to. To keep the whole process 

manageable, these contributions need to be recorded. 

Sketching can be a major part of the documented design 

process. For a client, drawings have another relevance: they 

enable him or her to stay involved with the design process, 

to keep an overview, and to know his or her moments of 

input and choice. 

Drawing is an excellent way of expressing the emotional 

character of a product, especially drawing by hand or tablet, 

using the designer’s personal signature. But most of the 

drawings made during the design process are at least partly 

or totally based upon communicating information about 

shape. We will start our focus on this aspect of product com-

munication in the following chapters. How to draw a product 

in a way that its shape is most clearly ‘legible’. 

We will show examples from design professionals based on 

the essence of drawing in its context. There should always 

be a reason behind a drawing or sketch. 

Our aim in making this book can be expressed thus: 

What you always wanted to know about sketching but has 

never yet been explained in such a simple and efficient way.
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SKETCHING IN DESIGN

Chapter 1

This is a book about drawings in the context of the design 

process, and whether or not a drawing is effective within 

this process. This may mean that a product is sometimes 

visualised in a clear way, and in other cases that the drawing 

itself should be convincing or persuasive. There is no one 

criteria for a drawing to be ‘good’ or ‘bad’, and before you 

judge, it is important to always know the goal and context of 

a drawing. So making a ‘beautiful’ drawing is not the main 

purpose of this book.

We will leave a lot of the (pre) design process out of our 

discussion. What is important here, is that there are certain 

recognisable moments in the process of design in which 

drawing and sketching can play a major role. This chapter 

focuses on these moments only. Although every design may 

be different, there are some generally recognisable phases 

in every design process. These various design phases can 

of course overlap, and may differ a little in each situation. 

Each of these phases demands different things from a 

drawing or a sketch.

In this chapter we will discuss different kinds of drawings 

within the design process.

‘ … the beauty of design; it is like music; you do not need to speak the language 

to be able to work somewhere. So I could work in Italy without speaking a word 

of Italian, I could go to Japan without speaking Japanese. As a designer you can 

communicate through drawing. So you’re not dependent on language or origin to 

establish your place….’  

—Laurens van de Acker, Director of Design at Renault



1.1 IDEATION/BRAINSTORM
Whether you brainstorm together, with 

others or alone, it is important to keep 

the flow of ideas going, fresh and free of 

judgement, with room for changes in the 

proposals. It is not important to present 

products in correct perspective or with 

shading. It is more important that the ideas 

themselves are clear and either context 

related or context driven. This may mean 

a lot of schematic and archetypal line 

drawings in, for example, side view or a 

page full of line drawings as shown here. 

In this process of visual thinking, words on 

post-its or inspiring pictures could be added 

to tell a story.

Some typical drawings in this phase are 

referred to as ‘doodles’ and ‘thumbnails’, 

both quite small. Small drawings are 

justified at this stage of design because 

there is no room for detail. However, we do 

encourage drawing larger, if possible, and 

using a ‘blunt’ medium such as a marker, 

instead of a fine liner or colouring pencil, to 

create the same effect regarding details. 

Some designers like to 

keep a booklet in which 

to sketch ideas. With this 

sketch book you can do 

ideation whenever you 

like, anytime and nearly 

everywhere. Making an 

initial ideation sketch may 

lead to producing another 

sketch, improving the 

first or drawing another 

idea. One of two things 

may occur with this first 

sketch: either something 

comes up that was not 

detected while the idea 

was still in your head, 

or this idea was already 

there in a different sketch, 

as the sketch book works 

like a visual recollection. 

Do not criticise these 

sketches yet, as it is 

important to keep the flow 

of ideas going; criticism 

will take place later.

Initial brainstorm - design case FLEX/the INNOVATIONLAB®

SKETCHING THE BASICS

12



In the ideation phase it is important to 

generate many ideas, explore several 

variations, and end up with a range of 

ideas. The ideation phase will conclude 

with a selection of these ideas with which 

to continue. These are the potentially 

good ideas that may grow into a real 

proposal or concept.

Sketches by Robert Bronwasser, SMOOL
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VIEWPOINT

Chapter 3

The choice of the viewpoint has a big impact on a drawing, 

so it’s worth while to make a well-considered choice. Some 

chosen viewpoints make it possible to give pure shape infor-

mation about an object (related to the human eye), whereas 

a different choice can have a completely different impact. 

An object could appear bigger or smaller, but also nice, 

 impressive or overwhelming. How do you choose and can 

you predict the result of your choice?

‘...Never underestimate the importance of a sketch in the design process.  

A good sketch can often embody a lot of character which is an essential reference 

when the design is translated into a 3D model, especially in car design...’ 

—Doeke de Walle, Designer at Pininfarina



There are various kinds of viewpoints. 

At many stages of the design process, 

communication of intended proportions is 

crucial. Those types of viewpoints in which 

clearly communicating shape information is 

important are called informative viewpoint. 

This viewpoint is all about optimising 

shape information, including intended 

scale information: how big is the object. 

A large object will be sketched with more 

perspectival convergence than a small 

object. In some cases the way a product is 

used infl uences the choice (user viewpoint).

The open matchboxes, for example, give 

the optimal shape impression in terms of 

both size and usage. The boxes above have 

top surfaces which are too foreshortened 

or too fl at. In fact, they are positioned too 

near to the horizon, causing this effect. A 

very fl at surface gives diffi culties estimating 

its size, both by the viewer and the 

draughtsman. The boxes further below have 

the opposite effect; too high a viewpoint 

means the need for a third vanishing point, 

that of the vertical lines, which causes too 

much distortion to ‘read’ the actual size 

of the vertical surfaces. The sketch at the 

bottom shows two perspectival directions 

which are near the 90-degree angle. At 90 

degrees the 2-point perspective changes 

into a 1-point perspective, and no side 

surfaces can be seen.

3.1 THE INFORMATIVE VIEWPOINT

SKETCHING THE BASICS
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Very informative viewpoints of the 

toddler’s red bike are found in photo A, B 

and C. In photo D the bike appears nice at 

fi rst glance, but it does not reveal much of 

the (most informative) side view, and leaves 

the back of the bike unexplained. The same 

can be said about E. Photo F is also quite 

informative, but not optimal. It is even 

taken from a ‘user’s point of view’, but the 

viewpoint is so low that the saddle appears 

too foreshortened to ‘read’ its shape. Very 

uninformative is G; it is almost a top view 

instead of a perspective, and therefore not 

very spacious. Photo H also gives a good 

overview of the bike’s shape, and photo I 

emphasizes the box carrier, but leaves the 

rest of the bike unexplained because of 

overlap.

In short, it is important that if you were 

to draw a box around the bike, all 3 

visible surfaces should have only a little 

foreshortening, just like the matchbox. 

Besides that, there are viewpoints of which 

a part of the object overlaps another, and 

thus hides shape information.
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Upright cylinders are best not drawn in 

central perspective, such as done above. 

It takes more time than drawing a side 

view (such as in the top drawing), but 

in comparison does not add that much 

information. A better viewpoint is the one 

drawn at the bottom, where the nozzle 

is slightly turned towards the viewer. 

This drawing contains the most shape 

information and is perceived as the most 

spatial drawing.

The large ellipses of the paint container 

are used to determine the two perspectival 

perpendicular directions. These directions 

are used to draw the handle and spray 

nozzle. 

3.3 ELLIPSES AND VIEWPOINTS

In the case of cylinder like objects, 

the ellipse plays an important role in 

determining the viewpoint. A sensible 

choice is not to draw ellipses very ‘fl at’ (A) 

or with too much perspectival convergence 

(B). Sketch C provides the necessary 

overview and makes drawing sections 

easier.

SKETCHING THE BASICS
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A

B

C

D E

The viewpoint of a product that is 

drawn from a declined cylinder is largely 

determined by the first line of the drawing: 

the central axis. This determines the 

rotation, and with that, the roundness of 

the ellipses, which further determines the 

perpendicular directions used for drawing 

handles etc.

A horizontal central axis in a perspective 

drawing means a central perspectival 

viewpoint (drawing A). This is not a very 

spatial, informative viewpoint. Drawing B 

has very flat ellipses which make it difficult 

to draw sections and tangents. Drawing E, 

on the other hand, has such a tilted central 

axis that the shape is too foreshortened in 

that direction to perceive its precise length. 

Drawing C and D are more informative 

viewpoints.

So a central axis that is not too horizontal 

or too steep is in most cases a good start. 

The directions of the ellipses are then 

known (always perpendicular), and only the 

roundness needs to be estimated. To verify 

this roundness a set square can be used.
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You can transform a very simple shape 

into a product by adding typical details such 

as parting seams, tabs, buttons, displays 

and cords. This has many advantages. For 

the viewer, these details convey information 

about the size of the product, and lend a 

sketch a more realistic character, which can 

make it easier to understand.

For the designer it may serve as a means 

to enliven the product idea and stimulate us 

to think more about an idea. Adding these 

details can be done relatively quickly, but 

they can dramatically change a sketch.

7.1 ADDING PRODUCT DETAILS

SKETCHING THE BASICS
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Because of the importance of the product 

details, it is worthwhile searching for the 

right layout. This can be done easily in side 

view, using the convenience of a coloured 

background, ruler, French curves and 

templates. Drawings at full scale can help 

with ergonomic issues. Using your own 

hand then as a reference helps to examine 

sizes and dimensions of details.

Tip
A lot of products have a ‘face’, a side view that tells more about the 
product and its most characteristic view. It is this view that is drawn 
in side view.

Tip
In both examples the colour of the object is independent of the 
paper colour. Add some chalk and a slight difference to the paper 
colour will be enough to suggest colour.
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