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Perspective for the artist

In Lesson 2 on Form we emphasized the fact that a drawing is
an interpretation of an actual object on a flat surface. We tald
you that all objects have another side, that they diminish in size
as they recede in the distance from the eve. Perspective is the art
af representing these actual objects on a flat surface so that they
appear Lo recede in the distance and create the illusion of depth.
Perspecaive gives you the true length and direction of a receding
edge or a receding side of an ohject. Tn intricate forms, perspec-
tive looks difficult. It is not. It is only the extension of a few
simple formulas. If you understand these formulas, applying
them is relatively easv. It is our purpase in this lesson to explain
these formulas and show you how to use them. We will use
familiar subjects and the problems you are most likely to meet
in your work.

Maost artists deal with perspective in one [orm or another
every time they draw a picture. Usually, they draw abjects free-
hand. If the drawing does not appear correct to the eve, they
enlarge, change and shift lines until it dows. Sometimes, how-
ever, the drawing continues to loak wrang, The artist must then
look for a cure. The cure is knowledge of perspective.

In Lessan 2 you lrarned the basic principles ol perspective,
Il you studied that lesson carefully, you know the meaning and
use of a horizan line and vanishing points. Above all, you know
the most important rule af perspective: Objects appear to be-

come smaller with distance,

In this lesson we want to show you how to make more accu-
rate and convincing drawings through a fuller understanding of
perspective. We will study the kind of simple artistic perspective
that is most useful for the artist and illustrator. We will avoid
complicated areas of perspective that would be of interest only
to architects, engineers, or technical illustrators.

The most important single object in learning perspective is
the cube, which will be the basis tor mast af our examples and
diagrams. (As in earlier lessons, we use the word cube to mean
any boxlike form that is based on the cube.) Starting with the
cube, we can draw circles, cllipses and even people and animals
in perspective. Once you understand the prindples of drawing
the cube in perspective, you will find it relatively easy to apply
them to other objects,

Although perspective can be demonstrated mast simply with
regular man-made forms like railroad tracks, signs, and houses,
the same principles apply 10 all forms. The illustration on the
opposite page provides us with an obvious example. The control
of the perspective of “free” fons like trees, mountains, clouds,
men, and birds is just as impartane o the visual correciness of
a picture as is the proper construction of man-made forms such
as suitcases and airplanes. Perspective is a [act of seeing, and
things will look normal anly it they are drawn in perspective.

To draw a view of a road twisting through the country the
artist must be aware that the road 1apers as it turns away aml
widens as it comes forward. Below the eve level the width of the

road is easily recognizable. The section af the road that is level
with the eye appears as a thin line, while above the eve level the
road cannot be seen. Banks of overlapping clouds that float over-
head and disappear towards the horizon obey rhe same laws of
perspective thar are seen in the pattern of tiles on a ceiling.
Perspective is a uselul tool for the artist, but it 1s never a sub-
stitute for careful obhservation. At times he mav even lind it nec-
essary Lo distort the perspective, in order to create a more dra-
matic picture. In the final analysis, it is the artist’s experienced
eve that tells him whether a picture or drawing is right o1
wrong. But a sound understanding ol perspective will equip him
with a more acute sense of ohservation and [eeling [or form, and
help him to make his pictures more convincing and satisfying.

As the eye level thanges, what you ore able fo see of the scene chenges.
Whan the eye lavel is low, the born, trees, telephone poles, elc, are
ulhovetted agains! the sky and the rcod conror be seen. As the eye
laval gas higher, you look down on the stene, and the rood becomes
more easily recognizable.
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Look cur a window.

Draw on the window.

After dark. look ot the window.
This is the pltture you drew.

This is what happened:

You drew a three dimensonal object on o two-dimensionol plone.
When you make a drawing, the surfoce of the poper represents this
two-dimensional plene — which i1 kaown o1 the picture plone.

PICTURE FLAME

STATION POINHT f —

EYE LEVEL

Here you see the arfis! viwing the object — ond what we
mean by the Imaginary picture plane. The breken lines
help to demenitrate how the lines of the objec! are
carried aolong the artiers ling of visian to his chowen
picture plone.

FICTURE FLAME

EYE LEVEL ¥F
—
——
—

This it how the object losks ta the artist on his picture
plane. The vertical lires of the object remain vertical
The harirental lines toke o diogonal direction. They run
far out to the vanishing points on each side

The picture plane

The drawing you make on the window shows you that
what you know to be actually a long side of a building
is represented on the window by a very short line. You
cannot draw on windows all the pictures you may wish
to draw, but the window drawing shows you what hap-
pens. You draw the illusion of depth an a fat surface.
The window is the flat surface. It is, to the artist, what
is known as the picture plane.

‘I'he artist has an 1maginary vertical window or pic-
ture plane alwavs before him. What he sees or imagines
as three<limensional objects he transfers to the two-
dimensional surface of the paper belore him.

How large or how small the artist makes the vbject
he is drawing is determined by the position of the pic-
ture plane between his eye, or viewpaint, and the
ahject. The closer the picture plane is to the olject,
the larger the image appears.

You do not have to be actually looking at an object
through a window — you tan imagine the scene, can
visualize it. llewever, the same process occurs, You
remember or imagine the scene and have an imaginary
vertical flat picture plane before you. You draw on
vour paper what you "see” an the imaginary plane.

1 vou study the dizgrams on this page the meaning
of the picture plane should be clear to you. In Diagram
1 you see the figure standing, the eve level and the
cube. Between the figure and the cube is inserted the
imaginary picture plane. In Diagram 2 we show the
cube as it appears to the eve of the man in Diagram 1,
We have run the lines of perspective out to the vanish-
ing points — this is the correct picture as it would be
seen from the eye level or station point of the man.
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Three basic terms of perspective

Station point Horizon

Vanishing point

5 e

The station point s the eyr or the
peint from which the object is chaerved,

Sketching procedure

Station point has more 1o do with the appearance of an ubjuct
than anything else. Most drawings look better if the siarion
- point is not too close to the object. Wher the station peint is
Lo0 near, perspective drawings Iook distorted and, for normal
purposes, this should be avoided. As the station point changes
ever sa slightly, so must all of the perspective lines in the drawing.

i 1 Drow, lightly, the general view ond
| size you wont. Than drow this line
i first. It is the one nearest the eye.

The harizan is alwoys ot the ob-
sarver's eye level,

The wvonishing peint 4 where
-pqrull.ﬂ lnas aof on nb]ed meel
on the horizen line,

When you start a drawing, it is best to make many ronugh
skerches to establish the best view of the object [or vour needs
to establish the best station point. Drawings that require ac
curate perspective should first be sketched in freehand, as ac-
curately as possihle. Then make sure your drawing is in per—
spective by establishing vour eye level and vanishing points.

g _kii.r-_-‘__ﬂ-z
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| If more of this side s showing, put

' E thewe two lines in rext, Be sure they

i opprar lo comverge in the dirfonce.
S u-."_-'l:z—.—_—-—-._._—-'-"f

T
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1 Mext, put In the ather side. All fines ! Mow, put in the two top lires. Where
on this side oppear to comverge in ¥ they mest is the top of the back edge
ancther directicn. Be sure they do rot ‘ you carnsd ses,
converge ot o paint higher than the ! {
wye lewel, or horizon line, { H
s S ; =
K‘\-_:___I-_-.—"./{ A
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e
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Meaw check it by fixing the eye level and voniking points. Then
run your perspective (Tnes ozrom with a Tagquare or ruler.
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Three types of perspective

In drawing simple objects we lind one, two or.three vanishing
points occur. In complicared abjects there can be more. Objects
having more than three vanishing points are clled compound
forms. We will study such forms later. For the present we will
deal with one-point, two-point and three-point perspective.

One-point perspective exists when two dimensions (height and
width) of an ohject are parallel to the picture plane. "I his means
the object we are loaking at is straight in front ol us, not at an
angle. In such a view there is ene dimension — depth — left to
be accounted for. This dimension must have a vanishing point.
(Dimensions parallel to the picture plane have no vanishing
point.) In the diagrams at the bottom of the page you will see
that one-point perspective can occur in several ways. When yon
look at a cube straight on, the vanishing point is out of sight
and behind 1r. If you were standing inside the cube you wonlid
be in the same position as if you were looking down the middle
of a street. The right and lelt walls of the cube would represent
the Hat frants of the buildings on the side of the street. In such a
view all parallel lines appear to run to one vanishing point.
(Except, of course, the lines parallel to the picture plane.)

In two-point perspective (see diagrams on page 7) only ene
dimension of the object — height —is parallel to the picture
plane. There are two dimensions lefr. We must, therelore, estab.
lish two vanishing points on the herizon line. The closer to-
gether the two vanishing points are the less you will see of the
sides of the object you are drawing.

Since most objects can be reduced to a cube, when drawing a
form in perspective it is customary to rough it in as a cube. This

One-point perspective

A splendid exomple of one-point perspective

will help you decide how much af the side surfaces you wish to
show in vour drawing belure you establish the two vanishing
points, This procedure automatically fixes the station point or
the view of the scene vou wish o have. The vanishing points
may he as close or as fur apart as you wish them. In the diagrams
on page 7 vou will sce that the horizontal edges of the cube
become diagonals when drawn in perspective. The angle of
these diagonals is determined by the closeness of your eye to the
object. The closer you.are the more acute the angle is.

Three-point perspective is used when the picture plane is
tilted and is not parallel to any of the object’s surfaces (height,
width or depth). Three-point perspective 1s usually needed
where the station point is close to the object — as when you are
looking up at a large nearby ship or a tall building. The horizon
is usually very low, or entirely below the ohject. If you are
looking down from abave, the horizon may not even appear in
the view at all. A general rule to follow is this: Small objects
usually look better in a picture if the three vanishing points are
well separated. "The perspective should not be acute. 'T'o empha-
size the bigness of a building, sharp diagonal lines are impor-
tant. Here the claseness of the vanishing points strengthens the
effect you want.

In any perspective drawing it is a good plan to hrst lightly
sketch the general view that you wish. From this sketch “run
out” your harizon line and find the vanishing points. Be sure
that the horizontal diagonal lines end at the eye level line.
One cannot be higher or lower than the other. Regardless ol their
distance apart they must be established on the same eye level.

/

The lines of perspective all lead to one paint.

o

(1) If you were inside the eube you would see the inside wolli of the
cube, (2) They would oll recede in the direction of the vonishing
puint. {3} Imogine these walls @1 the faces of buildings oz you leak
dawn the sireet.

This cubs hos two of Ity dimen-

If your were looking down
an the cubse from obove,
the vonishing point would
be ploced like rhis

sions — height ond width — par-
allel ta the picture plane. The
datted lines running to the van-
ishing point represent the depth
— the third dimension, which is
nal parallel o the piclure plane.
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Two-point perspective

YFP 1 EYE LEVEL ¥P 2

e ———— ___,__d-d-"";-_

As we show less of o side, the
angle of the disgenal becomes
almost wertical, Wiews like this
ore unwsual, bo! they cre needed
an sssomon.

Motice how the diogeral lines
leadirg frem the two vanithing
points become acute o3 the von- —
ishing peints are brought dloser
ta the ohbject.

——— EYE LEYEL

When the vertical lines reoch or cross —_—
the horizon or eye level line we <on
see crly two sorfaces of the cube.

VP 3

Three-point perspective
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| | Whean you lock down, the

| picture plane is slanted, The
| | third wanishing poinmt thea P
| | pecurs below, @i shown here. When you look up, the third l
I | varishing  point rhes  high
| | obove ‘the chject.
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Drawing the cube in perspective
from a plan view

On the preceding pages we have explained the fundamental
principles of artistic perspective. Now we will show you how to
apply these principles to a specihe problem — putting a cube
into accurare perspective in relation to a definite station point
and eve level.

With the application of this method the artist may draw an
abject as it would appear in perspective at any distance and
viewpoint that he desires, using as information a scaled drawing
of the top and side view of the object, This methad is particu-
larly useful in deing architectural drawings. Once you under-
stand this procedure with the simple form of a cube, the more
complicated [orms will be easy to handle.

For Demaonstration A twoepoint perspective will be used since
we are looking at the corner of the cube and only one dimension

height — is parallel o the piﬂurf plane. Far Demonsiration B
we ust one-point perspective because the height and width are
parallel to the picture plane and just the dimension of depth
must be shown receding,

PICTURE FLAME

I

When one dimension is parallel to the picture plane
PLAM WIEW

1 Imagine thot you ore looking directiy down
oa top of the rube. Since the top of the
cubw is 0 square, drow o square on pOpEr

and establish the station paint ot o dis
tenge no less thon thies times the length
of one side oway from the cube. The sto-
fion poind is the spot from which you will
view the cube to moke the drowing.

Ploce o horizontal liae (pleturs plons)
batween the stotion peint ond the square
15 that thiy line tovches the necres! corner
of the square. It i1 nat suantial to place it
here; it might be ploced at some divance
fram the square, bal we ore giving this
position for the purpose of mectwremen!,
which will Ba discussed loter in the fessan.

Drew lines from the corners of the square
to the station point, (Remember that each
carner of the square represents the pasition
of o werticol corner of the cube) The posi-
tizry of the verticols on the picture plone
ore determined hy where these lines infer-
sect the picture plane.

5P

FICTURE PLAME

WP

EYE LEYEL

—

PLAM VIEW

FICTURE FLAME

EYE LEVEL

B

When two dimensions are parallel
to the picture plune

the sube which go ta the vanithing peinf,

Br

To determing the width of eoch side of the eube, drop wvertical fines
from the points where the lines fram the corners of the square eross the
picture plane. We hove shown thewe verficals with broken [ines. Then
mark off heavy line C, maoking it the same length os lines A or B. Line
€ represents the corner af the cube closest to ua

Bevouse the corner of the cube louches the picture plane, line C,
which represents the corner in the perspective drawing, will be the same
lepgth =1 it is in the plan or top view. We krow tha! C iy the seme
length os A or B, becouse in this cube oll sides sre equal. If we had
chosen o box of unegual sides, we would need an elevation view of the
box 1o find the height of the carner, o3 is shawn on page 14

Mext draw in the ey level or horizon lae s line € will everlop it.
(If we warted ta look down on the cube, we would plece the eye leval
above C, ond the reverss if we wonted lo lock up ot it}

Then draw lines A ond B porallel fo A ond B, extending them wp
from the stotion paint wntil they fouch the picture plone. From these
twe paints oa the pleture plane, drop verticols D and E ta the eye level
ta estoblith the left ard right vanishing pointe. Finally, drew lines from
the tep and battem of line € o each vanithing point.

The sguare ot the top of the drowing represents o plon view of
a cubw. You ore laoking directly down on tep of i1, The neares
side of the cube touches the picture plare, Ta edoblish the near
corners in the perspective diawing, simply drop perpenditulars
{Eroken lines A) from the corners in the plea view. To entoblith
the far corners, draw the two lines (B) from the stotion point fo
the far cormers. Where these lines intersec! the picture plone,
drep perpandiculor lines. The pasitions of the for corners are o
the points where these perpendiculars intersest the side lines of

VP
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o | Measurement
— Y In any drawing, proportions must be correct. This is pa‘tticulﬁrl}’
“ 1.\ ,f‘;"f true in drawing ohjects in perspective. To meet practical prob-
\' - - " - - "
N Xt/ lems in artistic perspective, you must be acquainted with meth-
N Y ods of measurement. There are different ways o arrive at the
B -
by \.ii\\ same solution. Here we are going to give you a few of the more
f,r I important ones, which you can apply in various ways,
A 4 L_ Refare making measurements af any kind, be sure to establish
iy P P the needed vanishing points and the right station point. Get the
b biasic over-all shape established correctly, Otherwise, you will do

Regordless of the parspactive, the ohove manner of getting the

endless correcting, with the result that the drawing will never

centar of o rectongle in perspective is olwoys accurate, Your eye can seem to come out right.
foal you. We svggest that you use this method. Just draw lines fram To divide a rectangle, regardless of perspective, draw diagonal
corner to corner — where these two lines cron s the center. Each lines from corner to cormer, as in Diagram A Where thf}' TS

grea con be divided mony times by this method, uvntil you hove
quorters or eighths or ony number of divisians you with

is the center. This simple rule is invaluable to you and will

allow you tao work out seemingly impassible problems.
It is often necessary to divide an area or a diagonal into a

number of parts, and a ruler will not suffice. The key to most
— division of space is the vertical or horizontal line parallel to the
picture plane. For example, to divide a receding plane into five
vertical parts you divide the vertical into five parts with a ruler

and the measurement is worked out easily, as in Diagram B.
As you gain experience in drawing forms, your eye soon he-
comes trained and you will become more accurate in your esti-
This shows you how o number of mate of measurements. The average artist, of course, makes
diwisions is meoswred an o reced- & ® 5 .
. iR sayt : *
B I traer— i, Hoe anamphe 4 many of his measurements enurel? by eye. Hm-..e er, vou will
e the side of o house, for the pur- find that the few simple rules we give you here will be useful to
IL___\_'HF"——H‘;—\—_‘H pose of locating the windows cor- you on many occasions.
rectly. Divide the werticol that Iy :
parallel to the pictere plane: run
the lines to the vonishing poinl
Then drow a diegonal line ox
shown. The intersection of the diog
- anal line with each harizantal line Pns's in FErsFEc"i?E
" 0
. fixes the points for the correct
" == division of the space in perspec-
" tive os shown by the small arrows.
HORIZON
VP
P First draw two posts the distanee opart they thauld
—_— ba. Loczts the vonishing paint aa the horizen By
This is the woy to divide o rectongulor area drawing lines A ond B. Correct posts o that thay
WP sweh o1 o Fasr imts uniform rectangular den't eatend obove or below these two lines.

patterns. The width of the wquares s frat
meapured an heorirantal line A, Byn lines
fram thess points of division out to the

wvanishing poini @t feft. Run o diogonal line HORIZON

VP

fram cormer o corner o3 shown. Where this e

diegonal crosses the other lines determines
the depth of eoch square in perspective.

Lotate the helf-way peint of the frst post. Drow
Fme O rhruugh this poinl ta the vunfﬂ!ing pm'nf.

Locati ]
___,___,———_——-—7' 10 VP F:':r: m“‘: Frem the top of the first post drow line D through
e .. P2 the center of the second post to line B, The third
-E poit i1 loceted where line D meets lins B.

HORIZON

Location of
faurth post

To locote the rest of the poin
follow the some procedure, drow-
ing one post ot o time,
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l A cirele appears reund enly when

viewed from o point ot right angles
te i surfoce. When seen from any
other position it becomes an ellipse.
The Inllnul’ng dfug:nm! [T you
bew to draw o crce in perspective.

\
L

AN

2 The eircle Fits perfectly within o

iguare. You olready kaow how to
draw @ square in perspective. Simply
mdd the Tney thewn [m tRis d'iagu-qn
and you will hove sight check points
to draw your ellipse through.

\ \ PERSPECTIVE

Auvtomehiles vsually appear with anly part of the wheels show-
ing. The port that doss thew muyt be aceurote. Drow oll of the
wheel in firs! and then cover it with the fendar.

CEMTER LIMNE

3 Maxt, draw perspective lines back
fram the tap of the wquare to the
vanishing poaiat, to exablish the
wguare in  perspective. The bock
edge of this new squore may be
placed by eye” or refer lo Dio-
grem B, poge 8. Then drow the
diogonal lines from corner to corner
in this perspective square. In the
original square, drow shorl vertical
lines from the paints ot which the
circle intarsects the diogonals to the
top line of this squore, o shown,
From these bwo points draw lines
badk to the worishing point. Whare

Drawing the circle

The hest way to put a circle in perspective is with the aid of a
square. Circles, ovals and cllipses are often badly drawn by
artists. This is not necessary. By just a few minutes of study you
can learn an accurate and simple method based on the square.
We have shown that the cube is the basis of all recrangular
form and thar, if vou know it thoroughly, mast af your perspec
tive problems become simple. The circle is a guide for drawing
all two-dimensional curves, ellipses and ovals in perspective. For-
tunately, its basis is the square, just one surface of the cube. The
reason for using the square is that there is no dircct measure-
ment gn a curve. Vanishing points are determined from the
square, and proportions of curves can easily be seen within it
The center of the circle shilts from the center of the square
when it is put into perspective. It now breomes the Euixclive

center, located at the point where the cros diagonals of the per-

these lices croas the diogonals of the
perypective square you have check
points through which you con eoxily
draw your ellipse,

spective square intersect. A horizontal line drawn through this
center does not indicate the widest part of the ellipse. The
widest part of the ellipse is the major axis — a horizontal line lo-
cated exactly halfway between the top and bottom of the ellipse.

When drawing ellipses such as wheels, glass bowls, plates, e,
it is best to rough them in freehand and arrive at the general
shape needed. The ellipse may protrude more on one side than
the other, for it is difficult o draw a perfect ellipse frechand.
The next step should be to relate the square in proper perspec-
tive superimposed on the frechand ellipse. When the square is
correctly proportioned, cross the center with two diagonal lines
and then cross them again with a vertical line through the inter-
section of the diagonal lines. Draw a horizontal line through
the center to determine the perspective center. Lise the vanish-
ing point 1o have the direction of the horizontal line correct,
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Build the ellipses into the volume of o rec-
tangular form. Locote the check points of
the important curves and drow in the el
lipves o5 shown: then connect the ports,

Constructing curved forms

In perspective, the top ellipse of a water glass is difterent from
the bottom ellipse. Both vary according 1o the cye level In a
graceful water pitcher you may need to draw several different.
sized ellipses to draw the pircher correctly in perspective. This
is done by first drawing the rectangular form thar could encom-
pass the curved ohject. Proceed o divide the surlaces as we
showed you on page 10. Make all the divisions necessary by
lightly drawing in the diagonals. Use your vanishing points.

‘When drawing curved lorms, the center of the rectangular
form is just as important as the center of the square is when
plotting the circle in perspective. A study of the diagrams on
this page will shgw you how to proceed. Remember that at eye
level an ellipse is a straight line and, as the station point rises
or lowers, the ellipse upens until, it you were dircctly above or
below it. it would be a circle.

A cylinder con be cccurately constructed in the
marner sthown here, The voloe of the square,
to put each eilipse in its correct perspective, it
demonstrated. Drowings fike the cbove con be
made freehand but the artit should be very
conscious of all the points discuised here,

This diogram shows kow the curved formn of o lomp are
ganstrueted, First consider the seer-all farm of the lamp
81 a cube. Newt, draw the ellipies, wiing the method of
drawing @ drcle in perspective shown on page 10
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Compound forms

We told you at the beginning of this lessan that if you could
understand the cube in perspective you could solve most per-
spective problems. On this page we are combining different-
sized cubes with rectangles, and both, in turn, with ellipses. The
three maost impaortant things are again: station peoint, vanishing
point and eye level. All of these three can affect the appearance
of your drawing if they are poorly selected. However, if they are
definitely established, you will still have a drawing correct in
perspective although it may be unattractive.

It is important here to remember to keep vour vanishing
points rather far apart because this will give the final picture a
more pleasant appearance, For all general use, we suggest that
all verticals be truly vertical, except when a special effect is
desired and a third vanishing point is necessary.

Most objects are compound forms. There are millions of
forms en earth bur only a few basic geometric ones. We cannot
diagram them all but we can do a few of the most important.
Hawever, if you can draw a cube, you should be able to “slice”
it in hall. If you understand measurement, you should be able

to put some drawers in a cube and call it a chest of drawers. If
vou need to put a curved vase on it, you should be able to do
so by building it from a cube ar rectangle as we have shown you.
If you were to “construct” a ship, you could lay six eubes to-
gether. This would be the basis of the hull —six times longer
than it is high and wide. You would find the center of the group,
then place the line of the keel and the center of the decks. From
here, vou would curve the hull and if you use just a bit of care it
couldn't get very far out of hand,

If you know how to find the center of the side of a rectangle,
in the way we have suggested with the two diagonal lines, you
surely can find a quarter of the area in the same way. For exam-
ple, if you must find the position of the ridge pole for a roof,
you simply draw the vertical line up to the length you wish,
through the center, or the quarter position, or any place vou
might select. We tell vou this to show you that compound [orms,
which you will be constantly confronted with, are not complex
— they are only multiples of what you already know. The dia-

grams on this page should prove this.

This is a reproduction of the actual
prelimicary drowing for o foctory
palnting by o member of the Fooulty.
It is o good example of haw peripas-
tiver is frst worked out,

V) e
—— : s
et
e . .
. :,-—-'-"'_ a
et J = \‘\ This demanytration shows you hew to put @ roof on @ building like this after
i .| | "“H._- you have esrcblisthed the bady of the building. First find the center of end A
1 | —— . of the building by drawing disgsnely from corner fo cornar. Extend vertieal
2 i lire A thraugh this cester to the height you wont your roof fo be. Then ren a
i =

line from the top af line A to WP 2. Next, estoblish the center of end B just
e you did for end A ond draw vertical line B up threugh it Yeu kove yet to
determine the top end of ling B. Drow lines from poicts A ord B otron the
flpar plan ta VP 7 and ¥F 1 respectively. Where thews fwo lines erows in the
centar of the Rasr plan, drow o verfical line vpword to establivh point C on
the roof Line. From ¥P 1 extend o line through peint C to meet line B. This
ertablithes the peok of end B. Drow disgong! lines down from the peoks fo
camplete the roaf endy
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Matize that the read hay tws diferent wvanishing
points caused by o sfight jog in its direction. The
houses hove different vonithing poiats. The cor is
“"an the turn” ond hos a different vanishing paint.
However, all variihing palnt are on the sye level

Interior and exterior

To put buildings, trees, welephone poles, roads and people “on
the ground” in perspective, we tollow exactly the same proced-
ure as when we put a cube in perspective. Telephone poles and
peaple do not vary much in height; buildings and trees may
vary greatly; roads penerally stay about the same width. First
establish the horizon or eve level line. From here on, you can
put in anything vou wish. 1f there are several buildings, one
building can be your measurement for all of the others. The
same procedure applies to the trees, the telephone poles or the
people. 1f one is established in the picture, all the other units of
the same kind can be readily measured, provided they are paral-
Iel to the line of the picture plane.

Ta place them in depth and at the correct size, you simply
run the height of the abjects to the vanishing point. At any level
in the picture you can shilt the objects horizontally. Be sure the
horizantal shifr is ahsalutely parallel to the picture plane. Build-
ings may be in various positions — not at right angles or parallel

This intericr 18 just the inside of o cube ard the

yotian paint is inside the cube. In this cose the

furmiture ond the pictures have the some vonishing
points as the wolli

to each other. Establish the view of the building freehand amd
then establish the vanishing point for that building. Each build-
ing can have its individual vanishing points, but these must be
on the estahlished eye level.

For interior perspective, try to think of a room as being the
inside of a cube. All of the rules established with the cube are
applicable here. You are inside the cube instead of outside it
‘T'here must be an eve level and vanishing points. Furniture can,
with care, be arranged in various positions, provided you have
an eve level established so that you can shilt the vanishing
points for each individual shilt of [urniture position

When doorways, pictures, curtains, mouldings, cte., follow
the wall, the vanishing points of the wall are used. Floor pat-
terns follow the perspective of the lloor and you must hold 1o
the vanishing points vou have established for the floor. A center
lighting fixture is placed at the intersection of the diagonal
lines running from corner to corner in the ceiling.
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How to make a perspective drawing
from a plan and elevation view

First draw horizontal line A to represent the picture plane. Ar- Ploce o 30° — 607 right trin
range the plan behind this line, as at the right, so the parts you wngle over the plan. Then

ant to show in th «ctive drawing faece line A, T Ve Hie i poat 0 1
Wal 0w 1 e perspectyve drawing face hme A, lrace trigngle for the statian point,

down the plan with the nearest corner of the building just
touching line A, the picture plane. ‘Then trace down the eleva-
tion view of the building ta the left of the area where you want
to make the perspective drawing.

Next, select a station point. In general you will find it best to
place this point below the approximate center of the plan. A
handy rule of thumb is to cover the width of your plan with
the broad part of a 30° — G0 right triangle as shown in the
small diagram at the far right. (A 30° angle represents just
about the scope of human vision. When the angle is greater than
307, distortion results)) Place your siation point at the lower
point of the triangle.

‘I'hen draw lines from the starion point to the carners of the
roof, porch, chimney, windows und other parts of the plan that
you want to locate in your perspective drawing. It is not necessary
to draw these lines below the picture plane. The lower portions
of these lines are drawn in here merely to make the procedure
clear.

Where these lines cut across the picture plane, drop parallel
vertical lines to establish accurately the widths of the building

FICTURE FLAME

-]

o HORIZON

¥P

ELEVATION VIEW

and all of its parts such as doors, windows, porch. chimney and
roofl peaks. These are the broken lines in the diagram. We have
brought down only a few of these lines (sides of the buildings,
peak of the roof, and nearest wall) to avoid confusion in the
diagram. You should draw all of them right down to a line level
with the bottom of the house in the elevation view.

The most important of these lines is line B, which represents
the carner of the building closest to us and which touches the
picture plane. This is the only line in the perspective drawing
not foreshortened by perspective and is therefore the only one
we can use for vertical measurements taken directly Irom the
elevation view.

Next decide on the eye level or horizon line. We have placed
the horizon line approximately halfway between broken lines
C and D). From the station point draw line E parallel to E’ in
the plan, and line F parallel to I Where lines E and F cross
the picture plane, drop vertical lines to intersect the horizon.
These locate the vanishing points.

The rest of the process is simple. Just carry across vertical
measurements from the elevation view to line B, and from these
points on line B draw construction lines to the vanishing points,
using the regular procedure described on the preceding pages.
The vertical lines drapped [rom the picture plane will auto-
matically establish the width of the walls, windows, doors, chim-
ney, porch, etc., in the perspective drawing, ' he most important
thing to remember is that you can make direct vertical measure- STATION POINT
ments only on line B in the perspective drawing when you carry
these measurements across from the elevation view.
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On this poge are examples af the woy to 1:_/_-:'_/' x o

draw “free” or irregular forma. ‘Drew '
through” them anrd think of the peripective 3
while you are drowing. Measure the parts.
First you must reduce the shiest ta it basle
form — you con odd the detsils later, Re- [ i I
member o form hos depth and perspective.

Foreshortening and "“free’” forms

In a picture, a leg receding [rom you or an arm coming toward
you is foreshortened — it s in perspective, Unlike a geometric
form or an elli;fs',e', it is a "lree” or irregular form. Within the
eylindrically shaped limb are many curves. They make lore
shortening more dithcult. Knowledge and a grear deal of prac-
tice in drawing the figure in various positions are your best aids,
However, thinking in terms ol perspective will help vou too.
The methods of measurement we have applied to geometric
forms can be used many times wo advantage here. For example,
the approximate knce position on an extended leg can be de-
termined in the same way that you can determine rhe position
of a door or a window on a receding surface. Most artists ac-
quire, through practice, the ability to do this frechand, but
there are rimes when, in an unusually acute perspective, some

A hgure can be eeciured
ond foreshortened as shown

chove, or [t can be Fore-
shortened as shown below.

way al checking is needed. How much or how little is seen of
the head of a figure lying diaganally, feet first. on the floor, can
he a very important point to clarily, .

In unusual views, it is helpful ta At the figure into a rec
tangular form. This can quickly determine il and where a part
will Le seen and its approximate shape. In doing this, use only
the basic form. Althaugh you may not draw the many perspec-
tive lines, you must have the approximate form and its perspec-
tive in mind. If you ger into trouble, perspective is the cure. Go
back to the three basic needs: station point, eye level and van-
ishing point. In drawing the fipure and maost small ohjects, he
sure the station point is not too close to the object TF it is, yon
will find 100 much distorton. Do not have a [oreshortenced arm
as long as a city street. Remember that drawing is thinking.
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The simple way o be sure the peoples ere ploced in their
corres! size and positien Tt to extoblish on eye lovel ard @
vonishing poinl. Te ploce o certoinaize figure ta ane side,
run ot the fines of height harizantally 1o the devired positisa,

/3

Be sure the people con go through the
daar and that the man in the nes? reom is
the correct height in relation fo his sur
roundings and the ather figures.
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When the figures are rot porallel o the picture plane, twa
vaalihing paints thould be wied.

The figure in perspective

There is probably nothing more exasperating, in a picture, than
a figure that is not standing on the Hoor or one that 1s taller
than the door. T'o place the figure in its correct position is
imperative. Furthermore, the ligure is the artist’s yardstick. Peo-
ple are an approximare height. Anyone viewing a picture auto-
matically determines proportions, scale and sizes as they relate
to the figure. A tree's height is gauged by the ligure standing
next to it; a building is large or small as it relates to the person
entering it. Everything in a picture is relative. 'The figure and
its position in perspective are the yardsuick.

Again it is the vanishing point that does it. The vertical dis-
tance between the puide lines which go to the vanishing point
estahlishes the height of a hgure anywhere in depth. To move
the ligure to the left or right of these guide lines, simply extend
horizontal lines from the head and feet. Tf vou determine the
height of one figure, the correct height of all the athers 15 5
tablished by the two horizontal lines crossing the lines that lead
from the figure to the vanishing point.

After some practice and experience this becomes second na-
ture o you. Few artists continue to use this process. There arc
times when you mav need it and it is well to know. It’s a means
of checking, however, and not a must. Study the diagrams and
vou will quickly understand what we mean.

When drowing seated ond standing figures tagether, toka
core to oscertoin the sizes. Foar exomple, two sitting figures
con be differert heights, depending on their sitfing posture,

“mem e YP

—ae WP
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Make o rough shetch,

Tock down the shetch aad drow the ays lavel Tine.

the triangle ot right angles to the Tagquare fo
make verticel e

Method of procedure

For practical working conditions there are numerous short cuts
too many to list here. Artists, through practice, discover many
to suit their needs. For the professional artist these short cuts
save time and labor. Generally, drawings arc a combination of
frechand and instrument drawing. For most purposes, a draw-
ing board, T-square, triangle and compass are all you need.
Rough in your drawing frechand to get the view you wish.
Then establish the cye level and estimate the paosition of the
vanishing points. If one is further away than the other. shift the
position of your drawing on the board to accommodate the
difference. Line up the eye level harizontally with the T-square
and firmly tack down the paper. To correct any error in your
rough sketch, you may need to shift your vanishing points along
the harizontal cye level, When the vanishing points are correctly
established, put a tack or pin firmly at each point. Turn the T-

Ruling
pan
Dividers
Ime
LoMpass
Pivot the T-square fram ecoch vonishing peint for ol
drogonel Enws,
Fenal
eampass
Uss & tramiparent triangle
| when you =ish 1o 1ee lines
= that weuld stherwie be
covered.
Srall bow

campaos for
small cireles

YWhen wvanithing peints are off the boord, vie o piece of string

ond o thumblock to eitablish each are. Then Lghily rule in some
interveaing lingy like those shown here and vie them as o guide
to estublish any others you may need.

square upside down and let it pivot from the tack. This is the
simplest way to draw your perspective lines. For verrical lines,
holid the T-squire horizontally across the paper and use a triangle.

I the vanishing points are wide apart (as they should be in
most cases) and are beyond the edge of your board, a good
method to use is one of measurement. Proceed with the rough
sketch and then approximate the center and two end verticals.
Establish the eye level and also the major horirontal perspective
lines. Although the vanishing points may be four feet away, he
sure they are both on the eve level. You may need to use a long
piece of string to establish them. Then draw several guide lines
and proceed as shown in the bottom diagram.

Ta ohtain a flat edge, use your T-square upside down, pivot-
ing [rom a tack placed at the vanishing point. Use vour T-square
from the side of your hoard for all horizontal lines.
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The reflection is nat simply an Irverted copy
of the real object. The reflected mon ond
bullding oppear as if you were looking up
ot them from the surface of the woter, You
swee more of the underplones of the har
brim and the chin, for exomple. The dia
gram at the right explaing why this seeurs.

Fi
You see the top of the stump. In the reflee
fign, the top camnot be seen becouse the
view i frem below.

EYE LEVEL

The building or other objects
in the reflection oppror os if
you were viewing them from
patian paint A,

Reflection

An object reflects in the water or in a mirror as far as it projects
above. It is nat the reverse of the drawing above. The eye level
remains constant but the view is a reflectedd one. For example,
the starion point is the smne but the eye looks down and sees
what the "water sees” looking up. Another explanation is this:
if the eye level is above an object, you are looking down at the
ubject. As this object reverses in reflection, the proportions re
main the same but the “view is up” or from below it. If the

Drawing shadows in perspective

Light travels in straight lincs. From the light source, draw lines
that touch the corners of the form and continue them until they
strike the surface of the plane on which the torm is standing.
With a single source of light, all shadows recede to the same
vanishing point. The shadow’s vanishing point will fall on the
herizon directly below the source of light. Shadows follow the
contour of the plane on which they [all.

HORIZON

abject is close to the cye level, the reflection will be nearly a
duplicate in reverse, but not if the object is well below eye level.

Study the drawing above and establish in your mind the per-
spective of the foreground stump and figure. Then turn the
drawing upsitle down and notice the dilference in the “view"
ur, better still, trace the hgure, reverse it and compare it with
the reflected figure in the drawing. This will show you exactly
how this figure is distorted in reflection.
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Things to

remember

The herizen is always at the eye level of the shserver.

If the sbsarver is low ¥
the harizan is Taw,

4y

Imagine that you ore daading in frent of o cube
With grms extended paraliel to the sides of the cbe,
poind towerd the horizon. This will give you o good
stimate of the poution of the vonishing paints.

If the observer fs high
the horizen is high.

— Don't do this.

Bath vonishing points should

b+ on the eye r!“"_""‘--..h_

EYE LEVEL

Furniture in o res= con be focing
ony direction, but venishing points
must oll be an the same eye level

Avaid distorted perspective. Keep
vanithing points well aparl.

Correct: Vonishing points ploced
fer sncugh opart.

Incorrech: Distorfion teo greot be-
couse vanithing points wre feo cow.

\9



. —10

Famous Arlists Course

Perspective for the artist

Courteyy Bxguite

Attitudes towards perspective

A sound knowledge of perspective is a valuable tool for the
artist. It is not, however, an artistic end in itself. The proper
goal of picture making is a good picture, and this may or may
nar Tequire ACCUTALE PUTspec tive. As the examples below dcmon
strate, different artists will take a different approach toward
perspective — depending upon their style and the purpose for
which the picture is made.

Courfery Mew York Central

Austin Briggs

Doris Lee

Cowsrtesy Srandard O Company

Thess twa sxomples ogoin shaw haw similar subjects con be treated with differ-
el perspective emphays. Althsugh Doris Lee wsed peripective fo o limited
degree — nofive kow the rood norrows and the farms diminish os they receds
— her main purpowe wos oot lo crecle deTh. But on effective pleture design.
Where the pernpestive interfered with this it wes arbitrarily oltered — nate the
flat trectment of the rood Behiad the mas Ia Peter Helck's pointing, realism is
well establisked by the coreful use of occurcte peripective, which helpy ereate
a streng sense of rea'ism thravghow! the whele picture.

Ben Shahn

In Both of theie pictures, people seen ogainid @ beckgrownd were the ertimy’
subject — but one artist wos moking on odvertising Ilustration, the other o pic
ture strong in atmasphare ond feeling. Ewth orfist interpreted the perspective
fo swit the needi of his picture, Austin Briggs’ drowing shows how o realistic
treatment of fareshartening and peripective creates o belisvoble illustration. By
cantrost, Ben Shohn wos moinly concerned with design ond the eapresion <
a very persanal reaction, He socrificed peispective in fovor of the sirang pattern
created by the building stone), windews, ond flat figure.

Courteny Alcos

Peter Helek
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HOW TC PEACTICE ARD PREPARE FOR THIS LESSON

In this lesson we show you how to use the fund-
amentals of perspective %o make better pictures.
We are not concerned with the complicated de-
teils of perspective required to make architec-
tural or engineering drawings, but with the
simpler, basic kind of perspective that every
aertist needs to know. With this in mind, here
are some things to do for study and practice:

1, Read through this lesson carefully until
you thoroughly understand the basic principles
of perspective. You'll find it helpful to re-
view pages 18 through 23 of ILesson 2 at this
time. Then apply what you have learned to the
following exercises,

2. Select several photographs of the interiors
or exteriors of buildings. You can find many
examples In magazines. Place each picture be-
neath a sheet of tracing paper. Locate the

vanishing point or points on the horizon line
by extending the lines of the interior or ex-
terior walls of the buildings. Complete the
diasgram by drawing in the other main lines of
perspective,

3. On your tracing pad, make many sketches of
objeets such as chairs, tebles, windows, house-
hold appliances, dishes, ete. These can be
rough, but should be ressonably accurate in
terms of form and proportion. Then place &
clean tracing sheet on top of each sketeh and
make a careful perspective drawing.

L, Make drewings of some of the rooms in your
house, using the principles described on page
13. Draw the furmiture, doors and windows fol-
lowing these same principles. Place figures at
various points in the reom, applying the method
shown on page 16.

THE ASSIGRMENTS YOU ARE TO SEND IN FOR CRITICISM

ASSIGNMENT 1. Mske an accurate one-point per-
spective drawing from the rough sketch on

Plate 1, Put a sheet of visualizing paper dir-
ectly over the rough sketch and make your draw-
ing the same size and in the same position on
the sheet., This will allow room for the circle
You draw to construct the ellipse of the rug.
(See diagram on page 10.) Consider the nearest
wall of the room to be the picture plane. Place
the horizon sbout & inch above the top of the
doorway. Be sure to indicate this eye level and
the vanishing point. Show &1l construction
lines.

ivide the window on the right wall into nine
panes of the same size. Draw the sofa against
the left wall and draw the cireunlar rug on the
floor in approximately the position indiecated.
Flace the center of the rug directly below the
vanishing point. Locate the position of a sim-
ple square lighting fixture at the center of
the ceiling. In the position marked X on the
floor, draw & standing figure which relates
correctly to the figure in the doorwmy. Both
figures are 6 feet tall.

Before doing this drawing, restudy the dia-

grams on pages 6, 9, 10 and 16. Make your
drawing with an H or 2H pencil in line only,

on a sheet of visuelizing paper 11 inches wide
by 1k inches high.

Mark this drewing -- ASSIGNMENT 1.

ASSIGNMENT 2. Make a two-polnt perspective
drawing in pencil of the one-story house shown
on page 12. (Construct this house so that the
eye level is located about one-third of the
distance down from the eaves of the roof to
the ground. Draw a large window centered on
the wall above A.

Draw the house about 4 inches high on a sheet
of visualizing paper measuring 14 inches wide
by 11 inches high. To aveld distortion, place
your vanishing points about 24 inches apart
for a drawing this size. To accomplish this,
tape three 11 x 1k-inch sheets of paper to-
gether. Make your drawing on the center sheet
and use the right and left sheets to place the
vanishing points. These sheets can be folded
back over your drawing for convenience in
mailing.

Meke your drawing in pencil line with all of
the major construction lines showing. Do not
shade the drawing. Concentrate on the con-
struction -- do not add any details such as

(over, pleace)




Student work -- Lesson 10

Page 2

gshingles, gutters, etc. Put in some low, roll- In judging your work we will be looking for
ing hills in the distance but don't add any two things: First, end most important, your
other background. BEe sure to indicate the hor- understanding of the perspective principles
izon line. Do your drawing with an H or 2H explained in the lesson; second, the accuracy
pencil. of your drawing.

Mark this drawing -- ASSIGNMENT Z2.

c-410

Check
before mailing

IMPORTANT: Be sure to letter your name, address,
and student number neatly at the lower left-hand
corner of each assigmment. TIn the lower right
corner, place the lesson number and assigoment
number.

Your lesson carton should contain:

Assignment 1
Assigmment 2
1 Return shipping label filled out completely.

Mail this carton to:
FAMOUS ARTISTS COURSE, WESTPORT, CONN.
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