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WAYS OF ARTICULATING PICTURE SPACE:

A BOOXLET FOR THE JUNIOR HIGH STUDENT

The art of representing three-dimensional objects and
achieving a sense of space and depth on a two-dimensional
surface is called perspective. Articulation of space on a
flat surface 1s required of anyome rendering illustrations
in architecture, interior design, advertising or the fine

arts.

The purpose of this booklet is to futfill a basic need
for the Jjunior high school students. They are taking early
steps into adult art through the deliberate study of propor-
tions and the space thev cccupv. To my knowledge, there is
not a junior high booklet that covers this area adequately.

A sound understanding involving the depiction of space on a
two-dimensional surface will equip the student with a feeling

for form and a more acute sense of observation.

This booklet will furnish junior high school students,
twwho have had limited ewposure to drawing, with a working

Imovledge of perspective.



AFRIAL PERSPECTIVE

Leonardo da Vinei first described it in saying that the coler
of a landscape, which stretches off ¥oward the horizon, seems to
become more filmy and bluer with the increasing distance. Jlerial
perspective depends on the amount of haze in the aimosphere that

leaves ﬁs with the impression of distance.

Basic principle: zerial perspective refers to the atmospheric
causes of change. There is an increase in the haziness and blue-

ness seen in the distance in the viewing field.

COLOR

Colors which are close to the red end of the color wheel
are considered warm colors and they seem to advance. Cool colors,
those adjacent to the blue side of the wheel, seem to recede. The
warm colors appear to be closer to the viewer and enhance the fore-—
zround shapes. Cool colors recede and are used in the background.‘
Intensity of color is another important factor fo consider.
The hill cbserved nearer to you will seem to be 2 more dbrilliant

green than those in back of it.

Basiec primciple: warm colors advance and cool colors recede.

The morTe intense the color, the closer it will seem %o the viewer.



DIMINISHING DETAIL

The human eye cannot see with equal clarity detail omn close
and distant forms. Intricate textures and small shapes, such as
leaves on trees or facial expressions, become blurred or indistinct
as they recede into the background.

When drawing, you do not copy detail with equal accuracy or
precision. Exaggerate or simplify ;hen necessary to suggest distance.
It 18 a mistake to show detailed areas if they are too far into the

background and would rmot be seem in reality.

r Y

Randy Gaston

Basic Principle: put detail in the foreground and simplify

(little detail) in the background.



PORESEQRTENING

Objects that are parallel to the observers face shcw thelir
maximum size. As they revolve toward or away from the observer,
the objects -appear increasingly shorter and flatter. The part of
the object that is nearest to you seems larger than the rest of

the object. It gets shorter as it is tilted toward the "fore.”

Randy Gaston

Basic Principle: in foreshortening an object coming toward you

seems to be more compact.



GRADIENTS

Translate values into a line bty drawing many strokes close
together. The heavier the strokes are and the less space you
leave between them, the darker the area they will cover. Single
lines, when gvouped, create areas of dark and light and produce

a change of value.

giiiiiiiiiﬁiii';;' e i ;;jii

dernry Zackes Azm 15

Evan Cindrich Age 1L

Bagic Priaciple: coatrol shading by the width and the spacing

of lines in your picure.



LINE AMND SPACE

Line indicates gpatial presence and clarifies solid shapes.
Variation in the physical properties of linme such as: the thickness,
direcction, and location of the line cause the figure to take on
three-dimensional qualities. A line can add spatial dimensicn to
representational drawing. The accent and modulation of the lines

used to describe these animals give them a feeling of form in space.

Randy Gaston Age 15

Basic Principle: variation of lines serve to clarify the spatial

dimensions of selid shapes.



LINE AND SPACE

Randy Gaston Age 15
Steve Mingle Age 13



LINEAR PERSPECTIVE

Perspective places an emphasis on the accuracy of representation.
Use it as an aid but do not let it dictate. Some things we mow are
approximately equal in size yet which appear to diminish with distance.
In perspective, you illustrate what you see from a specific viewpoint,
not your idea or mental image of the subject. All lines or planes
which are in reality parallel will comverge toward a single vanishing
point, In handling simple cbiscts we find the one, two, or thrae
vanishing points occur depending onm ncw many wvisible lines are not

parallal to the picture plane.

*ONE POINT PERSPECTIVE

All receding parallel hiorizontal lines seem to comverge to one
vapishing poin:, The other lires in the Jrawing remain parallel to

2ach other, asnd ro the sides, ané to the top and bottom borders of the

sicture. S N

Colzon McArther
Age 13




*77°0 POTTT PERSPECTIVE

In a two-point drawing there are two sets of parallel lines
that appear to converge, each toward its own vanishing point on the
horizon line. This includes 211 detail Ilines on the surface of each

object in the picture. Only the verticle lines remain parallel to

the border sides of the picture.

Arlen Wickstrum Azei15



*TIRCE PCTIT PERSPECTIVE

This technique involves handling the drawing using two noint
perspective as shown earlier for the horilzoatal lines in vour draw-
ing. The exception in three point perspective is when your viewpoint
is high or low. When looking down, the third vanishing roint is
below the object. You will find the third vanishing point rising

above the object vhen looking up.

Evan Cindrich Age 11

10



*AERIAL PERSPECTIVE VIZW

pear to meet at one

ines apr

In an overhtead view, all vertical 1

The tops of the viewed objects

centrally located wvanishing point.

iminishes as distance

The clarity of detail

are their normal shapes.

from the observer increases.

Age 12

Todd Goodmen

T
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OVERLAPPING

Overlapping helps to show the relative size and position of
objects in the plcture. It unifies the composition and provides
interest. Most of the things we see are partially hiddem or over-

lapped by other objects. The item that hides the other is perceived

as nearar.

e e - o ey g ]
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Phil Epdicott Age 13

Basic Principle: overlap objects with a good 'bite” to show

the viewer what is closer and to improve your compostion.

12



QVERLAPPING

Age 13

Lucy Sinnett

13



PLACEIENT O THE PAGE

In our ordinarv perception we generally see far away objects
as being higher up, and closer objects as being lower. When loocking
through a window or walking down the street, the sidewalk by vour
feet is closer and lover than the hills that are farther away. The

bottom of tha page is seen as the closest visual point.

Suzanne Delieese
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Doug Schell Age 12

Basic Principle: the higher the object in the picture the

farther away it appears. Lower the object and it will seem closer.



SHADOWS AYD SHADES

The skape 2nd structure of three-dimensional objects can
Pe understood when viewed in some form of light. Shades and
shadows are what primarily render the shapes discernable. A good

use of these increases the sense of depth and space in your work.

*CHTARCSCURO

Chiaroscurc was invented by Yasaccio at the beginning of the
15th century. It is an I%*z2lian term meaning light-dark, The
strong interplay of lizht and shadow in this shading technigue
make the otjects more sculpiturzl when rerndered on a2 two-dimensional

surface.
#* STOMATO

Sfamato literzlly means "turned to vapor" and was best illustrated
by Leonardo da Vinci, who softens outlines and hlurs forms in his work.
The lizht seems o0 emerge from the center of the piciure with a smoky,

tazy mist envelopinz the forms.

'4

R2sic Principle: working with light, shadow and shade will
dramatically transform 2 drawing, creating 2 sense cof the third

dimension 2nd a2 more sculptural cuality.

15
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Steve lingle
Age 13
SHADOWS AND SHADES

Age 13

Age 12



SIZE

The size we give to things and where we place them controls

their importance to the picture.

Large figures should contrast

to the smaller figures in the background. They must assume a

scale to correspond to their distance from us.
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John Babcock

Basic Principle: draw objects smaller as they get furtier

from the eve.

17



DEFINITION CF TE=ERMS

The followinz terms may te new to the student and have heen

used in this booklet according to these definitions.

articulzte- express or formulate clearly or systematicallry.
chiaroscuro- strong contrast in lizht and dark areas.
diminishing- to make less,

foreshortening— the object zets shorter as it is tilted forward.
gradients- rate of decrease or increase of a variable.

linier perspective- vanishing points occur depending on how many
visitle lines are not parallel to the picture plane.

sfumato- soft edzes in the forms.

18
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Abstract

WAYS OF ARTICULATING PICTURE SPACE:
A BOOKLET FOR THE JUNIOR HIGH STUDENT

A sound understanding involving the depiction of space on a
two-dimensional surface will equip the student with a feeling for
form and a more acute sense of observation. To my knowledge, there
is not a booklet that covers the articulatiom of picture space
adequately for the junior high student. This booklet is designed
to fit that need.

The student will find in this handbook suggestions as to
how to handle the difficult problem of depicting the nature of
visual depth. Ig isolating the principles, students will gradually
bulld up their knowledge and eventually integrate several principles
in achieving a three-dimensional likeness on paper.

The illustrations selected were considered as the most obvious
examples of the points brought up in the text. The student illustrat-
tors' enthusiasm through out the comstruction of the bocklet for use
by fellow students was rewarding for all. Future junior high stu-
dents using this will be encouraged when noting the ages of the illu-
strators. They can then see each principle as one they can accomplish.
No text provides an ample quality and quantity of illustratioms, but
these pages of examples can be a basis for lecture and discussion. The
use of this booklet should be accompanied by studies of reproductions

and other works of art.



Each section is summarized by a basic content statement. Many
types of spatial experiences can be achieved by the manipulation of
these principles. The student's perception can be refined and sharp-
ened by their use. This booklet will furnish the junior high school

student with a working knowledge of articulationg picture space.



