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Introduction

Sitting quietly at home, sketchbook in hand, is the ideal way to tackle
drawing. In fact, your home is an absolute mine of subjects to draw. Perhaps
you already have a plan in your head for a makeover or conversion?

House space not only contains objects to be
drawn, but offers a setting, enabling you to
understand perspective and to explore the
different ways of depicting space. Once you have
grasped the principles, drawing will become a
game, even a pleasure,

If you want to study a little carpentry project,
take down a partition wall, or simply dream about
what you could do later, you will find here how
to draw a layout, enabling you to make several
plans for your space. It’s also a good exercise in
drawing,

You will also find here the practical principles
which will help you put your plans down on
paper and better express your ideas, for no serious
project gets made without a progressive plan.

It is also an opportunity to learn some tricks of
the trade and conventions which are part of an
architect’s know-how and which will help with
ideas. 7

The relationship between a drawing and a project
is at the heart of this book, and is reciprocal. If the
capacity to represent a space is the prerequisite for
converting it, and is a technique to be acquired,
the different variations also offer many absorbing
exercises for those learning to draw.




Representing an interior space

You don't need to make a drawing to take out a partition wall. But if the situation is more complicated, you cannot think
it through without some support. By putting your ideas down on paper they can then develop and enlarge, not just as
disconnected thoughts and ideas, but coherently. A freehand drawing in pencil gives you the liberty to be creative.

Developing your project

It 1s by means of several kinds of representation,
drawings and plans, that we learn how to develop a
project. In this book, some of these representations
are based on real spaces — houses and flats — and we
will give you finished examples of real conversions,
like the numerous books on home decoration or
interior design which you will find in the public
library. But because you live in your own space, the
examples you find are never just right. This book
therefore aims to show above all a real method of
drawing, with a progressive acquisition of the skills
which will enable you to carry out operations logi-
cally, and to put your own ideas down on paper.

The progression

First of all there are the principal drawings, like the
ground plan and the section, the technique of scale
drawing, which allows you to measure the spaces
to be converted, and then finally the different kinds
of perspective which enable you to understand
space, while studying its modifications.

Variations and transformations

From the first you will be confronted with the
practice of conversion. Getting into the habit of
varying elements from the start, on the graphics
side as well as from a model, is way of better
understanding the rules of design, at the same time
as inventing modifications, of finding and projec-
ting ideas.

Let’s take an example.You can draw a particular
space or room like a camera, strictly copying what
is in front of you, but you would not be making use
of the rules which permit you to show the space
in question a little differently: a partition less, some
panels here and a transparent space there, the cei-
ling taken down to increase the loft space, and why
not a flight of stairs to facilitate access, etc.

Some of the elementary principles of perspec-
tive and some professional tricks will teach you to
think intelligently about your drawing, as though
it were a little mechanism where you can move the
parts about.

From the first pages on line, its values and
colours, we get into the habit of grafting on varia-
tions and new creations.

Themessuch asa small conversion (ofa bedroom,
sitting-room or kitchen) will be introduced pro-
gressively, but also more general, architectural ideas,
such as depth, thickness, geometry and transparency.




PREPARATION FOR. DRAWING

Learn and practise basic freehand drawing techniques. These are
indispensable for all representational drawing, and you will need some
understanding of these skills for the following chapters.
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1'he line

Drawing a line is a reflection of your attitude and your personality. The kind
of line - direct, clean, clumsy, hesitant, heavy, light, incisive etc - depends
on your personality. It improves with practice, as you will see with these few

warming-up exercises.

Draw sime serayght lines from ong point tv
ansther, withot lwking at the twp of the penc
00 ruch. Just skim wver the paper the Furse
time, as if tv rgguster the distance, then
draw it the seemd time.

10

The line

A line is not just a thing in itself. It represents
something — it is a symbol of a contour, an axis,
a horizon, the motifs on the fHoor or the setting
of the door-frame. A line has a form, most often
straight, a point of departure and arrival, a position

in space and on the page, an orientation. In prac-
tical terms a line is the route between two poins,
and it is the points that are critical and must be
well placed.

Graphics, tonal values and colours

You have to show surfaces, shadows, differences of
tone in your drawing. But the pencil is not made
for showing a surface. Work out a range of values,
in small 2-3cm squares, from the lightest to the
darkest, in five or six stages, then do gradations.
Note how you can avoid it looking too mechanical
by combining repetition and variations.

Full the spaces, creating ‘greys’ with hatchung, dots, small rggdlar lines, eto. Nary the Lhtenilty,
withaut clogging wp the swface tor much,



This drawing s made wp of lines, added
prgressuvely from points made at rardum, then
Jrined wp frechand. This creates other intersections
which can be  Joined W in theur twmn,
and 5o on.

Draw sime hrizaneal lines, and vertioal ones,
fecanse they present a partionlar diffioulty, while
lfwy the mast wual ones tn archicectural drawing.
This exereise can ¢ dine §y drawing a network
o /mmlkl lings, then making a_grid of
perpendionlar lings.

Figures

The construction of certain shapes, notably the
square, and then the circle, is a permanent exercise
in drawing. The shapes enable us to see the value
of the vertical and horizontal, basis of all propor-
tion and orientation of line, in brief the measure
of the whole drawing. The constructions are lim-
bering-up exercises, to practise regularly, like going
to the gym!

Draw a curle inside a square by draving the
diagwmals and the median pounts of the triangles,
as Un this series.

| 1\ e

(n the sguare, draw the diagmnals, which then guve
Jm the mid-point of the sides and, the median
poine of the square. This operation has a parpose -
later o it enables you tv draw shapes in perspective
ANd i pace, tv divide a sggment intv several
parts and tv recignise the main angles
= 4.{0, 500 and 600).

L
1
i

Draw & ling, mark a sggment and, then, by
¢ye, mark off the ling inev s equal pares.

At the base of a square practuse drawing angles of
300, 4.;0, éooﬂM 300.
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Proportions

Proportions are relative measurements. We are not discussing aesthetics
here, it is simply a question of the length of connection between the various
elements and the distance between the various points in the drawing.
Note that, if you get these connections absolutely right at all points, you?
drawing will be perfectly accurate. This is a vital skill to master.
( f We
S

| iVa

When drawing, get into the habit of observing
proportions, and watch out for the errors which
will inevitably arise. To look at the proportions of
a rectangle, the simplest way is to compare it men-
tally with one or several squares.

| I

=~

Draw some of the sumple ofjects armnd, you — puotures,
the front of pitces of furniture, honsthald appliances,
Draw swme rectangles, starting with sgaares which you then divide vp. small wtensils. Pay careful attentum tv theur
propertions, which gure each ofject ues s vignal,
wentity and indicate theur function.

12



Constructing a drawing

FFor your first try, choose a wall panel, with a door,

window, picture frames, pieces of furniture etc.

Draw it all on the flat, as though there were no

perspective (there probably is) respecting not just

the proportions of each element, but showing how

they align, the diagonal, horizontal and vertical
lines which connect all these objects. This opera-
tion is what we call constructing the drawing.

Practuse drawing horizontal Then practise draving the elements of a scetron of wall. Take the gpportunity to
and. vertieal lings. vmalise what it wondd look. like of you changed. raod some of these dements.

G,

Wi =|
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PLANS AND LAYOUTS

To draw a plan of a certain space, you should in theory have made a note of all
the dimensions beforehand. The plan and the layout to scale are thus closely
related. But, to make this layout, you have to understand the principal rules of
representation, then you will see better how to organise your work. This is why
we are going to start by showing the principles behind the plan.

a bed
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Drawing the plan

The plan or layout is a view from above. An elevation, (horizontal view, face on,
if you like) works on the same principle, with a scale, to which you add some

codes and conventions that save time and make the plan easier to read.

Here are three plans of the same flat, wich
three different seales. We have not shown
exactly the same view of the space, or the

same dbjects i detadl.

/100 or 1 per i

rb

i/co gr 2cin per

Scales

The scale is the connection in size between the
drawing and reality. Scale allows us to measure
distances on a plan or a map.

Note that there is no scale on a sketch or in a
perspective drawing, since the objects, varying in
size according to the distance, are not measurable.



Each object is drawn to scale

Scale is expressed by a fraction, such as 1/10, called
a tenth. For the interior of a house or flat the scale
of 1/50 is currently used. This can also be expressed
as 2cm to the metre, or 2cm p.m. (There are 50
times 2cm in a metre.)

At this scale a room measuring 4 x 6m becomes,
on paper, a rectangle of 8 x 12cm. You can show
rooms, staircases, kitchen equipment ete. in the
space, but to give details you need a ‘larger’ scale,
such as 1/20 or 1/10.

Making a graphic scale

If you don’t like doing mental calculations, draw a
little scale on the plan. In this way you can measure,
and even just take in at a glance, the dimensions of
the spaces and objects represented.

i/ 20 or cem per m

THE |
1§ ALwAy THE ORIGINA YL
THE .
PIGURE UNDEILNGATH TE€LLe How
MANY Times THE ORIGINA YL

HAC peeNn bivibep POR THE

beAwing, (
B o "

e nn—

= fem————
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Conventions and symbols s

This shows details which are not structural — strips
) ) . ] o ] of parquet, motifs on a wall, elements in low relief
Conventions are an interesting aspect of plan drawings. As it is not possible to e
give the details of some elements which are either too small, or otherwise too

repetitive, such as doors, windows etc, we use symbols. guiivin e b

This shows the outline of large elements which are
above the plan, such as a large beam, or the boun-
daries of a mezzanine or overhang.

Doors

Doors are shown open, their width to scale, indi-
cating if they open inwards or outwards.You don’t
draw a line for the threshold. Avoid showing the
door with a diagonal line — on the contrary take

Thin lones ¢v thow tuing

the chance to practise drawing a quarter—circle!

The symbol is simple, showing just the frame and n this drawing we show mase of the ourrent
Symbols. Note that mast are half-symolie, half-

realistie.

the top of the door (thickness may or may not be
shown to scale). Only the passage through is really
shown to scale.

Windows
Windows (except for French windows) are shown b Shower tray
by two perpendicular lines on the wall, showing ~ | i
the width of the ledge. They are usually shown / i[ " il e o1 Arrow J’/WWLM Airection Fuine dotted line wdicating a
LN, e 4 3
shut (SCC P16) —:) Dm}r ¥ —— _'- 075 f'/’{ Jf’dfj mezzaning or Wgr/wzyy
g n f}qwm,r_e[ | P 8 v
: : : =1 \ ‘]h Baruster (guard rail) C}}\\\ 4
Conventions regarding lines i ! _ [/ -Z? /
Unlike a sketch, in a scale drawing the thickness  Wnd it / B - e ‘:t-\— s 4w

of the lines must be consistent and regular, because

they signify something. When drawing in ink, or
with instruments, the thickness is strictly control-

led, but when using pencil you are in control. It’s
a good exercise!

A base line, or contour
It shows an edge in the space, an outline, for

the seaurs

example the top of a piece of furniture or the
banister of a staircase. In fact you don’t make many
lines of this kind on a plan drawing.



Lines indicating dimensions
See p24

The section line and the walls

When you make a floor plan, in principle you show
everything under a certain height. By convention,
this is fixed at 1 metre from the ground. Everything
above this height is left out of the plan. But there
are certain elements which come up from the
ground and go higher than this fixed height, e.g.
the outside walls and partition walls. On a floor
plan these are shown cut off, as if a horizontal
blade had separated them from the upper part.
The passage of this blade defines the section. To
differentiate the section it is drawn with a very
heavy line.

The stairs

You also show what is under the stairs, as for
example a small storage space. The banister,
or guard rail, is shown by two lines. To indicate
the direction of the stairs draw an arrow, always
indicating upstairs.

The logic behind the symbols

Note that there is always a logic in these conven-
tions: a single line indicates an outline, two lines
two outlines, which here makes the top of the
banister, or handrail. When the section line arrives
at the windows, it is replaced by two thin little
lines, closed-up, which indicate the thickness of
the glass.

Showing furniture and equipment
In general, pieces of furniture are not shown on
a ground plan, since they are not permanent. But
if their presence is useful on your layout, you can
choose to show them exactly, or to use symbols, as
shown below.

Fixed sanitary ware is always shown (these are
not furniture). Kitchen furniture is variable, and
you can decide for yourself.

 dwdle sink .I

} rg? bl

K itzhen hot with
it wen, dovr gpen 2 burners
= Jie b |
II ) S |
j O e I :

C-(-trrﬂgﬂ ipace

dmdle
table and chair washbasin washfasin

oy & ©

2-seacer sofa

]

Lngle

WKIMZJ'M-
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Changing around the furniture L

Get used to working on a floor plan,
laying out the different arrangements
of furniture you could have in the
same room. Draw a plan of the room
you are in now, then change the
furniture around. This exercise will
get you accustomed to understanding
the dimensions of various elements,

being aware of their proportions and TS . I | ‘l

thinking about the empty spaces
which enable people to move about a
room.

Furst make a plan of the rovm withmue
furniture. You can phatwapy this as many

tunes as necessary.

Furst arrangement: the sofa s oppusite the
Fireplace, which has been foarded, up and
hidder. by the televisim. The dining tafle is
rather clise tv the kitchen duor.




| the dining table has been.
Third ArraRgan et ‘y k‘\:‘ %4 uttLng-rommn
ement: the W‘M table has moved near r'/tﬂ/t:l/(’;d"’w Zloﬂ bed ot i
ST » of the door pas deen '
and the arrangement
Feen mov% r"m:iv )
sutng-

LEALLANCEMENT, You cAn COLOvR C

YOur DrAW NG AND CONCIDER How
ITHE ROOM WLl WORK BErPORE

MAKING ANY NEW PURCHA e,
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blevation and section

An elevation is a straight-on view of a wall. If you stand back, looking at the
wall horizontally, you have a full-face view of the wall, known as an elevation.
The principle is the same as for the floor plan. The side walls are thus
sectioned vertically, as they were horizontally on the floor plan. This elevation

can be called a sectional elevation.

The drawing is of what is facing you, the items
against the wall: doors and windows, but also
shelves and tables, making an ensemble, like a small
fagade in your room. Side passages, doors and win-
dows are always cut off, but avoid cutting a single
isolated item, such as a column. All this is Impor-
tant: the line of section must indicate the volume
in general and the openings, even if they are not
exactly opposite.

Sectun of a bathroom, v the seale 1/ 20, ==

which s mare swieable for drawing small,
spaces and, the arrangemene of decalls
uch as oupboards, frokcases. Note the

thickness of the section line, ¢v help
differentiate the empty space.

n

i

oz

Elevation of a sutting-rovm, with a small ﬁnlﬁv{ty o the
= lft andtvthe rgyﬂr a dmrway. Seale 1/ co.




e e e

Draw your rovm in elevation (face-m)

Rearranging an area of wall

R ethinking the layout of a flat doesn’t always mean
moving interior walls. Rearranging a wall panel,
changing the decoration and objects displayed is
in itself an important modification. You can plan
this on paper, especially if you are thinking of
buying new elements such as shelves, storage boxes,
sets of drawers etc.

Design in modules

Take measurements of the various elements to be
included, and imagine the various different ways
they could be put together. They will be much
more interesting if you have worked them out in a
drawing: they then become real little compositions,
combining practicality with aesthetics.

I8
B

Draw the varins Ltems to be thelided

M. K
O

i
|
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s
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Making a layout

The layout consists of producing a ground plan and elevations of a building, or
one of its parts, after taking measurements on the spot. There are thus two
phases: taking measurements and copying them out on the documents.

Organisation of the layout

We start with preliminary drawings on which we
mark the measurements taken. These drawings are
an intermediate stage between the sketch and the
ground plan: they are done by hand, on the spot,
but with most of the codes in place. Now that you
are (more or less) fully informed on all the ways of
showing what you can see, you must get ready to
take the measurements.

A team effort

Ideally there should be three people involved: one
to draw and take notes, and two to hold the tape
when large areas are involved. At home, you can
get your family involved in this operation. But if
you are on your own youw’ll just have to manage.

A sketch of the ground plan

This is the moment to apply the principles of
drawing laid out on page 10. Start by making a
freehand plan in a hardback notebook, preferably
room by room. Leave space around the drawing for
writing down the measurements. At this stage the
exact scale of the drawing doesn’t matter because
you are going to mark it in. Try to keep the drawing
in proportion, so that it is easier to read.

The dimensions

These are indicated on a parallel line in the same
direction, with small lines to indicate where

the measurement runs, and little bias marks to
indicate that it’s a measurement, not part of the
drawing. Be methodical!

-

Walls and partitions

When marking down the measurements of cach
room, there is a tendency to forget the thickness
of the walls or panels. Take measurement twice, to
guard against mistakes. Measure against the real flae
surface, not the thick mouldings on the doors or
wall panels.

. 25
¥
2o
<
Sl 4

Small lones ¢v indicare
where the measirement
hang,

Parallel line in one direstim.

Details

The amount of detail required depends on your
final intention. For a flat, don’t include panel
mouldings. But if you are planning to reorganise
a library, or similar, you probably should include
them.

220 132

4

small fias w«j tr

indicate that it i a
MEASAHEIMEnt and. not
part of the drawing.




Tldying up the floor plan/drawing the
whole thing

You can now go on to a drawing of the whole
thing. Think of the floor plan as a good sketch
which you want to improve or tidy up. Of course
you can work in two stages: a first sketch as a foun-
dation, and then superimpose a final drawing.

Format and scale

Now its time to choose a scale. Let’s think of
an example. If you are doing a layout of a flat of
100m?, more or less square, it will be around 10m x
10m. At a scale of 1/50 (or 2cm per m.) it will be a
square 20cm x 20cm, which could go in an A4 for-
mat. But it will be too cramped, as you must always
leave some space around the drawing. Thus an A3
format (29.7cm x 42cm) or even larger (50cm x
65cm) would be more appropriate. Of course, you
can cram in a little more in a sketchbook.

Constructing the floor plan

You must first of all make an outline, that’s to say
trace out the lines which will not be visible at the
final stage of the work, but which will help to
ensure that the visible lines are well positioned.

Study the layout

Before drawing the floor plan, make little sketches
of it, diagrams in which you can analyse the gene-
ral dimensions. Without really making a final plan,
it’s a way of understanding its logic.




Layout of a flat

In this example we go on to the layout of a whole flat. The drawings
on these two pages show the different stages, and the progressive
fine-tuning of the drawing as we sketch and verify the details.

This firse layoat, made in siew, has boen based, on the Faet
that the flor plan of the flat is really simple and can. be
samined vy i a Tew dimensions.

The drawing is nat (v seale.

—a
stul at the rugh copy seage, bk i
this second, dravipg detads the | T

MEASrements.
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n this third drawing, all the infirmation noeded for an interior projeet u
laid wt- See the detals of the project o page 38.
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In a scale drawing you have a good view of the location and can take
measurements as accurately as you could in the actual space. Moreover, this
Is the drawing most used in building work.

In order to do this, you need to train yourself to look at space differently
from the way you normally perceive it. Thus we are now going to consider
more ‘visual' methods of representation - the different kinds of perspective:
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[sometric projection

This form of perspective is very easy . -

to apply. Moreover it enables you E ]

eventually to take measurements, W ————

as with a floor plan. In effect, the The ;dw,wkrrwéy tv tackle this natuh u tv arrange a layoat- o a buas, inslined. i frine of you
parallel lines do not converge and. Ughtly pusted. Nate that you just need tv deaw sime vertical ines (parallel ¢ the sides of
towards the vanishing point; they the paper) v find the walls

stay parallel. Several variations Ntz alsy that when yo incling and curn che lagonc, the rectangles of the faces of the walls eake m

the aspect of paralielgram. The oppusing sides stay paraliel tv each ocher. The view is distoreed

Ist, ding to th le of sight
iy e T O 0 STl v relatun ¢v the groand plan, but kegps this regulariey.

chosen: nearer to the layout, or
nearer to the elevation.

1. We can, when the ;bm has been puited, lwer the /Ley/'f of the my[e;,. as the arrwg (ndicate.
The view favanrs the Taces of the walls, ev che detriment of the  geometry of the plan.

v
e . ' |
Togec Trom. 2 ¢v 4, dunde the heights 2 2. We can get A sumidar resle by only punting the lefe and right sides of the plan.
and b §y 2, then redraw the lines.

T




Ofserve the namernds variations
pussible, acowding tv the
angles chasen.

An effect of reduction

The projection view does not distort length. It  To mitigate this impression we can correct it a
produces a paradoxical optical illusion: thinking we  little by reducing the height, but then you lose the
are seeing in perspective, we find that the vertical — chance of taking measurements. Note that measti-
lines, that’s to say the walls, are higher than in reality ~ rements are only taken while the vertical lines stay
because, if the perspective was true, they would  parallel, and parallel to the sides of the floor plan.
cffectively be dwarfed by the effect of distance.

[MENSIONS
P pRBJECTION Vit keens THE D
' op AND
T paRTs oM THE FLOOR. PLAN (r
v el

ROTTOM) REMAIN (DENTIC
¢ AR UNCHANGED, THE

NETHER. |

AL BuT,

(= THE VERT ICAL LINE
1SN LONGER. VAL,

GORIALS AR
i NOR. WIT H

WITH THER ORIGINAL DIMENSION

EACH DTHER
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Drawing three-dimensional objects
and furniture

To understand this technique of the projection view, start with simple objects, such as cubes, before drawing spaces.
Practise by drawing pieces of furniture or domestic appliances - this is a good exercise which will familiarise you with
their shapes and dimensions. These progressive sketches will also remind you of the initial principles of drawing: lines
of construction and proportions.

You will natice, lvking at the drawings, at which point this vegw is weful tn drawing a small oject. This is dug tv the face that, of we
limit ourselves tv a reduced. part of the visnal fidd and. alse away from the vanishing puint, the view 1 praceically the same as perspective with
m/w/wg ym (see »imvw,}y, /ze,z).

1. Draw the sguare o rectangle of 2. Put (n the vertical lines and then the parallel ones. 3. Einlsh with the detalls.
the_groand plan of the ofject.
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The finushed drawing.

;

& ,_AAQX i 2 I -

)

1. Draw an angle of 30°, then divide the top 2. Draw the mfrg/ttr, then the armrests.
line in twe. Then divide cach half in three. )

B e

4 Oraw the angle of the back c. Draw the fack and then the rest of the arm,




Design an office space

Taking advantage of the benefits of the projection view, i.e. keeping the
dimensions, make some detailed studies of an object or a small piece of

furniture. More visual than ground plans, these studies-allow you to show A foldaway office on a shelf
thickness, objects superimposed one upon another and spaces. Thanks to the

| 1 ) . . ) N If you only have a small space, and not much
flexibility of drawing in pencil, we can introduce see-through views, avoiding

money, you can make yourself a foldaway office,

multiple views of the same thing. even a mobile one if you fit castors on it.

. Start by doawing sime |
Arangrs. Draw errcwwt |
switace first,

. ; pucty | |

3. Now deaw ywr offree shelf. Don't furget tv reserve a ' THE H&lr‘:“‘r o8 T'J"E | |
: Frea| |

space for the central wnit and somewhere v | ovr Fw’**’ oF A~ CdfM Py || &
pue_your Teet! i AwyT

34
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Grouping office furniture
“I'he projection view enables you to move furniture

around as you please. Try out some arrangements
(o find the one that suits you best, before buying
the various elements of your office corner. _ .
2 Draw in the vertieals, then draw

the various werk surfaces and
§SUage Uity

\\—W"
T I‘F.()'/(:C'r')()l\/ ViEnw ENnARLEr v
: v

Cavaiy 3
MLy > (Tuby DETA
TAILE AND THE

WHOLE ALCEMBLY

I Draw 4 flor /Jlfm of the varums
tlements ensaged.

3 Draw un the ather elements_you
need: shelves, drawers, movable
e,

4 Fundsh chis compusievin by adding in all the decails — lamy,
pvrr’/'ﬂw, computer, fuoks eec.
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Playing about with space

Finally, we can consider a space as an association of walls and objects. Using
a grid traced out before and placed under the page (if the paper is thin enough)
allows you to play about with spaces as you please. Once you have mastered
the principles of projection you have at your disposition a highly useful

instrument, equivalent to a small-scale model, but easier to modify.
o

EETTER

TRANPA RENT



Drawing a kitchen

Here is an exercise in using projection. The preli-
minary drawing of the corner of the room and a
framework of 60cm squares automatically enables
you to place units to the correct size. This visuali-
sation of the units, even if simplified, enables you
to group them better.

| Draw a rnber of Gocm squares
(standard sze) correspornding v
the rumber of kitchen whits and

2 Draw in the vertical lines, as
&\’ﬂﬂmfé w page 32, then nd aut
the sperflnons marks which prevent
the drawing beung read easly. "

3 Add shading and detads, wing
the symbuls from page 1.




Swapping round kitchen and
pbathroom

This project makes a significant change to the home. In some old

flats or houses the kitchen is often far from the dining area and the
bathroom is very small. What we want to do is swap them round,
creating a kitchen corner in a living-room with a dining area, and a
more spacious bathroom with natural light. The living rooms have been
enlarged by getting rid of a door and taking down a partition wall. This
is shown in the following example, where a layout has already been
done (see p.26).

—

e ,—|I -
—r{c P Hgﬁzﬁ = = . T How can we swap roand
i these twr rovms’

-

Drawing th yry{eprtm enables w

to see the avadable space.

The partutins have been taken
away s chat we can vimalise the
future kitchen becter, bue als o we

can measare wp the demalition woirk
tv b¢ done.




Different ways of installing a dining area
along a wall, with shelves, and stvrage
. wnits or display wndes.

The horwzonenl lings of the groand plan extend
wtv thase of the hutchen, while modifying s
Wit 10 A5 (0 have contnity on the transutum

* between theie twe ipaces. ;'/u;; »imvv(//y shows
\ particlarly the kitchen pace.

a9



Visualising a kitchen corner

This example, taken from the transformation on page 38, puts into practice
the studies made on kitchen furniture, and the different combinations on the
60cm module. The projection view, like other representations, shows here
its limitations, because it is impossible to show a space, and the walls which
delimit it, at the same time. Only the ground plans and sections in their way
give precise solutions to this problem.

However, projections have the advantage of raising
questions, like that of the partition wall now sepa-
rating the kitchen from the entry hall, which was
before the wall with the bathroom door. (This par-
tition is studied on p.42.) ||

Kitchen fm:f{ty(; it
the loving-rovm

40

Kutohen frineage wer the

entrance hall




. rgéﬁt"- The ﬁy/; fﬂﬂ’
;‘Mmr/;wm wall s taken
hovd, 15
- An extrastor :
B s i hi i i
drawing we can stwdy vv/tfzf s
Mffew ﬂl"(ﬂ/ﬂ f'/"e Mwﬂl
G7ing that tne coiling i

transparent.

bErian MAGC, WHICHN ALLowr g

WALLL To PE TAANrPALENT,
fusPenD; CEILInGs |n THIN AIR, Anp

OTHER ADELAA'HOIW, VUFEryL VISUAL
AIDE wWH) ARE NOT POssikLE WITH
A REAL SCALE MODEL,

C(.rmiemcd view of the kitohen space. .




The reorganising of the space in this flat [see p.40)
means that the end of the entry hall acts at the same

time as an open partition into the kitchen.

This partition has two distinct parts: top and bot-
tom. The bottom must remain closed because it
conceals kitchen elements, equipment or storage.
On the other hand the top part can stay open or
half-open, in any case becoming the object of an
obvious change. The partition becomes the fron-
tage of the kitchen, while still being the end of
the entry hall. We can treat it with elements which
have some of the properties of a fagade, such as
louvres, venetian blinds and houseplants.

ING
S eEERTE CHR
{ ; | T \
e ' pORGET ! —
ONy {+ ¥
I“."T‘T‘ ENDE
¥ BE gusP {‘
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THE VARJIOVS STAGES

entry hall

Plan kept, an example and
the transformatim.

=
N

AN




Preparatory drawing

solid, part mnning from. the false
ceiling dovin tv the /w—oé:en.

Open part tv e
cgamw

W™

S,
Pilot study of th;?fc/?‘;rer part which belongs to
the entrance, with storage drawers. In the upper
part, the objective is not to indicate the kitchen
beyond.

Pilot study of the lower part with open shelves. The
upper part references the kitchen, and is presented
as its fagade. On the left is a stand with a pot of
herbs, and on the right is a system of louvres.

The top part hides a light, evoking the shutters of

S a bistro.

: L4
, Ry
In both cases, the right-hand side 15 more opaque,

to hide the kitchen elements, while on the left it is
more open, looking towards the dining area.
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lranstorming a flat

In this other example, it is a space with a double orientation which will be
created in switching round the kitchen and bathroom.

The whale flat: The accent s flami m the parts

that interest s, and the walls are trangparent,

which allows an werall pueture, which a_groand

plan wonld, not ™

. Here, a schematic view of the crvcial parts, the
i walls and partitions, The rowmg tv be converted:

44
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Lo
~

<
The space s shawn, wichoat partitions

W view of the p/wmya, For which the

A planning sketoh. it will be
necessary tv make several before
deciding o 4 solutimn.




Creating a dressing-room and a bathroom

Different kinds of spaces can be drawn up very quickly using ready-made grids. Use tracing
paper, or any other paper that is transparent enough, to let the markings show through.
Below, exploring different uses of a space, using grid 2 (p.83), shown in grey in the first
drawing to show it in position. BEFORE

How can this space be
therporated tv enlarge
the bedroom?

Place the corner of the rom at the pont of the grid
where the three planes interseet, then place the edges s as
tv Whtain the correct dumensions.

emﬂqym ﬁrfﬁﬂ% wpenings, and = -__"_:.!— S !
eventwally, furniture, [

.'.. - urﬁ?’Hg G#-ro; — |
1]

Seeung throgh inty the squares Pm;g; 8 2__ ‘?3 |

------




AFTER.

The space has Geen. redesigned tv create
dressing-rovm. The space wn front of the windaw
has been wsed tv design. a lieele of fice corner.

Here, the kicchen has been coverced into the bathroom Ciee p-3€).
The corrider which led ¢v the kutchen has been wsed ¢v create the shawer.,
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Seeing things in perspective

The effect of perspective comes from what our vision makes of what the eye

sees. Between the eye and the outlines of an object we can draw the sides L
of an angle, the angle at which we see the object. We can observe that if the : f
object moves further away, this angle becomes narrower, and to the eye, the !IL““'
object seems to be smaller. This is the effect known as perspective. ~
J p p ’W—":ﬁm =5 T ] :
/& " <9, W jin
AR

y SR I T,

. The drawing belows has been sumplified v serve
the lines of perspecture.

s

The strajght parallel lines of the road appear v m:emrr a point which seems tv be in
wnfinity. This i the vanishing point.
48



"
s 1y
| wawan \\\\\ I
bz r ) R . it
/ l 1 \ \ L e N N
2. The partition on the right us removed. 3 mmhug lnes conld. e prolonged // 4. f We apen  guor, we can see the lines of
(T wnfinity. f 4 flng contining.

,f”
The whale collection of parallel lines -

ot necessartly horizoneal — generates

a MMW /mrd‘.
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The horizon e 1
The multiplication of parallel lines generates a
whole series of vanishing points, aligned to each
other. This alignment is called the horizon. This
line does not appear of course, but it is recom-

mended to place it in a realistic drawing as well
as in an imaginary one, because it is the principal
reference point for fixing perspective.

50




] 2 VI, e, D

/_L/?L\i\

i &

R

cemn
i

A 1; > E F
The puint o the harizon and. s vertical line indicate
the position of the oserver.

Moving the vanishing point on

the horizon

When we move, the vanishing point of the lines
in one direction seems to move too. We can expe-
rience this in a room by looking at the vanishing »
point of the tiling. This shows that the vanishing
point is not just an effect of lines, but also an effect
of our vision and our position in a space.

e ——
—

S~

The observer has taken & step to the lefr.

ot

The observer has caken A second,
step tv the left:

51
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The height of the horizon The eye of the observer us alimast ae the

Our position in a space affects both the vanishing level of the %W
point and the horizon. In the drawings on this R
page, look at the view from above and below. They Sy h]'- n
e e e

show clearly that the horizon, at the height of the
vanishing point, the convergence of the edges of
the shelves, is at eye level. And if we stand higher,
or sit lower, we can see that the horizon follows
our movement.

Once the height of the horizon has been esta-
blished in a space, it must be shown in the drawing.
That then depends on the framing you want. If
you want to show what is above the horizon, you

A\
S S
:

The height of the horizon in the drawing y‘

will place it towards the bottom of the window

[
(see p.73). / | j l{

The gye of the observer us at two-thurds _ f 4 The e of the aserver i ar table level,
% iz 7

SON e &gﬁr of the wall from the fettom. ! db fo that s wface o we lenger visile. /
- = o j i : 5

I/ ,I
- -
” -
i
:
—
% e
=




Phat tran, i mot only g height even s L=
g s umpustible, But if the wall becomes PP e
Warything becomes in wrier and the man is in place,

mh Further away.

i

i
I

..l

e,

This weman i net tv foale, ™
becanse her heught is naot in

kegping wich the sthers.

Mere we can estimate the helght of the rmin, seeing that the harizon, at- gy level, comes abwt
tWe-thirds wp the wall; s the height from. the ceding is aboue 2.c metres.

The height of the horizon, people and R
the scale

The horizon being at eye level of the observer
(about 1.5 metres if he/she is standing) it follows
that if other people, positioned in the same way,
are shown in the drawing, their eyes will be at the
same level, aligned with the horizon. At the same
time, this perception can tell us instinctively about
the height of the room.

Here the harian, at eye level, comer abwie @ guarter of 4 way wp che walls, we
then see chat the room hai imaninental proportians, with # heghe of arond ¢
matres. The man o che nght o ealler than che dbierver, beeanse hus head (s afove
the line of the harizn.,

th this drawing, we fee chat the observer
. mit be seated, becmie the harizon s

At ye level of the perion iented on the
right while below the hevght of the people
:f-ww.

HETE IKETCHED fHow T AT THE

IZON I A NvbuApLe p‘M'Di-IEA-I'OﬁL
A DeaA WING, EV‘EN Ll il NOT

KEPT ;
SIECEING I ogelt ECCENTIA
1AL

POR REALItM,




1'he view Irom the front

This is the view facing you, the main part, usually the wall from the bottom,
shown in elevation and the sides in perspective. The wall is not distorted by
perspective - the sides stay parallel, the proportions are kept and we can
choose which scale to use.

FRONTAL VIEWS ) (o s

\._. \ = r;_ j
"\\\_5’ ot lnes mdﬂr

" tv the wall at the end)

This view presents all the advantages of perspec-
tive, and in an architectural drawing of the interior
it allows us to show the floor, the side walls and all
the elements seen here — furniture and the arran-
gement of details — in a much more realistic way
than a projection.

Moreover, if we take a photo, keeping the axis
of the object horizontal and perpendicular to the
wall, we get a frontal view.

We have the impression of being in the space
shown, while with the projection view we were
outside. In principle there is no longer the problem
of walls in front hiding things, walls which have to
be deleted or made transparent.
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The principles of a frontal view

. Sketch of the fﬂMt From the fottom. 2. We define the /ch/w— of the harizen, which
curresponds tv the ¢ye level of the ofserver.

The problem of depth

At this stage there remains one problem: how to
define the depth. In effect, nothing allows us to
draw the lines in front of or behind the back wall
if they are parallel to it. They are at a certain dis-
tance, governed by perspective, and we need a way
of fixing this distance. In the following pages you
will find an exact method of doing this. The prin-
ciple is simple, but, if geometry is not your thing,
the explanation might seem rather abstract. If you
want to draw exact perspectives you have to apply
it, but tor sketchbook studies, which we are mainly
interested in here, it is enough to understand the
principle, and then apply it by guesswork, in order
to avoid obvious errors of perception.

' |
/,J_p ! .

3. We chowse a pusition for the vanishing povne o the harizon, centre,

et or right, which corresponds tv the posible puitions of the observer,
as we saw earlier (see p.3). We can then draw in the vanishing
lines which demarcate the side walls, coding ete.

5]



¥
OV cAn, /‘\P\L/VE AT THECE
Vi€Ewyg IN A MORE )

96

WAY
+ AND 50 (k1P 7oy, p

THE (TAGES OF THE DRAWING
To draw the depth

Here is how to go about drawing the depth of
a frontal view. If you prefer you can just do this
first exercise, which explains the method. It’s very
simple — let’s start with a small example.

3 Place punt 0 (anather vanishing point) o
.. Draw a fack wall tv a chasen. soale. the harizar. ¢v the right; sitwated il umm
Draw un the hirizon, the vanishing puint O, equal tv that where_yon are placed i relacvon.

o e che wal tv the wall, This distance is measwred o
R i prEme RO the horizon, tv the same seale.

4 Draw the line OF, extonding it until i
meets OA, tv make the print A .

NTUITIvE

WHY (§ (T A SQUARE?
Withot gWing a demanstratum, note that when

"‘L" e B[ 0D 1 ¢qual tv the distance of the ofserver from
L \ the hirizon, O fecomes the vanishing poine of all.
§. Draw the horizoneal line A' B!, then B B'. the lines which are at 45° tv the_groand, plan.
You have marked sut i the grivd a square, A'B makes an angle of 4c° and s constituees the
attached tv the back wall diagonal of a square. This property enables ws tv

find the depth from. the width.



Mastering the depth
You see then that points O and D show your posi-
tion in the space: point O gives your height and
your position laterally; point D gives your distance.
Mastery of the distance is a little tricky. If you
are placed too near (if D is placed near O) the sides
are very distorted. If you are too far away (if D
is further from O) you risk being simply outside
the room. Moreover, in that case, point D is often
outside the drawing — annoying because you need
a wider piece of paper that the area being drawn.

tf. you mave puint O, the drawing Us chayged,

A5 the perspeotive aues when yo get nearer
or further away from. the wall. if yoe mave
COWAAS O, Yy AKe Araning A perspective view
nearer the wall.

We see a similar problem when taking photographs
which necessitate wide angle shots to compensate
for the absence of distance.

Here too, there are practical limits which we
get round by showing transparent walls. We can also
choose to show only the part near the back wall,
without trying to give too big a view of the sides.

» b2

tf yoa mave O Further from O, ym are
further away from. the wall

N,

h

L= —
’—/,z’%— — e e G e A e — 5
/r

T

Outance poune Dutance ;ww
v ?

ot b




10 move back a partition wall

Here is a simple application of what has just been explained. On the left: a room
in which we propose to move back the partition wall to a certain depth (P). And
on the right: how it will look.

FEFORE
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." ‘ . n )
o 1 -
A , \
I. Draw the space un elevation, tv a_guen seale. Place the principal mww
puint O. Place the prunt of distance 0, 00 corresponding roaghly v your distance

From the wall. Draw the principal Vﬂww lings twwards ©, and. one towards O
From the bottom angle of the wall ac A.

!
(
{
i

o

. Draw on the vertieal lines from the fase wietl f’/l{y
tneerseot with the vanishing lines.

THE STAGES OF THE DRAWING

\

l’//

. =
A1 2

2. Frim A, mark off a thart lepngth AP, equal tv P, the reguired
dustance the partieion has (v mave.

| |
E

v/

[ Y
&) R
4 Oraw o, the grownd the line A P, which (s the base of the
new parcitun wall, applying che principle explained on page c6.

6. Remave the lines no longer needed (lefe here a5 dutted lines).
59



Creating an extension to block off a corner

We can modify the project from p.58 by creating a corner for a home cinema,
library, office etc. To do this we have to make an extension from the new
partition wall.

"

The utial drawing with the
exeerston shown tn dotted lines,

60



THE VARIOVS (TAGES OF THE PROJECT

e

1. We have tvgu back tv the wutial sketoh of the wall
(With tne part consistung of the dor) beoanse this will
enable s tv take aconrate measwrements. inface, in the
peripective deawing, snly this groand plan of the particim
was drawn 1 a knawn soale.

3. Once_you have drawn, in the back. base of the
exterslon, draw in the vertioal lines, wp tv the
principal vanishing lines. Then draw the diagmal
twards O which will give you the front of the base.
Fonush é’y drawing (n the vertical lines of the firse
layoae twards the lines of flight. e

2. Place P (for exaimple Puicim, drawn tv the senle chasen, for
the duvr panel) according tv the depth of the extensum. ¢ Ge
made. Place P on the harionenl, ranring frim. the righthand
corner of the dmr wnit. Bruw P forward ¢v the mudale of the

puint of distanse. Yoa have P,

| The completed project

: S i ()
+ WHICN Gives ™E I
NEW ExTension,
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Planning the space

A HOME CINEMA

We can create an extension [see p.60) with the idea of
planning a particular space: book corner, child’s room,

etc.

N A BOOK. CORNER. r —\

b The extension i reduced tv a particin | metre wide
which serves tv partially isate and separate a hiire
| ee clnema corngr Trom the rese of the room.

The back. of the rom s wed for placing a sifa and shelves.
The space twrns arwnd the exeerston/lbrary. The part o frint
s very gpen, and contains a werk sarface and a partition which

creates a real litte entrance.




. = 2
o i
% : 7
A BEDROOM /OFEICE /"‘,'/) i
The extension (s completely clised o the duwr side
and honses bunk. beds. The back of the rom s
tuned intv an office. ; J
i o 63



Converting a space under the eaves

How do you draw the perspective of sloping walls and a

little flight of steps? In this example it is not the end panel
that will be used for the elevation, but an imaginary plan-

of reference, situated on the first ground plan and symbolised
by the dotted line. The point D can thus be placed quite near
the O (see p.58) as this project is situated inside the space
marked out with the dotted line, and so there is not much
danger of distortion.

FEFORE
The space befrre conversion. The plan
of reference s gymbulised by the
dutted line.

. -y B
'1--—

- "“_"fﬂr“'iffa’:;'f'p"vﬂ? , 1t /:,. 4 J,fé_—m-,}},__ﬂ_ﬁ - Chowe the height of the platfrrm. (coom) which you
' -y e place w the lefe, o the datted line. The extension.
P Us there v that the platform aligns with the

First Jg@/w o the rgM.
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THIE METHOB, Appjgp

TO PANEL{ ON A fLoPE
’

Designing a small flight of steps Designing a skylight ENABLES ug 3
The second conversion is the creation of a second 5 e fikpriie
dormer window on the right-hand wall, at the T WIDTH op e

bottom of the room, which we imagine as being . OPENING 1o g MADE,
one-third the size of the remaining panel, and in ‘
the centre. Here is the method for dividing a panel
into three equal parts; it applies equally well to a
panel seen in perspective.

Draw the twr diagmals of "r(’-—J

the panel which separates the
First darimer windaw from
the end wall. These diagonals
gwe ym the middle of the

ffmd. Draw the median line.

The Aﬁg/bf (roem) allws for 3 steps up. We divide
the /wg/w' in thiee, then draw in the mnaw

e, 2 éy means of the diagmal o the lefe, Draw the diagomals
diide the horizontals in three tv create the risers. of the 2 demu-rectangles
The 7 l{ly o’ffhg V”MJW fﬂ)m‘tf and, the Wzmud thus created.

lines allows ws v draw the steps.

o At the pounts of interseetion
draw the 2 verticals
which will divide the

panel in thres,

> The darmer ae the end wies the residual slape of the
caves. To deaw ut, you have tv deaw ot an extension
. the groand (see p-60) and Jon up the foot and
the tup of this tpening. Then deaw an pening in the
ereated pangl.
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A tew simple construction tricks

How do you establish equal depths? To divide a walll How to deal with an irregular-shaped
How do you divide the vanishing line AB into a  It’s enough to draw the vertical lines linking T space
given number of equal parts (here 5)? to H.

-

In this space, the right-hand wall has been rota-
ted so that it is no longer perpendicular to the
wall below, but turns at an angle. In this case the
edges of the panel do not meet at the vanishing
point O, but at a new vanishing point P. It’s there
no matter which horizontal generates a vanishing
point on the horizon. This prepares us for the
the oblique view in which our gaze, turned to
the side, brings about the displacement of the
vanishing points.

1. Oraw a ling parallel tv the harizon, seartung at
A, and mark it ¢ egual segments.

—— & K - )K L R4 e

\ 1t

B \
e \
e

2. Joun the last point ¢ tv point B, and extend, i
v the horizon line, creating varishing point P.

The wall can. be divided durectly wirking from a
3. Draw lings from P tv the prints 1, 2, 3 and 4. vertical line.
These varashing lines duvide AB equally.
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How do you draw a circle?

The drawing of a circle is always bounded by a
square and appears as an ellipse. Note that the large
axe and the small axe of the ellipse do not merge
with the axes of the square.

Perspective or projection view?

Note that a detail far away from the vanishing point
looks like a projection — the vanishing lines are
almost parallel. In fact, small objects often appear
as if projections. Its why assembly instructions are
often illustrated on this principle.
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laking down a partition wall

Different kinds of spaces can be rapidly sketched out by means of a ready- '\_‘;E_qu G
made grid. Work with tracing paper, or any other paper fine enough to show '| ]
the grid underneath. . |

N REFORE b o i AFTER.

With the help of the grid m page 84 the blick o the rughe
has been eaken dwon and. the wpening enlarged tv umprve
the view of the window at the back.

i
;' 4 ﬁ "',1.1]
i} & !* |
43 I |
| I
._-? o J l r I;‘.
i ; ;i {a
LA
a1/ 1
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Creating a mezzanine or overhang
Grid 1 (see p.82) allows the study of a more com-

room.

plicated conversion, to take advantage of extra . 7a
space that has just been created at the end of a oo

— et

i |

.\\R'..

: ; N
BEFORE Corstrvetion lines help us vismalise the new space. The pronciples of thus conversian. a placforim on. the
This wag nat vistble un the Firse skeech. mezzanine [loor and & staironse/ \ndder. The dovr

on the left u ev stay, bue wil be slightly buile wer
by the placturm. We can gange the effect of the
futwre mezeanine.

/! | - - ot
Pusstble treatiment of (the handrals and the
sppurting strvotwre of the platform, tv consuder
theur visnal impact on the room.

4
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1'he obligue vie

This view is also called perspective with two vanishing
points, but don’t worry: the drawing is quite similar to
the frontal view.

The sumplified version Felow
enables wi tv see the necessary
wadificacion: if we seull have a
principal varuhing punt Chere
PF2) antther vanishing prine

appears an the lefe - PFI.
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The view here has already been shown on page
66, in ‘how to deal with an irregular shaped space’.
Here, our gaze is slightly turned towards the left. In
this view; the lett-hand parts of the room seem fur-
ther away from the centre. They thus seem smaller
and this perception is most marked on the verti-
cal, the left-hand angle. The two lines of the panel
at the end, at ground level and at the junction
with the ceiling, now seem to converge towards a
vanishing point PF1. In a frontal view these lines
were parallel; now they are convergent. And they
are still parallel in reality! This is an application of
the fundamental principle of perspective: objects
further away seem smaller to us.



The rigorous construction of this kind of pers-
pective necessitates a ground plan, an elevation
or a section and a geometric device which is a
little complicated and which is not shown here.
Nowadays, in professional practice this classic pers-
pective is done by computer (see p.80).

Using the oblique view here starts with a
sketch of the ground plan of your interior space
or an imaginary space, in which the first elements
are placed by guesswork. It’s what we call in the
following pages ‘building by eye’. We also use some-
Eil

tricks of the trade which are enough to obtain a
good result.

Here too, the grids enable you to make some
sketches (see p.86)

¥
=
e
b
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Designing a room by eye

To design by eye, follow the approach suggested here: setting the boundaries, Placing the horizon

positioning the horizon and drawing in the principal lines. The horizon, as you know, is at eye level. To posi-
tion it well, aim for a point that you are certain
is at eye level, then measure it, remembering that
the eye level of someone standing is 1.5-1.6 metres
high, and 1 metre for someone sitting down. Aim
for this point and mentally trace the horizontal line
that passes through it. Imagine drawing a red line
on the wall at this height. That’s the horizon exactly
(so long as you don'’t change height!). When you
are drawing, think of putting the horizon, accor-
ding to the composition you want.

j AN
The directims of the twr vanishing poines flrﬂ‘;\\\é}\\: .
perpendicdlar (50°), Yon can see distortions forming Yo P — il
0 the stdes and ahead: much better tv chise 4 more. | L. 7 L L
maderate angle, wsing a lietle guessork. /’ If i 1
The horizon in the room [ lf
i at ey level, bue o che ||
page i us at the height yon == — —
Setting the boundaries chuvse, acoording tv what——=——" e
Mark out the boundaries of the space you want to e want tr shaw. Gemmlfy, T,/ ]

show and study: left, right, above and in front of Ut it Arwand the middle,
you. Try to avoid too wide an angle - 90° is about

the widest angle that our eyes can take in. For the

record, an angle of 75° corresponds in photogra-

phy to an objective with a focus of 24mm, i.e. a

very wide angle.
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How do you place the horizon in the drawing?

A
—_—
——

3 S |
g/ ‘I! .‘{/“ ! .
W7
T
!
R o - 1.
T —— -

. ywa are lovking wpwards, the horizon will b2 at the fottom 7 yoa are drawing Furnitvre at flor level, the harizgn will be high wp the page.
if the page. (Note that if, ywe are locking complecely wpwards o danvards yos are changing
the kind of view — we will duiewss chus lmeer, see p. 78.)

] The lunes at_groand level are often, hidden. by
furniture. 1t us ensier tv dednoe them onse_yon

have put in the vereioals of the cormer angles

Placing the angles and the line of the
and, the harizentals of the ceddung.

ceiling

When you are standing in a room, the most

obvious lines are the vertical lines of the corners
and the horizontals which mark out the ceiling,
like the cornices. Draw these three (or five) lines,
being careful with the horizontals of the ceiling,
for you still don’t know their vanishing point.




Placing the vanishing point

Now is the moment to put in vanishing points, to
left and right. One often feels it would be easy to
place them by eye, directly. Experience teaches that
this impression is wrong, and leads to mistakes.
‘What I am giving here is an absolutely reliable way
of placing the vanishing point:

Take a pencil and hold it horizontal, parallel to
the lines where you are looking for the vanishing
point. Think of the lines behind you — on the floor
or carpet under your feet, or under the furniture —
which are often parallel to the first vanishing lines.

Now think of the line from your eye which is
going in the same direction. It’s one of the family
of lines for which you are searching the vanishing
point. If you are looking in this direction you are
aiming at the vanishing point.

Bring up the pencil to your eye, without chan-
ging direction, as if it were a blowpipe with which
you are sending a dart towards the point.The point
you are aiming at is the vanishing point.

You will probably be surprised to see that the
point is not at all where you would have placed
it by guesswork, but still further. You will also
see that using guesswork you don't put it at the
right height on the horizon, but a little above.
Generally speaking, one ‘sees’ the horizon a little
too high.
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Having worked sat- which lines yon are wsing tv find

the vanishing print, find the orieneatim

of these lines. They have a directun in the room,
v which ('/bgy ar all parallel, rfy definstion.

Having wirked ot the vanishing
/m,'m—, YW Unaging that, as with
the harizon, YW Are_ging €V pat A
red mark. o the wall with an arrow
Ut where it seems v be. Then you
it put ot o paper, o the herzon
already drawn.



If the vanishing point is not on the paper
Very often the vanishing point is outside the com-
position, and so outside the drawing, or even the
sheet of paper. But that doesn’t mean outside your
vision, even if you have to turn your head slightly
to the side. Nevertheless, in so doing you are chan-
ging the line of sight and the drawing. In this case
you have to be able to draw the lines without
the vanishing point. In general we get by using
guesswork, but I am going to show you a trick
for making another vanishing line, or at least for
checking that your drawing 1s not too inaccurate.

THE STAGES OF CONSTRUCTTON

&\

-

7

A

LStare with a vanuhing line F and the herizon H. To
draw ansther mww line, from some poont A, draw
the vertical line which passes through A.

il

|
L=

4 Oraw AR whish crusses this median line.

:_r \:’

2 Draw a second vertieal line, then extend it This
farms a rectangle in perspective.

Al
¢ Draw the second. diagmal line of this rectangle.

|
tod

3 Oraw the diaginals and deaw a vertionl line down

From. the of the rectangle at the print of inter-

eetuam. of the disgmnals

§ Funish the constrvotum. by joning A and A'.

Y7



Ditterent oblique views

Work with tracing paper, or paper thin enough to see the markings underneath. The three examples show

how different views of a room can be made using ready-made grids, giving a corner view, the

vanishing lines and the dimensions.

== P

The angle of the  grid corresponds tv the
corngr of the room. An ﬂrD/LW{[y has been
made tv lead. through tv ansther room. et

S,

|
_,_r -
N \’“x

\AANANNN

1. Beynd the angle of the grid a recess has feen
created tv the left

1.1
DR 3
R R ey

has been created v the lefe and extended

I
} iy
Ly 1

a

_ o > =1 ﬂrf’/be lf'ﬂ&L
|
|
| |
k i
| i
I
B =
Semm I.__._“'__w 4 || IIIUIE THI:T lllchbf ¢N
= = | i 4] PAq_j'lr]' €6-82]



Taking out a partition wall
T'his shows taking out a partition wall in a bedroom.
We then see the space gained when the two rooms

are joined, A cornice has been kept, marking the
old join between the two ceilings.




A view from above .

Until now we have always assumed a horizontal view, allowing us to see
real vertical lines and draw parallels and verticals. This is the view that
corresponds to the most usual situation and simplifies drawing jn perspectivel

If the sight line is changed dramatically, up or down, the view is

transformed. How does the perspective change when the view is not
horizontal?

)
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if we accentwate the

de;rr/u, a mnu/w;y pont

of the vertical lines comes
LT view.

IN THE Vi€ FROM ABOvE
/

T is THE VERT Ay LinEr

THAT CoOnvERGE TowmAep¢
™
~HE RO 7OM, V/‘\NII'H/I\/G

INTO THE DIcTANCE

The view s still horizontal, with the horizon at the top of the

EXACTLY 1 e THE
draning, which allows us tv orientate the view twwards the fottom.

HOL(ZDNT/‘\L LINES InIA

HO/L/Z,ONTAL ViEw

AT



.. . and a high-angle view

With the high-angle view, the effect is exactly the same upwards.
The drawing shows the same progression.

Horizental view with the horizon placed The same vigw, the gaze twined upnards. The
lw Chere U6 Us mueside the drawing.) verecteal lines &gm tv converge.

The view called zenithal, o wverhend. The vanishing poune
uenated at the vertieal u the prne of the sty knawn ag
the 2enith.

IN THE HIGH-ANGLE VIEW, 1T If THE

VERTICAL LINES WHICH CONVERGE

AND EXTEND UPWARDS.
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Drawing on the computer

There are numerous drawing aids available, especially for studying interior
design. One way is to take some photos and then trace an outline of the
planned modifications. Here is another way that allows you to visualise your
interior in 30, by making a model on the computer.

SketchUp

This is a modelling software program for Macs or
PCs, perhaps the most impressive and user—frien-
dly, used by thousands of students and professionals
alike. And what’s more, it’s free. Tap Sketchup into
your search engine and follow the instructions.
Download the free version and start.

Exploration

You are presented with talking icons, and many aids
are available. We show here a small, simple example
to show you what it can do, but remember that in
spite of its apparent simplicity it is in fact extre-
mely sophisticated. You can make a model, modify
it, view 1t from every angle, add colours and mate-
rials, study shadows according to time and place,
etc. The online aids are very good - they will help
you save a lot of time and discover possibilities you
might not otherwise know about.
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First steps

Start by exploring the different
menus. Later, you can consult
the help and download the
instruction videos. You will sce
the ground, bounded by axes, the
menu bar and the palette of icons
opposite (if not, under Display,
choose tools). Here is how to use
them for the first time:

Click on 1 (at the bottom) and
then on the screen, and then,
holding down the mouse button
you can move about your space.
The little hand enables you to
move things sideways. You leave
a tool by clicking on the space
bar or on the black arrow at the
top of the palette.

Qe (O 4dOB &~

%*

¥ 9

b b

&8 7% A E RN @
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Next, go up the tool palette and click on square 2.

Click on the screen, slide across, then click again to
let go.You have drawn a rectangle.

Now click on square 3 — the cursor become a little
block with an arrow. Go back to the rectangle
which becomes greyish, click on it and then, hol-
ding down the button, slide towards the top — a
miracle!

For more fun click on the little box opposite (in
the menus at the top) or go to Windows, Shadows,
click on ‘apply shadows’ — another miracle.

These exercises will show you how SketchUp
works.You won't have understood everything, and
you need several hours to get used ot it. (Start by
printing the ‘memento’ in the Help menu.)



Making a model for your projects

When you have grasped the main principles,
especially the possibility of grouping elements or
objects and stipulating their dimensions (see the
little box below to the right of the screen) you can
use the software for various tasks, seeing the result
more or less complete and realistic.

The pletures appusiee shaw the creatumn of an

extenstn (see pages 6o-61).
| X ﬂfj

YOu AN LINK ’HII WITH Y VR DRrAW C
¢ iy 1 (¢] TN
A b ’
fING ~ FEI\IC”— fRET CH T0 CLEI"’ (& IDE/\S'
/

TH
EN BuiLbinG THEM WITH SkeTemUp
P |
ADDING PEIL:PECTNE;' AND MAKING
MODIHCAT/ON!‘,

AL WITH A PHOTY.
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Grids for isometric projections

. GRID
You can use the grids by means of a scanner and

scanner an . _ »
printer, or photocopier. The lines are thick so that A Wﬂ g le v, fﬂl/WlM {—/Wf rona
they show up under tracing paper or a 60gm paper.
The two grids show the different angles, which
you will recognise. If you slide them under your
paper, they will give you the main outlines.

The dotted horizontal lines are the markers.
Starting from the bottom, they indicate the height
of a bench or chair, then that of a table. The top
marker (on grid 2) indicates 2.5 metres, the stan-~
dard height of a ceiling.

The squares are assumed to be 1 metre (grid 2),
but you can use them as 50cm (grid 1) or any other
measure which suits you.




l.

GRID 2
Vigw favering the levation of the mawn wa
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Grids for frontal views
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| DISTANCE FEOM
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This grid shaws a larger rom, fut niee that the width ot restrictwe
— g can make ot the width you wante, i which case the sides are drawn searcing from . /
the vanishing lines on the fluor. I Mernle,/

/ Arsemar frrivinrids v nsndararnan ..........:T‘\\J
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Grids for oblique views

GRiD POR TWO VANITHING POINTS

Jitnated oatside the dmvw)g.
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GRID FOR ONE VANITHING POINT

WWAted nearer the centre. This view is close v that
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of the Froneal view.

87




Rl e e
| |.l |J|| i Wy il
A‘q II| fl | |F it

I,‘ HW' 'irll,_

..

(RN it
e

Drawing for Interior Designers is a practical guide aimed at helping budding interior
designers learn how to draw professional looking interior designs. It is accessible,
beautifully illustrated and practical. Guidance is given on drawing perspective, floor
plans, drawing furniture and renditions of rooms. Filled with sketches and drawings,
this is the ideal guide to producing successful hand drawings of interior designs.

Gilles Ronin is an architect and lecturer at the School of Architecture at Paris Malaquis.

www.achlack.com

ISBN 978-1-4081-2991-3 £14.99

|‘ l" " 90100)
1408 129 |

A & C Black = LONDON




