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As a teacher and writer in the field of dolimaking, I am
often asked guestions such as, “I have a head and
hands, where can 1 find out how to put them togeth-
er?” or “l want to make a doll with a bust, where can
I learn how this is done?” In most cases the question-
ers do not want to be referred to a specific pattern or
project book because they do not want to take the
ume o work through another’s design. They just want
to know the particular technigque or set of techniques
thart they can incorporate into their own projects. The
problem for me in answering them is thar there are
usually several possible approaches. T find myself say-
ng, “You could do this, or this, or if vou did that, you
could do this,” which is a little too much for the ques-
tioner to take in all at once. Often the conversation
ends with both of us saying, “I wish we had a standard
reference book that could cover all the bases.”

This book is an attempt to outhne as many methods
of doll construction as possible, so thar beginning or
working dollmakers have a handy answer book. The
book might best be described as a technical reference
book with expansion capabilities: a workbook to
help dollmakers develop ideas.
When you think, 1 want to
make a pressed felt head, how
can I do this?, you shouald be
able o find a few hasic approaches
within the secrtions, Then, | hope,
you will invent, create, expand,
or change the idea using vour
imagination.

Dollmaking is a multi-media
construction. It really doesn’t make any differ-
ence which type of dollmaker you are, or want
to be. Nor does it make any difference which
particular technique vou choose. The main con-
siderations when making a doll are to under-
stand the desired effect or impression you want
ror make, then to be willing to play with varia-
tions of your idea and explore any directions
that are suggested. And to take into considera-
tion the effects of a technique when you use or
manipulate a certain material. This bhook
explains how to achieve certain effects and helps
to answer the “what happens if...” questions.

1 hope you will find the material useful for
practice, for play, or for reference when solving
a problem. Use the book as a practice manual
or exercise book. If you're a beginner, work
through the exercises that relate to the outlined
techniques in order to teach yourself a good,
general course in dollmaking. If you have some
experience with dollmaking, try the rechniques
that are unfamiliar to you—ar the very least,
the result would be learning those which you

did not like, or those that you found uncomforrable.
At best, you will have given yourself an enlarged
repertoire of possibilities ro draw from when solving
design problems.

As you work through the sections, you'll find that
many, many artists shared photographs of their work
i order to expose a reader to the equivalent of four or
five gallery exhibits. In most cases the photographs
accompanyving the sections show examples of that
methad, but, do note, they are often variations on the
theme. Artists being artists, they “do their own thing.”
Accordingly, use the photo examples as a guide for
vour own inventions by studying where the stitches are
placed and how the parts are shaped. Also study the
number of possible variations that can happen using
just one method, and think about how many tech-
migques vou can identify on just one piece. Looking,

studying, and experimenting are the ways that
most of us learned to do what we do..and so
¥ can you,

Unless otherwise noted, the

drawings and diagrams are either
generic forms {not an  integral
part of a copyrighted or patented
pattern), or they are parts of
original patterns or models that |
have developed. In most cases the
pattern shapes will not be directly
usable to create specific finished
doll forms. Either reproduce or
copy the shapes to use as an aid
or as a basis for variation when develop-
ing your own designs.

Always remember that there is no
clock running and no graded test ar the
end, None of us got it right the firse, sec-
ond, or even the torty-second time. The
goal is to have fun and to feel the rewards

of fipuring out how to make your idea
real. Experiment and enjoy!

Humq'gr i F.rr'rﬂ _.f-e’urg |_1}' [.::l'rs 5-:!|'r|n:'|a|';
18", cloth. Photo by Les Bricker

FACING PAGE: Aha, the Childs Creative

Speirit by Gretchen Lima; 21", labne, hard

sculpted hands, Phoeo by Bill Lemke.
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This book is full of pictures, pattern shapes, and draw-
ings of technical derails: lots of parts and images thart
vou can use to create forms with vour hands. You'll
see how ro bend wire this way, cut cloth that way, sew
them together this or that way. What is thas all for?
Designing vour original dolls.

Iin order to access the materials presented, vou need
to use your mind. You will need to have an idea, or a
teeling for the specific expression of that idea, and
some understanding of the basic principles of design.
You will have to have a general idea of what you want
to happen so vou can put together methods and mate-
rials to achieve the best expression.

Some of you have made original dolls already. You
probably took a look and said, “I've never done a
jointed doll or inserted an armarure, so 1 think I'll oy
that.” Some mav never have tried to make a doll with-
out a partern, bur are just irching to try. And some of
you are saying, “Hey, wait a minute, I can’t create an
original design, I'm not creative.” Yet creativity and
design are abilities everyone has. If you are one who
doubts her own potential, say to vourself, “I am and 1
can,” and read on.

First, vou need to chink about who you are, and you
need to have an idea. Newther of these are
scary. To begin, you might say, “I am a person
who makes, or wants to make, small representa-
tions of human beings that people might call
dolls.” The so-called creative person
will just go make them whether he or she
knows anything about creating a form or
not. For these people, the wanting to do it
15 stronger than anything else. They will
figure it out, trving and failing, uneil they
get what they want, To the gmnioarted thas
looks hke work, To the people who do i, e is
They enjoy frying out new

:-:IL"tI,L'i“}-‘ useful fun.
ideas and learning from their mustakes.

Howwrgyver, :-tL}H-:-:I.‘jr'h:d noncreatve mdividuals will
hesitate because they think there must be a right way,
or because they are afraid 1o fail, or because they think
all the good deas have been used already. Let’s ger rid
of this old baggape. There is no such thing as a righr
way., Whatever works for you is the right way. If what-
ever vou feel works is right, then no one but you can
say whether vou failed. Self-criticism is good, but only
if constructive. Sav to vourself, *This isn’t as good as |
wanted, so | W]” do it over again differently, and this
time 1 will do X instead of Y. Always remember you
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are in control. Artwork is self-satisfaction. The best
artists are the ones who are always looking to improve
something or to do it differently.

Ideas are pretty much universal. We all identify with
the idea of historical figures, characters, prerry ladies,
social and cultural events, and the general shapes—
real or abstract—of the human body. It is your varia-
tion and interpretation of these ideas that make your
work original or creartive. The very minute you notice
(see, hear, feel, read about) something in your envi-
ronment, you have an idea that can become a doll.
Two people drinking coffee in a restaurant or one
picce of interesting fabric can be an idea for a doll.
Opinions, emotional reactions, and personal prefer-
ences can be ideas, too,

For a recent challenge exhibit, dollmakers were
given the theme of Shakespeare’s play A Midswmmer
Night's Dream and a selection of four fabric patterns
to use. The results varied from traditional figures in
Renaissance costume, to fairies and elves, to a wall, a
bonfire spirit, and even tree figures. Each artist per-
sonally reacted to some particular element of the play
or made a unigue connection between the play and the
color and pattern of the fabrics,

For a dollmaker, creativaty 15 essentially the abihey

to manipulate the elements of an idea. The
“tools™ for the manipulation are guestions
yvou ask yourself throughout the process.
Sounds fairly heavy duty, but creativity can
be learned!

THE DESIGN PROCESS

Let’s take a look at doll design.

When making dolls, we are
concerned with these major
elements of design: form,
color, texture, pattern, scale, pro-
portion, mechanics, and expression.
Form is the shape of the figure you
want to make in dollmaking, which
also includes that very important ele-
ment of mechanics, or answering the
question, “I want this shape, how will
I put the picces together to get the
shape?”

Scene from A Midsemmer Night's Dream
by Chrisoime Shively; 167, cloth, wood,
needlesculpture. Photo by Azad.



Scene from A Midsemmer Neght's Diream: Mugtard Seed, Stray
Yod, and Stowt as the Wall by Brenda Gehl; 67 o 167, cloth,
various media. Brenda Ceehl oag ..'-!l;:-lr.-:] the challenge and vsed the
products to creare a very different and very unique interpretation
af three of the characters in 5h.‘|k|.'w-|1|.."||-.:"=\. [:-l.:l'g.. Phata I"r:. Azad.

Color is the choice of a set of colors that appear to
coordinate with each other or to enhance a dominant
color. It is also the choice of colors to portray a mes-
sage. It can be the choice of colors used in unexpected
ways to jar the viewer. In western culture, for example,
a bride dressed in black would certainly be contrary to
expectations. Put a baby in a white dress with lots of
ribbons and laces, and you would be underlining and
emphasizing the idea of “cute baby.”

Texture is usually thought of as the dimensional
surface of a material, but it can also be things applied
to a surface. We choose specific types of fabric to
deliver particular messages that underline the idea of
the doll. Polished cotton creates a shick and hard
;UH]\C‘ \'ﬂ!'l.'l.,"[' d :";”EI ||:_:I|::I.|{:, :_lruj "lll]h]':ll;"l:,l ilT'“."T'I a r:1T|:1l:r
rough, homespun look. Metal and leather can con-
vey hard, dangerous, or crude appearances, or a
i}ri;;hl;, slick, and chic appearance, 1._:||.,!|,'I-L!I1|,]Ir1g on the
type used. Adding paint or embroidery for dimen-
sion ¢can also add texture,

Pattern 1s repetition or variation of similar ele-
ments. Beads may form a pattern. Buttons may form a
pattern. Changes in colors or the color of repetitive
ﬁ]‘lﬂp{::—: can create pattern.

:;';L'i']ll: r{:f{':!"'l T |'|'l.11|:1'r1H o riHLl.]'L:' ';,.'l::ll'l'rl::lfi'l‘l |l'| :!“ F‘:J.T[:'::
to a specific size. Scale usually enters into dollmaking
when there 15 a specific desire to create a realistic

human figure. For example, if vou were 1o do a figure
for a doll house thar was built on a one-inch-equals-
one-foot scale, it would become very important to size
all body parts and clothing to thar scale.

Propartion enters in when you begin to distort or
abstract. Proportion means that there is a balance
given to the design elements. For example, one large
element would be balanced by two small elements. A
good example is seen in my Ample Annie design
{Ladies in the Steant Bath, see page 72). Annie's major
emphasis is her big, bulky torso. In order to mainrain
and emphasize the image, [ purposely made her head,
hands, and feer in a smaller scale. Another purposeful
choice in Annie is the lack of detail in her hands and
feet. If her hands and feer had fingers and toes, the
viewer's eye would tend to spend a little more time
examining the detail. Similarly, if her face had been
painted or needlesculpted in detail, the viewer would
set carried away with a character interpretation. The
message Annie wants to project is “large,” and all ele-
ments are scaled, balanced, and proportioned to
underline that message. Additional messages in Annie
are determined by the clothing {or lack of it).

Mechanics and expression are the elements that
connect creativity and design. You use them when you
decide which method of construction will give maxi-
MuIM exXpression o your idea.

K _Il-r.-b:re':: Fre Bonfire by Susanna l:IT\-:'-:.':lrl; 147, cloth over wire,
Photo by Susanna Orovan, The Bonfire figure was creared 1o show
the produces of four different manufacturers, using the challenge
theme. Tradisionally, boafires were built on Midsummer Mighe, so
OrATRE fabric was chosen as the grovund, Gold pants, ghoters, and
metallic ribbons were used to emphastze the idea of flame. The end
result is that the figure personifies fire.
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vision you like, even if a lictle part is applied to another’s
pattern, is the start of being creative.

Many people believe that to be creative you must sit
down and sketch up a complete idea right ourt of thin air.
Mistaken notion. Who says patterns are required to
spring out fully detailed? Many dollmakers just cut the
fabric frechand, sew it, and see if it works: if it doesn'’,
they change, cut, and sew it until it does.

Creative design usually starts with “What if?™ What
if...I use this shape of hand? If I do use this shape of
hand, what sort of head do 1 use? Or, it might start with
a piece of fabric. What kind of doll or costume does it
sugpest? When you answer questions for vourself, you
are using your imagination creatively. When you ask and
answer a number of questions, applying some consider-
ation to the elements of design, you are being creative.

I should note that being creative or considering the
elements of dollmaking does not make are, or an idea
good, or the design successful. The end product is based
on the quality of work or the personal vision and how
much the maker wants to work o refine his or her per-
somal vision into a very nghtly integrated, well-designed
and well-defined artistic staterment. Being creative means
giving yoursclf the freedom to explore, the freedom to
fail, and the permission to try again.

DECIDING CHARACTER

Millions of words can be written,
have been written, in an attempt
to define art and the elements
which make the piece. For dolls,
it seems to me that two words
suffice: depth and power; in

particular, depth and power as

they relate to the expression of

human character or personali- §

ty in the piece. The play doll § S8
probably needs to move, '

probably has removable -

clothes, but most important- s

Iy, it allows the player to

decide who the character is.

The art doll is expected to

tell the viewer, hint strongly,

or make the viewer think il

abour cerrain aspects of the N

human condition. Both pieces bt

need to please, educate, or

amuse the viewer. At the very 5 !
least, they need to provoke an L W l
emotion or intellectual reaction ;
that will hold the viewer’s atten-
tion for longer than a passing
moment. The more thought that

:;“-

goes into the design and construction of a piece
(depth), the more likely there will be an evocative or
provocative reachion (power).

As vou get to the finished product, “What if..." is
still the main question. Use a number of directional
phrases to point yourself toward solutions, Creativity
is problem solving. A great deal of it should happen
before you even start to work. [ make 90% of my dolls
while kicking back in a comfortable chair, feer up on
the desk, with my eves closed. I hike working the prob-
lem out as much as possible by running a mental
maovie of the idea and solving the *What happens if..."
questions with as little expense of time, material, and
encrgy as possible. | might run my mental movie a
weck—or three—taking time out to check my fabric
boxes or look up costume references. Sometimes, but
not often, I will actually make a sketch or notes.

Here is a list of just a few directional words you can
use to help with solutions for making your ideas real
and designs workable: stretch, expand, narrow,
reduce, lighten, darken, shade, contrast, reverse, mix,
break, bend, contract, multiply, As you work on your
design, you will find you can identify many other
change words.

What haprens if vou...

stretch the leg,
expand the waist,
INSErt wire,

joint the limbs,

lighten the fabric (choose a lighter color,
a lighter weighrt},

reverse the print {use the wrong side),
needlesculpt the face,

paint the face,

muloiply the number of butrons,

mix the colors together,

expand the size of the limbs,

well, what happens is...

i
. \ vou create a wew doll form!

Matherbood by Susanna Oroyan; 207, cloch.
Photo by Les Brecker.



Do you really know what a doll is? I am sure 1 don't.
The best description we can offer is that a doll seems to
be a representation of the human figure. People make
dolls and like dolls because they are interested in other
people, what they do, how they look, what they wear,
how they feel...a doll is just another way we appreciate
the infinite variety of our fellow humans. When you
consider the creation of dolls, there is really nothing
new under the sun in dollmaking. Most of the technigques
used in dollmaking can be traced back ar least 100 years,
and in many cases, 200 to 300 years. What makes doll-

FABRIC ARTICULATED

FABAIC HGLIRINE

FADRIC PILLOOY
[aLk

WOR0 ETUME
SHAPED WiOD
JOINTED WadD

i

CARYED WOGD

e S 1 ) B s | R I S
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FABRIC TONTOURED

é': : i FAINTEDR FABHIC

making an ever changing, always fascinating art form is
that the subject marter, humans, can be seen and thoughe
of in a never-ending multitude of ways. Also, the artists
who portray dolls continue to be inventive and exciting
by varving the techniques with differing shapes, materi-
als, and surface treatment combinations.

The question of why humans want to make represen-
tations of themselves leads us o some interesting theo-
ries. Could it have been because the early woman gave
her girl child a baby-like toy to tram her for future
maternal duties? Could it have been because a man

SOFT SEULPTIRE MEEDLESCULPTIASE

EFFEGY,

CLABSIC

ged E Gk R ;I S



wanted a figure to represent a great hunter who might
bring him luck and bravery? Although we will never
know for sure, we can see how the child-occupier
became today’s toy and the talisman became a religious
figure. Whenever the maker had no apparent reason for
making a figure, but did so anyhow for the sheer jov of
creating, we have the purely esthetic or art doll figure.

How we make these “licle people™ seems to have
evolved in two different ways. On one hand, a form can
begin from a solid, sculpted figure, or an elemental form,
which we might call a statue or figurine. On the other
hand, a form can begin by joining two pieces of fabric
together and adding padding to make a dimensional
form, or an outhne form, which we mighr call a cookie
cutter or pillow doll. From this form, a flat form evolves
when the two pieces of cloth are mampulated by turming
the flat parts, by seaming the curves, by needlesculpting,
by jointing, by molding the cloth over a solid base, or by
mserting armatures or other materials, in order to create
a three-dimensional surface,

From the solid, sculpred figure, the doll form devolves
when the sculpture 15 broken up or manipulated so that
the form can show movement. The figure is cur apart to
make joints, or it is cut into major scolpred pares which

CERAMEC, WX POLYMER, OF WEOD WITH FARRD

FULLY &RTICULATER
HARL SLLLETURE

CARVED W0
B IH #IHE
FRMATIRE

CERARSIC, Wi, POLYRSER, OR WODRD-'WITH FARRIC

are then assembled on a body made of another material.
You can think of these processes as breaking down from
one side and building up from the other.

It seems that dollmaking is often thoughr of in terms of
*eitherfor.™ It either involves some form of solid sculpted
work, or, it requires some form of fabnc assembly. The
truth is that most dollmaking falls within a large middle
area where elements of both meet. A good dollmaker will
use any element that will work for the design. For exam-
ple, cured or fired sculpture pieces might be assembled on
a body constructed of cloth, stuffing, and wire.

You should become at least familiar with, iof not expen-
enced with, as many techmiques as possible in order to
solve design problems that might occur while you're work-
ing between the firse idea and the finished piece.

mechanical
Wire armatura
[QiEE

tahbric flat
fabric contoured
fabric jointad

fabnc neediasculpted
falric mohded
fabwic covercd with clay
fabric covered with clay on armature

fabric nepdlesculpted on wire armatune
fabeic body with clay head/ limbs
faiwic body with wood headfdimbs
arrmatured fabric body with wood or clay head/limbs
carved jointed word

wen fesd
limbs attached to wand body with clath
zolid wood figure
fabiric covering clay or paper head

sohd clay stome or wax figure
clay figure, jointed

+ electrcity = 7
¢ glass =7

+ plastic =7

+ lager =7

+ mierachip =7

WHAT IS A DOLL? 13




[lemental Forms

Almost every society and culrure has a history of using
elemental materials—commonly stone, wood, clay,
wax, hide, or bone, depending on the location—to
make dolls. Nowadays, we lump these natural ele-
ments with everyday items and call them all “found™
materials. Today’s dollmakers still play with these
clemental forms: we see this in mascors, lLittle fetishes,
wearable figures, and even larper abstract figures.
None of these forms require instructions or patterns
because they are usually created by assembling an
assortment of materials, moving them around, noting
the suggested form, and combining the materials to
accentuate the form.

"It is interesting to theorize which came first—the
form or the idea for the form. Did the shape of the
twig suggest the figure of a person, or did the maker
decide on a person figure, pick up a handy twig, and
make it? Assuming the human thought process doesn’t
change much, it was probably a little of each—a lirtle
wanting to make something and a little of seeing some-
thing suggested in a narural material.

For the individual, or for the group, a dollmaking
challenge based on found materials can be exciting,
therapeutic, and surely a non-threatening way of
enjoying how to make dolls.

Clarity by Tracy Page Stillwell; 26", fabric, clay, found materials.
Phate |'|-1..' Beath 1.:u1“'£!.1-

14 EVOLUTION OF THE DOLL

Pulling Up Roots by Tracy Page Stillwell; 18", dved fabrics, olay,
found marerials. Phoro by Bech Ludwipg.

Nk @ Chance: Sparit of the Fine Frosty Friday by Margi Hennen;
L0", leaf pringed cloth, embroidery, found materials. Phoro by
Warren Dodgson.




The rasults of combining found itams to
create elemental farms maks maxpensive
but wnigee gifts, decor, and omaments
Whan made of bocal natural materials,
the dgalls can even ba sold 24 tournsl

SOUWETITS.

HAND MODELEDE GLAY

SHAPED WOOD '
ERAHECLISHED
PTH TS

KM GRASSE N,

CORM HLSK

ELEMENTAL FOREMS 15



Primitive Forms

Dolls defy a neat evolutionary scale of classification,
However, if we say that the “first™ cloth figure was
made by wrapping, tying, or draping a woven mater-
ial to make a variation on an assembled elemental fig-
ure, then primitive dolls are best described as the
adaptation of the ¢lemental found-material forms to
the manufactured products of civilization.

Wrapped varn doll with
WHIVET l:grl'!'i!‘ E:l:| Elilrll.-'lT:i
Evans; £, varn. Photo by
Barkara Evans.

CWreapped yarn dolls
by Barbara Evans;
", yarm. Photo by

Barbara Ewans.

Handkerchief doll
'|'-:.' Barbara Evans:
&7, clach. Photo

]_‘-:.-' Barbara Evains.

Feir dall by
Barbara Evans:

87, kel Photo by
Barbara Evans

L& EYOLUTION OF THE DOLL




Al the forms are made by

falding, wrapping, and tying.
Although no stitches are neces:
eary, do note that sewing is
basically & rethod of wrapping
and knotting. We just work
today in more-elabarate pat-
terng with toods muoch finar
threads, and sophisticated

machinery.

Ihe rolbed figune reflects both the com husk and the stone fetish forms. Place stuffing 1o farm

the body, rodl the center, then tie the ends

Thie Hag-a-Mama doll iz a cloth version of the elemental
farm using fabric instead of grasses. Cut and fold strips
af cloth and insert pad of stuffing. Tie neck, hands, waist,
ard anklas with strips of clath, For the dress, make a
hole i a piece of cloth and tie around the waist

The hzndkarchial doll shows hiow a
doll form can be created from a flat
piece of woven material. Place & pad
of stuffing to form the head, tie &
siring around the “neck”, then fe the
comers tomake hands and feet.

The wira figure
i5 & vanation of
e skeletal
foem of 2 twig
doll. Bend wire
[} |'_Ili_'|3 clr;!anr;!r:-_;
1o the desirad
shape, then 2
wrap the torso
to creste thick-
ness in form,

FPRIMITIVE FOEMS |



Simple torms

Almost every dollmaker has played
with the simple form and
variations on that theme.
. Simple forms may be seen
“to fall berween the non-
sculpted, stitchless primi-
tive form and the more
sophisticated, engineered fig-
ure. Since the forms require a
minimum of sewing and techni-
cal skill, a dollmaker can quickly

PALE Diall
{right} pin

CHuku-gan by Sieuyo Ogawa; 8", Opawa'’s large pieces are buile

by Flaine e . : - C ; i *
ks ‘.L.n,h.,_. s create and CONSMCE 8 rorm _th‘-“' aver hottles, Wonderfully cexrured and panterned Japanese fabrics
JE'UIEI |:-i11p:'-|l.'|[| .i“-. can then be embellished or gIven are weapped and sotched over the bottle form to portray tradition
L

uthirs collection: grmr.r:r_ characrer, | Fth}nﬂhry- 15 al coscumies, Phote by Masayuki Tsursui.

1* o 4" cloh, applied by embellishing with

Photo by Susanna paints, patches, beads, or what-

Urravan, ever strikes the maker’s fancy. Friendsiip pin by Althea Church;

3", cloth. Phoro by Althea Church.

Flutrerbyes pin by B
Louise Mendenlhall; e
5", cloth. Photo by ]{\1‘}
Louise Mendenkhall.

Leprechawn and Tiwo Little
Carls aprtdr Thesr Deallies by
Jane Wagner; approx. 17,
cloth. Jane Waener makes her
tiny pwo-picce dolls by machine
sewing the basic borm with fele.

Phoro by Richard Wagner, e

Three arcist-designed pins in the
authors collection: 3" o 5%, cloth,
Photo by Susanma Oroyan.

LE. EVOLUTION OF THE DOLL



: [he rolled feit doll was invented by the author in a few minutes in response to & personal
| challenge to show how a flat piece of fabric can become a dimensional figuere without
stuffing the form. Cut pattern from folded felt, then b to form limbs. Whipstitch to

1 :
HEAD secure, and decorate.
i Rodl slraegie 2nods 10
ppnane side of open B 5‘ 'é'
i SHOLULOER !
it 1 :
'h__.-__ amss el .._% iu:-
4 =
AR ROy E
Ci
redl Fecdt stramaba arross 1o =1
? Lq.u::-i-:ﬁ gaoe of i dahnn
.
!
g L
HIF- ¢ LEC } |
ol
! — 3
p—

i "—"-'i BACK ¥IEW
f

1
]
SRS Saam Al |

fakd

machine stisch
oKl

s

maching s6ach

T i s . | G L B P— e S i, S ——

frschires stiich

Louize Mendenhall’s Flutterbye design shows how to assembée thres stuffed rectangles by tying. in arder to
create a dimensional and movable figure. Cut patter from folded fabric, add seam, then e and stuff, Sew
end openings and tie neck. Tie arms and kegs to body, then emballish.
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Basic forms

AT this shage Ol wlull-
HHENTH ¢ af desipr
cLlkms Ineend o
szeren limsy oo mare-
'I:IE\ (n i Sivei
IR, P4 AR TIE g
o baimke abour © e
zlves and o
ume ul Ui prin et
v kLl nple dirnn g
ahonr the rime e g e
wch pan perma of shaged
Basric bogethee It oo uly
|l-'||'|.'\IC!11 wasn ae alag i I
il anacerin wer e P ploden o odd
srow Bape ¥ A dhongk
tpea b squares, triasglss,
arars, will we make
roaanm. will chew
or sound, ai
CoOmE & O

ration of seveval sy

Fir 2 Kue by ~lore pesir bk

£ kel ol Fhoos

sy sally Lamph

® il &
fictify laa armes
“ Sarwka’t Afes
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The sketches shown on this page give us a small sampla

af what a designer can do with just & pentil, straight

erdge, and compass

elinor peace bailey developed the famous Flying Phoebe farm by
playing with the triangle idea of the folded papar airplane

These sketched star figueres show how two very différent forms develop from
abasic five-poistad star form

i
E

BASIC FORMS |



The Qutline Form

Another simple doll shape 15 the
outline form, which can be called the
pillow doll or cookie cutter doll. The
outline form rakes shape when we cur
two pieces of fabric to outline a specif
ically human shape, sew them rogeth

er with |u;.hr sicdes [praltm:] or finished
sides) of the fabric facing, turn the piece
inside out so the raw seam edges are on
the inside, and stuff to give the form dimen-
sion. Although these steps seem simple, they
actually involve some complex problem
solving when we have to decide how to cre-
ate the shape, hide the raw edges, insert the
stuffing, and select the matenial o use for
stuffing. When selecting the fabrics and finishes,
the maker also needs to have specialized tools,
such as scissors, pencils, needles, and a sewing
machine to construct the form. Maybe there is no such
thing as a simple basic form!

Argel by Sally Lampi; 107 needlesculpred
cloth. Photo by Sally Lampa.

3'-.-1;,[1'1}-‘ artists have created very p{ﬂ.'-.'l_'rﬁlr art pi-::u;r:-i
wnrking with the outline form. Sometimes the effect
comes from surface embelhshment, bt L|:i|_r;1.||].' It COMmIeS

: ) : i i Matroan Nt o e Coredee |1:|'

from expanding or varying the outhne of the picce. Margi Hennen; 13", beading on
epepding on the maker’s abibity to draw an interestine cotion, Phota by Warren Dodgsan,

Depending on tf ker's ability to d k g Pl v W Draclg

'iII'IiI]'.IL' i'lill:l tin I'II:J:'II]'.IE,IL'I.TI;" T]'II:_" I-:'I.l'ITIL' 'Fl'ilr L e rl"ld[' '[l'IL,'

:-c]'l.lpl_' rJ|::_1|':1 I'l:f'L'll,]'iI'{".l a ]1|I=_1|1 dq‘:_:r{'u of mOEOn, and emo-

tion, can be commumcated with the outline form.
Spirit Seekers by Anne Mayer Meier; 247, fabric with modeled
clay faces. Photo by Photo Pro.

B ocion s B




a6 mounted sculplural piecss,

Fillow shapes, or shapes with

simple. large auflines, can be

ed for decorations or displayed

Iora simply outfined forms are
pften created as play dolls for
chikdran, and smalber forms sasily

ke wearablas.

Patterns forouthee forms are created by
first making a drawing of the desired doll,
Add the seam allowances 10 the drawing.

sometimes & piece ke an arm might be sewn
saparataly and attached by stitching, or a solid
foem may be topstitched 1o create more definition;

A designer must pay attention to the degree of curvature. Complex outline forms might require several pattem drafts and
model revisions (0 make:a suceessiul fom. . Note that fwo gutlng shapes may be combined.

THE GUTLINE FORM 23



The Basic Raq Dol

The basic rag doll, a rraditional tlac
form, can be considered the great-
grandmother of cloth dolls. This doll
15 purposely buile tor “Hop and
tun.” During play, a child often
imposes the character and action
on the doll—the form doesn't
have to do anything in particu-
lar. After awhile though, the

N

ey

j ; ' :
doll usually starts bending B | a0 R TS \4s
in the n: ; " i ) o0 W WL 5 N
in the narrow arcas, such as it i N LD
the neck, hips, and ankles. s — it e

Working with this tendency

o bend, many dollmakers find
themselves taking the first steps
toward making a jointed three-
dimensional form when they
compaose this form,

({{l

(&

(({(t

((

|
e
l'

e
\

(e
(R

(e cocecec
(i

(i

1L

ff

I dreidinng E_:||.- by Rebeccs F';w.trlqlrlg 14"

cloth. Photo by Bon Smith.

Bagee Daoll T by Bermy Ballentime,
22", doth: Phovo by Betey Balkentine,

Mosale and Noodles |_11.' Ll |__:.'|11'.
Rissel Waugh; 157, cloth. Photo by
Caral-1 ¥TICE sl ";":.'.ll,l:_._"h.

I"i'rr'.-.':;'r-'r by Virginia Black; 10",
cloth, Photo by Virginia Black.

EYOLUTION ©F THE DOLL



toid

a4 P

Cut pattern: fram folded paper. Use the one-piece pattern to
ot the fabvic

_L ARKT WARHEETIING

If desirad, cut paper pattern into Meces 1o creste
a dalf with more kenan-like movement

THE BASIC RAG POEL 25




Variations

Here is where real fun begins! As you view the photo-
graphs, yvou will notice that there are many ways to
make very complex figures in ¢cloth. The marvel
of dollmaking is that inventive and imaginative
ILIH”TI"IHI{I._.‘FN ]}'I]I' i'l'l-'i['l.,‘.riij]ﬁ !'U?’{_'.l'hl"r ii'l ri'lti!' LIWTR
unigque ways, and vou guite often have to look
very closely to see the basic Form, The reality is
that 80% to 20% of all cloth dolls are varia-
ticns of the basic rag doll form.

From rthis point forward, there is no particu-
lar order of the possible variations for dollmak-
ing. You are like a squirrel standing in the tork l'yf
of a tree. You can select any
branch, run outr o the end of : .

any twig, then leap across to a T " Py il
different branch, It is vour ;E:""-tﬁff;f
choice as a designer of dolls.

Biiss the Tavisted Sister by Elaine
Anne Hp{‘ncl!; 15" clarh. Consider
the way Elaine uses the rag doll
form as an abstract expression.
Photo by Bill Bachhuber.

Eisg by Morma Malerich; 337
clih. Consider how MNorma

wees the rag doll form as a Eophie by S-ugm;
gn.:-m:n,l Tor |1'r:|kir|5 i p.‘iirltlllg. l::lm':,rri_u, -'I-E" ﬁlﬂﬁﬁ; =t
Phoro by Morma Malernich. iciz ]

a

. l “- The Drankey and the Elefhant by Sandy
Fal 0y !“ L R b Beebt; 15", clogh. Maore how Sandy adjusts
TR L LA the rag doll form to create animal whim-

.ﬂ H " Wik 1 sigs. Phote by Chosting Ciarcew,
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Stitch across the stuffed form to
craate joint bands. This creates the
most bagic joint and allows for
movement in- the-doli.

The doll 'can now zit, although the
hands and feet, It shaped for nght
and left, will point in awleward
directions because the limbs arg an
the zame plane as the forso.

[he stitched joint allows the limb

to rmiove in @ fully gircular, non-

herrnan motion, which many alioe

too much flop. This type of 3 joint )

gives & fot of scope for play poses. iy

but, when hand stitched, may

require the maker to repair attach-

ments from time to time if the doll [ ‘{-..

i5 used by an active child ] S
Usually the solution is 1o furm - ;

the legs so that the feet point qut

in front of the body and the arms _ :

are Wrned 20-1hat they hang natu-

rally a1 the zides of the body.

When the machine-sewn figurais

w wrned right side out, the toes and R

——

fingers will poiet in the right e T -
" direction. Length of the limbs can - Ay
be adjusted for the design : L
RPN ‘i : I'
OF LEG ,." ;
J \
' .\."'\\‘.\-.

Cut apart the pattern and re-attach the limbs in order to create more
actentable human-like pasitions for the hands and feet. Add extra

seam allowance at the top of the leg and arm piecas, then sew each An alternative solution is to position the limbs at a guarter
lemy together. Turn under the raw edges, sew the ends, and stitch 10 turn {307} 10 the body, then sew the separate parts into the
the body. saam betwaen the two body pieces,

VARTATIONS Tr



Adding Dimension -

To make dolls look more human, most dollmak-
ers like to add depth or dimension to their
pieces. For the head, the first step toward
adding dimension 15 simply to rake the 4
head off, then sew it back to the body in
front of the neck. This type of a head pro-
vides a fat surface for the face, which is
"I-E.I.ETﬂl:"Iﬂ I'-Ul" -'.‘3-!:-|t|t1ﬁi-:|;'r*-; 'i"r'l"r'::l |'||~\.{"' T

apply paint or appligqué.

AROVE: Nigerian Madosndg and Ofild by Tawan Angelique;
14", cotton knit, Photo by Chrstina Florkowsk,

LUFPER RIGHT: The ':_':_i'.'q'll'J:':r-' by ehmor pease haaleys
247 % 247, cotton, Photo |.‘~:.- lsaac ﬁ-.‘liil.':-.

LOWER BIGHT: Fridas Kablo by Yirginia Robertson; 18"
clach, Photo |1:-.' ".".rl_l|||'|'|.J. Robertson.

it THE HEATx



Patterm for an outline form

AR BEn

/l\ Cut apart the outling pattern to make separate

head and body pieces. The neck stub formed wil
-
§

provide more support for the head,

Aftach the head 1o the front

i the neck.
{Ir, attech the head ower the neck.

ADDING DIMENSION 29



Turns and Curves

T ade e Bommon v weese wgalmis, cullmasens
©frim nlay wirh rhe paremn Fnr Examp e oa
eollmaker cor chanee b= wend parrern 5o the
sepme pong denyr the front of £ face, Sines bz
kzad acam is now 507 away from o sh
i, ke head acd I‘.l_l.|_,- L Canny L
topeter o e pece, e hewd vwen §
. =

TEMEm 16
piz FalIzisnd.

 separmeiy bt Fimm

wik rhe hiead s my W T ot
of the faze, the froat zon pe moved i
ter Farin 2 neses The back could be divided
i b curved P
Lot e
hias v eondd kead wirk g anse aned 2 chon
Yo can see from the shetcher |y
mach uo

it by Barhey Tidedl- Fouo: 317
btz by Lea Bricker.
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Form a four-piece head
with the sgams at the
front and the sades
Attach the four-piece
head over the neck

Frerm 2 hwo-piecs

haad with the seam in
ihe-fromt. Attach the
fwo-piece head over

the neck.

Front and hack views of the four-piece head

several possibde head shapes for creating

head pettains

TURENS AMND CURVES )|



Darts and Contours

Dollmakers often have to choose which contour of the
body they wanr to follow, The contoured head. often
called the seamed baseball head, is a common shape
that was very popular in the construction of play dolls
from the 1930s to the 1970s. The head is constructed
of two pieces thar form a curved center front. Once the
side and front pieces are sewn, the head gets width at
the cheek when stuffed. If you want to make a chubby
cheeked doll, try this method of head construction.

If you want a round head without a seam in the
center front, cut a pattern with a dare. To keep the
form rounded, the dart must follow a curved line ar
the chin. The dart must also be sewn so that it devel-
ops smoathly into a poine, Separating the head from
the neck provides depth and the illusion of cheeks.

A more adult face, one that is longer and not so
rounded, requires a pattern that gives chin depth, bur
no cheek width, Adding a gusset, or inserted pattern
piece, spreads the two sides of the face and still main-
tams a nice shape. The chin gusset can be extended
to become part of the front body pattern, either
carried down to the bust or waist line, or to the
full body front.

The Men's Clulr by Sally Lampi;
14" to 177, clarh. Photn |'|:.'
Sally Lamipd.

Zellnora by elinor peace bailey; 247,
clath, Photo by Don Smith.

a2 THE HEAD




Fattern pieces for creating
B d contoured head

i spamed basehall hiead, or
contourad head, crested with
bwi pettemn pieces

—
"-."‘-“‘“
o,
S
e
“: HE R FRIINT
4 Pattern for a rounded head
using darts instead of 3 full
-1 center front seam
-
_.-"'H
=
Amund head with darts ]

fald

|I FRONT
=

A lohger face created Pattam pigces for treating a head with a chin gusset Attach the head over neck: the chin
with 3 gusset gusset can extend to the body front.
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tully Sculptural

The tully sculptural head is often used to create
needlesculpred and built-up, cloth-covered faces.
This variation makes a smoother join with the neck
and, it the neck is reinforced with wire armarure, a
very firmly seated head. To create the head, first
construct a two-piece head front (which may or may
not have a nose) by sewing entirely around the cir
cumference of two circles. Cut a hole in the back,
then turn and stuff the head through the hole. Cur
twor head back pattern pieces. Sew the head back
pieces together, then pin the head tront to the back.
Handstitch to secure the head, leaving an opening at
the center botrom of the head. A neatly seamed head

~1s now formed that can be very securely stitched to
the neck.

Knights by Virginia Black: 13", cloth over wire armarare. Photo
by Virginia Black.

The Sawdesan by Marlene Denn; detail, cloth.
Photo by Les Bricker,

Istasnd Exotica by Susanna
Dreovan; 15", cloth over
wire armature, Photo by
Susanna Croyan.

Sara Gaoergs by Ellen Tumner; 307, ol
Mhoto by Anne Hawthorme,

Makng Valentines by
Lesley Rilev; 57 seated,
cloth, Photo by Lisley Riley.
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2. sew the head frone
peces together, then
turn and stuff through a
hoke cut in one piace,

1. Using the pattem piaces as a quide, cet twao
carcies for the head front

3. Gut two head back pattemn 4. Sew the head back psttern pieces

MEeces together-and turm.

3. 3tuff and wm under the edge of the head back piece. Stitch to the
head frant piece, laaving an opening at the center battom for the neck.

{he fully seulptused The tully sculptured
head without & nose head with a nose

FEULLY 3CULPTURA | A5



Appliquéd Features

Just as a dollmaker begins with flat figures and adaprs
dimensional techniques, such as jointing and contour-
Ing, to express form in space, the same dollmaker can
express more realism or character in facial features by
adding dimension. Applying or appliguéing another
piece of fabric on top of the

basic form is the simplest
way to add dimen- .
sion to the flat body.
You can think of this «
method as
patching. Pieces
are added with
ili]'l'll;l_ o

machine stitching,
or by using glue or
fusible iron-on materials.
Appliquéd, or parched,
teatures may be flat or they
may be padded to add even
more height, The patched
piece may itself be con-
toured with darts or gath
ered to create additional
dimension.

Almost any body
part or feature can be
accentuated by
applique methods,
Usually, the knees,
elbows, bust, ears,
and sometimes
even fingers and
toes are added to
the body, Noses,
evelids,
mouths, and
SDMerimes
wrinkles are
added to the face.
lake your pick—mix
and martch!

Drvernhdodly by Susanma Oroyan; 307, felt,
Phote by Don Smirh.

Flapper by Barbara Evans; 22, felr.
Fhoto I"}' Barhara Evans,

o

A
=al

ol T B )8 e e e

Harriet by Tracy Page Stillwell; 207, cloth
with telt appliqué. Photo by Don Smith,

il THE HEAD



1. Form the evelids by
appliquéing patches

2. Construct the patches by
stuffing a Cirche of fabric,

, _
] h.,_*‘
e
S
. \ \

3. Stitch the eyelids 1o the head 4. Form the nose with an appligué patch. THREE-PIECE PATTERN

5. Stitch the nose o
the head

-1\

Alternatively, nose and *
ea375 Lan be attached

a5 stuffad patches

B, Construct an ear shape from
' a two-piete pattern. Then
macnine. sew and fum

e e

1. Add machine top-
stitching to outline

gdr contours. Stitch
e ears to the head

APPLIQUED FEATURES L ¥



Beginning Needlesculpture

Needlesculprure is creating raised sculprural
features, such as noses, by stitching the sur-
tace fabric to the inner stuffing so that the
raised parts will be outlined and secured.
Basically, two things happen when you make
a doll of woven cloth filled with cotton of
polyester stuffing. The first is thar the stuffing
moves, or can be moved, under the body surface
fabric. The second is that the surface fabric stretches
as the interior is packed with stuffing,

One problem when making a flat or contoured doll
is overcoming the lumps and shifting stuffing so the
doll looks smooth and well finished. However, this
“problem” can be put to use in needlesculpted dolls,
specifically, one can create raised features if a bump is
created in a desired place, such as the nose area, then
fixed in place. It might be helpful to think of needle-
sculpture as quilting, except that not all the stirches £0
through to the backing fabric layer.

Needlesculprure falls into three categories. The first
nvolves securing a covering over an existing under-
layment simple form such as a stuffed head.
Essentially, the dollmaker is adding racking stitches in
places that will delineate features. (This method is
shown in the illustrations.) The second is the “poke,
pick, and sticch to secure,” or direct method,
which is sculpting a stuffed head without a
covering. The third is often called the
enhanced underlayment, where extra pads of
stuffing material are used to build up the fea-
tures underneath the covering. Depending on
the stitch choices and fabrics, a wide variety
of looks can be creared. Because needle-
sculpture has many facets, anvone who
has ever held a needle, and many who
have not, are attracted to experi-
menting with needlesculpture,

18 THE HEAD

Fea Bag by Sally Lampi; 5°, needlesculpted
nylon. Photo by Sally Lampi.

The Blue Eif by Bonnie Boots:
13%, needlesculpred nvlon, Photo
by Bonnie Boots,

The Birthday Girl by Lawan
Angelique; 157 scated, needle
scul peed cotton knir. Photo by
Christina Florkowski,




Simple Form Needlesculpting

SICE WIEW

Stitch from the back of the haad to define the aves and mouth area

Very simple expressions
can be made by tacking
iong stitchas.

SEDE WIEWS

Add rmore definition by stitching or gluing small wads of stuffing to the face to form
gyvelids, chaeks, noses, and chins.

Tack a layer of loosaly woven fabri;
tothe sculpted head, to keep the Faint or embrokder
stitches nearly imasible. the facial features

BEGINMING NEEDLESCULFTURE 19



Beqinning Stitches
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LOVERING FABRIL TOP VW

4. Start stitching
from the back of
head 1o define the
3. Cover the head. then gather and eyE, Nose, and
Firicr the: nybon 1o the neck. miouth areas.

5 Arrange wrinkles and
gtitch as desired to create
charactar,

The stitches secure the mylon to the head

BEGINNING STITCHES 41



Typical Stitch Patterns

The dot indicates where the thread
comes aut of for goes inta) the back of
the head, oo the underdayment, 1o the
surface: The line indicates a long stitch
that is pulled slighthy to form a depres-

sion, or gathered to form lasge arsas.

Flesh puffs are where fabric and stiffing
i5 poked or pulled with the point of the

nesedle to Form & mound [pufi).

1, Meadiesculpt long stitches on the surface.
Lo &

N
4
»

"!"

FROMT WIEW FADE YEW

2. Gather or puli the long stitches:

> TR <

AN T WEE'W SIOE YREW

WE

1. "Pull fahrie,

4, O simiply ioop thread aroond raized drea.

Subsurface needlesculpting lsee photo at
right) is where thresd is run in a zigrag from
point to point while taking up a small
armount of the underlaying padding.

SUBSUEEACE STITEH

42 THE HEAD
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Weedlesculptire Stitches

Latetyi wervtly ¢ Parvot by Jane Daring 21", cartan kot
Photo by Joe Darin.

Male Angel by Jane Darin:
13 %, cotton knic Phooa by
Joe Drarin.

e
#’:I ﬁ“ |\

"

k]

.xi"...
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Typical Stitch Patterns

Thess neediesculpted stitchas are Eyes
"puffier” and show tha rasult of
sculpting & very soft, boosely wosen

fabric such as mylon stocking

Lay a long stitch between
the dots

Puff mouth

Form lips with & series of puffs

DFTIONAL MOAUTH

Straight mowth

e S

Stitch at dots and gather, then lay
thread in center 1o define upper
and foweer fips.

Increasa ension on centar
thraad to craate full mowth.

Alternative straight mouth

Stitch to form mouth. If
desired, pull apart lips o
frarm open maouth.

Stitch at dotz and pull to-gather. [Then
lay thread in center to defing upper
and kower lips.

44 FHE HEA®

“
"Bag ridges” can be sub-
stitched (page 42) for mone
definifion and more exact
placement.

Stitch to bring the ends together.

{FTIONAL MDUTH

Define cheek/jow! by bringing the thread in
at the inside gye, then lay along the faca and
under the chin,




Aot oF tar Tined by Farrre Knnag,
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Direct Heedlesculpture

The following stitches show
what might happen when a
mediurn-weight woven cotton is &r
neediesculptad. The result is a d
tighter or controflad look.
Varying the amount of stuffing
will also make a differance in

the final result.

Stitch from outside eve cormer to back of head
fo-complete definition’ of eye area

e
Lt Heaven awnd SR
Natere How! by W
Kathryn Belzer; 171,

stuffed cottan, Photo - e
by Danny Abricl.

atitch through top of nose betwaen inner eyve

comers 1o form bridge of nose,

Repeat for other eye.




e Sl ik

A Butrerfly Collectar

in Disguise by Safly Lampi;
134, needlesculpred nylon.
Phora by Les Bricker.

PFinch and secure puffs to make nostril,

II \li
Repeat for ather nostril.

Push needie through to
head back or side, and
shteh fo sscure.

Herero Woarman in Tribal
Costume by Mary Thomas: 147,
cloth, needlesculpted and painced
face. Phoro by Mona Earland,

|,-. : 1
Tl '1"“*’-‘?-::*--*::5’-"-'
- q.l'-"l* e

'l



Beginning to dculpt

Use any of the head construction methods shown previ-
ously as a base to make what we call a builc-up head. If
a little needlesculpture and a little clay sculpture are
combined and covered with cloth, a smooth face surface
15 made that has a suggestion of real features. This type
of head provides a very easy way for cloth dollmakers to
begin realistic sculpture.

With the advent of paperclay products (Creative
Paperclay™, LaDwoll}) arnists making cloth dolls with
painted surfaces started covering the fabric surface of the
head with a light layver of paperclay to make a smooth,
sandable painting surface. Once they added a bit here
and a bit there, noses and chins began to appear. (As they
; 'I.’-'{:Il_'kj_"l;l.' thﬂ I'I"l."."I'II',_'ZI;_:'Hw‘ t:t'.i:rl.‘:_‘d fu T re ST l't'lt:?-'
thought, If 1 can do this with a head, I could probably
I'i'::l‘l"i":." thl;_' Fl'r(:lhll,"lﬂ I::IE ﬁ;l.t f.'!l'rrii.: 'F'l'l!:_';l.:r:‘i '||'- | H-:.'utpl.‘{:tl a
|.,"-I}'|;'I,' of p:_q:u:r;‘]ay.r over them!) In order to lude seams on
| fﬂ[ﬂ: ﬂ'lﬂr 1r'||'.|-.|| ]'}L: |'|E|;'iT'|T|:_"l].._ I:,l:’”'ll]':l'l'.il ]‘J:'I]H:T‘L']-'i}' [”11“ :i|.
forms a mushy paste. Apply paperclay in thin coats with
a brush, letting the laver become almost dry between
coats. To add eves to the face, glue on glass or plastic
eves before covering the head with either paperclay or a
second layer of cloth. If using cloth, slit the fabric firse
and work it around the eyes to create eyelids. You can
achieve a similar eftect by building up the surface with
artist’s modeling paste or gesso (these products are usu-
.'q|ljr' found where artist’s oil p:-':inm are sold).

However, withourt a fabric cover, once all the clay and
paint materials are applied it is questionable whether the
figure is truly a cloth doll. {(We generally define the rype

of doll by the visible surface material.) But lines

and boundaries are only

imposed by those who are
afraid to go over them.

Fortunately, in the doll

world we have many

free spirits who are quite
willing to ignore the
rules, step over the lines,
and adapt whatever tech-
niques and materials seem
necessary in order to get
the results their imagina-
tIONS require.

Hannab's Angel by Jacgueline Caszeyv; 18", a light coating of paper-
clay was vsed o smooth the surface for painting. Photo by
Jagueline Casey

far ared Codin by Bebecea Swansong 147, 4 heavier coating of paper-
clay used under the painted surface. Photo by Bebecca Swanson.

Ohegen Victoria by Jacqueline Casey: 207,
cloth. Photo by Jacqueline Casey.




r |
IFthe head is to be fully covared with fabric, stitch from the back of the head to the outside Lay the thread across the face, and
it 5 necessany to stuff the cloth head very pormer of the sy then stitch to back of head at the
firméy (50 no denting can ooour). pther eve cormes,

Stitching at the eyeline creates the eye Build clay to & depth of 4" over the face, and then blend to the fabric. Add paperclay to form nose,
depression and forehead definition, chin, o facial contours. After the paperclay has dried, apply a light coating of glue to the face.

Press a loose weave fabric aver the face
[han pin and stitch to the head

BEGINNING TO SCULPT 449



Pressed Cloth

The =i Fase- i s hodicomas”™ oot o,
the = e Lo TV doll head.

Try rthis reck -'|i-||u.- :I.T g oL sl L1 DAk
foirn all the ghings v will fie o oog, when
gmorsC orples forw, T adddicien o
bt |h i the lmsr Farm ead wich Sreem
b ® i cecild alsn ase it 2s an
for malirs poaerchy o mpE
\'III\N\'J heacs, Srply Il
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uls Qs U ievk. Let dry. the ~ bl vhe
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tlarze jui= for fan

0w L awp by Jeaak Bose dacl, vhol Pl

Aemali b Jupaw sawpan =1t ot P by Bis finick = Nanhr bip Tempe bmb, 1107, doch Photre b e Cimigian.

= Lk dARa@




1. Hold the Styrofoam ball for egg) in both hands and press 1o make
eve depresswons: 1T you want to be fussy, check o make sure the ayve
indents are equally deep (they shoutd just flatten the surface).

thie forehead.

5. Press to narmow the
haad in the temple area.

3 Press oo fom

2. Presg o form the
meuth amd cheek area,

4. Prass 1o form the nose

6. Apply wery light coating
of ghua 1 the Styrofoamn.
lake a piece of felt, wet it
thoroughby under running
wiates, then squese it
out. Prazs the felt over
the-faca

7. fed a rubber band around the center ling, than work am wrinklas o the back side of the rubbar
band. Use your thumbs to make sure the felt stays down nicely in the depressions. Lat dry after the
wiinkles arg worked out. When tharoughly dry, remove rubber band and trim away excess felt behind
rubber band ling. Paint aye area and mouth area with water-thinned white glue, clear fingarnail polish,
matte mediwm, ar fabric stiffener. Let dry. Faint or ink the features. Zap! Vicla! Molded felt headsi

FPEESSED CLOTH 51




Fabric-Covered Sculpture

The principle of the fabric-
covered sculpted head is the same
as the simple pressed cloth head
(page 50} made by pressing felt
over a Styrofoam ball. However,
there are two differences.

The first difference is that the
artist starts with a sculpted
head. Some artists use a model
sculpted in soft plasticine clay
or a wax head: some use one
made of oven-cured polymer-
clay, and other artists make
maolds from their original sculp-
ture and use the mold to cast
several heads with poured resin
or composition material. If soft
clay or wax is used, the result is
usually a half head or mask that
shows the facial features. The
mask fabric is stiffened, then
Thompson; 247 seated, }?1:{'-\"1:."9 FWI:T l‘|‘1-.t' E'I::I!'-l'j-‘f-ili_'l-_]]r.l-Tt'd
cloth owver :-.'I.I||"|Z|.'|.| bace. LS ad form. A coanng of ‘“’TH{[
Photo by Carla glue or plastic wrap under the
Thampscn. Euhri-_' -E!“H"-'-'!- the I'.I'I':'l":ik LEH]

release from the original when
dry. Once the fabric mask is removed, it is stitched to a
stuffed fabric head base. In commercial manufacture,
fabric masks are made by steam forming fabric that s
sandwiched berween metal maolds.

The second difference is that the artist must take
more care when choosing the fabric for covering the
head, which is a bit more painstaking in the application.
Whatever the fabric chosen, it must be strerchy or of a
fairly loose weave. Cheesecloth, felr, swimsuit knits,
stockinette knits, and nyvlon stocking are possible choic-
es. Since there are more “ups, downs, and corners™ in
the sculpted head, the artist must work slowly and care-
fully to work the weave and the bias or stretch of the
fabric smoothly over the sculpted features. When the
fabric is permanently applied to a cast head, the arnst
usually applies a very light coating of glue or spray
adhesive over the face, then begins working the fabric
into place around the nose, the mouth, and the eyes. If
a soft clay or fabric form is used, pins can be pushed
into the sculpted head to hold the fabric in place until
all the parts are in place and the glue is set,

As you look at the dolls shown in this book, you
will certainly marvel at some of the lovely pieces that
have been made by applying cloth to a sculpted head,

Diaddy’s Home by Carla OHserost’s Prize by Carla Thompson; 22° seated, cloth. Phogo by

Carla Thompson.

, cloth. Photo by Carla Thompson,

Shetla by Carla Thompson; 2

T THE HEAD




2. Cover the original sculpture with a coating of glue

or plastic wrap, then prass the stiffener-saturated 3. Ramove the dry mask. Trim 4. Apply the mask 1o a fabric haad,
fabiric o the head. Secure with a rubber banid and paint.
. £
=,
- T
~ ™
/ 1
'H.\I ﬁ}
§
| [~
BACE MOLD l : I FROMNT RSOLD _r""
1. Farm an original sculpture of | i b, Compieted face mask,

hard or soft clay or wax SKETCH OF PLASTER MED
Use mold to cast a head form or to pull an impression,

Method for Pressed Head

B

1. Press clay matenal into
plaster amiold

1. Pour resin or liguid
cOMpasIton into mold.

3. Jom two hahves tomake a 4. Or, half can be used 2. Remove solid head 3. Apply cloth cover
whole clay head. o rmake mask form, from mild. to solid hesd.

FABRIC-COVERED SCULPTURE 5%



Blended Method

Lisa Lichtenfels’ sculpted doll figures are the best repre-
sentation of the contemporary blended method. Her fig-
ures are fixed, immobile sculptures to be looked at and
appreciated. Lisa uses totally modern, synthetic manu-
factured L'ITIZ_':I;'ZII,:IEL‘j.I such as alumianum :;1]|L}:,' WITE, EH'J]}'-
esher .‘_rt.l.]FFif'lE:';_,_ i:ll"li'.:l ﬂ,‘.'!:rii'l.'ll'l'I'll}'r'l 1ET F'il_]l:fl'-hi il".l;,E F.irll':l'l'tl_'!:i1 LI"]."I‘I.
were not available to dollmakers 100 vears ago, or even
40) years ago. The surface represents the perfected layer-
ing of padding and needlesculpred detail. To achieve this
etfect, each figure is built on 2 jointed wire skeleton cov-
ered with lavers of stuffing o simulate correct muscula-
ture. Al
almost every technique known to the dollmaker. Some of
» that eyes and jaws can be

ether, each of Lisas hgures demonstrates

them even include control:

moved, It is easy 1o see this use of marerial and method,
combined with computer chips and fiber optics, very
nearly mimicking a living human form in motion.
Although the rechniques and processes illustrated in
this book are used regularly by a number of dolimakers,
Lisa’s methods are her own unique refinements of these-
processes. An attempt by someone else to describe them

L nvlon stocking over wire

or teach them from observation could only be superficial
at best. In order to complete the discussion of the
head construction rechniques shown, Lisa has allowed
us to excerpt and illustrate her basic approach, which
she discusses in her book, The Basic Head: Soft
Sculpture Technigues. Even in its simplest form, it is not
a process tor the faint of heart, but it is the one pre
using fabric and fiber where the results will most likely
reflect the anatomical complexities of the human head.

: aal by Lisa L. Lichtentels; 157, nylon stock-
ingg over wire armarure. Photo by Lisa L. Lichrenfels.
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1. Drawr & ead to the correct
anatomical |:|TIJ|:|I:II'E:EII'|5.

£ Uraw the skull over the sketch 1o locate
impartant points of bone structure.

HDE VIEW

& Cut away the Styrofoam and
caree ta form & skull.

STYROF

AR BLOLCK

R A e

FROKT WIEW

SIDE VREW

3. Transter the skull shape and detail drawings 10 a Styrofoam block.

5. Cover tha skull with
a layer of batting.

e £F

SIDE UREWS

b. Btitch the batting in

place aver the skull

BLENDED

7. 5titch over the e
and into eye socket
depressions

METHOLx

35




Eyelids

Lay the tovening fabric {nylon

inigl e : -
stocking] aver the wires Pt the wiras into the

{ Styrofoam head/eye sockat.
Stitch the fabric cover to the
batting covering the skull

Farm wire = -/\\
to EyE. I/

SEIE WIEW

Construct wire frames
far the evelids,

N

Lay the eyeball [glass or modeled of
claykin the “bag” formed between

Hose the upeer and bower wires,
Constiuct a wirg Set the wrapped nose Meedlesculpt the atitch the stuffing to the covered nose framework.
framewwork for the framewark into the fabic and stitch to
e and cover with bead and coves witha the hiead to form an
wrapged vam, lavar. of fabric. undertsyment.
Wrap the wire lip
Mouth

framework with yam. l

v

I Stitch stuffing A
pads to the frame-
Comstruct 2 wire S wirk 1o dafine lip

framewark to COntours,
match the lxp fine
desired

Sat the framework into
the falbric-coversed skull,

Sh THE HEAD
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bddimg Soft Tissue

Form the soft tissues of the face
after the featyre framework and
baze padding ig added. The older
face will require more padded
BaRs a oroer to provide the lings
i contowrs of aging skin

Stitching the Eye Area

& final “skin” of nylan stocking Tabric is kid over

Variation: Instead of constructing an eye
“heg the cut edoe of the topfskin layer
5 brought under eveball/lid framewark,

the face. The fabric is sit to allow the evas 1o show,

Mitching the Mose Area

When needbescuipting, all the stitching s
done so that the surface is tacked as invisiodhy

as posseble to the underdayment.

Rolling the "skin” fabng as the stitches are
placed enables warking from the back and

prodecting the surface from possible snagging.

Finighing the head consists o
pinning the “skin® fabric in
place ower the padded base,
The stitches ara run fram the
back of the head and sides of
the skull, theough or under
the baze padding, 1 secure
the nylon around the framead
and padded features.

Securs the adges with stitehes running from
e socket to the back and sides of the head

ubsurface stitching o secure upper ip.
aubsurface stitching fo per Iy

BLENDED METFHOID 537



The Chess Players by Akira Blount; 16" x 247, needle-

:1".'I=||1|='='l|. PUAL ] and fabmc |'|:|i|114,-:|:| ruasks. When r:l.l'-':.'l.|.
the mask on each figure forms a hat thar is an integral

part of the figure’s image. Photo by David Luterel.

The external mask is a transitional
step berween the all-fabric figures
and mixed-media figures. In many
cultures the mask allows an ordinary
human actor the ability o portray a
spirit, a god, or a supernatural figure.
Creating a doll with a mask adds to the
dimension of character an artist can show.
It also adds an element of mystery—what
or who is under the mask?

A mask can be made of any material.
Masks made for fabric
figures usually are sculpred
or modeled of oven-curing or
air-drying clay. Sometimes they
are shaped by pressing fabric sat-
urated with a stiffener over a clay
or fabric model. This allows the hiber
artist to play with another medium of
expression. The mask can be carried by the
figure or attached to the head with a string, ribbon, or
rubber band. Or the mask could be hand carried in the
traditional wearing modes, or hinged or sewn to the
head...or, think of a unique methed of attachment for
':r-l::ll_]r DWW E'?lEL‘E'!';-.

Trickster by Pegey Flynng 12°, ceramic mask on
fabric, raffia hair. Phoro by Mark Carleton.

Gold Goddess by Susanna
Deovan; 307, gold lamé,
Super Sculpev® mask.
Photo by Don Smith.

,l'l.].;_l.lf_",',t'_j' Nazks '|:l:.-' Apndra Dunng
12" seared, papier maché on vel-
veteen., As Andrea Dunn sees i, a
meask is an element of how the fig-
ure iself wants o express 10 per
sonality. Photos by Andra Duni.




Wethod |

-

Maka & ba" thick pancake of air-drying or
mvn-curing clay, With 3 toothpick or mod-
elmg oo, sketch a simple face, then poke
sew holes sround edges.

Cure or dry the mask, paint as
desired, and stitch 1o cloth face

LT Ll

Sl

Hethod 11
! Let the mask dry. Lift it away from the
head. Holes may be cut foe the eyes and
Over the plastic wrap, apply Fabiric mouth. Beads, or plastic or glass eyes
Cower a sewn fabric face with saturated in fabnc stiffenar. then ray b inserted, or clay can be added for
¥itchen plastic wrap., smonth the wrinkles to the back. e sculpture
Hethad 11

shghtly loosen the mask from the jar
surface 501t can be removed easily
aftar coring. Air dry, or cure 1n oven,
useng the jar or can to hold the farm

On a rounged, smooth surface, such as a jar Modeal the simple rmask form. Smooth,
or can, apply air-drying or oven-curing clay blend. and frim 1o degirad facial foom

MAMKS b



Painting
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that paint will not bleed. You should be aware that a Application: Apply fabric stiffener, if desired, then let
hard-painted surface on a soft stutfed body can dent. dry. Paint on the gesso until the surface is thoroughly cov-
since dents are difficulr to fix, the possibilities for dent- ered, Apply as manv coats as needed to create the desired
ing can be reduced if the body is stuffed very tightly. surface. If you want the fabric to show through with a

Heavy body paints may be applied with
any type of brush. You will probably find a
wide, medium-bristled brush mose compati-
ble for the base body color. A selection of
fing- and medium-tipped brushes will be
needed for painting facial features.

Priming is done with gesso, or a fabric stiff-
ener may be used. If using the latter, apply the
stitfener first, following the directions on the
label. Use unthinned acrylics from a jar or
tube, artists oil colors, or latex household
paints. Seal the finished painted surfaces, if
desired, with marte or gloss sealers used for
flat art paintings.

canvas effect, or if you want
a brushstroke effect, you
will need only one or two
coats of gesso. Let the gesso
dry, then blend and apply
body surface colors. Ler dry
again and apply the features,

Caetion: Artist’s oil colors,
certain dyes, and sealers
should not be used on dolls
which children may play
with. Some paints and
sealers are flammable, and
many contain toxic chemi-
cals. Always check labels
and follow manufacturer’s
directions for use. Also note
that over time and under
some atmospheric condi
tions, painted surfaces can
crack and chip. Generally, fully painted surfaces are only
used on dolls made as art pieces, primarily for display
and, as such, handled minimally. Also note that some
clear sealers such as shellac or fingernail polish may
vellow over time,

UPPER RIGHT: Head bw eliner peace bailev; 47, cloth,

colored pens. Photo by Susanna Oroyan,

PEER LEFT: Mertheth by Beverly Port; 20°; painred
silk. Phiestor |_1_':.' Desn Smnith.

LOWER LEFT: Leslie by Morma Malerich; 33", painted
cloth, Photo by Maorma Malerich.

LOWER RIGHT: Chelsea by Charlene Westling; 154"
clogh. Phote by Don Smith.




Reping by Bebecca Swanson
14", pained cloth over paperclay

Fhoto h:c Rebecca Secanson

Yellare Mary by Marcella Welch
4 feer, fabric over sculpred paperclay
Fhoto by Jerry Anthony.

Turtleman Waiting in a Chair
I\:l' |}|_'.|'l|!r.¢1|‘- F'IF\.EII'I:‘I.'I

12", embroidered cotcon
I‘ll'l'i'll:':'l é?:- ';I‘I-.'rri-.-' ':’:'.III'I:IIi'Ii‘a.

h2 HEADS

Orriental Mermaid by Andra Dunn
17", painted papier michd

Photo by Andra Dunn.

Courting the Flarme by Maggie Mayer
21", painted cloth
Photo by Mageie Mayer.

Markyn Macaroni by Linda Ewing
15", necdlesculpred and painted cotron
Photo by Linda Ewing,

Pandera by Jacgueline Casey
20", needlesculpred cotton
Photo by Jacqueline Casery.

Saralr Piper by Becky Craver
132", needlesculpred Eyera
Photo by Becky Craver

.'l.-fu,'."r_:-u:,' ]:-:.' Mary Thomas
18", needlesculpred and painted cloth
I‘lllilﬂﬂ ":l'| :"I-"III'I'::I. .I':.I-_iillllij.




fester by Akiko Anzai Ulrrder the Mask by Dinah Sargeant Alyzsran by Jeanic Bates
15", paperclay cowered wich fabric 25", embroidered and painted cloth 16", knit fabric over sculpred head
Photo by Akiko Aneai. Fhoto by [inah Sargeant. Fhoto by Wilhan Sean Sullivan.

At Cord by Vieginia Roberson Pearl by Barbara Spencer Lowve Temple by Famela Hastings
26, needlesculpred cotton 27", cloth 13", paper, fabric

Plora by Dos Smith. Phestes by Par Stark Photo by David Egan.

fee Privcess by Julie McCullough Appligié Face by Susanna Oroyan Helen Hundertwasser by Margi Hennen

22", Lycra® over needlesculpred velour 47, felt and embroidery 10%, embroidered cloth
Photo by John Mollendorfs. Photo by Susanna Oroyvan. Photo by Warren Dadgson,

FACES GALLERY 3



The Bastc Body

For the creative dollmaker the idea
always comes first, then the patrern
1s creared as a way to express the idea. As you look
through this book and the many different examples of
artst-made dolls, | hope vou conclude that the pattern
is not so important as the idea. What makes each

A Slight Adpestsrear by Antonetoe

piece unique is the detailing that the individual cre e TR Sk itk ol e

ator discovers and develops to express the idea.
The kev element throughout the construction
process is holding the idea. Let’s look at how this
might be done. In the works of Antonerce (Noni)
Cely, we see very realistic-looking lady figures.
Their appeal comes as much from the excellen
proportion, pose, and form as it does from the
heautiful faces and meticulous detail. The basic
pattern, however, might appear to vou to be
quite simple. Surprisingly, most doll parcerns
are quite simple. The “magic™ happens when
the artist applies specific details such as
needlesculprure, wire armature, and carefully
arranged costume draping.

Fimpo. Momi viswalizes the e and
form of the pose she hag in mind

4 (here the ndy reaching to adjust
her stocking seam) and ar each sep
makes inventions o -:El_'-.'l-l-"\-|1~. (4}
bring that vision to reality. Phoro

by Dhon Cely.

Reta by Antonetoe Cely;
16" cloth with cloth over
Fima®, Fhoto by Don Cely.

=4 THE BODY



Patterns for the Basic Bady

B
4

e i i — —

CENTER BAEK

A patiem for a body like Mo
Jiakes can be quite ssmple.
Using the pattems as a guide,
wou might use wire ipage 110),
then needlesculpt to make the
praper protrusions

8z the: bady constriction continues, accentuate
muscle tensson in the foat and toes by manipulating
the besic design. In pattem making this means that
b make a paintad toe for a high-hesled foot/shoa,
cut apart the pattern at the ankle, turn to make a

.point, and add a fintke additional height for the arch
af the food in a high heel. Redraw the pattem to

- treata a pattern raflecting the desired look,

In order 10 show joint bones, slip @ small bead
nside during stuffing and needlasculpd o make
Aroper hone appearance.

THE BASIC BODY (i



Body Contours

'\'.E.I'i.“:" I.-] fl‘]l'll'l il |";_1_'r5 Want T
show depth with the form,
or, essentially, want to
show the figure as occu-
pying space dimensionally, they are
faced with figuring out how to make
two pieces of flat fabric take on spe-
cific, rather than generalized volume
when stutted.

There are two typical ways of adding
depth or dimension when designing pat-
terns. The Hrst is contouring the patterns,
which means designing pattern pieces with
curves, so that when the curves are sewn
together and stuffed the effect is a rounded fig-
ure. The second method is the dressmaker’s
dart. While contouring usually involves three- or
four-part body pieces, the dart can provide depth
with just two pieces. In both methods the doll-
maker needs to think about and become very
aware of the planes of the body, or the “edges” of
the form, from various viewpoints.

For instance, if we look at the lower leg from the
side it looks as though it has two sides: the straight
trone, and the back curve that follows the line of the
calf muscle. If we look at it from the back, it looks like
one triangular piece. The question then is how to
achieve both appearances. The answer: a three-piece
lower leg pattern, or a dart at the upper back of the
calf. To a cerrain extent careful stuffing of a two-piece
outline form will achieve this appearance, bur a seli-
challenged dollmaker often wants the more exact form.

Cretterie Chress Knight by Nancy Laverick;
16", corton and Ulreasueds®, Pharo |_1_1.' Azad.

Belle by MNancy Laverick: 19", cotron,
Photo by Nancy Laverick.

A|
¥
i
1
i
%
f
i
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Patterns for the (ontoured Body

Pattern pigces for creating a contoured
body; tha amm and leg pattern piecas
an pape 65 may be scaled o §it this body

& CONMTOUSED BODYT FORM

BODY CONTOURS a7




Iraditional Japanese Body

The tradition of dollmaking is ancient and hj;_thl}-'
respected in Japan. Many of the more complex
techniques of Japanese dollmaking require
materials not available in other countries. OF course,
L:'ll::lfh i'l.]'lil Wire Al [,II'Ii".-'I,,!Fh'ﬂl._ S0 ['|'|i_' E{'I”I:}'l.".'jl'lg
method is one that ANVONES Can make and m[ﬂpt for
many effects.

This method, shared by artist Junko Liesfeld,
was taught o her by her mother, Tovoko
Martsubara and, as you can see, used by her sis-
rer, Akiko Sasaki. Do nonce how the same tech-
nigue used by three ditferent artists has developed
into three distinct styles or statements for cach
artist. Another aspect worth noting 15 that the head
15 not attached ro a neck stub, buor s imserted into the
|.‘||:.1|:I‘_|'. which is difterent from most of the forms
shown in this book. This is a good example of the
choices a designer faces when deciding how to cut
parts, where to show seams, and which elements
of the body's anatomy to show in derail and
how to make them move.

Crranama by Toyoko Matsubara; 107, ¢loth, Phote courtesy of

lunke Liesfeld,

a8 rHE BODY

Clown by Akiko Sasaki; 177,
cloth. Phota by Akaka Sasaki,

The Accowriant ||:. .[||:|l:||
Leskeld: 14", cloth, Phoos "1
Jeff Saxman.




Head Attachment

Heads
i A
J LA} :,.F.‘I.'I|','-

A needlesculpted head A built-up head
& hasic head shape

Bedies

FILE VIEW

AT e N L :
i

/,/\

Gather the bady around the neck

- —
A basic tubular A contowred body A contowed bady
body shape with dast

Legs Hands Posed Body Forms

Wires in the
legs and arms
are inserted
nmto-the body:

A-zimple hand

shape A complex hand
shape

A zimple lag form A contoursd leg form

|
|
|
|
|
|

Lirmbs are stitched
in placa

TRADITIONAL JAPANESE BODY a4



Shaping the Bust
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Bppliqued Patch Form

Form the chast with appliguéd
pabcnes

SHAFED AREAST
HOKT

Form the chest with shaped
appliquéd breasts

SI0E VIEW

The Darted Dress Form

form the chest with darts
sewn al the chest area.

Unsean dars &t the
chest and waist areas

Cut 4 circular pateh,

with & cut dart, to farm
the braast

SHUE W EW

SHOFED BREAST

FRAIN

Sewn darts form the bust
and contoured waist

SHAPING THE BUST 7



ToF: Happy Birthday Hooey
by Gloria Winer; 15°, cloth
over wire anmatuee. Photo by
Jim Winer,

BROTTOM LEFT: At Zongl
Srnday Morning by Doree
Packing 24", cloth, Phioto by
Dores Pirkin,

ROTTOM BIGHT: Ladies in
Hhie Spogrn Babl |'_|}' Sl_lsanna_
Crrovang 1217 seated, cloth
with 5|."|:|[|"h:-:r" masks. Photo
by Don Smich.




The (ontoured Form

Farm the chest with a contoured bust,

LINEER

GLISSET

Undergarment Forms Sew the bust top and under gusset

together, then stuff and stitch to
the lorsn
Form the chest with a contoured brassiere bust.

Hand stitch the
maching-sawn pattern
piece 1o the forso

Add straps as
NECEssary 1o

suppart tha
buast

rarm the chest with @ separate corset piece, == _ Smwff the shape,

= " WD STUFFING

Hand stitch.

cHAFPIHG THE BUOST 73



Hands

zcause hands and fingers are usually very small
shapes, they are a challenge for the dollmaker.
Learning to choose the correct form for the
piece, and executing iv well, will make the piece
very dramatic, no matter what tvpe. Usually lie-
tle skinny fingers and far palms cause frustration
when creating a hand. When the fingers, a very
small area of fabric, are stuffed, the stuffing
makes them even thinner. The palm has more
fabric area, so when it is stuffed it pets farter
What to do? Take darts in either the hand back

. K . . i = -
'i::mfs*; ]r*;lll;ir: t:ili e rrinu hr::]f:[:;;r[:':ﬁ'”;f Renissonce Lady and The MesoAmerican Man by Elen Rixiords e

B : _ ; The lady is nvlon over polyhl, with foan and wire understucure, and the man

be |_‘|u:=..l:|.1, refined with [14.'!;.‘(1[(.‘5-;.'lt1|‘rl't1‘::_=, htin.'hr:_'i, & sculpted and painted foam. Photo by Eflen Ridord.
and painted so thar it will
hold its position, Or try
to saturate the hand
with fabric stiffener
or cover with paper-
clay to create a
hard surface. No
matter what form
vou prefer, a well-
executed hand can
contribute as much
to the success of 3
piece as the face.

Renaissance Lad

Courting the Flame
b Magie Mayer:

217, muslin. Photo
by Maggie Mayer, -

lrevincible Spivig by Charlene
Westling; 17" seaped, cloth

over sculpred form. Phomo

by Don Smith. .

FHE BOQDY



These basic hands adapt

wiell 1o rag doll and !
basic dall forms, Al of

thess shapes can be

hiasd sevn or top

stirched 1o gefine the

Tingess.

-
L
]l
B
T A |

]

; —

|.r

i

1 ‘L .ii

i ¢

;

1

i hécnable fingers can be

made by sewing and stuffing

Try & unique hand dessgn that has the fingers separately. then
r|| fingers of rolled and stitched felt, hand stitching each one to

the stutfed palm:.

_%

\

thiz style of hand works well when using nylan stocking, Mote the o
amount of stretch that oocurs in stuffing S il

may be inserted for
T A

CETAIL OF WIRE SRMATURE

HALE [F HAMD FALM OF HAKD

Dlarts made in the hands before stuifing can make stuffed fingers more
propartionate to thie hand

HANDS 5



J #{ THE POSAELE HAND: METHOD I

. ™

%" If desired, hands can be made separately to
“plug” into an arm. These types of hands are
trustrating because of the difficulties of turning
such small areas of cloth. To ease the process, we
show how to use a hollow turning tube. There is
also a commercial tube which hooks and pulls the
end of the finger. (Some artists like o use the
tweezers-like medical hemeostat.) You can purchase
turning tubes at shops, or they may be adapred from
metal tubing, or even drinking straws.

CEMTEE: Everything in the World by Pamela Hastings; 24",

mushin. Photo by Allen Brvam.

LOWER LEFT: Binthday Clowes by Barbara Willis; 18%, clath,
Phota by Photomaster.

RIGHT: Fiddiing Angel by Jacqueline Casey; 187, cloth over wire

armature. Phota by Jacgueline Casey.



Method |

Insert & tube into the finger of 4 stitched hand Use a doubded pipe cleaner or
padded wire to push the finger
end inta the tubg.

Add stuffing to the fingars, if necessary, before tuming the hand/am
Gather the finger armature wires into a metal tube to form 2 "plug.”

\

I
il

The skam of the arm can ba left open just
enough for tha pleg 10 be inserted.

T ey

— e,
If an arrm-wire armature is used, the wires can be inserted into the pig

tube, then the hand covaring fabric may be drawn back over the wrist
area (as shownl, or it may be inserted into the arm over the wire plug.

HANDS 7




THE POSABLE HAND: METHOD I

This method of hand construction can be used with
either a machine-sewn glove pattern or a hand sewn,
needlesculpted covering. It is possible to create VEry
realistic looking pads of flesh and bony protrusions if
a lightweight, stretchy fabric is used with needle-
sculpring. Any type of hand construction in cloth can
be augmented or additionally sculpted by adding
paperclay to the fimshed, stuffed hand. Heavy-bodied
paints will also hide stitches if thar is desired.

ABOVE: The Oldest EIf by Susanna Orovang 24°, cloth over wire armature
Patrern model by Susanna Oroyvan. Photo by Don Smith.

UFFER RIGHT: Crood Forfune Fairy by Susanna Oroyang 24", Ultrasuede over
wire armature, Photo by Don Smich.

LOWER RIGHT: Rengs on Her Fingers, Bells on Her Toes by Susanna Oroocan;
IR ", cloth, Photo by Don Smich.

78 THE BEODY




Hethod 1|

Construct the finger
armatures by wrapping
polyester batting or cot

sew the hand covering, then
turm and pull the cover over
the padded wires. just like
ton around the wires, putting on a glove,

Needlesculpt the hand to

Pase the fingers secure the shape

The ends of wira may be clipped off
or insarted inta the end of the arm.

! Bind the: wire ends with glue and wrap with thread to sacure.,

HANDS i)
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When an arch is desired the foot is construcied as 4 three-
piece pattarm with 3 fool bottom piece or a sole, [Fven so,
stuffing can still push the foot out of shape. To sobve this, we

Stitch a font
top directly to
the lag stub

PETIERK SHAPLS 06 A THRFE-PIECE FINIT f % 4 = 2
In cloth doflmaking the foot is often made in a different fabric to become the shoe

(&lf in onel. The designer lacking for & flat foot still has to deal with the “plumping”
of the stuffing, and making a decision about where to make the pattern cuts.

FIRUT SOLE

can insert @ cardboard inner sola,)

REEDLESCULPTED FOOT T0OP

| \ ’
\ | |
A front and side view of a basic leg \ \ lt
stitched to shows an ankle hand | \
] ;a '\H
‘ / ey
i PATTERM FOIR \i ' FATTERN EOR FOOT s
‘t-_.._. i-.l‘-lf"".ll_l_l_l.u _-4 ulu I-.'i_l_f:-'\.i-l'_lil.l TOE
For dimensional toe,
bring the foot in
I & shoe iz going 1o be mads, tngether and
the design of the foot needs to rachine stitch to
h be a form or shoe itself. Toes forr toe line
L and other bones do nat need

be apparent, although we should
sen the comrect shape that the
foot would have if they were.

BACK

s

e Fo f ¥
Foot is turmed and finished ;&m

FEET Bl



Sometimes we  have an
idea which is conceived
from a drawing or as an
impression of form or pos-
ture. This sort of idea usually
does not require movement of
the form, although the pose
strongly suggests movement.
One way to achieve this etfect
withour the use of joints or
armature is to create the form
from a stacked set of very
firmly stuffed parts. To do this
Y vou need to sketch your intend-
» ed shape, then break it down
into component parts. Each part
{ becomes a pattern piece for a
b sewn and stuffed shape,

A Darce i Celebration of
Abundance by Karen Wooten; 1
9%, hand-dved fakbric. Paptemn ol

this figure was developed using the
mockeling techmigquees aught by O men by D Bhathil T lai e

b g ¥ : 3 i : ;
Lengeee Hanit. Kot by Bub Huseh. armarture. Phoro by Kate Cameron

THE BODY



A hasic dolf formis broken

@ into component pattem
pieces; the components can _
vary i pumber and shape. e
{You could choose not to use )
elbiow or knea parts; you
could create a four-piece or
contoured torse: ar vou coukd Pin the components

Adjust the
angie at the
arm attachment
1o shenar the
arm musclas
stretched abave
together and stitch them the body.

into place as desired.

widlen the thighs so that
when attached. they reflect
the muscles of the upper
thigh and buttocks. )

When the assembly
stitching is comiplete,
the figure may be
paintad or covarad
with another laver of
fabric to simulate
smaath flash,

sew a skin of lightweight loose
weave o stretch fabeic, such as
mydon stocking, over the form.
[hen mesdlesculpt to shiw 5pe-
eific muscle contours. Ahways
remamber the litthe details that
make a figure more effective.
This sitting figure would require
waighting and/or thoughtful
needlasculpting in order o make
the flesh of the bottom look ke
it was sitting and not floating.

At

THE PUZFLE FORM B3



atterns by Draping

lI'|.'|;-‘L' |:1|-':'—r\,:!|'| |.-|-|LI %tt[ll]1 '-."-'ll.l: | IC\jll\.l.,'l,l:\q"'\iil.:ll'ﬁ
of simple two-piece figures, and have
gone on to look at a number of ways in
which EEH|}' parts can be constructe

so they have three-dimensional charac-
ter. Before we conclude this section,
howe ver, we need to look at the mar-
riage of clay and doth—the method of
developing a whole-body pattern
pased on an existing solid figure.

The work of the lare Lenore Davis
started from her exploration of the flar,
often monotone form or outline shape
that expressed motion. Lenore expand-
ed her figure-making by painting and
dying the surface desiens. In her later
figures she joined the concept of the human form in motion,
and the concept of painted details, to figures that were based
on completely three-dimensional solids. [enore’s method of
creanng dimensional Agures was adapted from the tradi-
tonal draping methods used by costumers and fashion
designers. Although Lenore’s method challenges the cloth
dollmaker to undertake clay sculpture, the result will be pat-
tern pieces for sewimng that reflect the complex curves of a
body in motion and thar fir rogether correctly.

H':lt‘l?u' doll artists use this same method of '-hltl"-'iliH | Soane-
tames called French Modeling) over a sculpted or stuffed fig-
ure to develop tailored costumes that look as if they are mov-
ing with the body. When a pattern is developed on paper by
design and sketching, there can be quite a bir of rial and
error and sewing of experimental pieces unal the partern
piece 15 satistactory. By using the draping method, however,
m just one or two steps the maker is able to create a usable
pattern which will reflect the desired human anatomy of the
clay model. If you are a costumer, the draping method allows
the construction of a basic set of patrerns (called a “sloper™)
that reflect a body, Onee this basic pattern is made, it can be
recddrawn many times, with seam lines reshaped or darrs and
curves added o make specific fashions.

LEFT: Dhancer Doing g High Kick by Lenore Davis: 347, painted cloch,

Photo cowrtesy of MNIADA Archive

UFPER RIGHT: Acrobar om a Pole in Striped Tights by Lenore Davis:

:.'“.Iil'l:l.'l.l l.'=!!'.|'| |"'|'|| b CaLresy of BTA 12 Archive.

CENTER RIGHT: Acrobal on & Polein Green Pants by Lenore Davis:

pamted cloth: Photo courtesy of NIADA Archive,

2 .

a4,

LOWER REGHT: Acrobal g a Pole in Blve Paris by Lenore Davis: 34

painred cloth. Phato cour resy of MIADA Archive,

4 THE BODY




Fitting a fabric body pattern as Lenare Davis might have dana. This
method allows a complax pattem to be accurately developed. The

pattem piaces created by draging are trimmed and given a uniform
seam allowance, The heavy lines become the finished s=am lines

1. A sculpted figure ar mansequin
5 posed in the desired form, Then
s0ft misdin fabric is laid on the
farm and pinned on the plane
lines of the body,

Z. Any excess fabric
is folded 1o create a
dart or cut 1o create &
cantour fine.

3. The autline of the
body 15 traced amo
the fabric with pemcil.

4. The adges of the
darts are traced onto

the-fabric, e —-—-%

2. When the fabric is
unpinned and lifted
away from the model
farm, the seam
allowances can be
added to create a
sewIng patierm -

!

| —

OHSPED PATTERN PIECES
HIR & FIGUAE S1Li&R T
LERORE QANEE"

PATTERNS BY DRAPING 45




Celtiy Goddess of the Moor by
Lawan Angelique; 217, neediesculpted
stockineste (detal below). Photo by
Chrsona Florkowski.

K AHNATOMY OF A DOLL



UPPER LEFT: Ohd Depa by Alira Blount; 24", leather and
cloth, jointed body. Phoro by David Luterel,

UPPER EIGHT: The Reader by Barbara Buysse; 12°, il
paint on linen. Photo by Douglas Meal.

LOWER RIGHT: Spirit of Change by Kath Lathers; 20",
clogh. Phota by Pete Draugalis.

GALLERY 37



1i by Helen Pringle; 21", cotton, oil painred.

y Dhan Simith,
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UPFER LEFT: Goimg Eishing by Hedy Kaan; 187, cloth. Photo by Les Bricker

UPFER RIGHT: The Mask by Carol Stygles; 28", paperclay, silk, found
materials. Photo by Les Bricker

LOWER RIGHT: Mererard by Dawn Kinsey; 145, needlesculpted silk.
Photo by Drawn Kinsey.
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UPPER LEFT: Very Soon and in Pleazant Company by Zhenane
Wood, Dollmaker; 24", one-of-a-kind cloth doll, painted silk face,
Body of antique kimone, pincushion bahies, bamboo ormaments,
and Chinese cookie fortune, 1990, Photo by David Bigelow.

UPFFER RIGHT: Mirarda Carmer by Julic McCullough;
287, Lycra over needlesculprure. Photo by John Mollendorfs.

LOWER LEFT: Reba by Beverly Dodge Radefeld: 157, clath.
needlesculpted. Phooo by [es Bricker,

GALLERY 41



UFPFER LEFT: The Midnight Mermaid by Julie McCullough; 247, cloth,
painted, Photo by Les Bricker,

UPPER RIGHT: Botticelll Maidens by Jacqueline Casey; 18", cloth, Photo
by Jacqueline Casey.

LowWER LEFT: Anmpel Alighting by Barbara Chapman; 207, cloth, bead
embellishments. Photo by Les Bricker.

92 ANATOMY OF & DOLL




UPFER LEFT: Patist by Tomiko Takahashi 34°, clath,
Photo by MNobhara Takahashi,

LOWER LEPY: Cinderglia After the Ball by Joyee Patterson;
L0, joanted, fabric, Photo by Jovce Parzersom,

LOWER RIGHT: Clarg by Deb Shactil; 18", stuffed cotton
Photo by Kate Cameron.

LA LLERY 43
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ANATOMY OF A

DOLL

URPER LEFT: Whitehowse _-'J..r:gr-'f '|1:.' Yvonne Porcella; 177, cloth, Phoeo by
Sharon Bisedorph.

UPPER RIGHT: Juzz by Gloria Winer; 16", needlesculpred cloth aver wire
armature. Photo by Jim Winer.

LOWER LEFT: Go Fisk by Jeanie Bates; 17", strerch knit over mask, Photo
by William Sean Sullivan.

LOWER RIGHT: Bali Dancers by Peggy Flynn; 15", cloth with Balinese
masks. Phioto by Jor Saracenda.




UPFPER LEFT: Feedinmg the Birds by Margery Cannong 167, nvlon needle-
&'ulprur{' over wire armature, Photo by H.ﬂrgrr:.' Canmon

UFPFER RIGHT: The Hertraliz |_1:.' [Boree F'irl-.'iﬂ'r 14 o clath, Mhoto '|'|_'='
Dorse Fickin.

LOWER RIGHT: Fraving for Healing by Karcena Bouse; 207, silk over
sculpred head. Photo by Bob Hirsch,

GCALLERY

95
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Simple cloth joints—stitched, ted, ball, or
slipped bead types—are not truly working
joints. Although they accentuate a move-
ment, or allow a figure to sit more easily,
they are primarily for design interest.
When solving a joint problem, we have to
consider the actual motion of each indi-
vidual joint: hips are ball and socket, a
knee is a hinge, and none of
the human joints revolve in
a full circle. When you think
about it, there are probably
several complex ways joines
can be contoured and assem
bled in cloth. However, it

is at this point when we

w 1 aretempted tosay, “what
J  for?"; meaning, “why do
w  all that work for just a
doll?” The answer is likened

4 to the idea of climbing a
i mountain: Because | had the idea
and it might look good for this
figure concept.

i

Harwk Worran by Julie McCullough:
34", velour, button prnts,
Photo by John Mollendorfs.

Tablia by Bonnie Hoover; 177, button joinks
Photo by Sandra Hoover,




A Yariety of Decorative Semi Joints




oint Uptions

In order to achieve a well-designed doll, all the elements
that you combine and all the choices that you make will
require good reasons. When you choose to use one of
the decorative, non-functioning joints, it is probably
because yvou want to underline or delineate the idea
that humans have parts (bones) that can move. Using a
decorative bead or a metallic thread to make this delin-
eation also provides more scope for working with tex-
ture and color. However, when you choose to include a
functioning joint in your design, your reason needs ta be
a bit more specific because a functioning joint system
implies a player. What is it that you want the player to be
able to do? Do you want to limit or direct the play?

As shown in the phorographs, doll designer Magge
lacono wants her player to be able to play with the doll as they
would a toy. Her dolls, therefore, incorporate the traditional ball
and socket joint used in composition dollmaking. Making this
tvpe of a joint in fabric requires complex interior stringing as
well as solving problems of achieving the necessary tension with
soft parts. At the other extreme, the designer can elect o make
very simple body connections, as in the marionette and non-
jointed examples. With these the player can manipulate the fig-
ure in confinuous moron (as m a
working marionette) or position
it to show a wide range of human

action or emotion. There are
many choices. Think about
which choice will be the right
one for your idea.

Body by Maggie Lacomo:
17" pore the joinr oan-
struction. Photo by
."n.-1_.'|_\|_q;ir: Fapecanice.

Boy with a Velveteen
Rabiyit and Rebecca by
Magpie lacono 177,
pressed felr, wood ball
and socket joines: Photo

by Magpic lacono.

Mary Chuite Comprary
by Maggie lacono; 17"
felr, dress embellshed
with stencil, ribbon
embroidery, and felr
appliqué. Phono by
Maggic lacona.

5
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Marionette Joint The miost simpde articulated joint in cloth is similar to a maronette joint. Movement is achigved
oy breaking the limbs of anms and legs entirefy, and then stitching thgether the jints.

L]
HLEIE SHARE ! CIGE VIEW

Cut the basic shape
apart and stitch at
the and points to
creste limbs

e
-

The Mon-Joint f':ﬂﬂ’-'ﬂl-'"’:!”l can be suggested when the hands and feet are connected by nathering and sewing
them to coslwme parts. The costurne is constructed to hokd together the hands and fest.

[V INT OPTEONS b
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The Wired Bead Joint

stuff the
limb next o
e i!_'llrl‘;

drea

stringing beads nest of stuffing then ship a
Start with the at the end of head  doam
WiTE armatore the limb. the wire to
the joint area.

The process is @ Set the wire Stuff the fimb -
rather like \L_ armature into a Tt B0ir, ]

ard a partially
stuffed limb.

Attack hmb
o bady

THE BEALD JOINT Lk



[he Stitched Bead Joint

Shelly Thornton achieved her solution to the problem
of creating a directed moton by modifving the
stitched bead joint. This joint 15 actually guite
human-like in that it combines the ball and
socker contruction of the actual joint with
the expansion and contraction of the ten-

Azba and the Moon Ball by Shelley
[homiton: 25", cotton koit. Phooo
by Do Smich.

dons. Using the thread to simulate tendons g
also keeps the imb from turning from side “"
to side i non-human motion. Although the
visual appearance is quite different, note that
the button and gusset joints on the following
pages also funcoon as tendons thar himie side-
to=side limb motion.

.-'I..l?u'l'n!u'."u' f l‘H- !FJ.'.‘:.‘FI""hI

knic, stitched bead joints, body joines desipned.
Phoro by Ron Brown,

by Shelley Tharmtong 24°, corton ‘azie by Shelley Thornton; 26", winl
stuffed cotton knit, stitched bead

joinrs. Phoro by Roger Bruhmn.,

12 BODY JOINTS




The Stitched Bead Joint The stitched bead joint can reflect trug joints i that the bead is placed batween the two soft parts of the limb sa that

the: joint can move freely and hotd 4 position. An additional advantage of a joint of this type is that its movement is

fimited by the direction of the stringing pattern so that the limb can only move in directions that reflect human motion

AMELE

THE

SHOULDER

atitching through
the bead in the
shoulder connects
the anm to the body
which allows a
ratural arm swing.

ENEE

Stitching loops
between the bead
and the limb allows a
flexible foint action

atitching through
@ bead batwaen
the parts of forso
provides waist

pivating madion

STITCHED BEAD JoINT 1403



The Button Joint

Traditionally, motion in figures has often been
achieved by stringing the limbs together by sewing
through the body. Although this seems like an easy
solution, the element of physics enters in: thread or
string stitched through fabric, once pulled and secured
to hold the picces against the body, purs tension on the
tabric of the limbs. Sooner, and certainly larer, tension
wears a hole through the fabric, and the thread will
break after repeated movement. The solution thar
spreads out the forces of the thread rension and thar
provides a base to pull against is the old-fashioned,
plain, button.

To closely match actual human movement, a doll-
maker could use a combination of joints. Adding an
interior wire armature would imitate the element of
tendoen and muscle movement so that the figure could

be bent and held in place in defiance of graviry. With

any of the methods shown, whether by adding
beads, buttons, or stringing joints, a jointed fig-
ure could then be covered by a smooth *skin®
made from fabric or leather. Imagine what such
a figure might look like if covered with an elasu-  §
cized fabric such as Lycra...almost real! i

_|'|'s.'."r |:-g.' Akara Bloant;
26", needlesculpred,
button joasts. Phooo by
David Luetrel.

04 EBODY JOINTS

Pearl Wymph by Jane Danng 157,
needlesculpred comon. Phooo by
[ Erarim,

Sty Model by Susanna Ovrovang 24, fele, painted face, Phoso by Don Soach.




The Set Button Joint

Button jeints are made by
stitching through the bod
The buttons help hold the
limbs in place.

The joints are
5el mshde the
goll parts

o ™ A

COMMERCIAL PLASTIC JOINT

abTs

l The joints are st inside the doll parts,

ExILIY LEL: 18 AR
=IDE VIEW OF OPEM J00pT

&

E=/-|->
"‘ 11:: : =1 .

i k

HOMEMADE JOINT SETS MADE OF WASHEAS AND COTTER PINS

iy FAERAI

THE BUTTON

= WIEW

SIDE VIEW DF
CONKMECTED: 2iwT

JOINT

UFEM JOiRT

JIHRT

(aili]
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The Tabbed Button Joint Taken one step further, the exterior buttons can become part of a joént hidden within the body. In most-dol
dezign thiz kind of joint iz only used at the shoubder and hip. However, if it can go on the outside, it can g0
nside the body, oo, It becomes a design challengs for dolimakers to find ar make joints small enough o

work for the dolls they are creating

OPTHRGAL TABRED SHOULDEA CONETRICTHIN

.

WARST SPACER R

PINCITING AL THIN

Insert tabs for
hig/thrigh action,

,?'"'“h

SIDE VIEW

1 BODY JOINTS




The Gusseted Butten Joint some dellmakers enjoy the challenge of making a figure as real as possible, The sltmate jointing for a
figura in cloth wiould be ong which combines either the ball and socket or strung joint and the mortise

and tenon joint, such as the guesseted buthon joint

!
L T \ﬂ
| & &
Ihe gusset may |, : sew the sides I
be placed in 5 ; of the limb, !
githier the upper then sprosd the
: -
ar howeer limh. 7 e ends apart. Ads '
3 A TFER
- o A Lme |
/ |
5 R i \\ I
] i \ { [ j

/ é

{ F Fit the gusset piece to the open ends .
] r of the limb. Stitch the gusset in place.
[
§
L | .
! I
1 " Turn the limk o
X the right side.

Stitch the limb
Fit the: flaps formed in place,

by the gusset arournd

the limb end.

THE BUTTORN JOIRT 1407
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Next to cloth, wire 15 probably the most importane
material in dollmaking. 1 always find it amazing when I
hear an otherwise experienced dollmaker describe a
problem that could have been easily solved by using
wire. Everyone, it seems, should know about the use of
wire in body making because wire has been traditional-
ly and universally used for centuries. When I first start-
ed making dolls in the 1960s, there were less than a halt
dozen books on dollmaking; vet every one of them
showed some form of wire armature construction.
Unfortunately, many of the books and publications
which described the various wire applications have had
short shelf-lives or are very ditficult to find. Perhaps
some dollmakers do not want to attempt wire arma-
tures because the process looks complicated and diffi-
cult. Although it is awkward to deal with floppy loops
and ends that whip in the initial stages, the results are
well worth the effort of mastering the technigue.

Whart kind of wire should vou use? Many kinds.
And have a selection on hand. The types of wire are
denoted by gauge. The smaller the number (or
gauge), the thicker the wire. For doll bodies in -
the 10" to 24" range, 16 gauge galvanized (non- 3
rusting) wire will be strong enough to support a
head of porcelain or polymer clay. If economy is a
factor, electrical fencing wire (17 gauge) comes in
large rolls. Aluminum, copper, and bronze-col-
ored craft wire can be found m jewelry
sections of craft shops in the 18 to 30
gauge. Fine wire is handy for a number
of purposes, but 20 gauge is best for fig-
ures from 3" to 10" tall. Copper wire
is tempring, but often too soft
for making a well-engineered
support, Generally, aluminum
wire is best. Aluminum
sculpture wire is very flex-
ible, very strong, and relatively inexpensive,
It comes in widths up to Y¥4" thick. Also,
electrical cable (interior wall type) and the
ordinary coat hanger both have their uses
in dollmaking.

Christias Memories by Marpery Cannong 24, cloth,
wire armature. Photo by Margery Cannon.

Festival Later by Toamiko Takahashi; 127, cloch,
Photo by Noburo Takahashi.

Adarr and Eve by Akiko Angzai; 18" cloth, wire armature, Photo by Les Bricker.
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e Wire Armature

Fefore constructing a wire armature it is best to
have an idea of how large the finished hgure
will be. If you have already made a head, here
is the formula for ascertaining adule height in a
doll: Multiply the height of the head by eight.
For example, if the doll’s head measures 212"
from chin to top of head, the total height of the
body should be 20" (8 x 2.5 = 20). True human
scale is 7.5 heads equal the body height; how-
eVer, as d{]]l‘j Al COImETyee l:r "r']t:".'r't'd h!r' ]ﬂtﬂii]‘:{.’,
down on them, which foreshortens the figure,
we usually put more length i the leg. A child’s
proportions, depending on age, will be berween
4 and 7 heads. Most artist anatomy reference
books give proportions for typical ages.

Once you have determined the height of the
figure, sketch the shape you want, keeping fair-
Iy true to correct human anatomical propor-
tions. Abstract or purposely exaggerared fig-
ures are more successtul if they are exaggera-
tions of the basic human shape. Butr always
make sure that any abstracted or exaggerated
form is balanced in design. For example, if you
make the legs longer, then the arms should also
be longer. Remember, any time you vary from
the norm you must pay special antention to cre-
ating a harmonious, visual pattern or overall
design. It 1s fine to jolt the viewer’s expectation,
but it won't work unless you provide the per-
son with an understandable system.

Math Nymple by Dawn Kinsey; 87, silk, needlesculpture. Phota by
Chesrer Majak.

Today | Shall Forge the Hoop by Maggie Mayer; 217,
clogh, needlesculprure. Phoro by Maggie Maver

1H0 ASBEMBLILEDS




The itustration is drawn from a 47 figure constructed of 20 gauge copper wire that was intended tor dolihouse use.

PAN

. Make a "W shape. The loog will support a head. 2 Twist the ends tagether at the neck 3. Tape the torso below the
neck and abova the hip;

A

4. Bend to form the hips. 5. Band wire 10 fonn arms, and B. Wrap the armature with batting.
tape at the shouldess.

THE WIRE ARMATURE 111



Inserting the Wire

When a wire armature is inserted into a cloth body, the
resulting doll moves toward becoming a purely esthet-
ic form. The maker has total control over the look of
the piece. The maker can experiment with poses and
arrange the body and limbs to express a particular
action or motion...and have the satisfaction of know-
ing they will stay thar way.

Leap Frogs by Dawn Kinsey; 107, silk needlesculprure, paperclay.
Phaoro by Dawn Kinscy.

The Gt by
15°. clath, win

v Do Smmath.
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Susanna Croyan;

armature. Photo

This series of photos
by Molly Cokeley
show how o cover
a figure that has an
inserted wire arma-
rure. MNofioe ow
micely a halancing
posture is achieved
with the wire_

1. The .'.i|.;:.I|q.' shown
has am inserted

ArmEruere.

2. When the figure
is positioned as
desired, i is coverod
with pieces of nylon

stocking.

3. Padding under
the .‘\.I-.:l..';'-.il'l'r: crealos
a form which accen

ruates the pose.

4, The tmshed
figure. Even though
vl iy nat see the
actual tummy and
Bt shapes, the
fact thar they are
there makes the
costume drape
most effectively.



Hip the cloth body over the ware. Z 3/

Turn and stuff
to the shonlder,

Attach hand armm
Wire I separate.

Bend or cut the head
loop to form & neck

Stufl and wm T

in altermation
1o e hip.

Piny the body at the
croteh, and stoff.

In=ert the wine info the
saven Toat,
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Covering the Wire

There are any number of ways a creative dollmaker
can use the wire armature for creating a finished piece.
One method is to wrap strips of quilt barting, cloth,
string, or yvarn around the wired form to pad out the
figure. Or, the unpadded framework can be inserted
into sewn cloth body parts and then stuffed. If sculpred
parts have been made previously, the armature can be
shortened to the length necessary to artach hands/arms
or legsffeet. Wood or previously sculpted clay parts
can be drilled for the insertion of wire. The

~ bare wire armature, wrapped with masking

'3 tape, can be used as a base for sculpting

with paperclay products. Or, if you
want to build a needlesculpred figure
from the muscles outward, you can

a o construct your armature with space
berween the arm and leg wires
so that fabric padding can
be stitched on and
between the wires. If
Yo I:_'.hl:}r_'l"'i‘_'. FOy COVErD rl'll.‘.
wire, any of these meth-
ods will produce a
delightful  human-
like figure.

Children on a Bicycle by Tomiko Takahashi; 14",
cloth, wire armarure. Photo by Noboru Takahashi.

114 ASSEMBLIES

A Dl i hay |'|_1_,' Ketko Asammig 18", cloth, wire armatire. Photo by
Teruo Shimizu.



ihe: 523 allowance,

desired body pattemns
[he dashed lines indicate

Cut the fabricin the

Wrap the figure with masking
tape, thes make more leyvers

LSing cotton S1ing or yarn

coverad wira and-hand stitch to

Fn the body pieces around tha
attach the fabric cover,

15
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tixed Fiqures

Any dollmaker who specializes in showing off fabric
surfaces, or creating period or character costuming,
can use the fixed wire figure construction method to
advantage. The coat hanger wire and cloth armature
allows the maker to create a posable, sculprural upper
body without having to go into great structural detail
below the waist (where the anatomy will not be seen
or where It 15 not necessary to create form). With this
method, the figures are usually covered or draped in a
costume that reaches the ground or, if shorter, only
the tips of the shoes or feet show, The method is also
used for figures that bend or sway in positions thar are
difficult to achieve balance. Although a simplified
body form is illustrared, the maker has the option of
using any type of head, bust, and hand construction
one might need or prefer to complete the form.

Enrily by Susanna Orovan; 167, cloth, wire armature,
Photo by Susanna Orooean.

1168 ASSEMBLIES

Lralfey f.'nl_hn'llfu:‘l.l__'.:o' 05 by Susanna Orovang 8%, cloth, wire arma-
rire. Photo by Susanna Ii_':l|'|::-:.'_1|'|_

Titania and Oberon by Maggie Maver; 187, cloth, needlescolpred.
Photo by Maggic Mayer.




Lo
4. Wrap the head end

.

: 2 e S J

5. Body as it
right Took with
WIre in it.

MR

s

3. Clip the ends f

.
_‘ -&===
TR

1. Pull 3 wire coat hanger —* £. Measure the haight of e
to create the bassc form. I foem you will nesd, ] '

—
e

B, Add a stuffad fabri
by over the wire
armalure. Slip into
holes & bage

1. Tack the fabric to the basa

An alternate method of bending coat hanger wire and nailing
the ends to a base.

FIXED FIGURES 117



UPFER LEFT: The Fabric Clowes by Jane Dawies; 307, fabric-covered
mask. Photo by Les Bricker.

UFFER RIGHT: Cloww "Hallo!™ by Akiko Sasakiy 177, clath, Photo
by Akiko Sasaki,

LOWER LEFT: Wosrer of Color by Sandra Feingold: 13,” paimged
mislin, Photo by Bob Hirsch.

114, ANATOMY OF A BOLL




UPPER LIFT: Wosian of |'.r',!:.|'.l! |.1}' Marcella Welch: 18", cloth over pesin,
Phote by Jerry Anthony Studios.

UPFER RIGHT: Stargaze Rainbore by Panti Medaris Culea; 207, hand-
dyed sill charmeuse, wire armature, Photo by Bob Hirsch.

LOWER LEFT: Sameone fo Lean Ow by Patmiaa Coleman-Coblb; 217,
cloth. Photo by Les Bricker.

GALLERY 11%
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Lople, Lo ie Sy O by G Carling 230 cond podmed
dopiem, Plhotn v Lan S=nih

IPETR T, Mindral s waney L lavercks 17, Uknsnels
- e sAnsture eatn by Sancp | Laverek

sz by Vb Rehamsne 117, A




UPPER LEFT: Got a Kettle om My Head
Blies by elinor peace bailey: 24, cloth,
Photo by Isaac AR, Bailey.

LOWER LEFT: Clatrroyant by Sara Avsrin;
26", cloth. Photo by Les Bricker.

LOWER RIGHT: Madam {.'.EJ-:?EFJ‘JEFS.’_.IH |_1_'!.I
elinoe peace bailey; 24", cloth, Photo by
Les Bricker.

GALLERY 121



122

ANATLIDMY

O F

A DOLL

ToOP: Liown Man, Lawghing
Tamgican, fempsuit Cirl and
Ked Monkey Man Have a
Costpersatiosd by Andra Dunn;
30, cloth with papier mache
masks, Photo by Andra Dunn.

LOWER LEFT: Joftis and
Chriztign by Frances Perefish;
9" and 6", needlesculpred
cotton. Photo by Bob Hirsch.

LOWER RIGHT: Heqeens, It
High Tea by Ann Woodman;
14", cloth, Phoo by Ann
Woodman.



UPFER LEFT; Flewrette by Bonnie
Stewart; 207, cotron head painced and
glazad, Photo by Bob Hirsch.

UPFER RIGHT: Rosie and Her Red Hat
by Becky Craver; 14 17, needlesculpeed
Lycra. Photo by Becky Craver,

LOWER LEFT: Vilentine by Barbara
Willis; 23", joimted cloth. Photo by
Pharomaseer.

LOWER RIGHT: Mabel by Tracy Page

soilbwell; 127, picced cotton, kand-
painted. Phoro by Berh Ludwig.
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UPFER LEFT: Champagne Dreanes by
Anronerte Cely; 13" seated, cloth. Photo by

Dion Cely.

LOWER LEFT: Garl with Jumping Rope by
]lll'lkl!:- [.iL‘th'Id: ﬂ",_ closth, |_"h1||:-:| ]_'-:.-' l':h::un
Smith.

LOWER RIGHT: Gt of the Druid Chveen by
Earen Wooren; 16", wrapped wire armature,
handpainted doe skin, Photo by Bob Hirsch.

124 ANATOMY OF A DOLI



UFPER LEFT: Grasdwra and Grandpa {frone by Mirsuko
Yamamoto; needlesculpred nylon, Photo by Masaki Yamamoto,

LOWER LEFT: Crrandmg and Grandpa (back) by Mirsuke
Tamamaoto; needlesculpted nylon. Photo by Masaki Yamamoro.

UPPER RIGHT: Me grd My Shadouwr by Marla Florio; 147 and 157,
chath. Phoro by Les Bricker,

LOWER RIGHT: Celaste by Caterine Fuleon; 177, soft-sculpred
cottodn. Photo |1:|.' Beh Hirsch.

GALLERY
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UFPER LEFT: Gagrduee -'.l.'_q_:r'I' Iy Mdiriam f.::.l:'.l'l-\'.':-';
12", cloth, built-up paperclay face, Photo by
Dhaerel jensen.

UPPER RIGHT: Cowrteng tke Flame by Magme Mayer;
21", paimted cloch. Photo by Maggke Maver.

LOWER LEFT: Enchanted Aprid by Christine Shively:
187, panted and embroidered cloth. Photo by Azad.

LOWER RIGHT: Shauntd by Carla Thompson; 18",

pravinbed head, cloch. Photo by Carda Thompson.




UPPER LEFT: The Doll fudge by
Bonnie Boors; 18", needlesculpred
nylon stocking over padded fleece.
Photo by Bonnie Boots,

UrPER RIGHT: Magica! Matilda by
Susan Hale; 227, painted canvas.
Photo by Susan Hale,

LOWER LEFT: Tilly Willow Diolls by

Catherine Fultos; 17", cotton soft
sculpture, Photo by Bob Hirsch.

GALLERY 127
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As vou look through this book, vou can see thar doll-
making consists of about a dozen primary techniques
that are infinitely varied by the artist’s individuality,
interest, material choices, and construction preferences.

Most dollmakers start with an idea, which is a pic-
ture or visualization of the finished figure. Usually,
that visualization will be closely connected with a con-
struction technique—modeled clay or needlesculpred
cloth, joint mechanics, pattern outline, or color, tex-
ture, and partern. A very good example of specific idea
visualization was reported by Althea Church, When
she was working on her dolls while traveling on a
train, she wished she had little drawers built into her
body so she could carry along her dollmaking supplies.
Althea challenged herself to create a doll that had
drawers, and the result was her Traveling Dollmaker.

No matter how you see vour idea, you will have to
build the form. In Althea's case, she worked with a
variation of the basic cloth doll. In order to make
operable drawers, she had to make a frame to hold
them, insert it into the body, then build drawers to
fit the frame. Her challenge was in making the acrual
mechanics within the form.

When the form is done, we face the mitial chal-
lenge: How to complete the doll as you imagined ir—
or near to it. Sometimes, we change in mudstream
and get really interesting surprises. Even Althea had
to make clothes, hair, and the right accessories
within the design framework for the type of doll
she chose. Completing the piece for most of us is
the part that is the most fun. Here we can
delineate the character with clothing,
embellishments, and accessories.

Usually, we have some notion about how
to do it or what we will use, but the following
few peneral suggestions are for your consideration.

&

4 &

COSTUMING

Many dollmakers have no difficul-
tv  when sewing and stutfing a
body, or when creating a head.
But when it comes to costuming,
some get spooked. Will it help if 1
say there are no rules? Will it help if
[ say you can do anything you like as
long as it works for you?

Many beginners think in terms
of costuming a doll as they
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would a real human: clothes that look real or that can
be changed. A doll thar is to be plaved with really must
have removable clothing, Bur a doll that is to be
looked at does not. In either case, the maker really
becomes a fashion designer.

Even if you begin with an idea of what your doll
will look like in clothes, you are always well-advised
to have at least one or two books in your library which
show photographs and drawings of costume through-
out historv. Try to make good use of your public
library and doll book distributor’s catalogs to find spe-
cific how-ro books for pattern and accessory construc-

tion. In addition to the reference material,

vour knowledge of home sewing for
humans is invaluable. If vou are
familiar with basic pattern shapes
for such items as trousers, sleeves,
and jackets, you can cut your own
clothing shapes and sew them
directly to vour doll. If you like
patterns or the idea of removable
clothing, start with commercial

doll clothing patterns. These
can easily be adjusted to fir
vour doll form. Creating the
costume and finishing the

doll is where one truly
has scope for crearivity.

When costuming dolls,

the most trequently
! asked questions are:
! -UE How do | make hair?
("™ How do I make
& shoes? and How do 1

make bases?

Traveling Dollrmaker by
Althea Church; 217, ¢loth,
painted fearures. Photo by
Althea Church,



ror: Birdwatchery on Stargaze
by Parti Medaris Culea; 187,
needlesculpred face, colored
with pens and pencils. Photo by
Bob Hirsch.

LOWER LEFT: [ce Princess by
Julic McCullough; 407, needle-
sculpted Lycra over welour, Photo
by John Naollendorfs

LOWER RIGHT: L& Oher Sabe
iThe Chee Who Kmows) by
Melinda Small Parerson: 20",
Clorh. Ploto |'|_':.' Dion Smich.
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Doll Hair Haterials

raffia broom straw

[Both fursy and stalk ends)

Hax [natueal inan fibar)

birstles [from all sorts of brushas)

wam
(especially designer fiber mxes)

unraveled yam
(makes nice curly hair

string [from unraveied twang 10
bakery package string)

rikbon
hunches of mixed ribbons

cierled silk ribbon
{use scissors to curd)

M

washed and dyed roving
[zpun, but unplied)

thread

silk floss

metallic thraad

knitting machine cong thread

hinan bair and synthetic wigs
[cut parts-of woven wig caps

io fit doll, then take apart strips
and re-sew to fit dofl)

fibers pulled from fabrics
plastc bags

[cutintg Sirips Senon
i1 wiads)

casterbasket grass
1aszals

pOIm-poms

chenille stems

beads
buttons
ilk flowar petals and feaves

lacas
{varying lengths and patterns)

shoe laces
leather strips
pipe Chesmers
fabric

braided strips
knotted strips
yo-yos (fabric)

fialt
(rofled into cierls, orout
irito frimge)

stuffed fabric shapes
fringe
dryer-hint

fur, fong and short
inatural on sking or
synthetic fabric]

sheapskin

palyester batting
cotton balls

sooEing pads {copper)
chaing

wiiad shavings
feathers

beads on wire

...and floor sweapings from
under your sewing machine!

To make yarn curls, wind yaem on 8 metal knitting
needla. Wet the yamn, then dry in a home oven at
& low temperature setting

Hurnan hair from purchased wigs can be washad,
conditionad; and st using setting preparations
and curlers, and then sewn on & fabric strip

Wifted strips may be sewnor
glued directly to a choth head
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Agsorted yams can ba twisted
into loops and lock stitched to
Torm hair.
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Plavthing of Bovalty by
Dvborah Spanton; §°
seated, cloth. Photo by
sherrie Cummins,

Sassy by Genil Townsend; 19, Felt over sculpred mask

tace, Phopa i:-:. Domald 'i.:]::||'|||:li-:l.'|.

FINISHING

the Maoon by
Ellen Turner;

Cron Smich:

[rebuit: Lady on
Starrease by Jan
[raring 21", cloth.
When lane created this
scene, the concepr of a
fady descending a
staircase, and the idea
of “debior,”™ meant thail
the step being taken
and rhe shoe taking i
had ta be as decailed
as any of the other
parts, Photo by Joe



The shoes can be made an integral part of the body.
ahown here are a few traditional ways of creating
shoes. Try different methods using different materials,

{ecide & shoe outline and cut out the shoe shape from a
different fabric. adding a " seam allowance

Aod embelishments to dewvise a shoe.

Figures with flat solas or very G O

howi bzals, if firmby stuffed, will
stand without extermal suppord

a three-zided foot. . with a fist bottom.

Lay the ieg
pattern on the
cardboard.
Uraw a ling
from the heel
center to the
cerntar af the
toe. Cut ome
pair for the
inner snées and
annthar for the
oiter solez.

Seam the fabnic
to the leg plece.

=g and sEuif the
leq, leaving the open
soie at the foot.
Irzart the cardboard
inmer fonm and tiin
&5 necessary to fit
the shape. Run gath-
aring stitcheas anpund
the opening. Pull the
raw BOQES over the
cardboard inner sole

You can paint
shogs right onto
tha beg fabric. The
stockings may be
painted a5 well

154

A two-piece fool is givan width by adding a cardboard mner sole, essentially making a two-sided stuffed foot into

o i a criss-eross
fashion o sacura the
edges acrnss the sole.
Glug the outer soke
ower thie foot bottom
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Bases

As dollmakers and collectors become
more aware of the figure as a piece of
art, they want a rotally finished look
and a secure base for permanent dis-
play. Remember, there 13 no rule that
says all dolls are shown standing
straight up on a purchased metal stand.
Some might, but the jov of the doll is
that it can be shown doing just about
anything and in any way. As an art
piece, the method of display is what can
make or break an effective piece.

The most common way of showing a
doll is on a wood base, which has either
been stained, painted, or covered with
fabric. Many ideas for bases and sup-
ports can be found in scrap and junk
piles...keep your eves and mind open. |
have effectively used lazy Susan bases,
wire candelabra, wooden salad bowls
and any number of odd items found in
the thrift stores. Sometimes the things
vou find for display will actually give
¥ the idea for the flgun& 0 0 11 O 0.

{dﬁ'ﬂs;‘ _q.il FEH}' I:J.Ul“ CAmn EELR DR 1r|£11]~:
-_‘1]1';,' I-I.a"u"l::' fu;l_'l'litl.:ll‘i:: Hlﬂi ;il.'l;:r."irid:ll‘ll-f:ﬂ, a
play doll can have a dollhouse, a play
doll can have a cloth traveling case or a
decorative box. A play doll can have a
rl:i';.,:l;," ‘l-'l'UI:}I;,l 0T f.;ihri{: I:T_T\'ﬂrf'.d hﬂﬁE L iL
could have its own coordinating quilt.
Any doll wearing a coated or skirted
costume can have a little pocker sewn
under its clothing where one could put
its story or other informartion. Doll figures can be buile
it boxes, picture frames, or hanging structures. A
doll can loll on your piano, can hide behind the front
door, or can sit in a chair at the dining table. Dust, of
course; vou have to do it regularly, but, if done care-
tully, a doll can be vacuumed. Many rag dolls actually
look better after a run through the washing machine.
However, always take care not to leave a doll exposed
to direct sunlight as this can cause the fabrics to fade.
Who says a doll just has to be planted...let it fly, let it
peek ont of a frame. Dolls don’t have to be encased in
museum displays either, just let them live with you,

LNICEF Children by Ellen Rixford; hife-sied, nesdie
scilpoure over wire armarure. Photo by Ellen Rixford.
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Might Fright by Barbara Buvsse; 12", painted cloth.
Phote by Do Smith.




Fix - an unarma-
tured figure

10 2 Dase oy
punching a
hole in the oot
with an awl

If a hollow metal ‘f
rod that 15 kong
enough 10 reach
tha doll's waist is
sat into the base, 3
wire loop can go
araond the waist
and be insarted

\L rito the fube.

Thiz method
{§ works on the
il same principle as
'l the manufaciurad
il rmetal bases, but
‘& looks much

8 more finished
|

— e

Lowver the doll down over a dowel peyg seated in
the wood base.

Glug the feet to the base for additional stabilty

F)
| I
|

l]
# |
|
I |

e

i‘! Or, the extra koop length can be inserted
I

inta 3 hollove metal tebe et in the waod
hase which allows the doll 1o be taken
off thia stand for packing or shipping

Armatures can be bt
with extra ware in the leg
lengin i0 create a loop,
whitch makes the dol
self-supparting.

Sew the darts
and stuff the
formed skirt.

place on ol

Attach A cardboand
Dase by criss-crossing
stitches




Pl Youwer Heard by Kath Lathers;
20", cloth over wire armiature.
Phatos by Pete Dirangalis.

PHPf.h;!E‘ Parson by
Barbara Chapman; 207,
gritched muslin. Fhoto
by Bob'Hirsch.

b
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(11 Q_I'lill‘fl' ﬂ[ 0000 .
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Whimnsical Persomage by Barbara
Chapmang 24", wire armature, paint-
ed muslin face. Photo by Boh Hirsch.

Calling the Wind by Chriseine Shively; 16",
clesth, heads, Photo by Les Bricker,

Cress Crltural {frone and back} by Lynne
Sward; 15", beaded, embrowderad, and
quilted embellishments. Photo by Les
Bricker
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Nutwiar Dancers by Marcella Welch; 36", cloth. Photo by Jerry Anthony,

The best way to learn is to do. Learning will be quicker and
be maore enjovable if vou allow yourself to have ideas, to play
with them, and to experiment with the techniques. In this
way you teach yourself to discover and develop your own
ideas, and you use the methods which come naturally to you.

Omnee upon a time a lady whe was commissioning me to
do a portrait refused to send me a picture of the person. She
gave a verbal description and said that she did not want to
*mess up my mind with the reality™ of a photo. The following
exercises have no sketches and no step-by-step drawings
because [ would rather vou made your own dollmaking realivies.

Remember, it takes time and failure to master any tech-
nique. You are not performing to get a grade or to achieve
perfection. If you don't like something che firse tme, do it
again, and again, until you do.

A. DESIGN
Coordinating colors, textures, and finishes. Find an art print
or picture that suggests a good doll subject. This should be an
illustration where the artist has used paint, pencil, or chalk.
Study the face and hands and decide what art medium was
used—oils, watercolor, colored pencils, opaque or acrylic
color. Look at the facial features and decide what method
would be best to reproduce them: embroidery, ink or pencil,
appliqué? Study the face and hands and decide what fabric
vou know of that would either (a) have the same look and feel
as the picture or (b) could be painted to have the same look.
Study the hair and decide what type of fiber you would vse to
make a doll’s hairsivle to achieve the same look. Look at the
clothing and note whar fabrics and erims you would use,
Diesign exercise: Ger a pencil and paper, and then pick
three dolls shown in the book and try to figure out how the
artist created them. Write yourself a set of instructions for
making the dolls vou selected, including a list of materials and
a pattermn.

B. ELEMENTAL FORMS

Take a walk around yvour yard or neighborhood. Collect dried
leaves, grasses, twigs, cones, feathers, and pieces of bark. Lay
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thern out and push them around uncil the birs suggest body
parts. Start with a forked stick thar suggests a body and legs.
Weave or braid leaves and grasees o make cosmumes. Use
feathers to make hair. Use the grasses to twist and secure inter-
esting stones, If vou do not have immediate access to the out-
doars, have a look ar your trash and experiment with plastic
bags and conrainers.

C. CODHKIE CUTTER

The adult dollmaker with no prior experience of pattern mak-
ing will find it helpful to think of the basic flat doll form as
one member of a chain of paper dolls. To design your own
form, fold a piece of paper in half, sketch a simple half shape,
and cut oue. Open the piece of paper for a full partern. If you
don’t like the shape, foald the paper and trim to suit your
EYE....0r make a few more.

Drawn or painted embellishments are more easily done
before sewing and stuffing. When finished with drawing and
painting, cut out the pieces and sew them together. Turn and
stuff through opening, hand sew o close. Whar can you do
with this form? Christmas tree ornament, pot holder, a wear-
able pin, string to make a lei, appliqué on clothing...or what-
ever else can vou think of. Make a few to have on hand for
experimenting with new fabric colorings, paints, and pens, or
for experimenting with faces and surface design ideas.

D. STWUFFED DRAWIMNG

On a large piece of newspaper, use a telt pen to draw the sim-
ple outline of a figure in motion. Try an acrobat er a dancer.
Check the curves in your drawing o make sure they are not
too acute. Think about how small a curve can be sewn and
turned without a large amount of pucker. Trace your pattern
on a doubled picce of scrap fabric, such as old sheeting. Sew,
tarn, and siuff this test picce to check your curves, Redraw
vour paper pattern if necessary to make it more pleasing and
easy to sew and turn. When you are satished that your pattern
will work to portray the shape you desire, trace it on vour
good fabric and complete.

Try again with another figure. This tme, piece your fabric,
both the back and front sides of the doll, as you would a
quilt block. You mighe start by piecing in a different color
tor the skirt, or by using a Hlesh-colored fabric for the head,
arms, and legs.

E. SIMPLE JOINTS

Referring ro the drawings in this book and using your own
imagination, draw a pawern for a simple rag form.
Experiment with decreasing or increasing amounts of stuff-
ing at the top of the leg and the arm. Note how the hang of
the limbs is changed from very Hoppy to faiely soiff by the
amount of stuffing nsed. By the way, if these exercise figures
are made small (ten inches tall or less), you can embellish
them and vse them for wearables.

F. FACE PAINTING

Caollect ar least 8" square scraps of the following: plain weave
cotton, linen-like fabric, silk, velver andfor lightweight velour.
Practice sketching and painring faces with watercolor, acrylics,



and colored inks. Norice whar happens 1o each fabric. Note
which fabrics tend to bleed color, Keep a scrap bag going and
every once in awhile treat vourself to an hour of experiment-
ing with faces and mediums, Some of these practice pieces will
turn into very interesting dells!

G. NEEDLESCULPTING COTTOMN

Cut, sew, and scuff six or more heads of the center seam nose
tvpe [page 31) vsing plain woven cotton and then practice
your needlesculprure sticches (page 461, Vary vour pracoice by
making heads of plain weave cotron, felt, and knit. Notice
how the same stitch parterns will resulr in different scalpred
effects on different fabric types,

H. NEEDLESCULPTING NYLON STOCKING FABRIC
Cut two-way stretch panty hose into sections about B” long.
Stuff each section and gather each end to close. Pracrice your
needlesculpture stitches {page 42). If necessary, cut a small
hole in the back or open an end to add more stuffing. After
vou have done several with this method, see what happens it
vou sew a flar head of cotton fabric and then artach the stock-
ing fabric face to the front of . Or, oy constructing a fully
round head, pulling the stecking fabric over it and staffing as
necessary. Secure the needlésculpting stitches by sewing into
a solid stuffed head.

I. SIMPLE FACE CONTOURS WITH CLAY
Construct at least six heads using the contoured method
ipage 33). Use doubled thread o create the eye-line contour
Use air-drying clay o build a nose and the chin area (page
49). When the clay material is dry, cover the face area with a
light coat of craft glue and cover the face with a loose weave
or stretchy fabric.

J. MASK FACES

Use oven-cured polymer clays or air-doyving paprrulaya‘ e
sculpt a simple face mask form. Make several. Experiment
with a variety of covering matenals, such as cotton gauze,
muslin, stockinette lknits, swimsoit knits, or even leather

Stamd Up by
Beverly Dodgae
Badefeld; 18",
choth. Phooo by
Beverly Dodge
Radefeld.

Experiment with the effeces of {a) painting the face, (b) inset-
ting beads or purchased glass or plastic eyes, or (c) creating a
separare evelid. Ask vourself how you would create an open
mouth. Always leave an overlap of at least 2" of covering
fabric ar the edge so that the mask can be atrached o a
stuffed head form by stitching.

K. SHAPING THE TORSO

Look at the various methods of shaping a bust, Then think of
at least two more variations for each methed (different
shapes, different fabrics, different methods of arachment).
Try them!

L. MAKING REALISTIC HANDS

Enlarge the hand pattern with fingers (page 77). Cut several
patterns and practice sewing, cutting, turning, and scuffing
them. See how small you can make a hand.

M. PRACTICING FOOT AMND SHOE COMSTRUCTION
Construce a pair of legs and feet for as many foor designs as
vou can find in this book.

M. THE TIED JOINT
Stuff each limb to the joint. Hold the stuffing back firmly and
tie the limb so the knot rests firmly against stuffed area. Try
weighting the feet and hands, but do not stuff between joints.

D. THE BEAD JOINT

Study the sticched bead joint diagrams {page 103} and
abserve the forms of the undressed dolls made by Shelley
Thornton (page 102) and Maggie lacono (page 98). Then
INVENt YOur own Versions.

P. THE GUSSETED BUTTOM JOINT

The illustrations of the gusseted joint (page 107) show the
gusset in the upper limb, Try designing a pattern to make the
gusset or attachment tab for the lower limb,

0. DESIGNING BUTTOMN JOINTS

Can you re-design this joint (page 107) to be easier to make?
How many joint variations can you make? How small can
you make them? How would you joint a head?

R. WIRE ARMATURE
Construct several wire armatures (page 110) about 8" tall to
get the feel of whart is required 1o work with wire, Bend hg-
ures into different poses. Do the poses suggest particular
actions or characrers? Tear printed cotton fabric into half
strips and practice wrapping wire bodies, As you wrap, take
care to “sculpt™ by wrapping thinly at joint areas and by
wrapping several times at body parts where thickness is
required. Add beads, buttons, or other embellishment mate-
rials and create a series of wearables.

Try covering a wire armature by wrapping it with cotton
string or yarn, Wrap the string so that the strands Hatten as
vou wrap., When the wire has been sculpred with the wrapped
string 1o a full body shape, cur the felt pieces and cover the
body by hand stitching felt around the limbs,

5. WIRE ARMATURED BODIES

Diesign or pick a basic cloth figure pattern. Cut, sew, and turn
pieces. Lay unstuffed picces out, overlapping parts about 12"
{owice the amount of seam allowance]. Construct a wire
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MFENDIX B

The best means of finding
out whar is happening in
the doll world and whar is
available is to subscribe o
one or rwo periodicals. All
of them provide valuable
information, articles,
updﬂ.hﬂi U!: current l.""r't!'.lti,
and most provide patterns
and technical tips.

A dollmaker can never
have or read enough
books. From books we
learn what other dollmak-
ers have done and what
they are doing, as well as
the technical processes
associated with our craft.
Most of the books avail-
able from large, commer-
cial publishers are carried
by the book distnibutors
listed below, Write and ask
for their catalog of utles.

Hobby House Press
1 Corporate Drive
Cirantsville, MDD 21536

Scott Publications
30595 Eight Mile Road
Livonia, M1 48152

Unforrunarely, many
valuable dollmaking books
have limited prine life and
many more are privately
printed and difficult to
locate. Many interesting
patterns are self-published
by artists and only a small
percentage can be regularly
stocked by fabric and craft
shops. On the arnst lise
below, we have keved{*f#)
those who teach andfor sell
pateerns and books. If you
write an artist for informa-
tion, he sure to include a
stamped, addressed enve-
lope for the reply. For a
few stamps and envelopes,
vou will find a whole new
world of dollmaking

oppOrtunities.

ARTISTS

* = Patternsibooks sold
# = Available to veach classes

# Angelique, Lawan
2458 West Bavshore Road #7
Palo Alvo, CA 94303

# Anzai, Akiko
1608 Treehouse Lane
Roanoke, TX 7a2al

Asami, Keiko
130 Shimokagemori, Chichibu
Saitama, 369-18 Japan

# Austin, Sara
3304 Via La Selva
Palos Verdes Estates, CA 274

*# bailey, elinor peace
1779 Fasc Aveniue
Hayward, CA 94541

Ballentine, Betty
1853 Pioneer Parkway East 121
Springficld, OR 97477

# Bates, Jeanie
21978 5%, Creek Dirive
Taalatin, OR 97042

=# Belt, Sandy
6612 Us 41 South
Marquette, MI 49853

# Belrer, Kathryn
ER2 Shubenacadic, Mova Scota
Canada, BON 2HO

Black, Virginia
12650 Hartense Street
Studio Ciry, TA 21604

Bloumnr, Akira
Py, Box B7
Byhes, TH 37713

*#& Boots, Bonnic
330 2Bth Streer Morth
5t. Petersburg, FL 33713

# Bowse, Kareena

25484 Lake Wohlfard Road
Box 168

Escondido, CA 92027

Briysse, Barbara
2630 Almena

Kalamazoo, MI 49003

Cannon, Margery
B3 Visea View Drive

Salt Lake Ciry, UT B4108

Carlin, Caty
PO Box 214
Penland, MNC 2E765

*# Casey, Jacqueline
Roure 2, Box 405
Murphy, NC 28306

“f Cely, Antoneree
3592 Cherokes Road
Ardanta, GA 30340

# Chapanan, Barbara
353 Glenmont Drive
Ralana Beach, CA 92075

Church, Althea
14 Dhadley 5t #4
Arlington, MA 02174

Cokely, Molly
POy, Bax 1364
Lafayette, CA 94549

Coleman-Cobk, Patricia
Py, Box 11287
Elkins Park, PA 19027

# Craver, Becky
20618 Lebhmans Mill Road
Hagerstown, M 21742

U Colea, Patti Medaris
SO1S Sravgaze Avenoe
San Diego, CA 92129

4 [anin, Jane
47537 Edison Soreet
San Dhego, CA 92117

Davies, Jane

Amber The Soreer
Walberton, Arundel, Sussex
England BMIE 0PH

Denn, Markene
PO. Box 317
Mew Lathrop, M1 48460

Dunn, Andra
12 Geary Avenue
Fairfax, CA 94930

# Evans, Barbara
132 Poli Sereet
Venoera, CA 230001

Ewing, Linda
13101 Chrisco
Saugus, CA 1350

Feingold, Sandra
1752 Gascony Road
Emcimitas, CA 92024

# Fiebang, Kate
£41 5. Fadgeview Trail
Suttons Bay, MI 49582

Floru, Marla
24373 Fairway Hills Dirive
Mowe, M1 48374

Flynn, Peggy
1920 M, Kilpatrck
Portland, OK 97217

# Fulton, Catherine
1275-99 Morth Gilbert Street
Fullerron, CA 92533

# Ciehl, Brenda
BAS WE2E T Cleveland Ave #3
Menomeonee Falls, W1 53051

*# Gourley, Miriam
1033 M, 360 E.
Orem, UTT B4057

Hale, Susan
8473 Kaehlers Mall Boad
Cedarburg, W1 53012

# Hastings, Pamela
161 Wilhelm Road
Saugerties, NY 12477

Hennen, Margi

363 S, James Srreet
London, Cntario
Camada NaA 1XE

“# Hoover, Bonnke
26889 Lakewood Way
Hayward, CA 94544

lacono, Maggic
7 Ri;l}'“lllhlhd l_,:in_'|-.ﬂ:
Dowingtown, PA 12333

Irick, Terry
243 Aruba Lane
Foster City, CA 94404

# Kann, Hedy

PO, Box 309
Yankeetown, FL 34495
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ik Kinsey, Dawn
Baox 938

Thres Hills, Alkerta
Canada, TOM 2AQ

Enoop, Fayetre
PO, Box 237
Morth Freedom, W1 53951

*# Lampi, Sally
2261 Beckham Way
Hayward, CA 94541

* Landis, Ruth
1185 Arcoyve Grande Drive
Sacramento, CA 95816

Lathers, Kath
372120 Eighe Mile Road
Farmington, MI 48335

i Laverick, Mancy
H517-D Four Winds Dinive
Charlotee, W 28212

*# Lichtenfels, Lisa
PO Box 900337
Springhield, MA 01139

Liesfeld, Junko
12346 Casco Mill Lane
Montpelier, VA 13192

Lima, Gretchen
1419 5. 20th Street
Sheboygan, W1 53081

Malerich, INorma
22000 5. Ocean Blvd #9902
Delray Beach, FL 33483

*# Marsubara, Tovoko
3-36 Asahigacka-Cho, Suita
Osaka, Japan 564

* Marrhews, Kezi
PO, Baox 17631
Poseland, OF 97217

# Mayer, Maggie
718 5. % Bay Poinre Circle
Palm City, FL 34990

=& McCullough, Julie
719 P Street
Lincoln, NE 68508

Meier, Anne Mayer
169 Sandalwood Way
Longwood, FL 32750

Mlendenhall, Louise

4714 Mullen Road
MNew Bern, NC 28560

142 ROURCES

# Opgawa, Mzuyo
Komarsushi-Jonanmachi 106
Ishikawa Ken, Japan

*# Oroyan, Susanma
3270 Whitheck Boulevard

Eugene, OR 97403

*# Paterson, Mehnda Small
10465 B Lee Court
Pordland, CR 97229

Patterson, Joyee
B Box 155949
Brazoria, TR 77432

Perefish, Frances
#6330 Anrol Avenue
San Diego, CA 92123

it Pitkin, Doree
2% Xath Avenue
Greeley, OO B631

* Parcella, Yvonne
3619 Shoemake Avenue
Moaodesto, CA 35358

Port, Beverly
PO, Box 711
Reesil, WA 98378

# Pringle, Helen
2188 Annetta C, P, Road
Aledo, TX TeO0E

# Radefeld, Bevery Dodge
10650 NW 13ch
Tnl:‘-tlr_'a, T

Riley, Lesley
7814 Hampden Lane
Bethesda, MD 20814

“# Rixford, Ellen
308 West 97th Street
MNew York, MY 10023

*# Robertson, Virginia
P 490
Overbrook, KS 665214

Sarpeant, Dinakh
23725 Via Lupomna
Valencia, CA 91335

# Sazaki, Akiko

3-5-14 Kamiichi, Kashiwara-
Shi

Dzaka, Japan 582

"# Sawvern, Jovoe
POy, Box 803
Mashwille, IN 47448

i Sohklar, Lois
140 A Euchd Avenue
Toromto, Onrario

Canada Ma] 2]2

*# Shatnl, Deb
2200 Skvline Boulevard
Oakland, CA 94611

# Shively, Christine
112 Hillop Road
Ozawkie, K5 66070

Spamnton, Deborah
10655 South West Collina
Partland, OOR 97219

# Spence, Elaine Anne
1513 Holly Street
West Linn, OR 970688

* Spencer, Barbara

Route 5. Box 1654

Clakview Addirion

El Drorado Springs, MO 54744

# Stewart, Bonmie
4875 Caole Streer 840k
San Dicgo, CA 92117

# Stllwell, Tracy Page
B3 Horseneck Road
Warwick, Rl 02885

Stygles, Carol
3375 Hover Road
Jackson, MI 49201

Swanson, Rebecea
802 Lincoln Way
Aunburn, CA 95603

Sward, Lynne
625 Bishop
Wirgmia Beach, VA 23455

*# Takahashi, Tomiko
3-8-704 Mihama Urayasusi
Tibaken, Japan

*# Thomas, Mary
122 Brookside Place
Marinia, CA 231933

Thompson, Carla
102 Canrerbury Circle
Madizom, AL 35758

# Thornton, Shelley
1600 5. 22nd Sereet
Lincoln, NE 68502

Tidwell-Fourz, Kathervn
565 Los Osos Valley Road
Los (sos, CA 954032

Townsend, Genii
I W Spinnaker Lane
Tucson, AL §5742

# Wagner, Janc
3345 Munsel Lake Road # 24
Florence, Or 97439

Waugh, Carol-Lynn Eissel
§ Muovrill Sreect
Winthrop, ME 043564

# Welch, Marcella
5475 Boure 193
Andover, OH 44003

Westling, Charlene
3224 MW Alice Dirive
Topeka, K5 66618

“# Willis, Barbara
415 Palo Alen
.,hi-‘lﬂll.l"ll‘.ﬂi“ "l."i.¢1.'r, oA 94041

*# Winer, Gloria
PO Box 662
Poine Pleasant, MNJ 08742

Wood, Zhenne
4701 San Leandro #35
Dakland, CA 9761

# Woodman, Ann
2030 Crest Mar Circle
El Dorado Hills, CA 95782

Woaoren, Karen
12606 Stoutwood S,
Poway, CA 92064

Yamamoto, Misuko
A=21-5-203 Tsukagosh
Warabi-ciry, Saitama-ken
Japan 353

SUPPLIES

Cotron Parch Mail Order
3405 Hall Lane, Depe. CTBE
Lafayerre, GA 94549
e=mail: cottonpa@an.com
(BOH) 8354413

(510) 383-7882

Aszsored tools, fabric, wool
rovving, and stuffing

BIBLIOGRAPHY

Litchenfels, Lisa, The Basie
Head: 3oft Scdpaire Techmiques
iself-published, 1991).

Shakespeare, William,
A Midswmmer Night's Direavr
i Mew York, Bancam, 1988).
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Susanna Oroyan taught herselt the arer
of dollmaking. Since 1972, she has
made over 500 dolls, and her dollmak-
ing has become a full-time career and a
business. For the past decade, Susanna
has been a motivating force in regional
and national dollmakers’ organizations.
She has exhibited her dolls internationally
and has written several books, including
Fantastic Figures by C&T Publishing,
and well over two hundred articles for
doll magazines. She has also taughe doll-
making classes at many major seminars
as well as for individual dollmaking
groups. Susanna’s cloth-doll patterns are
available from:

Fabricat Designs
3270 Whitbeck Boulevard
Eugene, OR 97405

Other Fine Books From (&T Publishing:

AN Akt thilving from A to £ From the Editars and Contrietors of Ouilter's Newslettar Magazine
and Duiltmaker Magaznne

America from He Heart: Oorlters Remembar September 1. 20, Karay Brasanhan

Apyigud 12 Easy Wavs!: Chanmivag Oun'ts, Siftable Frojects, & Timelsss Technigues, Elly
Sienkiewics

Appiqud fngide tha Lines: 17 Quilt Propecis to Emivoider & Aomiiged, Caral Armsirong

Art pf Classic Qoidtmaking, The, Harriet Hargrave & Sharyn Craig

Art pf Silk Rilbar Embroigeng The, Judith Baker Mentano

Come Listen fo Uy Ouwilts: = Flapi Progects «0ix & Mefeh Designs, Kristina Beckar

Lraay Cuilt Randboak, The: Rewised. Snd Eaitian, Judith Baker Montenn

Lreate Your (o Gwilt Latets!, Kim Chorhiock

Elegant Stitches: An Westeated Siifch Guicde & Source Baek of Inspration, Judth Baker BMonteng

Fabnp Stamoing Handbapd, The: =Ffun Froipets = Tips & Tncks = niimited Pessihilifies, Jean Ray
Lawey

rarey Agmimods 17 Lasgans fo Eshance Yoo Sialls, Elly Ssankiswicz

Fantasiic Fabric Folding: fnrovabive Doiiting Profects, Rabacca Wat

Fantastic Rgures: Ideas ang Technaqoes Lising fhe Now Claps, Susanna Oroyan

Felt Wee Folk: Enchanting Provects, Sallay Mavar

Finvsiiny the Fiporas #0all Costurming *Embelisfments ®Ascassmes, Susanna Orayan

Fieal Stitches: An Mustrated Guide To foral Sitchery, Judith Bakes Momano

Fioweer Poumaing: Cuilt Frafects far A7 Apas, dan Frischkoen & Anry Sandiin

Fram Fiber fo Fabog: The Esseniial Guide to Dudtmaking Textiles, Harriet Hargrave

imanery o Fabvic, Second Edition: A Complata Sarface Dasum Mandbaok, Jean Ray Laury

Judish Baker Manfana: At & Ispirations, Judith Baker Montano

Kaisidascons Artistyy: Cory Bakes

Kaleidoscones. Wimders of Wander, Cozy Baker

Fateidasoopes & Quits, Paula Madelstem

Kigls Start Quithivgs with Algx Anderson, #7 Fum & Easy Projects «0urlls far Kds by Kids #Tips for
Quitting with (fhidren, Ales Anderson

Laveg! Sureh Qwiirs: Kindred Creatures, Laured Burch

n the Surface: Thread Emballishmeant & Fahnp Manipalation, Wendy Hill

Piwatg Transfer Handbhaek, The: Srap It Pt It Shiteh it Jean Aay Laury

Fiecad Clothing Variationg, vonne Porcedla

Luck Chrits for the Hotdays: 11 Frojects o Siamp, Stencil and Sew: Trica Boerensg

Liwiting waitfe the Muppets: 15 fin and Creanive Projects, The Jim Hensan Company in association
with the Sasame Workshap

Qi for Guys: 15 Fun Projects Ror Yoor Favorite Fella, editad by Cyndy Lyla Bymer

Hagy Wool Appfigue: *Easy fo Sew #lise Any Sewing Machine =uilts, Home Decor & Clotfing,
Kl Macharmis

fx for Quriters: Stitcher-Frandly Advics for Every Body, Suzan Delansy-Meck

Sew Much Fury 14 Projects to Siiteh & Embrovder, Oklahoma Embraidary Supply & Dessgr

Shadaw Recwork™ with Afex Andersan: 24 Destans to Mix ang' Matoh, Alax Andarson

Simpla Fatyic Fatding Ffor Christmas: T4 Restive Dolts & Provacts, Liz Ansloski

Far more information write for a free catalog:
L T Publishing, fnc.

P10 Box 1456

Lafayeme, CA B4544

Ay 2B4-1114

a-nail: ctinfoddcipub com

wellsIe: wnw clpub.cam

For quiliing supplies
Coton Patch Mail Order
305 Hall Lane, Dapt CTE
Lafayatte, L4 94549
(300} 835-£414
[325] ZH3-7ERD
e-mail; quittusaByahoo com
website; wanwequiliuzsa,com
143



Ballering Dollzs by Kathy Ross;
1", cloth. Photo by Don Smirh.

INDEX

adul herght formuala, 110

bases
imserring dowels, 135
material, 134
securing wire tia, 117
wire armanire support, 135
wire waist loop, 135

baiste
appliquéd parch, 71
conteured, 73
darted dress form, 71
undergarment, 73

contoired bosdy, 66, B9
n:u.rt:l:urning, 14, 84, 116, 128

CreAnvisy
definirion, & 2, 11
P, 5.9

design
clements of, 8
Fiunterly form, 19
Flying Phoebe form, 21
Rag-a-Mama form, 17

dall
defination, 12, 48
ﬂ'nh.u:ii:m, 11-14, 16
visalizagion, 125

doll challenge

group, 14
Midsormer Might's Dream, 8, 9

dollmakers
Angeligue, Lawan, 28, 38, 84
Anzai, Akiko, 1, 63, 70, 108, cover
Arami, Keiko, 114
Austn, Sara, 121
bailey, efinoe peace, 20, 28, 32, 61, 121
Ballentime, Berey, 24
Bates, Jeanie, $0, 63, 94
Belt, Sandy, 26
Belzer, Kathryn, 46
Black, Virginia, 24, 34
Bloung, Akira, 58, 87, 14
Baors, Bonmie, 38, 127
Bause Kareena, 95
Buysse, Barbara, &0, 87, 134
Cannaom, Margery, 4, 80, 95, 108
Carlin, Cany, 120
Cagey, |lacgueline, 48, 7e, 72
Cely, Anvomette, 64, 82, 124
Chapman, Barbara, %2, 136, 157
Church, Alihea, 18, 128
Cokely, Molly, 112
Coleman-Caobl, Fatricaa, 119
Craver, Becky, 62, 123
Culea, Parti Medaris, 11%, 129
Crarin, fane, 43, 104, 132
Davis, Lenore, §4
Davies, Jane, 118
Crenn, Marlene, 34
Chinn, Andra, 38, 62, 122
Ewans, Barkara, 16, 34, 130
Ewing, Linda, &2
Feimgold, Sandra, 20, 118
Fiching, Kame, 3l
Florio, Marla, 125
Flynn, Pepey, 58, 24, cover

144 INDEX

Fulwon, Catherine, 125, 127

Ciehl, Brenda, 9

CGinurley, Miriam, 126

Hale, Susam, 117

Hasungs, Pamela, 3, 76, 89

Hemmen, ?."-'[argi, 4.5, 14, 2k, 63

Floowver, Bonnie, 300, 96

lacono, Maggie, #H

Irick, Terrw, 50, 114

Katim, Hedy, 90

Kinsey, Dawn, 90, 110, 112

}.‘;m Faverre, 45

Lamnga, Sally, 20, 1Y, 32, 38, 45, 47

Landiz, Ruth, &0

Lachers, Kath, 87, 136

Laverick, Mancy, &6, 130

Lichremfels, Lisa, 54, 88, hack cover

Licsfeld, Junko, ¢, 68, 124

Lima, Gretchen, 7, §8

Malerich, Morma, 26, 61

Marsubara, Toyoko, 45, 68

Matthews, Kezi, cover

Muyer, Maggme, 62, 74, 110, 116, 126

MeCullough, Julie, 683, %1, 92, 96,
129, 130, cover

Meser, Anne Mayes, 21, 124, 140

plenclenkall, Louse, 18

Dlgawa, Hxuyo, 18

Chegeran, Ssamna, 3, % 10, 11, 26, 32,
M, 36, 58 a3, 71 TH, 96, T, 10,
112, 116

Farerson, Melinda Saall, 129

Famrerson, Joyce, 30, 93

Prrefish, Framces, 122

Pitkin, Droves, 40, 73, 95

Porcella, Yvonne, 94

Porr, Beverly, 41

Prirgle, Flelen, 50, B8

Radefeld, Beserly Dodge, 21, 1339

R1|r_|r, Lt3||'.‘:r. 4

Rixford, Ellen, 74, 89, 134

Feobesmson, Virginia, 4, 28 63, 100, 120

Rooss, Karhy, 144

Sargeant, Dinah, &3

Sasaki, Akikao, 68, 118

Sawyer, Joyce, 50

Schklar, Lois, 7

Sharnl, Deb, 70, 82, 93

Shively, Christine, 8. 126, 137

Spancomn, Deharah, 62, 130, 152

Spf.ru;.e, Elaime Anme, 15, 26, 100

Spencer, Barbara; 63

Stewart, Pomise, 123

Stillwell, Tracy Page, 14, 36, 123

Seygles, Caral, 50

Swanson, Rebecca, 24, 48, 62

Sward, Lynne, 137

Takahasha, Tomiko, 80, 23, 108, 114

Thomas, Mary, 47, #2

Thomgeen, Carla, 52, 116
Thormeon, Shefley, 89, 102
Tidwell-Foutz, Katheryn, 30
anmcnd, Genii, 132

Turner, Ellen, 34, 132

Wagner, Janc, 18

Waugh, Carol-Lyonn Béssel, 24
Welch, Marcella, 62, 119, 13&
Weatling, Charlene, 41, 74
Willis, Barlara, e, 123
Waner, Glocia, 72, 94

Wi, Zheenine, 91

Wesmdlman, Ann, 122

Wosoren, Karen, 82, 124
Yamamaoto, Mirsuke, 125

feet
all-in-one-shioe, 6§, 81, 133
cardboard sale, 81, 133
Hat sode, 133
three-piece foot, 81
rwo-psece fonr, 133

French r.|1lr.r|.‘|E|l|Er B4, B5

BUSECT
chin gusscr, 33
Limk BuassEL, F
ander gusser, 73

heair
materials, 131
Kobert Mokmley wagziig roethod, 130
wefred strips, 131
yarn curks, 131

hands
complex, B3
defining, fingers, 74, 75
flar fingers, 48
hading ssamns, 48
mwveahle fingers, 75
pml.d::::] wine, T8
posing fingers, 793
simple, 69
skinny fingers, 74
Wire AFmAaNice, 77

heacs
applagued Features, 36, 37
hazekhall hu:d, 33
blended merhind 54, 55
flat head, 28
Fowr-peece bead, 31
FI.'I".}' 5|:|.I|p|:|.'|r.|.| head, 34
long head with gusse:, 33
pressod head, 51
rownd head with dars, 33
twi-paece head, 31

|OinEs
ball and socker, %8, 102, 107
bead, 100-143
hiacroen, 104107
cigcwlar movement, 17
decoratave, 96, 97
hidden, 106
martise and tenaon, 107
aptions, T4, 99
plasric barcon ser, 105
quatler turm, 27
stitched, 2F
strumg, 107
renson, 104
three-dimensional, 24
washer and cotier pins, 105

simple, &9
conrour 69

masks

commerceal, 52

preparacion, 59

materials

clay [alse paperclay), 15, 22, 48]
49, 50, 52, 53, 58, 5%, 114

corr hosk, 13, 17

creating bases with, 134, 135

embellichiments, 136, 137

fele, 16, 19

Fime, £4

prasacs, 15

plastic wrap, wses of, 59

srerne, 15

Srvrofnam, 3k, 55

wax, 52

wire, 17, 104

wood, 15, 114

yamm, 14

needbesculpeare

bag ridges, 44

chiegks, 44

direor merhad, 58, 46
double-threaded needle, 40
enhanced uﬂdurl&'r'll‘ltﬂ[, H-H. 87
ek, 44

eyelids, hlended methad, 56
fabrics bog, 40, 532

facial conears, Blendad meghod, 37
jowls, 44

minierh, blended method, 36
mouth, puff, 44

wrouth, arcaighs, 44

nowst, He

e, hlended method., 56
raised] Feanures, 38,42
sumple form, 38

subsurface stitches, 42, 57
Typical stinches, 42

painting

w.lb:n:nhrr. (it}
acrylic, 60
rimring, &40
priming, &4, &1
sealers, 61

pattern draping, B4, 85

i guides

bascball head, 33

hnsic |'.In-|:|].', 5]

basic foeor, 81

comtoured body, 67, 69
foot with dimensional e, 21
fully sculpsural head, 35
outline form, 2%
pincushion gk, 138

rag doll, 25

rodled fele, 19

ropnd head, 33
three-piece nose, 37
pwieplece e, 37

whole boxly, sloper, 84, 85

wine

covering, 114, 115

fuced, 116, 117

inserting, 112, 113

mi:rinﬂ;, 1}

rypes, 104

wrappang, 109, 111, 114, 115
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» Experienced dollmakerss will find an abundance of new
ideas and techniques never before found in one book
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