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Preface

Dollmaker: Where Do You Get the Heads ?

Iy Susanna Omwan, 15°, paperclay ower
wire amature. Photo by W. Don Smith
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D e 2 maks themn. Show me how to do it

S e T I 7 et
B S things are myself, and | have
I 2 loee timc. Sometimes what | do is
B st or impressionistic figure sculp-

D e | do s commercial toy design.
Hustration. Those who speak

e e 2 of these forms under the word
B s nele of this book. However a more
B o tho<e things we make might be fig-
B W ke 2w materials and an idea, and

a frgure that represents some aspect

BE————— It might be something that a child
B et be 2 mechanical store window dis-
I = = Bgure that represents a favorite liter-
-

B e ke these figures or want to because you

B peoplc, mechanics, and materials. And
B challenges for yourself or problems to

B S wiene this book comes in. | try to provide
B show vou how to go about the designing or
P e that might make things go faster or
= - dl
e et | and other doll artists want to do this?
S can compare to the joy you feel when vou
B sty completed an original piece of art. [f we
B ale that possible for others, we want to do it
e o =t plain doll “junkies.” We want to see more
e e o s=e different and we want to see better.
S 0 put the answer (o how to make figures in one
e & would be: “Just do it and think about what you

r s Thanking about it involves getting hold of an
¢ 2 wsmbzation of what vou want to do and then fig-
@ et what problems you have to solve to get there. For
& whose work you see in this book, the thinking
the doing it, the getting there is the fun part. Its
woem we finish one, we go on to do another, and
= and another....
== of us who are interested in figure making are pret-
mue s wually oriented hands-on people. We like study-
¢ muman activities, emotions, and shapes, We like the tex-
= =bnc and the colors of paint. We get great satis-
= from putting things together so they wark well.

v = look at pictures of figures first, Usually, when we

s aoout higures, its to find out more about the pictures.

¥ want 1o know what happened to get what we see in the

sees Dutside of our own hands-on, brains-on experi-
mees thats really how we learn,

save pictures and | have drawings | can show you. [ can

su about the pictures. But the "what happened” part

== = do with thinking. How this artist got those wings ar
« that artist made the figure stand on one tip-toe is the
==t of how each one thought out the problem. Artists

cant put the materials together to get the effect undil they
think out how they will do it. This thinking out is a pretty
jumpy business. It jumps between ideas, techniques, and
materials. It explores and rejects several solutions before
picking the right one for the particular piece, It has to have
l‘J-'iL'r-t.-llL‘J information or exXpercnce to know when a solu-
tion won't work,

lt's pretty hard to show a series of thought processes,
especially when those processes are pretty much nonverbal
and almost never flow in a logical, sequential fashion. Books
have to have “flow." Books have to make sense as whole
works of design themselves. The easiest kind of solution to
the book as a design problem is to present individual how-
to-make-this-doll experiences—essentially patterns where
the thinking has been done already. Working through
other patterns is good experience, but if you want to make
vour own original pieces, you don't want to spend too
much time doing copy waork

Now, my job is to tell vou how to think, or, better vet,
how to understand and augment your thinking about fig-
ure making.

When we make these picces we often have the feeling
the thing is just appearing under our hands, and that the *["
of us is not really connected to the process. The doing
part is spatial it is manipulating objects, It isn't usually a

Hﬂ-l'!m!:rhar':?ﬂhng fﬂﬁ-ﬁ'.iunﬁha'ﬂrhyin. 20", paperclay over wire
armature..ﬂﬁp{_d_.l?ﬁ'_ﬂ_[lm Smith




wlking thing. If we are doing it right, we aren't thinking “I
want,” we are responding to what the piece wants us to do
for it. Once while alking with 2 colleague, | pointed out a
particulariy pleasing set of descending curves in her sculp-
ture from upper back to heel. She was amazed and said she
had mever seen her form that way, never thought about
doing them. She had, but not in a conscious, verbal way.
She had visumlized a picture of the shape of the figure, and
then her hands had done what was needed to make that
shane happen in clay. She hadn't had a conversation with
herself about it. The talking “I” of her was doing secretarial
work guietly in the background. It was giving her the bits
of technical information, the hints, and the critical input
she needed as she worked back and forth with the piece.

The most important element of the thinking part of cre-
ating, or the secretarial '” is consciousness of design, and
there are elements of design that must be considered in
every creation such as form, texture, balance, proportion.
This might seem rather awesome and academic. It might
help to think of design as imaginecring—you imagine the
idea vou want to express and you engineer it to bring itinto
tangible reality. This is the stuff that goes on in your head.
Your hands are just doing the work for the instructions your
brain has given them (or, to be mare precise, what your
brain is Wwriting in an on-going manner as you waork ). The
piece and the instructions finish at the same time.

If | were to create a school to teach figure making, |
would be providing things for the secretarial “I' to know
and access: experiences with using the elements of design,
tools, technigues, and materials. | would not teach vou how
o make Dall 101 Fairy in the Woods or Doll102 Baby in a
Bunting. | wouldn't care if you ever made a doll in a class. |
would care that you got these experiences and thought
about how to use them when you needed to make an idea
happen. The actual figure becomes the independent thesis
project. All the things you know and can leam—and in
making figures you can never know too much— need to be
accessed when you get that picture in your mind of what
vou want to make.

Granted, the material that follows will be my particular
way of structuring this universe, but not entirely. If they
stop to think about what they do, most artists will pretty
much agree with the ideas of developing personal style and
learning how to apply good design. Most will admir that no
matter how well thought-out a project will be, there will
always be more problems to solve and some pleasant, unex-
pected surprises, All will tell you to "just do it," and as you
can see, many have shared their ways of making things
work.

None of us can tell you how to make your original ideas
in a step-by-step fashion, so think of this book as a jump-
start or a review of the major considerations you might
encounter when you make a figure.

Lillia and Her Sechorse by Annie Wahl, 6", Super Sculpay.
Photo by Lloyd Wilson
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Introduction

CONSTRUCTIVE THINKING

(= amessessl dle=s=non, or fine art; whatever you
e wit o o, mone of the material in this book will
el # v S0 mee seafioe that the idea—in its initial form
a0t Shoeees @5 cvolemon to the final figure—is the main
comssienmen S tsme you 2o into the studio, vou need

TEHE BBLE

to have an idea of why you are going and what vou might
want to do there. This book is intended o begin where
both Fantastic Figures and Anatenty of a Dol left off. In bath, |
spoke to the idea of thinking a doll. Here, we are going to
go decper into the thinking that goes on when we develop
a figure from idea to reality.

Figure making, like any other kind of invention, is simply
the making of an idea, You have a thought ar a concept, and
because you feel strongly about wanting to feel and see it vou
are willing to think more and do extensive handwork to make
it become something vou can acully hold in your hands.

Thinking a doll involves two different thought modes.
The first has to do with the actual how-ta-get-it-made
processes. This is craft and it is learned by practice and by
trial and error. The more you practice and experiment, the
better your execution of cralt technique will be. The more
you know about technique, the more options you have
when choosing materials and methods of manipulation.
You'll also realize when you need to invent a solution. The
body of this book will introduce vou to many of the tech-
nical processes that are available for figure making.

The second mode involves making design choices. This
“choosing” requires imagination and that leads us to art. Art
has to do with the personality of the artist, his imaginative
capabilities, and his ability to interpret his feelings and his
environment. [t also has a lot to do with a knowledgable
application of the elements of design. It has to do with soul
and it has to do with style. It isn't learned, but there is "art”
that can be developed in evervone. Before we get to tech-
niques, we need to discuss how design and imagination
work together.

The base meaning of imagination is something like “to
image"—to be able to visualize an object that does not
cxist, that has never existed in that form before. We often
assign the word the element of creativity. We say someone
is imaginative when we mean he is creative because he can
think of new ways to put things together. We say he is an
artist when he puts those things together in a way that
makes a strong impression or causes a strong emotional or
intellectual response. What we are looking for in the figure
is craft executed to an exciting (new, different) perfection.

Or, rather, a good doll is an exciting thing that is well-
engineered.

Lets think about the order/structure of that statement.
The subject is the doll-thing and the engineering describes
what is being done with that thing. Often, in dollmaking,
the emphasis is the other way around, Well-made takes
precedence in our minds because it is the part we can get at
factually. We can point to loose threads, discuss how to
make a joint work well, and teach someone how to use a
tool or a machine. But we have big problems talking about
our feelings as they appear in a piece or how we feel about
anothers piece. Yet it is the emotional part that drives the
artist and makes his work interesting and appreciated.




In order to develop that creative, imaginative part of
wour work, the part that uses the technical knowledge, that
chooses the materials, you need to begin by thinking a bit
about voursellt and how yvou might work best,

Why?

! have 1o assume you feel that if something is worth
Soeng. it is worth doing well. | assume we all want to make
e onc-hundred-and-ten percent picce. A few vears ago, |
“soked around at the blossoming world of art figures and
soeshe “If | could, | would love a collection of all these
==sts heads” Oops! Why didn't | want whole figures?
Secause if pressed, | would have said that while the heads
wese excellent, the body sculpture, proportion, or costuming
hosces were not as well-thought out, not as well-designed,
25 the idea defined in the sculpted head.

it the head equals ten points, every other part of the
“esign and construction ought to get ten points to make a
W0 percent piece. Then the piece needs to be able 1o get
smother ten points for “artistic interpretation”—Suvle,
ssature, the “wow” factor.

ARE YOU AN IMAGINEER?

Ohaly these very important qualities are required: The
St i the ability to be receptive to any and all stimuli that
meht provide a figure idea. The second is the ability 1o
siemtity and solve a problem or satisty a need, The third is
= wingness to be experimental or to identify and accept
Sshere and to fix it or drop it, That's all,

Fest and last, vour goal is to communicate an idea or to
sewoke an emotional or intellectual reaction. In order 1o
=t %l points for every part and the bonus points, every

decision you make, every technique you apply, needs to be
bounced off the controlling factor of idea/final result. Some
of those extra points are the personal property of the artist
going in, and some are the result of a final adjustment.
Some, maybe mare than we think, are assigned along the
way as the artist fine-tunes his vision with considerations
and applications of technique.

The type and nature of your ideas, which are vour per-
sonal property, will direct the outcome of vour work. In the
world of the ligure maker we have endless idea potential,
Some of these are quite complex and some very basic. Ideas
equate to figures in a relationship something like this:

» Figurefidea that has no purpose: pure personal artistic
expression = a fine art figure

= Figure/fidea that suggests purpose: lools like, but is not,
an art figure in play doll form = dimensional illustration

* Figurefidea that has purpose: it does something or is
something = play doll, an advertising figure, or a
fashion mannequin

The fine art figure can take any form with any material,
and its concept and execution are totally directed by the
artist. The idea or suggestion for the purposeful piece often
comes from an external source (a client, a design challenge),
and the artists job is to tool his ideas so the purpose is
achieved well. The middle area is the one that causes prob-
lems in the idea department. It is also the biggest area of fig-
ure making—making dolls for collectors who like things that
look like evolved play dolls or dimensional illustration. The
artists job is usually figuring out the market taste. Quite
often, the market is not as demanding as the client or as
accepting as the art collector. In this case the
maker can focus by either forgetting the sell-
ing part and creating art, becoming his own
client, or identifying a client type closest to his
nawral inclinations and tailoring his thinking
accordingly,

Maost people, including the makers them-
selves, tend 1o think of making original pieces
as the actual hands-on sculpture and construc-
tion process. It involves taking materials and
doing something to them to create a form. Iis
like building a house on an empty lot. But, in
making the figure, you are the architect. You
have an idea about how it will look and how
the parts will have to go together for pleasing
effect, and vou create the plans. You are the
engincer who considers the structure needed
to make the house or the figure stand. You are
the construction crew that actually hammers
the nails. And, looping back, vou are the archi-
tect who anticipates and fixes problems as they
occur during construction,

INTRODULETTI DN
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DESIGNING THE

When you stop to think about what you really do when
vou make a figure, it ought to go something like this

Stimulus—something that pops up in your mental or physi-
cal environment that makes you think “I could make that,”or
“I want to make that as a figure,” or “1 want 1o use thar to
make a figure.”

Challenge— "How would I do that?”

Research—boking avound in your background store of know-
ledge to see what things you know that could apply o solving the
problem of how. Sometimes this is actual vesearch, somerimes
this means learning or figuring out a new method or technigue.

Preliminary design—"If [ do this, then | have to do that to
make the idea commumicare.”

More research—finding the things that will pur together a
rough draft of your idea. Getting the materials and tools for the
specific job you outlined for yourself.

Design—getting the idea firmly outlined with guide notes either
in your head or on paper.

Execution—the actual sculpture and costume construction,
what most people think of as the making of the piece.

Design refinement—changes and ve-thinking as you go
along. The best laid plans will often not fall twogether when real
materials are constructed. What happens when your work or
another stimulus gives you a new idea or a new visualization of
the original concept?

Other considerations—such as “Will this photograph well?
Will this sell in the market? Will the client like it? How could 1
pack and ship this piece?”

Design critique—sitting hack and taking a long, hard, non-
emotional look at the piece to identify any unsatisfactory areas.

Work—making yourself fix or create each part to the best of

your ﬂb‘fl!ir‘}'.

Design integration—perhaps the most important part.
Making sure all the perrts work well together, each one as per-
fect as it can be, while no one part detracts from or dominates
cwer the whole.

Completion—all the things that need to be done after the fig-
wre is complete to make i presentablefusable. Stands, tags,
packaging.

Notice there were six steps to be done betore you actu-
ally picked up the tools and raw materials for the aciual
execution, and six things to do alter the wark was roughed
in. Of course, if you never execute the idea, it will remain
a fuzzy visualization in your hcad or rough sketches on

D.OLL

paper. [t won't dimensionally illustrate your thinking or
ideas, but—and this is important—every single step is cru-
cial to the completion of the successtul piece,

And only two parts are actual hands-on making or
manipulating material—the rest is head work. imagineer-
ing. Granted, for many of us this head work is done on
“auto-think.”

Now | want to go back and look at the stimuli. These are
the things within you that make the art part. Where do
vour ideas come from? Are they dilferent from those of oth-
ers? Do you say, 1 like that idea so | think [ will make it into
a doll? Or do you say, "There is a shape and a color | like
together. How might they become a figure that is uniquely
mine?’ If vou are the type of person who gets what [ call
prepackaged ideas, then it is fairly likely your work will be
immediately recognizable as something or some subject.
An example might be "l want to make Little Red Riding
Hood or a beautiful ballerina in the Firebird costume.” Here
some other element—usually a picture or a written descrip-
tion—provides a good deal of the design solution for you.
All you have to do is find the parts and put them togeth-
er—make a little girl in a red hooded cape. Many artists will
put an individual interpretive spin on an external idea: make
Little Red Riding Hood as motorcycle mama in red leather,
tor instance.

Anather type of idea comes from what | call internal float-
ing fragments. These might be the result of visualizations of
color and form that you hook together. They float along for
some time until a face or a character idca shows up that
seems to go with them. All three of these elements might
float along until a fabric shows up that works well with the
color hooks. Three or four elements like this hooked and
floating are an embryonic idea. Usually, at that point, you
start paying attention to it and pushing the elements around
to bring the idea into focus a bit better. When the focus is
sharpened, then you start thinking about deconstructing the
idea in order to do the actual design engineering.

Ol



Ssmmwswe by Emily Owen, 9°, paperclay. Photo by Emily Owen

THINKING RE-THOUGHT

The key to making art figures or dolls is having a great
“ew of knowledge about methods and materials along with
& atehity to think of the easiest solution for a design chal-
eme= The computer terms for memory—"read only” and
smcom access —very much describe what a person needs
% save in his head to think a figure into reality; vou have
w0 scroll through your knowledge of techniques and avail-
able materials.

Design is getting, holding, and developing the idea.
Swccess is the ability to know when the idea is good and/or
wien 2l parts of it work most efficiently and harmoniously.

WOUR GOALS

*vou come from a doll world orientation, ideas in terms
o subject matter are provided. Dolls can be fairies, pretty
swidren, grumpy grandpas, or recognizable personalities.
&0 of these are generalized concepts or notions that the
2ol -appreciating culture of the world can universally iden-
2 with. These are safe subjects. If vou do them, people
smow what they are. Your viewer has a built-in judgment
gmwee when he looks at them. However, his judgment
gmeze 15 poing to be just a lictle different from yours and,
serhaps, a little more particular. Your job as an artist is to
make vour interpretation of fairy-ness or Santa-ness just a
wele sharper and more outstanding.

Ok and this is equally as important, your job is to jolt
2 viewer by breaking up his expectations, by making him
“wok or react to the piece in an emotional or intellectual
wav This is usually the case when you create abstract, car-
sson satirical, or emotionally moving pieces. Either way,
vour job is to make your piece the one that makes an
moression on the viewer Why would you want to do that?
2e= vou doing that? How can vou do that?

Seressing the need to make a strong impression or create
= se=ction might seem a bit much, but | don't think sa. The

doll world isn't that demanding, because being associated
with play, it doesn't require that evervthing be spelled out
in a piece, However, today most serious dollmakers are not
making toys. They are making art or thinking that they are
making art, What they call art is often illustration. Even so
both require design and a bit of the “wow” factor

There is nothing wrong with being an illustrator. Norman
Rockwell was a great illustrator. With a highly recognizable
style, and incredible abilities in composition and rendering
he reminded us of evervday views and feelings. The only
thing that divides the work of a Rockwell from a first-rate
doll artist is the element of dimension. [ am and have been a
dimensional illustrator. For many vears | was very uncom-
tortable when people referred to me as an artist. Most of my
work dealt with characters that were immediately identifi-
able in our culture. Primarily, they were fairy tale and story
book characters or people and scenes from daily life. What |
was doing was no more and no less than making a three-
dimensional book illustration. The art—my style—appeared
only insofar as | modeled the clay, chose odd materials, and
put a twist on the interpretation. | had the things required,
but not in the right order and not in the right emphasis. | got
comfortable with the term artist anly when the idea with the
maximum twist, not the identifiable subject, became the
starting point and governing factor of my design thinking.

Rl e, -
Bermice by Jane Darin, 18", cloth, Photo by Werner Kalber. Illustration
reprinted from Trupp by Janell Cannon, 1995 by Jannell Cznnon. Reproduced
by permission of Harcourt Brace & Co. All rights reserved. The doll artist did
this dimensional piece as & commission for the author/graphic illustrator.

My example, although true, is a bit extreme. However
its key concept is prioritizing and attitude adjustment. Not
all of us go willingly into tidy little boxes. Happiness and
success might have a good deal 1o do with knowing where
your work fits. Think about who vou are, what vou are
doing, and where you want to be. Whatever vou decide
the element of style and uniqueness in vour inital idea
should be the first thing you think about when you start to
make the figure,

I'NMTEDDULCTIO
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8th Empress-Time by Susanna Oroyan, 207, 4 KNOW WHAT YOU WANT TO DO AND WHY
Super Sculpey. Phota by W. Dan Smith

This iz a piece that came together from fioating I : :
' ove heautiful ladies, pret
fragments—a head sculpted as & dass example ; PLELLY

: and a chance encounter with a necidace and 2 "l F J‘/ : c-hlldn:n' anc ey :l_L'c.‘uml::-]g; Scale[! L
trait figures. That love is admittedly tinged

meet my own standards. Once in a while |
will artempt, and sometimes finish, one of those
types. | do it for the experience—ta see if | can
get better. However, | have always been
enamored of the avant-garde, the different,
interesting mechanics, or the weird juxta-
position of ideas. No matter how [ try,
even my most traditional pieces will
inevitably be just a little out of step,
Twenty wvears ago characters |
did were considered “far-out” by the doll
world and "trite” by the art world. At the
time, | just had to learn which went where
if | wanted to sell or exhibit. Nowadays,
the lines between areas are far more
relaxed, but they do exist. It might be
important to you to think about how much
vou need to make popular work and then
to consider where it will be most accepted.

'i pocket watch filed in the “stuff™ drawer L T
Lo the nickiace over the bad treatsd a0 > : — with a bit of envv—these are things | know [ can-
tful accident,” along with the challenge of A IR - not do well naturally, Or, more impor-
PR e - L e et ! ;
bt in 2 foeed position. S’ W | tant, [ can't do those things well enough to
il ;
=

YOU IN YOUR DOLL

All dollmakers project their personali-
ties into their figures. With some, its
phvsical—"Jane looks just like her
dolls” More likely Jane makes dolls
that look like her With others it is
a mental outlook—"Betty really
doesn't like children, and wheney-
et <he tries to make them, they all
look like little monsters” Mental out-
look can also be an expression of the
artists emotional construct he does
not expose in ordinary life. For
instance, a thin artist with a fear of
getting fat may tend to do many full-
bodied figures, or to make very tall,
elongated figures. With some, it is nei-
ther mental or physical, more like the
ability to see and understand many vari-
ations of character. This explains the nice
little grandmotherly looking lady who does
outrageous abstract figures. It is what [ call the
empath” factor: the ability to think of, under-
stand and execute a personality concept or a
life-situation that might not be within your
own experience. [ hink about what you are
happily inclined to do, and realize that to do
something different will mean more thought

SERIOUS ATTITUDE ADJUSTMENT

As | have taught and listened to students,
[ find that there are some very real barriers of
tear that get between the maker and making.
Lets get them out of the way right now.
The biggest problem is usually fear of fail-
ure. You look at this book and get charged up
to do the same sort of things—you want to be
part of this great group of designers. But you are
hesitant. Lots of emotional things are keeping
vour toe [rom going into the waters. Am | right?
Of course | am. | have been there myself and
will be there again many times. We all have a
degree of stage fright before starting on some-
thing new, even if we have done similar things

and more work

All dollmakers project their own interests
and experiences into the building of their
work. A person with a strong ability in costume
design and sewing ability will tend to make fig-
ures that have very detailed textile work, A
person who does not like to sew will usu-
ally create more sculptural bodies on
which costuming is minimal. As a
teacher, when | introduce a new mate-
rial | often see this at work in my stu-
dents. We might begin with the same
form, but by the end of the day, each
form has been personalized by its maker...
and those who cannot personalize, the ones who
need to be given an idea, are often quite frustrated.

many times.
lets consider the meaning of failure.
Who defines failure? Your mother? Your
friends? Your spouse? No. None of the above.
You define failure. What is failure? Something
that didn't work out the way you wanted it to.
So failure, then, is between vou and the object.
What is the result of failure? A loss of time and a loss
of materials. Who lost those things? You did. Do you care
that much? Yes, maybe. Maybe you were taught not to

14 DESIGNIHNGS G THE DDODLL




o msyoe others told you waste is On the other hand, harder failures happen as a result of
W = off to expenmentation. If the “extraordinary blinding ego.” This happens when an
&= e name of the game is experi-  artist thinks so well of himself and his work that he cannot
W= o vou have decided to give  critique it himself, take suggestions or help from others, or
s == not wasted—you can take  understand why others’ reactions are not enthusiastic.

U wou can agree with yourself MNow that we have fear under control and realize there
W Seee times as much material and  are millions of ideas, let's take a look at brains-on design.

: show in the finished product.
Smsed on ‘1 can't do that,” mcaning, “l
emough or skilled enough.” Again,
g & vou get that idea? If it came from
weemon. It does not have to be yours
ame ket him pin it on you. If it is your
&% & by simply banishing the thought.
B e want—though it might take longer.
B sees Bands the skills. People with great
se= Sawe made wonderful figures. Make

& that” because vou don't have the skills
swer that does not mean you have to take
5= technique. Classes should always be
. NEVETD 1D
e mstructor’s
s method and
of i you can

- - i

3

| —
e Ty what you
e sl per=on did. It
e same but who cares?
s do your own thing, right?

et S the materials” is your problem, then you
2 creative as you need to be. Most of us had no
satenials when we staried out. Many of us
soecial materials today. We just use what-
. v Dont have wig material? Use house-
W e Dont have fancy fabrics? Use old
B s== newspapers. Dont have the right
e e Paint the stripes. Don't have a
L e Use kids crayons and watercolors 474
e e socery store or house paint from
W Sessware store. Being creative means
Wee salumons in your own environ-
e ssmg whats on hand. Often &
e wl produce the most interest- 4
e wmsaies. Like games with nules?
B ==ic the rule that you must
ke 2 doll with things around the
———

L somang when vou have failed is the most important
S for 2 designer. At that point, you say, “Well, | messed
S wm - And vou do what? Start over. Make another figure
e mcludes improvements in the areas you didn't think
weme snccessful. Do another and another.

a2

s

ot e

Someday Tl Find You by Scotr B, Gray,
30°, paperciay. Photo by W. Don Smith
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UFFER LEFT: Zoe and Posaidon by Lily Tolido-Elzer, 13", paperclay
head, limbs and fish, cloth over wire armature. Photo by Gerard Tolido

UPPER RIGHT: Art Deco Inspired Angel by Van Craig, approx. 25",

paperclay/textile with found objects, Commissioned by Richard
Simmons for his private collection. Fhoto by Yan Craig

LOWER LEFT: Untitled (Spring) by Emily Owen, 15", paperclay.
Photo by Emily Owen
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UPPER LEET: The Loge by Mancy Wiley, 28", paperclay.
Photo by Robert 0Brien

UPPER RIGMT: Jocob ond Buster by Diane Keeler, 10", Cemit and
Super Sculpey, cloth and wire armature body. Photo by Lleyd H. Wilson

LOWER RIGHT: The Girl with the Ball I by Junko M. Liesfeld,
15%, cloth and washi paper. Photo by Jeff Saxman

DESITGNING THE DOLL




* by Kathnym Walmsley, 24", Cemit and paperciay,

£ w2 armature. Photo by W. Don Smith

1= Fope Jofn Poul IT by George Stuart, 3. life-size,

=2, arviculated skeleton, fixed pose. ornaments of preciois

2 by Carel Ewing MeCartney
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L ek

T T e o
Ceramil, POLRDE JOANT

LOWER RIGHT: Moon

Block Male by Uta Brauser, 277,

sd body. Photo by John Martind

ght Shodow by Jane Davies, 127,

ead and hands, wood pulp and wire

Cast porcelain Nesd a

armaiure body. Fhoto
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UPPER LEFT: Ropunrel/Hairwashing Day by Antonette Cely, 18%,
paperclay over fabric. Photo by Don B. Cely.

LOWER LEFT: Miss Mcleod by Barbara Kingman, 14", Super Sculpey.
Photo by David Mathias

UFPER REGHT: Smbad by Martha Boers and Marianne Reitsma. 18

Super sculpey over wine armature, cloth body. Photo by Marianne Reitsma




UPPER LEFT: Granny’s Girl by Diane Keelor, 16", Cernit and Super
Sculpey, wire armature and cloth body. Photo by Lloyd H. Wilson

LOWER RIGHT: Kpeki by Willemijn van der Speigel, 40 cm.,
impregnated textile. Photo by Ad van den Brink
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BRSNS == Secw Whits by Richard St. Clair, 17", paperclay with
By Fhees by W, Don Smith

SIS SRS oo Muxe by Hennie Kioffrie, 16", paperclay, silk,
S s Same Photo by Lauren Janus

S ST 5o Wit by Elisabeth Flueler-Tomamichel, 9° seated,
S e e bocies. Fhoto by Elisabeth Flueler-Tomamichel
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UPPER LEFT: Torch Song by Elizabeth Shaw, 19",
Fimo and paperclay aver wire armatute. Photo by
Elizabeth Shaw

LOWER LEFT: Tiff by Retagene Hanslik, 18", Cemit.
Phato by Alan Hanslik

LOWER REGHT: White Clown Charles by Chikako
Akune, wire anmature, fabric covered paperclay face,
Fhoto by Iwao Akune




den (Bound Together) by Willemijn van der
nated textile, Photo by Ad van den Brink

¢ Have They Done With the Cord Catalag?
13, all parcelain, jointed arms.




BESIGHING THE

Making Choices

When vou realize vou can do whatever you want, it will
scem very frightening. All of a sudden there are more pos-
sibilitics of shape and technical application than you want
to deal with. We talked about ideas and getting comfortable
with your own expression. NMow, vou are the person with a
vision and you must hold that vision {or drawing) in vour
mind when you reach out into this fantastic pile of materi-
als and techniques to pick those that you feel comfortable
with and that will make your idea live in the best form.

It gets even more complicated when you find there
might be more than one way to illustrate your idea. Or does
it? Isn't it more challenging to realize that vou could do
many versions of the same basic concept? When vou real-
ize vou could do several variations, the R word (Right) loses
it scary power. All you have to do is make your choices
right for this piece and any good leftover ideas can be
incorporated in another version. This choice making is
called design.

PROBLEM SOLVING

Some people are self-directed—they get the idea and all
they want is some technical information as to how to make
the idea happen. Some people are other-directed—they
want to be told how to make it in a step-by-step pattern. A
problem occurs when you want very much to make your
own designs, but you want someone else to tell you how
1o do this. That can't be done. No one else can get inside
vour head and interpret your idea for vou. If you want to
design, vou are going to have 1o do the instruction writing
for vourself. Designing is problem solving, so we start our
set of instructions by posing a set of problems—asking and
answering a set of questions.

Start with the concept
e [dea - Who is this figure?
* Expression/impmession -
What is this figure telling us?
» Focus - Are theve elements of this idea that can be
emphasized to help make the point?
= Theme motifs - What other elements can be

vepeated to provide secondary emphasis?

Add in your type preference
= Art figure, doll figure, dimensional dlustration

Then think about the elements of design
All of the answers to these questions must reinforce
the idea and its expression.
= Form - What shape do I want this to be?
» Scale - What size will the figure be?

FIGURE

= Color - What colors will accentuate my idea?
Which shades, tomes, or hues of those colors will
work rogether?

* Texture - How do I want the surfaces tw appea
rough, smooth, slick, glossy?

» Thematic motifs - What things need to go with the
idea to make it clear?

And then think about construction
» Mechanics - How does this figure have to be built in
order to incorporate all the answers above into an
actual figure that will stand, sit or move to suit the
desired impression?
* Technigues - What type of painting will I use?
What type of construction will go with this idea?

[ usually answer these questions in my head. [ have often
described this process as running a little film or projecting
the bits and pieces on the bulletin board of my brain and
then moving them around until | get a vision | like. Artist
E.). Taylor says he often imagines the figure as a character
on stage. Some people make loose sketches and some make
very detailed annotated drawings. The late Robert
MecKinley, who was a graphic artist, said he tried 1o avoid a
detailed drawing because he felt if he had invested a lot of
time in the drawing, he would obligate himself to do the
figure exactly as he drew it. But Bob did make rough sketch-
es. Those who can draw well usually think with a pencil. As
a verbal person, | have learmned to make a very rough sketch
and then write a lot of notes—especially if it is an idea |
won't be able to do right away. Either way, you have to
answer those questions.

The quality of the answers and the choices you make to
implement them will be the difference between a good
piece and a so-so piece. How you answer will also be a
function of how willing vou are to be vour own tough crit-
ic. When you are not sure about the answers, it is a good
idea to ask other artists for critical inpur.

Again, notice that the design process above started with
the idea. It did not start with a sculptural material and it did
not start with a technical process such as a specilic joint.
Many people think if they learn enough processes, they
will make good figures, As you can see, a person who could
do super sculpture or make wonderful joints would not nec-
essarily make a well-designed piece. Classes are great, but
the most important ones are those where you learn to make
choices and to defend those choices as part of a total design
concept, The most important design question you can ask
yourself is “Why?" If yvou can say firmly, “I did that because
it works well'doesn’t look right with those colors, that tex-
wire, that shape, and my idea” then you will be well on your
way to making the doll you wanted to make. The most
important answer is “no.” If you can answer, “no, this won't
work,” then vou are free to explore things that will.
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PUTTING IT ALL TOGETHER:
DESIGNING LUCY

| can make all the lists in the world, but sometimes a real-
life example can underline the point. Here is the design
process as | applied it to Lucy I. Many experienced figure
makers will recognize similar steps in their own work.

This one started with “stuff"—things artists pick up to use
at some point in the future. [ had a pair of translucent, paper-
weight glass buttons that could have a very startling
cffect as eyes. The Beatles song title "Lucy in the
Sky with Diamonds” kept munning through my
head... What does she look like? Sparkle and glitter.

| think a bit about how “Lucy” might look. The
eyes are clear with a pink rose and a blue swirl and
they must be immediately noticeable. Diamonds
can be put in the hair. The hair can be coils of metal
scrub pad cross-woven with sew-through diamonds
in the crossings. The hair needs to start back near
the middle or at least very high so as not to detract
from the eves. Sky suggests a backdrop, but | don't
want to do more than the figure. Holding lollipops
in the same colors as the eves. Dress something
long and floaty, maybe with a bodice of quilted
white, a shawl of turquoise that picks up eye color.
How to make the figure float “in the sky” on clouds?
OK.,, clouds of what? Stuffing. Stuffing inside clear
mylar probably. And then suddenly up pops the idea of a
trampoline supported by aluminum or brass rods on a base
of black or midnight blue with stars. The dark base will
allow me to put a rod up through the center to support the
figure so it will appear to
float. | could actually run
the rod up into a sculpted-
to-the-waist torso and let
the lt:g dangl:. Who says
body has to be a true
form? Do what it takes
to create the required/
desired illusion. | am
beginning to "see Lucy.”
The ideas seem to work
and a sketch is made.

Now | listen to the
music again and the
words and a number of
new ideas appear to be
considered. Marmalade
skies, tangerine trees, cel-
lophane flowers. All of a
sudden there is a wholly
ditterent figure. Now |
have three different con-
cepis ol Lucy. Which one

DESIGHNING THE FIGWURE

should | do? Or should | blend them? The main thing at
this point is the figures are do-able mechanically. There
may be changes as | go.

You can see how "messy” design can be in its initial
stages. Now we reline, Watch how it changes.

The tirst thing | did was sculpt a head, but when | insert-
ed the glass buttons for eyes, they did not pick up the light
enough to make the necessary kaleidoscope emphasis. |
thought about what [ could do to make them more translu-
cent—Iike drill a skylight
in her head! | set the
whole thing aside. Some
time later | experimented
with making eves ol poly-
mer clay. | dropped a pair
into her head and, voilal
Mot translucent, but the
slightly crazy look |
wanted. The eves were
going to be the contral-
ling factar—everything
had to work with them.

| experimented with
tree construction and
the design of a base and
background that would
| incorporate other ele-
ments of the song lyrics. | spent considerable money on
materials as well. | went back to work on the sculpture
after deciding | would not have her hold anything in her
hand—I wanted the hands to support, but not detract
from, the eves. | wanted them to show tension in an
upward direction. | still wanted to have her head in the
clouds so | sculpted the head and shoulders as one piece.
At this point | had to stop and think about the body
design. Again, with the eyes in control, | decided that her
costume had to be very simple and cloud-like, This meant
I could assemble the parts on a wire armature and cloth-
stuffed body.

Before | could begin sculpting the feet | had to design
the entire shoe. The shoes could pick up the cye color and
reflect the high-hecled wedge siyle of the 1960s. | also had
to decide how the figure would stand—external support
rod or pegged into a base. Since heels are fairly small and
potentially fragile, | opted for the external support.

When the legs were sculpted, | was faced with an opti-
cal illusion problem in the proportioning. This is not
uncommaon—the high-heeled foot foreshortens. Could |
get away with it? Yes, probably, One way was to engincer
the figure so the viewers eye would be drawn upwards by
widening the figure at the top and making it narrow as the
eye descended. This meant that all the elements | added
from this point on had to enfarce the idea of upward-ness
just as it they were directional arrows.



The upward motion of the figure's costume would have
S Best accentuated with a lightweighe fabric that had a
4t soe that could be used vertically. Alas, no such thing
e 5 found. | therefore chose the lightest fabric—a sin-
o= ver of cheesecloth, Lightness and verticality were
seme emphasized with the use of very fine silver metallic
S 1o suspend the "diamonds” from the cloud construc-
e ! consld have used clear nylon thread, but | needed the
s Bt or direction given by a visible thread.

%o 2 mechanical real-world problem rears its head:
S design element to keep in mind is wear, | had 1o
e the clouds in the lightest way possible. This was
et by stuffing sheer silver and nylon stocking fabric
= =wtts with silver backing. The
s weere sewn 10 a silver-covered
mbeard base—all her clouds
S siver lining!

The slightly “mad” look in the
= was achieved by creating
setees clay eves with orange
e Beghlighted with glitter. The
e was further enhanced by sev-
== cmass of high-gloss laquer.

The head-dress was a serendip-
! Sappened to see a twist of
e ware on the Hoor of my stu-
e When | set it on the head it
e quite well, again providing
Sewae direction. If | had used
Ssmmeeded scrubpad wire for hair,
e wpward motion would have
S ssopped just as if her head
e e 2 ceiling. Instead of hair, |
wemed her head with a cap of
e slver stocking that would
e 2 space helmet. The head-
== mad 10 be detachable so it
el be packed for travel and
e —always a design consid-
=

T5e high-heeled feet tend to
ek =zl although they measure
e ssooortionally to the full scale
% e Sgure. This problem became
- 3 s 2= | was more interested in
S interest on upward move-
e = the top of the figure.

The final solution for this ver-
e = a far cry from the initial
\ esmielities. My process might
" == 2 bit more stream-of-con-
. wem= but notice | considered and

Cmswered almost every question in
e oo list of design clements.

Sticking to a controlling image, in this case the eves, organ-
ized a number of elements. What it means is that | sull have
many other ways to show lucy in the Sky with
Diamonds—and some expensive stuff to do them with! In
this picce, | recognized my own personal inclinations by
going monochromatic. For me, the polychromatic version
with everything in it would have been far more difficult 1o
organize, and perhaps never as pleasing.

The sang is a piece of poetry that for a certain genera-
tion sparks instant images and associations. Through my
interpretation of the song | am recreating it in another
dimension; I'm making the poem a visible thing. By exam-
ining the meanings and definitions, and creating a dimen-
sional illustration, | am trying to make
a real world version of a hallucination.
If it was my hallucination (another
word for visualization or idea) then it
would be original. These pieces are
not wholly original insofar as | have
based my art on the interpretation of
another art form—Ifairly commaon phe-
nomenon in figure making as, for
instance, the same as Michaelangelo
illustrating the story of Creation in
paint on the Sistine Chapel. A person
of my generation is likely to make the
associational jump when they see Lucy.
A younger or older person may not.
Question is: A hundred years from
now, will there be enough in the piece
that, without the name, a person will
play with the ideas portrayed?

To review the design:

* Idea - initial concept of
"Lucy in the Sky with Diamonds™

= Themefmuotif - diamonds, clouds

» Focal point - the eyes looking upward

= Form - human female, youthful,
character

» Shape - kite-likeftriangulated upward

» Line - upward

= Color - eves that were blue, green,
orvange, blue eyeshadow

= Texture - light/fluffy

Ly 1 by Susanna Oroyan, 227, paperciay.
Photo by W. Don Smith

MAKING
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Considerations
of Form

The point of the “Lucy” example was
that at some time during the creation of
a figure, the artist attempts to formulate
a system that will help him or her pres-
ent meaning. The more thoughtful the
choices, and the more carefully con-
structed that system is, the better
impact the piece will have

| don't have an art background, so
how can | talk about design choices
and systems? In my Life Before Dolls, |
studied English language and literature.
The object of that study was to under-
stand what happens in a piece of litera-
ture or in spoken language that makes it
communicate well, What we find is that
in literature and in art, the more impres-
sive picces contain highly complex struc-
wures that reflect the style or persona of
the individual creator. A pocm can have
end rhyme, or an identifiable interior
sound structure—interplay of vowels
and consonants—Ialling and rising
pitch and rhythmic beat, or all of those
elements. The poet can also communi-
cate his idea with devices such as
metaphor, simile, or irony. Looking for these
clements requires learning to do heavy-duty structural
analysis, and the terms used for doing that in language are
the same terms used for the fine arts. | look for texture in
the sound of a piece of literature. | look for tactile texture
in the visual appearance of the surface of a piece of art

While a writer might use words to convey colors, an
artist would use fabries. A writer might proportion his work
to have a long introduction, a brisk climax, and a short con-
clusion. An artist might proportion his figure with long
legs, a short body, and a big head.

The key thing is that as the artist, you will need to pick
or create a system, make sure all of the elements of that sys-
tem work smoothly together, be able to defend your choic-
es, and defend them when they are something the audience
would not normally expect. [t might be helpful to think of
the system or organization as the world that the figure lives
in. All the things that are done in, for, and to the figure have
to look like they belong to the figure and its world. The
viewer should be able to imagine a world behind it. The
tricky part is that you have to create that believable world.

Readers of this book are more likely to be hands-on
and dimensionally oriented than interested in or able to do
flat art. Many will have attempted either hard or soft
sculpture on their own with a book or without benefit
of class instruction. The result
of this is maybe a good head,
a nice pair of hands, some
legs, and no idea in the world
of how o put

together for good effect.
The key is for good effect,
and that requires work-
ing on and thinking
about the whaole farm
and its design from the

them

start of the wark, not as
an afterthought to mak-
ing pieces or separate
Parts.

The following are the
basic types or forms a figure
can take. Choosing one is the
first step in building an orga-
nizational system for your fig-
ure.

Grayces by Susanna Oroyan, 157,
paperclay. Photo by W. Don Smith,
This piece was organized around

several factors: elongated form, tiny

raundish skull shapes, simplified, but
fairly realistic small hands and feat.
Sometimes colars are chosan for their emotional content.
In this case, I chose to use grays because I did not want a
multicolored figure to distract from the form. [ decidedly
wanted the gray scape to leave an empty set for the viewer
to fill with his own ideas.

TYPE OR FORM

What type of doll does your idea require? What torm
will it take?

In making figures, or dolls, there are four basic types of
form: the realistic human, the toy, the exaggerated or cari-
cature, and the abstract. There are rules or acceptance
requirements for all four types. Doll proportion comes from
traditional toy design and realistic proportion is based on
an average of human anatomical features. Exaggerated or
caricatured forms happen when a selected part or set of
parts is emphasized. Abstract systems are invented but sys-
tematically structured by the artist in a way that allows a
communicable impression of realistic form. The type of

doll to make will usually appear to you as part ol your




seenal concept. However, as you sketch in your character,
s meed to keep yourself on the right track for selecting
whe elements of form your figure will require.

What happens if you don't? My first doll, an attempt to
woow Betsy Ross sewing the American flag, consisted of a
sonioted head on a breastplate, arms and legs assembled
om 2 stuffed cloth body. The result was that even though
* mac sculpred the hand to hold the needle, the arms could
mee be posed to show the acrion of sewing. My theme and
=me anzempted refined lady sculpture required the firmly
Saed pose of full sculpture or wire armature. My choice of
Socy tvpe failed to create the impact | needed. | also
mace some poor choices with regard to hair and scale of
=oocs. Additionally, T hadn't been making dolls long
smough to know that detailed historical figures were not
= stvle. The fact that it was the Bicentennial vear was
=t 2 good enough reason for me to make this piece. The
Sl result was that the doll was neither fish nor fowl. |
Sacat been consistent in creating and following through
w5 one unified system, so the doll wasn't sure if it was a
mw doll or an ant figure,

S #oss by Susanna Orovan, 1976, 177, polyform. This bunch of prab-
e = what happens when you make a doll without considering how the
Wements need to work together. Look and learn and don't let it happen
= g work. Photo by W. Don Smith

HUMAN BEGINNINGS

In making figures each type of form has its own set of
rules or is given one by the designer. For instance, in mak-
ing figures of people, whatever we do will have 1o look like
a type of human, The idea might come from any number of
places—a vision, photo, incident, or a real person.
However, the building of that idea is mental: a visualiza-
tion, a rough sketch, a pattern, or a direct sculpt begins
with the shape—an outline or set of forms. If the shape is
not correct, or does not communicate, the figure is doomed
from the beginning, no matter how fancy the needlework
or how masterful the painting. The figure will not only
need to look human-like, but it will have to communicate
humanity to the viewer. [t will have to be more human-like
than dog-like or gorilla-like,

How does a figure tell us that it is a human and not a
gorilla? Because it matches (or doesn't match) a mental tem-
plate of what a human form looks like to us. The form of a
gorilla is like a human form, but it varies in the proportion
of its shape. The arms are too long, it must be a gorilla/not
a human. The head is too forward, must be a gorilla/not a
human. Any time you create a human-like figure, yvou want
the viewer to run it by his mental template and say “not a
gorilla.”

Problems usually crop up when the artist makes a choice
to do the human form but does not follow through. Often,
both he and the casual viewer will accept a mistake because
the human brain defines or identifies on a very forgiving
basis. For it to say "human” you only have to show it a few
vaguely human parts in relatively the right places.
However, when the brain is working in a critical mode, it
will require a little more systematically arranged informa-
tion to say ‘art’ or "nice job." Since we usually want our
viewers 1o like or understand our art, we need to pay some
attention to constructing or working with systems to
arrange parts.

CONSIDERATIONS OF

FORM
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ANIMAL TYPES

Since many artists who read this might have made animal
figures, lets take a moment to discuss identifying ditfer-
ences. Generally, the figure is considered to be a doll or
human art figure when the majority of the elements both
resemble human body aspects and their placement. For
instance, the figure could have the head of a bird, but the
head would be placed on a neck implyving the head/shoulder
construction of the human form. The figure could have this
type of a head plus wings and a tail and still be considered
essentially human, However, when there are so many animal
parts the viewer says “bird,” then it is an animal figure and
the proportion of the piece is assessed by the comparison to
known bird-like characteristics and their possible abstrac-
tions. Why do we care? An artist should be comfortable
doing what he feels he wants to express, but the world likes
to and often needs to categorize. So, the artist needs to be
aware that sometimes the blended figure will be rejected or
misunderstood when he attempts to place it in a category set

by different definitions

Bird Couple by Adnan Karbay, 17", pelymer clay.
Photo by Adnan Karabay

DESIGNING THE FIGUWURE

Partrait of Jock of Kome by Jo Ellen
Trilling, 13", cloth over wire armature,
Photo by Jo Elien Trilling

m Surprisingly the impact of the figures made by Jo-
Ellen Trilling and the late Adnan Karabay come not
from their animal aspects, but from the artists’ good
knowledge of human body proportion. In Karabay's
wairk, the use of human proportion and pose is so
well executed the strongest impression is that the
figures are indeed human, It takes more mental
cffort on the part of the viewer to realize he is look-
ing at an animal character. The result for the artist
and the viewer is a bonus of enjoyment. [n the
Trilling work, the cffect comes by surprise—the
human form is juxtaposed with the totally unex-
pected addition of a very dog-like head. Here the
viewer is given a choice: Is he looking at a dog in
clothes or a human with dog parts? This can lead 1o
thoughts about the personification of pets who live
very luxurious lives, or, perhaps, just a smile at the
idea of a dog dressed up.




e Whennie, Askod to Dance by Connie Smith, 22", direct-
Seelsin, fabric, mixed media. Photo by W. Don Smith

W for choosing to do animal figures are often
smet. Connic Smith says that when she considered
e Sl = human-persona in commodity form, ‘i
S ey creative leap to ather beings we think of
Wssmedities, such as [ivestock. show animals, and
= Wallower Whennie's character ariginated
S e of thought stimulated by a World War [l
S Sk associations with LSO dances, and the
S emied women as commodities valied
W thewr inexporience, This led o contemplat-
Wi adea of simultaneous f=ar of and desire for
smeses Whennie wants to know what it would
SRS dance, but is at the same time afraid of
W el Bappen. Could she fall in love? What
SRS s ured or happen to her self-ness if she
R B e antist developed the character. she essen-
S Sk & persona with sociological and psycho-
S smelcations. Choices were made to complete
- sech as type of animal, materials, and
s All were chosen to reflect the story.
s=sss that Whennie “even has a sculpted
Sered body, jointed and padded to repre-
sexres and capacities manifesting themselves
SseSed expression, fighting between ‘flint or
W mmght never see thecs elements, but they
e Shere 1o complete the story for the artist.
W of the innovative and imaginative artists
e sont of story line in their design
= a5 well. The pieces that result are mem-
sse they make the viewer think about and
o about, what he is looking atand if
e ===z he might tell vou the story.

EXCEPTIONS, ARGUMENTS,
AND EXCUSES

Its a given that not all people are identically shaped. For
every typical body configuration, there can be any number
of exceptions. On the ather hand people are more uniform
than you think. You can't put the ears below the chin line
or float them up to the top of the head, you can't make the
Jaw so narrow that a tongue and teeth cant be imagined
inside, and you can't put knees in front of the calf muscle or
the person couldn't walk. The same i true for figures
Unless your idea is extreme abstraction 4 |a Picasso, even
the most distorted figure you make has to look like it could
hunction as a living being. Assuming correct joints and parts
placement, even a hig-headed cartoon character such as
Charlic Brown can be seen as a functioning human. The
charts you see here or in any art reference book are based
on a common denominator of what the human body
typically looks like, This is where yvou need to start when
working on correct proportions and before vou consider
whatever variations you want to effect. Even those wha
do cartooning or who want to show an exceptional body

shape are aware of the real, even though they might have
the experience or ability to skip the steps between the real
and the highly exaggerated.

Incorrect placement Correct or typicol
af faw plecement

Atypical but workoile

The key to working well is consistency and the ability to
defend, not justify, your chaices. For instance. once | proud-
ly showed a new sculpture to a colleague and she said, "Why
did you make the elbow there?” The minute she <sid that, |
realized | couldn't say why, and that clued me in to the fact
that the elbow should not have been there. “Because | want-
ed it there” is not a good enough answer. “Because | did this,
this, and this, so | had to do that" is a better ancwer

CONSIDERATIONS oF FORM
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DESTIGHIHRHG THE

DOLL OR TOY FORMS

Daoll proportion is not the same as human proportion.
Daoll proportion is a function of the history of toymaking
and its relation to public taste. When a figure maker is con-
sidering “making dolls" he needs to understand the differ-
ence between making dolls as in toy dolls and making dolls
as in art figures. Dolls made in the toy tradition usually
have big heads and small hands and feet. Bodies are fairly
generalized and do not have a great deal of age-related
detail, Costumes are made to be bright and pretty. Fit and
realism are secondary to color and texture insofar as the
manufacturer is willing to spend extra for better materials
and construction. The contemporary toy fashion doll with
her long legs, wasp waist, and generous bust (also small
hands and leet) is so far out of human proportion it has
become a joke. However, it does reflect the contemporary
taste in toy dolls. This does not mean that all toy/play dolls
are ugly or that people who like them have no taste. It
means that there is an identifiable toy-doll type or genre
and it is different. Know the difference. Avoid “doll-ness’
when you don't want it, use it well when you do.

Reglistic

TREATMENTS

The human, animal-like, or doll type of form can be exe-
cuted within the bounds of realism, or it can be exaggerat-
ed/caricatured or abstracted.

Character and caricature have two different meanings in
doll terms, Character in the antique collectors vocabulary
actually means a very realistic or portrait type—a human
personality as opposed to dolly type. Artists today often
use the word character to define what is really a caricature
or piece in which a few strong lines are used to delincate
the essence of personality, often for humorous effect.
Cartooning and caricature both depend on the abstraction
and distortion of typical reality.

FIGURE

Abstraction accentuates or distorts a particular part or
parts of a figure to emphasize form or line. If you are an
artist who likes to do abstract, cartoon, or impressionistic
figures, vou might think this stuff about scale and propor-
tion doesn't apply to you. Wrong. It does. And it is more
difficult because you will have to invent your own well-
designed proportional system. It is possible to have a poor-
Iy proportioned abstract or cartoon. Remember, everything
vou do has to have a pleasing and harmonious system—
even if it is one you invent.

Here are some examples of exaggeration done well and
not so well:

Realistic

Not-so-well-done |
exgggeration

ABSTRACTS AND IMPRESSIONS

The minute we say “abstract,” many people immediately
think “modern art” This isn't exactly the case. The first
dimensional representations of the human figure were
abstractions or impressions. The caveman saw his own form
in a forked stick; he added bits of fur to it for clothing. Then
he picked up a piece of charcoal and drew that stick figure
on the wall of the cave. These figures were the result of his
minds ability to make the jump between the whole real
object and the idea of the object. He didn't need to have a
realistic representation, all he needed was a suggestion that
could make him think "mighty hunter" or "harvest goddess.”
The same is true for the so-called “primitive” art of small
children. Realism doesn't seem to have come into human
representation until people wanted to record the likeness of
a specific personality. A portrait in stone was a powerful
reminder of the power of a king, The ancient Chinese
emperor who had the likeness of every one of his soldiers
done life-size in clay did it 1o emphasize two concepts: |
have many men and they are many different individual men.

Choosing realism or impressionism is a function of
need: How much detail do [ need to provide to get the idea




scross? [t is also a function of style: How much detail do
2 want to have? And, prior to the invention of the cam-
rz choosing realism was a function of the need to make
=ccurate !'ecurdingﬁ. Note that the development ot con-
=mporary impressionism parallels the development and
sopularity of the camera.
Nowhere in the world of figure making is the idea more
mportant than in the execution of the human form in
bstract or impressionistic style. It has also been said that
~ose forms are the most difficult to do. Why? Because all
¢ 2 sudden it seems there are no rules. There is no human
—odel to copy from or to use as a critical guide.
<top to think. In the history of dolls, how many really
5v humans? Hardly any. Photographic realism in figure
wzking is fairly rare and usually the province of portraiture
znd historical depictions. Play dolls have almost always been
woressions of the human figure. Art figures reflect the artist's
ndividual vision and his cultural background. Did a
Jictorian woman truly have the figure of the leather doll
~ody of the era? No. How many children do vou know that
n be matched feature for feature to a toy doll of any era?
%hat vou see is an impression so successlully made you
hunk it is realistic. You sce a doll with a round face and large
=ves and vour brain identifies it as a child and fills in the gaps.

ABSTRACT

W hat daes that mean? No holds barred? Anything goes?
The idea of "anything goes” comes from a teaching mode
that 15 used to encourage creativily in those who might be

raid of making something without a guide, a pattern, or at
“5e very least a pictured goal. It works insofar as the human
—eator will almost invariably put some sort of organizing
sattern into the work., This might be choosing a color
«cheme or cutting a pattern from a folded piece of paper.

&

Abstraction of form
with trigngular shapes

Abstraction of form
with curved [ines

(lops! As soon as something like that is done, we introduce
rules. We are right back to the beginning with the rules of
design—in this case, balancing the form with the folded
pattern, and rejecting colors that do not "go together”

In the doll world, the word dznat is often equated with
chaotic. It takes a bit more work on the part of the viewer
to recognize what is going on with an abstract piece. You
could view an abstract as that something that has distilled
SOme or ﬁﬁV{TTﬂl paﬂ‘s o t|1eir Cs8CNCe, F‘JT (.'H-ai“r-‘]f'_, iF WO
cut a piece of fabric and appliqué it onto a head, vou have
abstracted the idea of "hair-ness” to its most simple outline
shape. If vou reduce the human form to a set of triangles
and circles, vou have abstracted the shape.

As an artist, you could take one shape—the triangle—
and emphasize it. You could then make a big triangular
head with a small triangular body. You could put the sharp-
er points of the triangle together or you could oppose
them. As vou can see, for the most part this is a thinking,
arganizing process.

" Boneheads by Pamela
B Hastings, 187, fabric,
bone, wood, wire,
leather. Fhato by
Allen Bryan

MIND GAMES

Abstraction and impression—or for that matter, any fig-
ure or lorm—are the artist’s creation of a small world unique
unto itselt. Any art torm ought to be a mind game. [t is a
game for the artist to create the little world or piece of
dimensional poetry. The finished creation should provide a
few moments at least of gamesmanship for the viewer,

The viewer might not figure out what you think is there,
but if vou can provide him with a question to answer or a
story to tell, or an emotion to feel when he looks at it, you
are being successful as an artist. The concept ol the ligure
as exisling in its own world is a very valuable design tool as
well. When vou make decisions, make them based on what
goes with the figure in its world, not vour everyday world.

CONSTDERATIONS DODF

FORM



THE HASTINGS PIECES

W Mever make the mistake of thinking thar
becatse an artist docs a piece that is “uncomfort-

- able” it reflects on che artists personality, The key
thing 1= that the artise is able 1o see other phenom-
ena, feel them, and interpret them for us. We don't
have ta know whether Lum reflects a bad day in
the Hastings arl studic or autside job, or if she was
just empathizing with someone else’s problems. In
most cases, the artist is playing with an idea. When
we look at Luna, we immediately get the impres.
sion of anger and fastrarion. Because of the mulii-
ple arms we can guess that the ligure is angry or
frustrated because it has too many things to do.

# Depending on your persona, vou

& could sce this as either the fig-

LIS O SOMmeonc

clse imposing oo

P long a list of things
that nced o be

done. As an artist

who spends a great
l:l-l‘l'ilﬂ of time sitting,

[ do not feel
legs are important. | know
sit-down work can pro-
duce these emations.
Color symbolism is used
either consciously or sub-
consciously and it reflects
- cultural associations. Red
and purple are associated with anger. Black and gray
are associated with depression. Other elements
include the streakiness of the piecing, which
L laoks like lightening. Here we
feeel an undercurrent
i of heavy-duty,
powertul emation,
See the ditference
when the
f f same idca of
% ~ form s execut-
-+ ed in softer color
& " and textures. Do the
titles make a dilierence
== Lo Your interpretation?

X Should they?

AREQVE: Lung by Pamela
Hastings, 187, cloth. Photo
by Allen Bryan

BELCW: frvocation Against
Abuse by Pamela Hastings,
18", cloth. Photo by Allen
Bryan :
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CREATING AN ABSTRACTION

Can you make abstractions? [l you can see faces in wall-
paper or animals in clouds, then you probably can.

When | was working on the draft for this book, one of my
colleagues said, “You ought to write something about how to
make an abstract.” When | got back to work on this section,
| was toying with the "how-ta” of it when | happened 1o look
at my ironing board leaning up against the wall

Here is the ironing board and its abstract torm uscd for
a figure.

| looked across the room and spotted a decorative bell,
Here is the shape of the bell and here is the figure suggested
from it

This can go on and on.

With these shapes | am per-
sonifving a non-human object.
Another wonderful vet traditional
form of abstraction in figure
making is the emphasis of the
shape of clothing. The human
figure becomes the shape of its
COVEring as in somc of the tradi-

: tional Japanese figures
If | take the idea of clothing, and the idea that the cloth-
ing reflects the shape underneath, then [ might do a lady
like the one | sketched below. Notice how the form is
composed of ovoid shapes. Even the hat is an oval. Here
is a variation. This time the lady has a small hat, but the
large idea is maintained by the boa around her neck.




The drawing suggests a (wo-piece fabric pillow shape.
suld construct the body that way or | could design some-
“wng a little more interesting by giving it a pear shape.

What lor?

Jost people think figures need to be realistic so they
= understand them. Sometimes figures are just plain fun
= the artist's amusement. Here is an idea | had that could

¢ cescribed as the personification of a pinwheel,

i=or by Deb Shattil, 22%, cloth. Photo by Deb Shattil

Womarr Spirt Talisman by Pamela
Armas, vegetable-dyed, hand-
blacked cottons, carved yak bone
mask. Beaded loin-cloth by Harriet
Turner. Photo by Charles Lundy

THE SURREAL

Literally, "above/over the real”, surrcalism appears to be
a new trend in figure making. The best way to describe it is
something like the disconnected elements of a dream state
or hallucination, Where an impression might be a sugges-
tion or fuzzy image, and an abstraction a broken or distort-
ed image, the surreal is a construct of seemingly discon-
nected elements.

A RATIONALE

The minute | say with great authority that you should
choose a well-defined type or form for your figure, someone
will come up with a fairly reasonable exception.
Furthermare, a good artist will pull off some unique version
of form in a very successhul piece. | will be standing there
chewing on my hat brim! As a matter of fact, | can think of
several artists who routinely combine doll form and abstrac-
tion, and throw in a helping of animal parts. However, the
key is that the artist created his unigue form in a way that
shows thought and reasoning went into the process. All will
have been for good effect. I he has done the job well, yvou
won't be able to tell where one type begins and the other
lcaves off. Bottom line: If you like to be experimental, go
ahead as long as it can be justified in your
organizational system. [f yvou like guidelines,
stick to one particular tvpe.

Jumping Jock by Deb
Shattil, 12", cloth.
Photo by Deb Shattil

CONSITDERATIONS OF

FORM



Design Elements

The lollowing are areas of design, or some of the areas of
choice, that need to be considered, used, rejected, or reshaped
as VOouL DFganize vour piece Lo give il maximum impact,

SUBJECT AND MOTIF

Part of the rreatment of a Form involves subordinate cle-
menits that help define it the “underliners” so to speak. For
instance, when we do a child and give it a toy to hold, the
toy—a motif of childhood—helps define the figure and
charpen the impression it gives. [ we do a Santa, we have a
wide range ol seasonal motifs that we can use to underscore
"Santa-ness.” If we do a bride, in western tradition, we have
something old. something new, something borrowed,
something blue 1o add. The older, more traditional bridal
gilts of toaster and towels can be added. The motif can be
a thing, or a texture, or a color association. The oft-inter
preted poem "When [ am an old woman” is usually identi-
fied by the purple costume, red hat, and walking stick.

FOCAL POINT

All dolls or higures are made in the round {and never forget
the figures backside needs to be as complete as the front). But
every figure has a focal point—some particular area that the
maker wants the viewer to locus in on in order to interact with
it or understand its message.

If | ask you what the focal point of a piece is vou will prob-
ably say “the head,” and 90 percent of the time you will be
right. That is where we look 1o ascertain the age and sex of the
character and what emational state the character is in.

The focal point could also be an interaction between the
face and the hands. [n particular the focus of the eves on the
hands.or the eves locused on something in the fieure's envi-
ronment. [t is very important to make aure that both eves track
on a held object or a second figure, When creating the design
of vour figure, you need to be sure you are going to direct the
viewers eve toward the part vou want to emphasize

You also need to double-check the tocal point against your
working point ofview. For instance, if you work on a figure that
stands twenty inches above your worktable and vou work seat-
ed, youwill be looking up at it as vou work. You will therelore,
tend to work in the direction your eye sees the piece—upward.
This means the figure will look fine 1o vou—until you stand up,
Then you should notice that vou are sceing the Figure in a very
different perspective. As yvou work, take care w place the ligure
as you think it will be posed on a sale table, a gallery setting, or
an owner's home. In general, itis good 16 plan your work so the
vicwer can easily see the face of the picee,

-.". g e A T TR b
The Cat ardl the Cock by Elisabeth Flueler-Tomamichel, 217, LaDoll covensd
with paper, neetlesculpted over wire armature, Photo by Elisabeth Fueler-

Tomamichel

R

What il vour piece is looking down?
What if vour piece is doing something
in front of its face with its hands? [f vour
piece is looking down you need to make
sure that the top of the head and the
part of the face that shows are well-exe-
cuted from that angle. If vour piece has
something in front of its face—a hand
holding a mirror—paose it so the view-
er's sight line is slightly off center or so
the face is in three-quarter or tull profile.
This, of course, means the profile will
have to be interesting. Posing a tigure
means planning for how it will be seen.
Sometimes a pose vou like or want will
have to be adjusted so the figure can be
read to its best advantage

LINE

Line plays a very important part in
Retagene Hanslik's piece Chad. The
first two things we note are strong ver-
tical lines: the column and the figure
leaning against it. Our feeling that a
body in this position would need sup-
= port against gravity is reinforced by

ke
ﬁh'_‘_jﬂ

takes our eye [rom the column 1o the hand supporting the
head. The parades of this arrangement is that line has been

noting that the column supports the
body under the elbow. Then the line

used to make an artisitic statement (casual, relaxed) in the
slanting of the body, but the actual body supporting lines
fcolumn and straight leg) remain strongly vertical. This



-rmicality is turther enhanced by the straight arm. [f we look
—ore closely, we see there is also an underlying pattern of
=zngular lines in the crossed legs, the bent arm, and even
= the jewelry. As a result, the figure is a vertically powerful
~ece that communicates a message of looseness, It is pleas-
-2 to us because of the thoughtful anomalous play of lines.
Oiccasionally a piece will be by its nature a stand-up, face-
sont type, as in a portrait of a famous queen. Here the message
s straightforward, "This is how this person looked in her robes
- state.” The line of a piece like this might be emphasized by
“he positioning of the arms and the shape of the costume.

SCALE

Questions of scale are usually asked and answered by the
phrases, “too big” or “too little”. The print is too big for the
doll's dress, or the shoes/feet are too little. Ask the guestion:
Do all things relate to each other for the system | have cho-
sen for this piece? If they don't match, is it a problem to fix

~or can | defend my choice?

Scale ol the picce is determined by its height, and all of
the parts should be done in relation to the overall size. A very
easy mathematical job if vour piece is going to be realistic, or
a great challenge if vou like to work with the unusual.

In either realistic or exaggerated figures, the world of the
figure should determine the scale. All the materials, patlerns,
and objects in that world need to appear to belong to it.

Mathematically, it is easy to find scale by beginning with
the size of the head. If the head is 2.5 inches from chin to
top and vou have decided it will be eight heads rall, the
whole figure is 20 inches tall. If your figure was meant to
represent a woman 5.5 feet tall in its world, then vou divide
the figure’s height of 20 inches by the real-world height of
5.5, and you find that in the figure’s world one foot is equal
to 3.6 inches. Everything is just slightly less than one-
fourth of your world. So, if | want this lady to hold a coffce
mug thart is 6 inches tall in my world, it has to be 1.8 inch-

_ . : G es in her world. If | want her to have one-inch ribbons in
Thod by Retagene Hanslik, 18", Cemit. Photo by Alan Hanslik her hair, /i-inch ribbon would be in scale with her world.

bESIGN E L B M EH TS
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Some ladies do carry very big
purses, but few of them wear floral
prints in which a single flower is as big
as the width of the skirt. Some people
have big feet, but practically none have
feet three times the ]L‘ngth of the hand.
It vou were to use a very large handbag
with a figure in typical human propor-
tions, you would need a good reason tor
doing 5o and you would have to be able
to show how that reason worked with
yvour design system. The viewer should
not have any unanswerable questions.

| did a figure in typical human
proportions except lor one very large
out-of-human-scale thumb. The viewer
might question this momentarily, but
just as nuickly he should see that the
thumb was spinning gold thread from
wool. In just one small detail we intro-
duce the element of fantasy. define a
fairv-tale characrer, and underline the
non-real resull—gold thread—of the
cveryday act of spinning. The out-of-
scale thumb becames detensible. [l vou
do what appears to be a pretty lady
maodel figure who looks like she lives in
the same world vou do, and the viewer can't ligure out why
she has burtons as big as dinner plates andfor why she
would wear them, then you have an element of scale that

Panmndere by Nancy Wiley, 22°, figures are rast resin from animingl clay sculp-
f; I ture. Note how the artist has scaled the backdrop peinting of the pettizozt to
does not work in your overall system fit the marionette figures who are played against . Fhoto by Robers (8ren

COLOR

Color in a figure, or the lack of it, is extreme-

Colors convey a feeling of temperature,

Blue is termed cool and orange is wermed hot by
simple association with hot and cool things. The
artist needs to select color temperatures that
reflect the mood of his message.
The temperatune of
color suggests choices that
need 1o be made aboul the
body color or flesh wne of
the tigure. The more
orange/vellow in skin rone,
the beter the figure will look in

lv important because of its psvchalogical impact.
It can also be used for subtle emphasis. Here are
your most important considerations.
You can sculpt with color.
Primary colors (red, blue, vel- 4
low), secondary colors &
iorange, purple, green), and &
intermediate colors (which
combine one primary and one
secondary color such as red-
orange) can be mixed with white or
black ta torm shades and tints. Lightness and dark-
ness are important because by varying them with-
in the hue, the artist can emphasize form ormake A

cool colors. The bluer in skin
tone, the better it will look in warmer colors. Every
material you can use in a body or lace—clay,
wood, polymer, or cloth—will have cither a cool
or warm tone. [urthermore, depending on batch
and dye lot, even the same materials can vary.
Color also has scale. This is very tricky to
describe. In essence it means that more pure

elements stand out or recede. For instance, when
painting a face, vou can enhance the sculpted
hollow cheek by painting it a darker shade or
indicate light falling on higher places by light-

ening the hue, Party Animal by Sara bustin, 12", cloth,

Phato By Monty Jessop

STENING THE FIGURE



those closest Lo primary or secondary colors and
—-mediate mixes, will be 1oo dominant on a small refined
e 1L means that if you choose to do a small figure in
== Blue what you get off the bolt might be too intense or
sright You might need a lighter, grayer blue to coordi-
2= with the scale and proportion of the figure. Many
-~ w15 routinely scale down fabric colors or make them less
~se by tea-dyving, gray shading with paint or dyc, or by
ressing the surface so it is not so highly reflective.
“olor has a great deal to do with symbaolism in a piece of
== The colors vou use will provoke a certain response.
ne colors have commeon associations. Pink makes a per-
hink of valentines, [reshness, babies, girls in Western
Jrure. Western cultures associate white with brides, but
-crern cultures associate brides with red or cheerfulness,
4 white with mourning. Happy Santa in his red suit
— =ht be almost universally accepted as a cheerful fellow,
- Father Christmas in a white robe might appear ghostly
4 spooky in some parts of the world. Always consider the
~otional response possibilities when you choose color.

TEXTURE

Texture is the surface appearance or visual “feel” of the
- and is very important to the costumed figure. Although
e viewer might not usually touch the piece to appreciate it,

< eves translate the surface appearance to a sensual response.
This part looks rough, or that part looks slick. Texture
~eaks’ sowell that it is possible to deliver an entire message
through texture and its variations without much color at all.
Tewrures are every bit as psychologically loaded as colors. If

. want the emphasis to be soft, cuddly, or sweet, you will
ek p'.;l‘;h, velvet, chiffon, or |an_'_':,' textures. If yiou want o jar

“he viewer into an unexpected reaction, vou might use a tex-
~ure that is not normally associated with the concept, Again,

zrmature, Phote by Ren Tromberg

I Will Build A Lodder to o
by Pamela Hastings, 16",

any changes need to work within your system. When vou put
vour baby figure in glossy vinyl, other elements must work
together to convey vour unique message about baby-ness.

PATTERN

Fattern is a repetition of any element that might appear
in the figure. It is easiest for us to think of pattern as a (ab-
ric design repeat. We can also see pattern in a line of but-
tons or lines of decorative trim repeated on sleeves and
around a skirt. Pattern can be thought of in a musical sense
or as a series of dots and dashes. The pattern of the lines of
trim might go wide, narrow, wide or wide-narrow.




BALANCE

Balance has to do with weighting emphasis on elements
of the figure. Symmetrical or even balance can be thought
of as equal sides, One side has the same arrangement of
parts as the other side—like a body with an arm on each
side or a hairstvle with a center part and three curls on
cach side. Asymmerrical balance occurs when you have
different things going on cach side, but they caual the
same weight or strength. This might happen when you put
one large bow on the hip and two smaller bows on the
opposite shoulder, Checks and Balances has two layers of
meaning, and serves to illustrate the concept of asymmet-
tical balance in design to the extreme. The obvious mes-
sage is that the clownish character is doing some sort of a
balancing act with the rods. This message is reinfarced by
a number of elements and motifs throughout the piece.
How many can you find? The face is divided into black
and white, the rods in the hands are thick and thin and
gold and silver. The
castume is divided into
checks and solids, and
further underscored by
having one wide sleeve
and trouser leg and a
narrower pair, | he
hanging trims are
thicker on ane side and
thinner in texture on
the other As vou can
see, any or all of the
elements we consider
in design can play a
part in balance

EI GHI NG T H E FEE=G R Rk

HARMONY

Harmony, in my definition, s when the above-men-
tioned clements are so well-incorporated in a design that
no single element stands out or interferes with the mean-
ing or message. It is the balanced relationship of all the
visual stimuli—proportion, scale, line, texture, and calar.

[t does not take much of a leap to realize that the ele
ments of design essentially create the psychology of the
doll. We assume the maker wants to make an impression,
that he wants the viewer to appreciate his piece. How does
he do that? By putting together things that will spark iden-
tilication with the viewers emotions about people or dolls.
The figure goes out in public to be seen and judged against
social and psychological views, Just like a person. at the
extremes it can sland out tor its dilferences and eceentrici-
ties or it can blend. It can make someone sav “aah, ves' or
it can make someone say “Oops, whats going on?” And, just
like a person, it should be known for its individuality its
specific combination
of character traits
that make it different
from the next ane.

Checks gnd Balances by Susanna Oroyar,
20" Sculpey. Photo by W. Dor Smith



STYLE

Anvene who makes tigures is an individual, and the way
assembles the various elements of a tigure—the charac-
size, colars, wextures, shapes, and types—will form a
distinctive, personal stvle. Individual style evolves, and is
cognizahle after a number ol pieces have been donc. And,
157 to make it more interesting, an artist might change his

tvle or have several styles. For instance, | have three styles
: expression in cloth dolls, one involving a rather faceless
rm. Another involves use of texture and pattern with
‘hite-on-white, another involves painting on the torm and
cure. | can do needlesculpture, | can do molded laces, but
=ost of my ideas will involve shape and pattern, or surface
=sign in cloth with the resulting figures falling into the
batract type. elinor peace bailey is a colorist with a back
wnd in quilting. Ideas will come 1o her in a style that
avolves putting together pieces of very colorful {abrics.
linor peace bailey used the concept of individual stvle and

Ligo by Yan Craig, 32°, paperclay, textiles, fur,
Fnoto by Malcolm J. Maagn

one’s discovery of it in her book, Mather Plays wilk Dolls. She
designed a basic patlern shape, what she calls a ‘modular
doll,” and sent it to twenty artist fricnds. Every single one of
the twenty dolls that resulted reflected the individual makers
own style. Without looking for names, | could identibv Jean
Ray Laury's distincrive use of felt, Sally Lampis cyes, Barbara
Chapman’ beaded embellishment, and | wasn't surprised to
sce Marinda Stewarts ruffles and lace, Mary Mashuta’s quile-
ed vest, or Lisa Lichtenfels very realistic eyve. Mine, of course,
had the only sculpted face. Body parts had been elongated,
embroidered, taken apart and jointed or wmed w give
dimension, painted, dyed, and needle sculpted. Lach artist
had applied his or her inclinations, technical knowledge and
imagination to create something that was undoubtedly their
own and at the same time a new version of the concepr of
doll-ness or a new perspective on the human condition.
Furthermare, cach one had enjoyed the challenge of the
problem solving and the excitement of discovering the best
solution._and thats what doll design is all abour.

Garlg or Gargoyte Ginl by Lisa Lichtenfels, 20", mixed media with mylon skin.
Photo by Lisa Lichtenfels



The Whole Body

Plav tovs, comic exaggerations, heautiful fashion ladies, ar
cals in hars—maost af the figures we make are goine 1o say
something aboul the human condition. Maost are going Lo
have the human body as a reference point or, most likely,
the main point. There are a fow design considerations to
keep in mind when working wich the human torm.

HEADS

Figure makers tend to be guided by the idea of personal-
ity as depicted in the head of the piece. This is quite nawral
as we tend o identily and react o peaple by their (acial
expressions, The maker often gets his ideas by doodling
with cloth ar clav until a head with a personality appears, It
we concentrate on finishing the head, it can be a big picfall
on the path to a well-designed figure. We either }:-asit‘ the
rest of the design and construction an the head, or we over-
do the head and let the rest just sort of happen below it

There are a (ew things vou can do to avoid a "head dom-
inant’ piece. First, try not to begin with a preconceved pic-
ture. Let vour inisial concept stay loose while vou play with
the material. {You can do this even it vou are working with
a specific persomality in mind. ) Make several sketches in the
clav or clath ar an paper, Usually cach one will have a spe-
cial aspect that can be developed. Next, for each rough
head, the minule its personality asserts itself, immediate-
'|'_+f start to visualize or sketch the rest of the hnd].-‘ and
its pose. Cxample: This head reminds me of a itle &
ald man. What is he doing? He is sitting -
hunched forward over his cane. Chr, he is a

g
shaman in a meditation trance, [-}T.. give
him elf-like ears and he s pecking out
freun behind a tree stump. Each one of
these wvisualizations will reguire a
whale different approach to the body
and the way it works with the head

IF you can explore the numerous possi- :
hilities, yvou won't end up trving to [orce one %
notion when it might not be the best solution,

When vou choose a pose betore the head is fully fin- b

ished, vou can be sure the necessary angle of the head
and neck and the focal track of the eves are reflected in
yvour [ull figure. For example: a figure with its head turned
tey the side looking at something in its hand will reguire
not only tilting the head, but sculpting a shortened neck
tendon on one side, lengthened on the other, and shaping
the eve process to reflect correct flesh and muscle.

When you have an idea of pose, keep in mind costume
styles, actual materials, and technical processes lor assem-
bly. Make sketches of these ar write voursclf some notes.

BOELEST AR GNTT He T H B R Dbl ROE

When you do this, vou will find that some notions won't
wirk with others or that some ideas will require vou to
consider specific tvpes ol construction in order to make
the tigure. Dont worry about having a lou of extra, unfin-
ished heads. A big part of the artists job is experimental
and cducational play. You'll toss the bad idcas and finish
the good ones

[f sketching is not vour natural “thing," there are a few
ways to rough out a pose withour a pencil. You can build
vour sketch as a clav or wax model. You can use a jointed,
posable wooden artist model or build a template. You can
build a working wire armature, Or, vou can use voursell or
another human, When | was developing the Dollmaker fig-
ures [pages 6, 75, [ spent considerable time in front of a mir-
rar looking at myself in several poses. When | did the third
picce, Heads to Finsh (page 10), | became more interested
in the mechanics of the frame af heads. | neglected to con-
sider the whole body anatomy and, naturally, ended up
with a big problem to fix before [ was linished. However
WL 400D ahoul il, coordination of all the hnc]“_-,' parts from the
beginning is the prime factor in making the best figure,

GESTURE OR POSE?

Many arlists use the word gesture to refor to charactoriza-
tion given by body posture. This comes trom the tigure
drawing class where quick skewches ol a pose are made.
When [ think of the word gesture it is in regard to
movemnent. He made an obscene gesture, She
made a gesture of resignation. For me, this means
an outward signal of an inward condition—an
isolatable movement like a shrug or the posi
tion ol a hand. If pushed, however | think
the artists who use the word gesture
would probably accept the word posture,
Body language is perhaps an even bhettor
term. 1t is the whole posture of the char-
acter that must refllect the emotional
content of the charactor you wish to
partray. The person who shows resigna-
tion will nou only have slumped shoul-
ders, he will have slightly bent knees,
his feet will look flat and planted, his
head will be down, his eves might be
slightly closed, the lacial musculature
will be lax. The person who makes the
rude gesture will probably have his shoul-
ders back and his chin and chest thrust
out, In both cases the body language will
back up that one signal. It has to for the
ligure to express the idea.

i

Ace of Acorns by Kathryn Walmslay, 127,
Cernit and paperclay, cloth over wine
_armaturs body, Photo by Paul Schult



Eodv posture and gait will change form. Consider: A
mzn hurrying through a crowded city street will pull his
arms close to his body and thrust his head and shoulders
forward. A man covering ground in apen space will let his
s swing, pull his body up, and take long, loping steps. A
sunter in the jungle will walk on the balls of his leet in a
“p-toe fashion. Always remember that the body is jointed.

Hunting or stalking

In ppen space

When bones move to hold a particular pose, the form of
the body will be changed. For instance, when a figure is
standing on one foot and stepping out with the other, the
» will be higher on the stationary leg. Any good anato-
= book or drawing text will show interior bone structure
2 1t relates to various movements. Always check to be sure
the external form reflects the right bone placement for the
sose you are showing. If your sculpture is going to be
retined and realistic, you will have to consider the expan-
=ion and contraction of muscles and tendons in various
roses as well. Most of the major problems in achieving a
swccesstul figure relate to its form more than its assembly.

ILLUSIONS AND DELUSIONS

What people know is correct and what they want to see
can be two different things. We tend to think of a beautiful
«~oman as being proportioned with long legs. This is a cul-
wral phenomenon, not the norm. The human body is actual-
¢ divided pretty equally at the pelvic line, which makes the
ez look short. Compared to the female, a man has wider
shoulders and smaller pelvis. The paperback novel cover
shows these male characteristics, but most normal males
would have to do quite a bit of weightlifting to get that shape.

Jur children are not darlings of anatomical perfection, either.
= child of eight might have huge ears, big teeth, not much of
= nose, large hands, and small feet, all reflecting parts grow-
ng at different rates. The ideal, however, is an important part

! our consideration of the human condition, and we all
sppreciate seeing it in a fipure. Remember, when vou choose
o represent the ideal, it retlects a cullural preterence and not
whar the artists anatormy books will show vou or what yvou
mught sketch in a life drawing class. Here again, vou will need

create the system that says ideal 1o vour viewer,

PROPORTION

Sometimes you will hear a comment like, “the bady is out
ol proportion.” What is proportion? Put simply, proportion
is the pleasing arrangement of parts. For artistic purposes, it
is a pleasing (i.c. acceptable) arrangement that clearly com-
municates the maker’s idea. The arrangement is the idea, and
at the same time underlines or emphasizes the idea.
Proportion, like design, has basic elements common to all
cultures. These elements, which we think of as harmonious
arrangements, come from nature—the arrangement of
leaves on a twig or the fractals of a crystal—and can be
mathematically described. lLeaves on a stem may be
arranged exactly opposite one another {1:1}, or the cham-
bers of a shell may be arranged in an ascending order of size
{1, 1.5, 2, 2.5, etc.). You can invent the system, and deter-
mine the proportional scheme. And for those of you who

‘say "Yes, but..." remember that it is possible to write a math-

ematical formula for the seemingly erratic motion of a sin-
th‘ h”ing leaf. If we did not have a sensc of commaon nat-
ral proportion we would have no need to have terms like
“distigured” and “disproportionate.”

It it is "out of proportion” it will not be true to a typical
human form; a fashion lgure has legs that are disproportion-
ately long compared to the typical lemale. Alternately, it will
have an clement that doesn't work in yvour system—perhaps
vour mermaids tail is three times as long as the torso when it
shouldn't be any longer than legs. If your purposc is to show
a beautitul lady with a fish tail, then a longer tail will draw the
viewer away from the torso and face. Make a longer Lail only
ﬂr}f{!u can make the viewer understand a reason tor it

Here we go. Lets sce if we can tind some methods and
shortcuts [or vour technical reterence. Warning: Be aware
that there is danger in being overly correct. It can be
mechanical and boring. These are meant to be aids to
acceptable forms. Use systematic variations when vou want
to create a ditterent type.

T H E WHDOLE
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BASIC HUMAN PROPORTIONS

The drawings on the following pages show the adult
figure based on a system of eight heads being equal 1o
total height. This makes a slightly taller figure with a lit-

fﬁ-_'!..*_.
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(\F’

tle compensation for foreshortening. Average human pro-
portions for one-, three-, and nine-year-old children are
also shown. Keep in mind that children often grow at dif-
ferent rates, and adult types may be tall and thin or short
and stocky.

\
i
Male basic proportions k
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DESIGNING WITH BASIC BODY
DRAWINGS
ENLARGING AND REDUCING

Trace the basic adult female shown on page 47. Cut
= drawing apart at calt and mid-thigh and pull the
=== apart. Measure the head height of the basic draw-
~z !t vou want your fashion lady very tall {nine heads),
#=c onc half-head measurement to the thigh and one
=3'=-head to the calf. If you want a moderately tall figure,
s one-fourth to each space. Redraw the lines.

* vou want to make the body drawing fit a head you

we sculpting, measure that head from the chin to the top

the head. Multiply the measurement by the total

de<ir=d body height in heads and enlarge your drawing
= = phatocopier until it measures that height.

Example: The head is 2.5 inches tall. Multiply 2.5
tmes 5.5 or 9 Lo get finished height.

To enlarge a male figure in the same way, cut your
“=awing and increase space equally (one-third of a head
‘or 2 9-heads-tall figure) at waist, thigh, and calf. Any
wme vou add length to the body from neck to hip, be sure

add length to the arms as well. Note that a female fash-

7 figure is usually more slender than the typical temale,
“diust vour drawing accordingly. This same method of
=ngthening {and shortening) can be used to create a
sody shape for fantasy figures such as elves and
“airies. . assuming you think little people look pretty much

xe humans!

You don't have to be a graphic artist to do this. All it
takes is the ability to cut apart, trace, redraw, and use a
photocopier.

DEVELOPING PATTERNS

Trace the body form you want. Enlarge it to the finished
height you want the body 1o be. Adjust the drawing to it
the character or body type that you need. For instance, if
vou want a fat person, enlarge the width of the pattern.
“Mtake a photocopy and cut it apart at the joint arcas or at
the shoulders it you want separate arms that will hang nat-
arally at the sides. Note that a flat, two-sided stuffed cloth
body will always “take up” when stuffed. The resulting
body will be thinner than vour drawings. Reler to the scc-
tion on Cloth Figures for ways to add dimension to vour
pattern. Always be prepared to do scveral experimental
forms in order to achieve a good final result.
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Enlarge or reduce

propartional drawing

to fit heod

Cut put body shape and
wse to develop cloth pat-
tern or sculpture guide
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DESIGBHNING THE

Use femplate to check sculpture. The widest port of the head should fit
the cut-out paper as cosely a5 possible

MAKING A TEMPLATE

When vou have adjusted the basic form or your original
drawing to the size and height desired, a template can be
made tar checking sculpture, Trace your drawing on a sheet
of heavy paper (like cardstock or thin cardboard) and cut
out the form as you would for a stencil, Handling templates
as vou work is casier 1f vou cut separate ones for the head,
arms, legs, and torso. Make templates for both side and
front views. As vou work, add sculpture material unril the
figure or part of the figure being worked on lits the space.
Artist Robert McKinley used these cut-vut parts (o create
interior cardboard armatures for many of his sculpures.
This process is discussed in detail in his book Dollmaking:
One Artist’s Approach.

If your figure is to be a purtrait of a particular person, it
would be helpiul and more accurate to photograph your
subject in a bathing suit in full front view and full side view.
Templates and patierns can be made by enlarging the pho-
tographs to the desired height for the figure.

If vou tend to start by sculpting a head, vou can do that
first. Lay the head out and create a set of templates scaled
to its size, For typical realistic scale, the adult body will be
7.5 times the length (top o chin) of the head. Figures,
however, are often viewed [rom above. This has a lore-
shortening ellect; a correcily proportioned (igure might
appear to be shorl and stumpy. In order to compensate for
this some artists make their adult figures 8 heads high, or in
the case of a fashion figurc, 8.5 heads high. The following
table provides shortcuts to calculate the height of a finished
picce using realistic anatomical proportions.

FIGURE

PROPORTION CHART

Head height Head height x 7.5 Head height x 8 Head height x 8.5
= body height = tiody total = hody total
1.0 7.5 8 8.5
1.25 9.4 10 10.6
1.5 11.25 12 12.75
1.75 131 14 149
2.0 15.0 16 12.0
2.25 16.9 18 _15‘.1
2.5 18.75 20 21,25
2.75 20.6 22 23.4
3 22.5 24 25.5

Dol house / mindature scole 1 fnch = 1 foot

s To begin developing the body proportion for your head,
pick the proportional drawings (o fit the correct age for
vour character. Lnlarge a proportional drawing until you
have three or four copies with heads the same size or
near to the size of your head. Cut out the head on your
paper copy. [nscrt your sculpred head. Does it fit? I nec-
essary, repeal, cutting out your other eopies to find a
paper template your head will exactly fit into. Fit the
head into the paper template because when just laid on
top, there can be some small but important oprical illu-
sions that will start you off in the wrong direction.
Templates are always used to fit around the sculpted form.

® When you have found the proper lit for your head, the
remainder of the pruportional drawing you use will be in cor-
rect proportion 1o your head. Now you can hegin to work on
posture or pose by cutting apart the rest of the drawing. Play
with the parts to find a pleasing pose that accentuates the
idea of the character vou wish to communicate.

® Lay tracing paper over your selected arrangement and
make a character sketch of your figure. Be sure to make
the appropriate adjustments for hbone and muscle place-
ment. For instance, if your figure 15 going to stand on tip-
toe or wear high-heeled shoes, the bones in the (oot will
arch and the muscles of the calf will bunch a bit more.

# Use your character drawing to make a template from card-
stock or thin cardbuard lor cach body part to be sculpted

* Continue to construct your figure, occasionally check-
ing your shapes by inserting the parts into the paper
templates you have made.

 Label your sketches and templates and save them for
future dolls with similar sized heads and for costume
pattern drafting.



ick and Peter Mader,

soft, pellet-filled body.

s by Angela Talbot, 147, Sculpey.




Nonesuch by Bill Nelson and Tom Banwell, 18°, resin and
mixed media. Photo by Denmis McWaters

LOWER LEFT: Lunar Eclipse by Sandra Thomas Oglesby, 167,
paperclay. Photo by Sandra Thomas Ogleshy
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ER LEFT: Marey’s Ghost by Nancy J. Laverick, 17", cloth.
oto by Nancy J. Laver

FPER RIGHT: Junior Birdman by Carroll Stanley, 20", Cernit.
oto by Carmoll Stanley

IWER RIGHT: v Monkeys by Adnan Karabay, 167,
polyform over wood, hand-detailed sleigh created by artist.
Fhoto by Adnan Karabay
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UPPER LEFT: Renaissance Woman by Carol A. Stygles, 167, head of polymer
clay with photocopied transfer on silk face. Photo by Rod Soat

LOWER LEFT: Pondora by Robin Foley, 10%x 26°, sculpted cloth.
Photo by Fly-by-Night Graphics

UPPER RIGHT: Doydreams by Karen Cadiou, 12°, Cernit over wire armature.
Photo by Karen Cadiou
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UFPER LEFT: The Sguashbuckier by Pattie Bibb, 18", paperciay
pver cloth. Fhaoto by W, Don Smith

UPFER RIGHT: Rose Nose Fertility fod by Samm Austin, 20%, socks,
fahric, outtons. Photo by Monty Jessop

LOWER RIGHT: Somgha by Lawan Angelique, 10" x 127 seated,
clath seuloture. Photo by Chris Florkowski
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LOWER LEFT: Arthur by Martha Boers and Marianne Reitsma,

15", Super Sculpey an wire armature, cloth body. Photo
Maranne Reitsma

LUPPER : Madame Blue by Marie-Claude Dupont

Super Sculpey over wire armature. Photo by Martin De




UAFER LEFT: Japomca by Akiko Anzai, 14", cloth with cloth over
paperclay face. Photo by Akiko Anzai

AIGHT: Mo Foce Left To Lift by Hennie Koffris, 247, woven metal,
paper, silk, and paperclzy. Photo by Laurens Janus
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UPFER LEFT: Renaissance Dol by Uta Brauser, 217, porcelain.
Photo by John Martini

LOWER LEFT: Mogic Mon by Caty Carlin, 17", carved and jointed
wood. Photo by Caty Carlin

UPFER RIGHT: Renaissonce Angel by Janet Ouren, 25", Super
Sculpey and Cemnit. Photo by W, Don Smith
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TOP: Borogue Musicians by Barbara Chapman, wire armature,
paperclay. Photo by Bob Hirsch

LOWER LEFT: Dollin-g-Box by Lawan Angelique, 16", paperclay,
wire armature, painted, hinged box. Photo by Chris Florkowski



IFFER LEFT: Mole Shaman by Gabrizl Cyr and Sandy Blavlock, 24",
fber, leather, gourd, copper, beads, and shell. Fhoto by Martin Fox

UFFER RIGHT: Memores by Mancy Walzers, 15" seateq, porcelain,
direct sculpture. Fhoto by Mancy Walters

LOWER RIGHT: Turing 50 by Beverly Dodge Radefeld, 12",
cloth in fiberglass case. Fhoto by David Matthews
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As ¢ dolimaker creates small-seale represenfafions of people. he must leam fo
repvoduce all the things that peaple might hove, use, or wegr fn the reaf—
and in the imagined—wordd. There are no special tools or mateniols fust for
dolimaking. The artist adapts moterals from the real word to suit his needs.
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Mpst things thot an artist needs can be found at craft, fabric. art, and hard-
wore stoves. Some af these things, [ike loundry storch, gorden sinng, and
white glue. are surprisingly endinony. Each arfist will find certoin tools fit his
hand better. As in design  and construction. you have to expenment with o
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SCover those that wark well for you, Over the years,
TUGTE an encrmious stock of interesting ang fsoinat
TAPRY Lo know it there, even if he never has & reason

> B¢ oble to find it). He will alsp feam or teach fimself o number

ioraf

AL
LA

L,

of craft skifs, ranging from metolwerk and mold making to Photagraphy, worg
processing. and accounting. He will also “collect* Mmare paraphernalia to do it
are o fow things most af us would agree
Jorm the pecie things o figure maker should have on hang.
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computer
Phane/fax

SEWING machine
water-based cln Y
Plasticine clgy

air-diying clay

polymer clays

good [ights

wire

plaster

Plaster by and spaticlo
mald forms

rubber mold materiat
Eyes

hair stuff

Mo

sculpture tools

Sculpture toble

coffee

Sceilpiine- working annatyre
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CONSETRUCTIDAN

Molds

Mold making? Here? Now? Yes, absolutely. Every kind of
higure maker should know how to make and use molds.
Usually, we think of a mold as a plaster form necessary for
casting originals in liquid materials such as porcelain.
Usually, an artist considers using a mold because he wants
to make multiples of a tinished figure, such as a limited edi-
tion, in porcelain. However, editions can be cast in liquid
paperclay and the increasingly popular resins. Polymer
clays can be pushed/pulled from molds as well, and many
labric dollmakers are using them to make masks or limbs
that are covered with fabric or painted. Equally important,
molds can be used as an aid to the thinking and engincering
of a figure; yvou will see this process in the example of Lrin
Libby's development of the PinPon character (page 70).

A thorough discussion of malds and maold making would
require book-length treatment in itselt. Here, we want to
introduce the general concepts and considerations so the
possibility exists in your design repertoire. Products and
reference materials are listed under Suppliers (pager 156).
Don't hesitate to talk 1o materials suppliers as they will take
the time to work with you to find the best materials and
methods to achieve vour goals.

Quick Reference

* Original model or patter=the sculpture that will be used
to make a mold

» Casting=the copy that comes out of the mold. Castings
may be formed by pouring liguad materials into the mold
or pushing in and pulling owt soft, moist materials,

= Mold=negative shape of plaster, or flexible matenial

formed over the orignal

» Jacket=plaster formed over a mold made of flexible mate-
rial. The jacket keeps the mold from warping. The jacket
is sometimes called a "mother mold.”

TO MOLD OR NOT TO MOLD

Before deciding whether to use a mold, you need 1o
consider your original sculpture material. If it is a water-
soluble material such as paperclay, or a sculpture with
undercuts (dips in the surface that will hook and hold the
mold material and keep it from releasing the original), you
will need to make a flexible mold. These are relerred to in
the generic sense as rubber molds. Flexible molds can be
made with latex that is painted on over the original, or
with elasticon or RTV (a type of rubber) that is poured
into a cavity. There is also a flexible wax that some artists
use lor impression molds.

MATERTIALS

Tempovarily fill aneas
to minimize undercuts

Typical undercut areas

Undercut at nostrl Undercut at

heakbone

2 Undercut back of ear

-
\
A fop
Undercut at .~
Plaster chin/neck Temporary fill area

You also need to consider what material will be cast
(pourcd) or pulled from the mold to make vour final prod-
uct. If you will be making a mold that you push the mate-
rial into and pull it out of, you will probably need a very
slick-surfaced mold with little or no porosity. Paperclay,
polymer clay, wax, and resin require this kind of mald. If
vour material is liquid ceramic slip, water-based clay, or
one of certain types of composition, you will need a mold
that will draw water. This kind of a mold is made of plas-
ter. Il your sculpture is undercut, castings will not release
from a hard plaster mold.

A CLEAN ORIGINAL: THE WAX MODEL

Most sculpting figure makers prefer to sculpt the first or
original form in plasticine or polymer clay. A flexible "rub-
ber” mold or a plaster mold requires a very smoath and uni-
form surface to create a good casting. Cleaning off bumps
or irregularitics in a porcelain casting is time-consuming,
and in a resin casting can often cause more surface prob-
lems. For these reasons, many artists make molds of their
original clay work, cast a wax model from the mold, and
then clean up or tool the wax until it is glassy smooth and
ready to be used to make a final mold from which the fin-
ished forms will be cast. Wax castings or tooling models are
especially useful for experimenting with jointing cuts and
movement and for exploring variations of the character.
You can see and be sure the joint will work, or you can play
with facial cxpressions until you find the best combination.



THE PLASTER MOLD

A zood, professional quality, multiple-part block-and-case
—old is required for casting ceramic slip or porcelain.
sentially, the plaster draws moisture from the poured liquid
<ip until the slip becomes lirm enough to remove trom the
—old. Plaster molds can be used for casting wax only il they
=rc soaked in soapy water and dried or otherwise coated with
:» material that will prevent wax from sticking to the plaster,
~ince the pores of the plaster are filled in {by wax or coat-
nzs ) plaster molds used for casting wax cannot be used for
~ouring porcelain. In making a plaster mold it is vital to clim
ate all undercut areas or to place parting lines so the mold
~aris can be pulled away without damage o the casting.

~emther Mocok beqins fier modd by setting her cloy orimngl on o bed of soft
sastiang clioy, The funnel shope of brown day ot the top will become o holiow
orannel for pourdng the porcelain ship into the mod, Note the clay plugs ot
moulders ond hips. These will aliow o salid, hollow costing to be made. After the
costing fs made, openings for jointing matenals to poss through will be aitf away.

Both parts of the mold for casting
lags, Marbles are pressed inlo the
clay mold bed so depressions are
Jormed that will key the moid parts
together for o smooth fit.

The photo on the laft shows the ong-
il clay legs set on cloy bed. Notice
thal the ugper leg hos been sculpted
o fit into operings ot the torso Rip
aren for joimting, and the pour holes
are ploced so extro poured material
may be cleaned off meatly.

Head in als cloy bed surmound-
ed by the mold box form. Note
thirt s the part fine will e
around fhe edge af Lhe ear, o
cormespanoirg hollow fos been
made 1n the clay bed, In the
next sten, the fourth side of
the mold form will be dlomped
o, and the resulting box will
e Jilled wilth plaster to make
one half of the mold, When
the ploster has set, the mald
b will be tumed over and
the cloy bed removed, The
poured plaster mold, covered
with o relemsing ogent, mow becomes the bed for the pouring of the second
holf of the mold, Motice that the area of the ploster mold around the onging!
parts i5 aoproximately twice the width of the parts, This is to allow the plaster
to completely draw the moisture from the poured porcelain.

Angelica by Heather Maciak, 13", B A,
porcelain, Left photo by Heather i F
Maciak, right photo by W. Don Smith

M DLDS

65



THE ELASTICON MOLD

Much of the technical inlormation used by master figure
makers comes [rom ather trades and cralts outside the doll
world With regard to molds, | learned as much or more by
engaging my dentist in mald discussions while trving to
keep my mind off nasty procedures going on in my mouth.
It occurred to me that the stuff he was using to make maolds
of my teeth that hardened in only a few minutes would be
just the thing for making quick molds in my studio. The
material we decided would worl best for me is called
Syringe Elasticon®. There is one caich: it is relatively
expensive and is available only from dental supply houses.
Cine small dall or perhaps two o lour heads, can be cast
from a kit. However, | find iv quite satistactory. In most
cascs | use it for making molds of faces or just the front halt
of the doll head. [t is rare for me to make more than four or
five molds 2 year with it. Other silicon mold products come
in larger quantitics and have a limited shelf-life, so this
product works well for me. Llsually, other non-undercut
parts of a piece can be cast with a plain plaster mold.
Surprisingly, when given a plaster jacket, these guickie
molds hold up for over fifty castings or pressings.

Base tibe

=

Cotelyst tube

f

Styrafoam fes

Frapored elas-
ticon applied
to argina

(riginal
soulpture
£ sitting in
cloy bed

Figsticon mald

Plaster mold

Heod prosssd
ana pulied
Jrom mala

Finished elasticon mald

An optional plostic coll
swrround for mold form

Plostic wrap

1-fnch |II
grid pad

Orgingl head
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v Cotelyst

L_ -..,. 1 Base

Tools for making elasticon molds

Here is how I make a simple mold using the dental
elasticon material:

1. | use the grid sheet that comes in the kit when | am
ready to mix the elasticon base with its catalyst as shown
in Fieure A

2. My origimal sculpted head (of any hard material ] is pushed
into a black of soft Styrofoam so the back of the head to the
car is buried. The plasticine modeling clay is pressed around
the head and flattened to form a A-inch-thick collar or flange
extending about two inches from the head. You can see this
base and collar in Figure B A very light coating of liouid soap
can be applied to reduce formation of air bubbles.

HNESTHR CTIOHN HATERIALE

Gilnss oish

Heor covered with elosticon
meld materdol

B Glass dish with sand

3. When the bascs and catzlyst are mixed uniformly, | use
the spatula to pour the mixture over the exposed head as
showwn in Figure B, | begin by pouring the mixwre over the
eve and nose area. Four or five mixturcs may be needed to
cover the exposed head. The material is viscous enough so
it will not usually nin more than a hall inch onto the clay
collar beyond the head. The mixture will begin to firm up
very ruickly, and the clasticon matenal will be ready to
cover with plaster within an hour.



4. When the elasticon is set (not sticky to the touch), | mix
~s<ter and let it set to the consistency of whipped cream. |

+ spoon the plaster over the elasticon mold in its
~—roloam bhase. This makes what is called a "clamshell” or
~e=-torm mald jacket. When the plaster has set, the origi-
-2 head and clasticon mold is removed trom it. The elasti-
~=n 15 lifted away from the head and returned to the plaster
=-'d jacket. Figure C (page 66) shows the plaster jacket
ataining the elasticon mold after the head has been
noved. The mold is now ready to be used

5. | can press paperclay or polymer clay into this mold to get
== impression casting of the front half of the head. A very

2= dusting of talcum powder in the mold will help releasc
e molded material. Not every casting will be perfect. Try
=veral to get the best you can, and be prepared to do some

«-sculpting on your casting as you add the back of the head.

5. Figure D (page 66) shows the process using a mold
w+m ring made from a plastic tub, Here, instead of using
: miece of Styrofoam, | have placed the heads in a glass
~2king dish filled with sand. The sand is covered with
- astic kitchen wrap to keep it from getting into the mold
=atcrial and plaster.

THE SIMPLE LATEX MOLD

Liquid latex for making craft molds is usually available in
=t or quart cans at cralt suppliers. The process for making
~« mold is exactly the same as for the elasticon mold except
‘=3t it requires many coats of the material to be painted on
:~d dried between cach coat. As craft latex is often more
~=uile than other rubber materials, filler material such as
-messecloth is often added to a wet coat to keep the latex
~om tearing when it is lifted away from the casting.
Lithough the material is somewhat smelly and the process
~me-consuming, it allows the home craftsman an easy way

make a mold of an undercut sculpture.

Plastic wrap between
n This is the mold used sand and cloy original

for Mana Flyte

Multiple layers of liquid
latex over clay onginal

I} vLayer of string and cheesecloth
for reinforcement

Plaster

View of back
of original after
plaster is poured

The series of drawings at left and above shows how | made
a mold of the original sculpted torso for the figure called
Diana Flyte (page 68). In this case | painted liquid latex over
the original sculpturc. This is more economical for larger
forms. Several coats must be applied, and each coat must dry
thoroughly before the next is applied. As liquid latex is not
as strong a material as elasticon, after applying six or eight
coats | use a layer of wet cheesecloth to keep the material
from tearing later on. Edges can be reinforced by laying a
string around the original and painting the latex over the
string, Figure A shows the original sculpture laying in a bed
of sand covered with plastic kitchen wrap. The figure is
buried to a line that evenly divides the back from the front.

Figure B shows the application of plaster to make a
“clamshell” mold jacket.

If | want to make a two-piece mold, | would wm the
original in its plaster jacket over in the sand bed so the back
was exposed and repeat the process of applying liquid latex
and plaster. Figure C shows the original with the latex mold
and plaster jacket turned showing the back view.

MOLEPS



] Face down with back exposed

Add peperclay and free form
sculpt the back

Plaster

ﬂ Torso removed

Completed piece removed
from mold

Plaster Jacket

Latex Mold

Miana Fyte by Susanna Oroyan, 207, paperclay borso.
Photo by W. Don Smith

This series of drawings shows the process of making a
copy using the finished mold. Figure A shows the plaster
jacket containing the latex mold filled with casting material,

I3 Making a copy which in this case is paperclay. A roll of crushed foil can be

pressed into the paperclay to form an armature. Also, with

Foil interior armature Layer of paperclay foil, less paperclay is used and drying time is shortened. If

pressed into mold the foil is brought to the bottom of the figure (waist), it can
later be pulled out to make a hollow figure.

Figure B shows paperclay being hand built to form the

o~ - = ""‘f» _;;- = back of the figure. If a two-piece (back and front) mold has
e TE: i ",: e ) }'" been made, the back mold would be laid over it and pressed
" YT SRV e o > down to form the back of the figure, and thus a whole torso.

e Iji.f!fﬁ'rf"“
Y Figure C shows the cast torso removed from the mold.

Heads, torsos, or body parts cast from molds like these are
rarely perfect. These processes allow the home-studio doll
maker to shortcut sculpting time when making multiples of
a figure. You will have to do some re-sculpting and clean-
up, but it will invalve far less time than sculpting another

Plaster whole original.

2] CONSTREUCTION MATERIALS
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THE MOLD AND THE DESIGN PROCESS

Every figure you see in this book evolved through a
design process. Some artists are very meticulous in experi-
menting and making decisions at every step, some motre or
less add, subtract, and push the materials together. For both
types, whatever they do, they do it until “it looks right."
The ability to make molds is a great help in the design
process in an effort to get “that look” as in the creation of
the [inal edition.

Here, designer Erin Libby shares some of the many steps
she took in developing her original copyrighted character
figure "FinPon.” Erin’s experience in working for most of the

“PinPar is nai o single doll, rother an image for several images) genemted
from o single concept, ™ But what i the concent? Erin beging to sketeh,
“Finfon starfed with o review of conventional, off foo familiar dolls. e begon
to take on the fook of whot I wanted once T hod drows what I did mot wint,
Stance become as criticol as gesture. T played with oot size gnd shoes.”

L | sl e P A e | MATERTIALS

major Loy companies, bath in-house and as free-lance
designer, is cvident in the methods she uses to combine
practical technical engineering processes with the final
"look” of the character. As you can see, the initial step of
making a mold from the original clay sculpture for casting
wax s most useful, Bach wax casting becomes a sketch pad
for testing a different version without having to re-sculpt an
entire original. When the final decisions have been made, a
refined wax model is cast and <ent to the mold maker, who
uses it to make production molds. Although Erin's ultimate
goal was to cast an edition in resin, she also used her wax
models to make molds for casting porcelain versions. to
see how they would look as well.

“Shoes Have been an ordeal, The nofion was o cross
fetween Lodis the X and Wctomon. Rere i the way
stort in fronl of o sketch, ™ Photo By Betty Weitzenkamp






CONSTRUCTEIEON

Armatures:
The Inside Story

The mare you know about how things work, the better vou
will be able 1o choose the best solutions. Because the doll
designers bigmest set of problems invalve weight, balance,
and pose, vou need to consider the use of armatures—the
interior structures that provide strength and flexibiline—{or
the figure.

An armature, in the general sense of the term, s any
structure that is put inside of something to give it strength
and support. For instance, the beams in a house {orm its
armature, and, more apropos to doll making, the bones in
the human body {orm its armaturc

As we all know, the human body is a masterpicce of
engineering. MNearly a hundred bones from teeny tiny to
two feet long are assembled in a complex structure held
together by an even more incredible structure of joints,
muscles, and tendons. It we did not have this "ammatyred”
support system, we would be shapeless blobs oozing
around on the ground. We just could not hold curselves in
any upright position against the great pressures of our plan-
et's gravity. When we are tired, we sag and ache becausc our
joints and muscles—our “armaturc”—lack energy to carry
on the continuous fight against gravity.

In dollmaking we usc armatures to make a doll stand up
straight or to allow it to be put in a lixed position against
the forces of gravity. Far instance, a “raggedy” tvpe cloth
doll has na "hones” and "muscles” to hold a sitting or stand-
ing position without support. Jointing, another way 1o pro-
vide support through balance, reflects knowledge of the
structure of the joints and tendons of the human body.

WIRE

Armatures can be made of almost any material, Doll figures
made to stand upright are commaonly canstructed by a process
generally referred to among dollmakers as “wire armauure.”
This implics the use of wire bent into a shape roughly resem-
bling a human skelcton in outline form. Wire is used because
it functions as both bone and muscle. Its length and hardness
extend the covering matenal, and its Aexibilinr can be used to
set or move the ligure in the same way as bones and tendons
move the human body, With wirc vou have “wo for onc”

Wire use by the maker will vary depending on engineer-
ing requirements of a specitic design, so before going on
with construction we need to tzke a long leok ar wire itself.

Its wonderful stuff, indispensable for making figures
There is good evidence that wire has been with us almost
as long as man has worked metal and, indeed, seems to be
reterenced in the Bible. Larly wire was made by hammering

MATERIALS

and lurning on an anvil and, in consequence, mose lengths
were quite short. The process of making wire by drawing
seems to have originated around 700 AD. According to
records, by 1292 there were cight wire-drawing businesses
in Paris, and by the carly 14005 there was a wire-drawing
puild in Landon. Its nat ton surprising to lind that wire was
used in the early stages of modern dollmaking.

Maodern wire is made by drawing or pulling a metal bar
about one-hall inch in diameter through a succession al
dies (holes). Each die pass will reduce the diameter of the
wire about 25 percent, and it can be reduced to the thick-
ness of a human hair. Gauge refers to the diameter of the
wire, and the larger the number the smaller the wire. Wire
can be made from any ductile metal, however, the most
common torms arc iron, copper, brass, aluminum, gold, sil-
ver, and lead. During the drawing process the wire is drawn
through a lubricant, which can be powdered soap, tallow,
grease. or graphile. These lubricant materials can cause the
greasy ‘rub-oll” yvou leel when vou waork with wire, When
the wire is drawn, the metal grains are naturally put under
great stress and confusion. To relieve this stress, and 1o
achieve the most soft and ductile condition for the specific
metal, the wire is annealed by heating it to just below the
melting point of its metal.

Wirc comes in more than ten thousand sizes, types, and
tinishes trom galvanized o coated or enameled. Most artises
probably would like to have some of everything “just in case”
However, you can get by quite nicely with a fow basic types.

TYPES OF WIRE

= 1 7-gauge electrical fence wire: economical, madeijner-
pose. Very nice for making bent wire armatwres for fimures
between 12 and 24 inches in height. This wire 15 usually
Jound in garden and farm supply stoves om lavge spools.
Buy a quarier-mile spool. You will use it

= 20- and 24-pauge brass wire: Nice finish for exposed
wive applications, good for malang bent wire comarures for
figures 2 to 12 inches in height. Usually found in craft
suppliers’ jewelry sections.

* Aluminum or “sculpture” wire: This is very soft and
fleaable matental; also very expensive. Makes an excellent
non-rusting armature. Comes in gauees |2 and under,

= Coat hanger: although it acts more like a vod, it can he
bent and wsed for armatures or siructires when strength
and static pose are required. Coat hanger wire can also be
used 1o make assembly connections for jonted dolls.

= Electrical conduit: This is the wive that runs inside walls
and is wsually composed of several spivaled copper wires
encased in rubber or plastic coating. Very good for con-
strncting figures from 24 inches to life-size. Often wsed for
saller fiperes, bt the same effect can be achieved, more
economically, by doubling 16- or | 7-gauge ware.



& few things yow can make with a coal hanger rod:

"5 haok
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Bent wire with screw
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wirg
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5 Harger wire used for
ouse i making head rod and
vl : "s" hook
V-7 e
Sady frame sel in base
=9
_ &)
Hanger wire used for s

moking @ spring Mook
for limb attachment

Bottom view of hase

» Pipe cleaners/chenille: fibers are nwisted onto the wive to
give it a soft body. Useful for making small figure arma-
tures or hand armatures.

« Beading wire: 30-gauge and higher. Use mone like sewing
thread.

Wire to avoid: baling wire and any coated wire where
lubricant can come off on your fingers or figure. Look for
galvanized wire il rust might be a problem. Telephone
wire is colorful and fine, as is copper wire, but, in my
experience neither have the strength necessary tor con-
structing a good stand-up body. Floral wire, which comes
in 18-inch lengths, is strong but the joining required usu-
ally defeats the value of continuous run bent wire. Planc
and train model suppliers usually carry a selection of metal
rods. Most figure makers will lind it handy to have a selec-
tion of hollow brass tubing. It can be used for jointing
and/or tor building stand supports for figures, Look to see
what clsc might be handy for your work when shopping
at the model supplier.

Wire also comes in mesh grid patterns such as fencing
and screening. Most screen material is coated with plastic,
which limits its ability to be bent for sculptural purposes.
Uncoated metal screcning will usually rust. Fine grid {encing
materials— . inch to 1 inch (chicken wire or vent covering
material l—are usehul when crushed to build out larger forms.

WIRE PHYSICS

Most dollmakers would snort at the idea of doing
physics or engincering, yel a good figure maker will know a
great deal about what works and what won't with any mate-
rial. With wire there are four important factors 1o consider:
The first is what happens when you twist wire—you create
a spring, and springs are not going to give you the necessary
strength. In doing research some years back, | was surprised
to find that most dollmaking books showed twisted wire
armatures (and just as often they did not include correct
bends for hips and shoulders). It you take two pieces of wire
and twist them with your hands anly, one wire will be twist-
ed around the ather, which stays fairly straight. This means
that even il two wires are used, you are only getting half the
strength of one, If you can hook a loop of wire to a lixed peg
and twist with great strength, you can get an equal bend on
each wire and, therefore, maximum strength. Most doll-
makers don't have the strength or the tools. Keep vour wires
parallel and twist over them only if vou want additional grip
or to tuck in ends,

FAY
>
St 4

D >

Farce on Coiled wire Wire twisted Tight ard Two
either makes a by hand uniform paraliel
end of a : reduices the twist by wires for
straight W strength of mechanical doubled
DIECE JOES each piece mEnNs can strength
in one be quite

direction strong

The secand factor has to de with anatomy. The purpose
of a wire armature is defeated if the proper shaping is not
done o simulate hip and shoulder. An inverted "V ta form
the legs will not resist gravity. The tigure will do splits
when any weight or force like a sculpted head or stutted
body is applied. And, of course, if a ligure doesn't have
shoulders that stick out beyond the hips, it is anatomically
incarrect. At the very least, you will have a nasty time get-
ting clothing to look right on it

AARMATURES: THE I M5TDE



The third factor concerns material integrity and is spe-
cific to building clay on wire armatures, Stop (o consider
what the wire is doing inside the sculpted malerial. Its pres-
ence is interrupting the molecular integrity of the sculprure
material. All sculpting materials work by the bonding and
fusing of particles of like material to like material. If a sec-
ond material (the wirc) runs through it, the bonding is
stopped. The wire itself has no ability to fuse with sculprure
material. So the wire forms a core, sometimes a loose or
hollow care, through the middle ef the sculpted part. If the
particles of the sculpture material are able to reach around
the wire, they will provide the strength you want. The
smaller the amount of sculpture material, the less sirong the
part is likely to be. This is especially true in the case of
hand/finger armatures in direct sculpted figures.

V" diverts force to each leg

Maodecules dried or Wire through molecuies Wire movement
cured fuse together. interupts fusiom, creates o hollow core,

The final consideration is that all armatures and arma-
tured figures should stand by themselves. It they don't,
work on position and balance until they do.

WIRE ANATOMY
The prime acsthetic principle of an armature deals
J‘ l with how the tgure will look when it is finished. [n order
for the form to look “believably humanoid” when the
armature is buried in material or covered with a costume,
4 the armature must reflect generally correct anatomical
% proportions. 1 he body must look like it could walk or
move like a human. Even if it will never be moved, the

joints should be properly placed. This means that the
arms hang free from the shoulders and outside of the hips,
and that there is space between the hips so the legs can
move in parallel, The wrists, ankles, and waist should also
be narrower than their surroundings. It means that elbows
and knees are given their correct “bulges.” You also need
to remember that ne matter how much flesh may cover a
body, the points of the major joint bones will also be vis-
ible. Regardless of the size, costume, or position of your
ligure, the basic layvout for any armature must conform to
the human shape to be successful.

An armature is not just something to hold up a doll; it
has to work like a simplitied human skeleton with muscles
and tendons. Obviously, making an armature involves a
good understanding and use of human body mechanics as
well as the propertics of the armature material. As you
work with the various armature materials, you will find

Force directed strafght down in anatomically comect
amature; alsa, [Tgure stonds on its own two feet

A poorly made armature will make @ poar figure

CiO N 5T RUCE T2 H  MATERIANL S



those that have the desired properties. A good anatomy
reterence will help vou understand how to position the
sints and proportion the final shape.

TYPICAL ARMATURE FORMS
SINGLE WIRE

A single armature is made with one or two fairly thick
sieces of wire or metal rod. The most common material
s wire from wire coat hangers. This type of armature is
ssually made to create a finished figure that will be fixed
in a specific position. A solid base of wood or modeled
material such as plaster is often used as a permanent base
ror this type of figure.

With a single armature, often only heads, hands, and
teet will show. The body might be left in a rough state or
given just enough padding with paper, fabric, or batting
material to provide the desired shape. In a single wire
armature, the arms may or may not be armatured and, if
they are, the maker has the option of attaching arm wires
1o the torso or leaving them loose.

The Green Mar by John Darcy Moble, 12", Super Sculpey, washi paper. Photo
ty John Darcy Moble

Single

wire

A varigtion an the single wire armature successfully used by John Darcy Noble
Jor his paper scuipture maguettes.

Add modeling

Cardboard

Single wire armature made with The cardboard and wire armature
cordboord torse, head, hands, and can be padded out by wropping
feet. Wire is threaded through the with yam or string, or material
cordboard. may be modeled on it.

ARM AT DRES: T H-E INSTDE STORY
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Bead

ram'm;.r?\ '

Beads may be DOUBLE WIRE

f';:i!:ﬂf:] ::_E The form | refer to as the “M” or "W method is the one

| use most when inserting an armature into a cloth body that
will be positioned for a particular pose. A modified version
of this form is used when assembling separately sculpted
parts. You can use 16- or 17-gauge (electrical fence) wire for
Ifi;.;l.u'::a fram 12 to 24 inches. For ligures over 20 inches, you
might want to make a double run of wire for added strength.
For figures smaller than 12 inches, you can use 20-gauge
wire as found in the jewelry supplies section in craft stores.
Natice that the wires do not cross except when the ends are
finally twisted into the torso.

Wrapped
crushed poper,
foil, or thin
strips of felt
or batting

Single wire

Nova by Thea Newcombe,
17°, wrapped wire
armature, sculpted
cloth-covered face.
Photo by W. Don Smith

A single wire may be posed and wiopped with crushed paper, foil,
or thin strips of felt or batting and finolly covered with fabric,

New Perm (left, copper and brass wire)and Hozel’s Pearls (right, wire Jurnee by Flizabeth Harper, 13", and Wild Woman (right) by Barbara Carleton
and pearls) by Annie Wylde-Beem. Photo by Barbara Carleton Evans Evans, 12", electrical wire and yam. Photo by Barbara Carleton Evans
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LIse masking tape to hold the wires together while working.
Lay your pieces out on your doll pattern or on a sketch of
the finished shape to check their length. Also remember
that if your doll is to be stulfed—that is, the armature is first
inserted into the cloth body and then stuffing is inserted
sround the wire—that the stuffing process will widen and
<horten the doll somewhat from your pattern picces. Be pre-
pared to adjust as necessary.

When you have your figure assembled, if it has a flat foot
hottom or shoe sole, it should be able to stand by itself:
Move it around until it does. [t will even stand on one leg,
or stand with one leg extended away from its body,
although you might have to weight its “bottom” a little to
et a leg extension to balance.

Making a “W"
armature

ALTERNATE “W"

This method is often seen in Furopean “tourist souvenir’
dolls made during the 1930s.and some very expressive
pieces can result. Here the wire armature is wrapped rather
tightly with thin, firm batting such as is used to make quilt-
ed clothing. You can also wrap with string or yarn so the
fibers open and flatten. The general body shape is sculpted

: ST during the process of
wrapping the wire
armature; the finished
wrapped armature is
almost exactly the
shape of the finished
form. The figure is
then covered by hand
sewing pieces of fab-
ric—usually felt—over
the limbs. Paper pat-
terns are made by a
trial-and-error method
of holding soft fabric
(such as interfacing) or
soft paper (such as a
paper napkin) around
the figure and cutting
away the excess. This
was discussed in detail
in Anatomy of a Doll.

Flopper by Susanna Oroyan,
12", wire armature wrapped
with embroidery thread.
Photo by W. Don Smith

" MODIFIED “M” OR “W"” ARMATURE

This armature is used to assemble sculpted parts as
discussed on page 84. Arms and legs should have holes for
inserting wires. These can be drilled if using paperclay prod-
ucts. If using polymer clays, insert wires in limbs before curing
in the oven. In this form, the armature only goes as far as the
beginning of the sculpted part(s). This means it is very
important to lay out your pieces on a properly propurlioned
sketch of the finished doll to make sure measurements are to
correct scale. When the modified armature is made, the
wires extending from the sculpted limbs are run alongside
(parallel) of the body armature and taped together.
Generally, the completed wire figure is covered with a
wrapping of inch-wide strips of quilt batting, yarn, or string
for smaller figures. A bady of woven cotton, polyester dou-
ble knit, stockinette knit, or even bathing suit stretch fabric
(such as Lycra®) is usually hand sewn over the wrapped
armature. The hand sewing allows some darting and
needlesculpting to enhance anatomical details such as bust,
waistline, elbows, and knees.

ARMATURES: THE I HSIDE
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CONSTRUETION

SKELETAL

Heavy wire may be used to create a single or double
armature, which is then over-wrapped with several layers of
thin wire to refllect the human bone structure, This type of
armaturc can be used for direct sculpture as it provides a
srructural mesh thar will hold clay. A similar form of arma-
ture is used by Lisa Lichrentels as a basis for building a mus-
culaturc of padded stutfing covered with needlesculpted
nvlon stocking

Skeletal wire anmoture
used as a form for
clay seulpfure

CARVED OR ASSEMBLED STYROFOAM HEAD ARMATURES

These are often used ftor needlesculpted fligures.
Styroloam is never to be used with polvmer clays as it can
give off toxic vapors when heated. A full skull can be sculpt-
ed or a framework of foam core can be made,

Many dollmakers favor sculpling over a styroloam base
using a template (o form the leg armature. The method shown
(above nght} is used by Robert Doucette. Here paperclay is
sculpted over styrofoam cores. The head and body are done
scparatcly and joined by wires. The leg is sculpted over a
cardboard or balsa templatc for accuracy and strength.

MATERTLEALS

Styrofogm

Wire

Paperciay

Section through leg
Paperclay
Styrafoam

armature
Leg famplate,

simifar for arm

Papercloy applied
over template

Styrofoam base
for sculpting

INVENTIONS AND COMPOSITES

Although wire is the most common form of armarure,
there are other ways of making vour figure stand up, posc,
or be solid. An armature can be made of anything you have
that will work.

Many dollmakers, for instance, have found that working
with clays on wire armatures is "slippery.” The material has
no way ol gripping the smooth wire surface. One way o
pet around slippage is 1o wrap the wire armature with a
layer of aluminum foil.

Double armatures: Another way is to create a double
armaturc—you model a thin, basic “string” armature of the
same clay. This is dried or cured and then a second laver is
applied for the finished surface. Artists who work with paper-
clay tind that they can achicve a solid stickable sculpture base
by making a string armature or set of "bones” out of the heav-
ier and more coarse Celluclay material. Since Celluclay and
paperclay dry al various rates, any bones made of Celluclay
need to be thoroughly dry belore adding paperclay maternial.
Be sure 1o cover Celluclay completehy as it is very dillicull to
sand or carve when dry. The same can be done with the oven
curing clays in a cook add-on and cook again process.

Pop-bead assemblies: Still another type of armaturce
is the commercially produced "pop-bead” assembly. In this
type a body form made of plastic beads is purchased for



insertion into a stutted cloth body, Size can be adjusted by
popping off or adding on more beads. The swivel action of
the socket connection allows the figure 1o be posed in any
position, The size of the beads, however, makes this form
kest in larger dolls and teddy bears—usually foures over 15
inches andfor fairly “chubby” in body shape. The pop-bead
armatures are successfully wsed in assembling porcelain
parts on cloth bodies

[ the end, all dellmakers adapt and invent to suit a par-
ticular need or want. This involves problem solving, and
problem solving begins with asking questions.

WORKING ARMATURES

Llp to this point, | have discussed armatures that are
permanently fixed inside the finished doll. Many of us have
also picked up basic armature information from art studio
methaods for line art sculpture in metals and fired clays. The
armatures used for this kind of art work are often tempo-
rary. They are made to hold up the original sculpture until
it reaches a point where a meld can be made for casting the
final, usually hallow, product, Since at least hall of all doll-
makers work in modeled clay materials, a quick look at
working armatures might be usetul,

In this type of working armature a full and correctly
proportioned wire armature is made for the whole figure.
The figure is sculpted as a whole, which allows the artist to
see the relationships between various areas. It allows for
instant “eveball” correction. Many times fine sculptors fail
in their finished figures because they sculpt the parts sepa-
rately and have difficulty getting scale and proportion cor-
rect for the whole figure. [f a full armature can be made, and
the sculpture done as a whole, then the xf_'u|ptu11: can be cut
apart. Use a hacksaw to cur through wire and sculpted
material. Cut where joints are needed or cut away excess
clay if a fabric body is 1o be made, Yes, this does mess up
the ends of the parts, You will need to resculpt a bit after
cutting. A single-wire armature can be made for wax sculp-
ture, and an M"Y or double-wire armature, over-wrapped
with finer wire, will provide a “tooth” for applving claw.

Wire and Mesh: A shortcut method for creating a form
tor needlesculpting can be done by constructing a tixed form
of wire covered with mesh. This would be applicable it a
large {over 30-inch) or life-size figure was desired. Wire and
mesh armatures can also be used tor sculpting figures that are
1o be cast in molds—usually larger fixed tigure pieces.

Wire/mesh and wet newspaper armatures: These
can he used for portrait bust and torse sculpture with water
based ceramic clavs. When the sculpture is complete, the
head is cut in half and the wire frame removed. The paper
is peeled away, leaving two hollow halves which may be
joined with wet clay and fired.

HAND-HELD

A plain dowel stick is best if a head is o be sculpted sep-
arately. This allows the sculptor to turn the head around,
upside down, etc, to check for correct balance and smooth-
ness. Sculpling on a lixed armature is very good for propaor-
tioning, but requires the artist to work extra hard and be
alert to optical illusions and tricks the brain will play. For
instance, when you look at a figure face-on or [ace-to-face,
vour brain will identily it as a human figure or face. Your
brain sees humans all the time and does not really register
"perfection” when it does; it just accepts and names what it
sees. It a head or figure is urned upside down, vour brain
cannot readily identify or name it It just sees a shape, so it
will tell vou {if vou ask!) that one side is too big or too high.
Correcting is much easier when the figure can be moved.

Sculprure tends o be unbalanced because we vse a
dominant hand that works more efficiently on the side of
the figure it is closest to. The same is true with vour domi-
nant eve, which is aften the same side as vour handedness
The result is “slide " or a tendency for the nondominant side
to recede more radically. The bossiness of vour dominant
hand and‘or eve keeps vou from seeing this imbalance. It
vou look at vour work reflected in a mirror, vour dominant
eve will see the ather—possibly poor—side of the sculp-
ture. A mirror check can often be a ghastly shock.
Remember, the viewers hand, eves, and brains may not be
wired the same as yours for dominance. . he or she might
see imbalances as more immediate and glaring than vou do,

Archange! Raphael and Tobias by Karan A, Schneider, 217,
Cernit with wire and soft body. Photo by Studio Rossi Ine.
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CHECKING SCULPTURE

Tisrn the scipture upside down
50 your gye identifies iine ond
miass rather than a faca

Adding parts for comection

Hhen shok is

pevpentdicuiar it
Use g shick to hold the becomes useful i Side ond upside-dowrt viaw
head seulptuna, Troin pour w1 plocing parts,

oye to see poveilel ines

perpendicular to the stick
to check proper pasition-
i of mass end features,

Look ot the head from the
botiom lo check balonce,

¥iewing upside down felps
il corecting proportion

The way yoi
think it looks,

The wiy il tooks in the mirror If the
mior shows yoir thatl the head ond

The way it really might off eligmment features are cut af atignment, then
look. The actval head at ane side wavk urhi] the mimor shows you o bal
Frece & off afignment anced head,

on ong side,

Note: Both the full-ligure sculpture and the sand-sock
methaod that follow are best done on a wientable with 2 mir-
ror behind. Sculptors turntables are available, but the tvpe
used Tor kitchen cupboard storage (small spice rack type)
will work just as well,
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SAND SOCK

When a figure is made hollow to eliminate weight or
to allow for jointing, the clay material can be modeled
aver a sock filled with sand. In modeling paperclay, for
instance, | will fill the sock over a dowel and use tape to
contour the narrowing at the neck or to create a waist. To
make the sock “non-stick” | add a layer of crushed kitchen
toil. After the sculpture is finished and at least partly dry, |
pull the plug’ on the sock, drain the sand, and use pliers
o gently pull out the foil. The figure can be further hol-
lowed by scraping out damp clay from the inside. The

Sand Sock for Head Sculpture and Torso

Reverse base end stick

Outtine of add-on cloy

utling of covity

Sculpt Clay
applied over
sand sock
armature

result 1s a torso that is lightweight and can accept a wired
cloth leg'hip assembly. In this process the head is not
attached to the body while sculpting the majority of the
body. It does, however, sit on the neck so the head and
body can be sculpted with smooth and proportionate
lines. It is taken off and on to get the benetit of the hand-
held sculpting, and fixed when both parts are satisfactorily
sculpted. The head can be attached by a joint through the
neck or it can be joined to the body with wet clay and
sculpted to make a solid, immovahle connection.

Sand sock can also be used for head-only sculpture
and with water-based ceramic clays.

Meck fine

Base right side up
Torso Sculpture

Torse Sculpture
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Assemblies

As r}pp{!ﬁt_‘d to a ligure created from one material (such as
carved wood or stuffed cloth), | define an assembly as a fig-
ure that was constructed using two or more materials or
methods. The most common assembly is a wirc-armatured
cloth body combined with hard sculpted parts—porcelain,
resin, polymer, or paperclay. If the design hasn't been out-
lined you must have had a question—Now what do | do to
make this a figure | can costume and finish? Before vou can
wo any further, yvou need to choose a form (back to design)
and finish your sculpture so it can be assembled. As you
can sce, this will require making appropnate holes, groov-
ing parts so a cloth body can be attached, and inserting
wires which are then attached to a center wire armature

Traditionally, fired ceramic dolls were assembled on
stuffed cloth bodies like the figure below.

TRADITIONAL BODY ASSEMBLY -

Fired ceramic parls
assembied on
stuffed cloth body.

-

|

Pattem for typical antigue body assembly. |

CONSTRUCTION MATERIALS

Hannah Rose variations by Susan Dunham, 19", limited edition, porcelain
with wood cage, inset jewels. Photo by Susan Dunham

Virgin Mary: The
Conception by Antonette
Cely, 187, paperclay over
fabiric on wood frame,
Photo by Don B, Cely



SCULPTURE MECHANICS

No matter how organized we want to be in designing,
re often we find ourselves with an interesting head and
=0 dea in the world how to put it together to make a figure.
It vou have a head sculpture that looks promising, the first
~nz to do is figure out what sort of a body it will need. This
secision needs to be made before the material is cured, dried,
« panted. Lets assume you have the head. Now what?
It vou have not begun with a sketch or used a template,
1 need to make one now to fit your figure. Then, you
ced to sculpt the feet and legs.

Neck grooved to
recerve body fabric

Breastplate with holes for
sewing or tying to soft body

Hah Jong Madness by Susanna Oroyan, 20" seated, paperclay head
and limbs on soft cloth body. Photo by W. Don Smith

Wire armature extending
through the foot to

form support.

A foot sculpted to wear
a high heel.

Wires covered with foil
are set in polyform or
paperclay before curing.

Wires extending from
cured sculpture,

A foot dnlled to fit over
a rod set into a base.

ASSEMBLIES
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CONSTRULCTION

PRE-WIRED PARTS

This is the tvpical method {or joining sculpted parts
that will be assembled on a wire armature. You should have
made grooves in sculpted polymer or ceramic beforc cur-
ing. Paperclay can be grooved after drving, if material is at
least a-inch thick.

SCULPTING

1. Sculpt hands to wrist if
costume will cover arms,
This allows greater move-
ment in positioning the arm,

A

2. Check to make sure the
hands will realistically haold
an object if that is part aof
vour design.

3. It the foot is to have 3
shoe, sculpt the toot as g
shoe last.

&, Sculpt the leg o give
miaimum strength for stand-
ingz—ar lcast 1o the knee,

5. Make holes and groove
all parts when clay is soft.
Crooves need 1o be deep
and wide enough 1o hold a
double thickness of body
fabric.

B. Insert wires before curing,

7. Make holes in the feet if
the body is to be inserted
inte a base

ASSEMBLING

1. Use the diagram as a guide to
make a moditied wire armanre,
Llse vour full-figure sketch or a
proportional body drawing as a
guide for laying out the wire
{not shown). The wire bends in
this armature will be made so
they meet the end of the limb.

2. Lay wires extending from
limbs along side of body wires.
Tape wires together,

M AT ERIALS

3. Wrap entire body with strips of
quilt batting or felt. This creates a
very strong body (not shown ).

'i' 4. Design, cut, and sew body torso
I [rom cloth. Add darts to body as nec-
| essary for design,

|

[

|

1

{;}

w i 5. Bend arms up and slip fabric body
Ili over neck wires as it putting on a

shirt, Adjust body over wrapping and

z
)
|

b

stuft firmly to till out as necessary.

B. li arm and leg parts are wide enough to slip aver hands
and feet, follow inserting steps shown below:

7. 11 it is not possible o make a gathered turn, pin fabric
around limb and hand stitch a seam from wrist to shoulder
and‘or from leg top to hip. When seam is hand sewn, turn
raw cdges under at imb ends and gather (not shown).

8. Posc arms and stuff as needed to achieve sharp elbow.
Insert stuffing at shoulder top, gather fabric arm top, and
hand stitch to body. Be sure shoulder makes a sharp angle

9. Stuff legs as necessary. Insert extra stuffing to create a
knce i limb ends below knee




10. Sew body together
at center bottom to form

crotch. \ | \

11.Bring leg tops up
over body fabric, tum

\
under, pin to hold, and
hand stitch to secure. f \ N \
12. Attaching the head: R \ \
Bend the wire to fit it in _
the hole in the head, A o
push head down so the %
neck groove is inside ' =7

Jennifer by Marleen Engeler, 15°, stoneclay. Clay parts being assembled
with wire and covered with cloth. Phatos by Marleen Engeler

body opening. Gather to
close. Alternate: Cather
head to separate piece of
fabric. Slip head over
neck wires and hand
stitch fabric to body.

Option: If using a
breastplate, apply white
glue to body top, slip
head over wire.

BODY CONSTRUCTED FOR A SPECIAL SHAPE

Stretch-knit fabric
(Lyera, t-shirt knit or
nylon stocking)

used as body covering
and needlesculpted

\ for detail

Podded stretch covering
reediesculpted for
anatomical detail

(RREXK IS
ﬁﬁﬁﬁfﬁf
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DEVELOPING SCULPTURE AND POSE
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A TAILORED FABRIC BODY

Cven though Mary Ellen Frank makes figures dressed in
loose costumes of the Arctic, she needed to create a
rv specific body design in order to make the clothes look
«e they were covering real bodies. Here is one version she

-ated for a sitting figure

anng and Alice, by Mary Ellen Frank, NIADA, 14 /s and 10°, carved birch
neads, cloth needlesculpted and jointed bodies. Photos by Mary Ellen Frank

Machine sewn

Machine sewn seam

Machine sewn
trapunto border

A pattern with darts shaped to
reflect a sitting figire was
desigmed and sewn on the
maching. Additional machine
sewing was done frapunto-style
to define the upper chest area.

Cut to fill betly,
then hond sew shut

A generalized anh shape is
machine sewn and stuffed.
Additional shaping is done by hand
stitching to define the inner elbow curnve.
A surface dart or pleat is made so the am
is namow at the wrist. The hand with fingers will
be shoped of wire and sewn onto the palm stub.
The finished ffgure will wear a glove.

A

/

The upper leg and back
and front of the knee
are needlesculpted by
stitching around the
area to be defined and
putling the threads tight.
Darts to refine cunves
at the ankles are hand
sewn by pulling fabric
into a pleat and
whipstitching.
Additional
needlesculpting /
is dome with small
stitches to define

the arch and toes.

Needle-
sculpting

sculpting

ASSEMBLIES 87
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THE CLOTH BODY AS AN ARMATURE

Working with traditional Japanese dollmaking tech-
niques, Akiko Anzai begins her figure by constructing a very
firmly stuffed cloth body. Wires are inserted to help connect
the limbs to the body. The limbs are positioned as desired
and hand sewn for final attachment. The paperclay feet and
head are sculpted directly onto the assembled body. When
the sculpture is dry, padding is applied where it is nceded.
The final laver of “skin” is applied by laving the fabric around
the body parts, gluing, then cutting away the excess.

Arm wire
attached
Lo tOrso

Attach paper- AT
clay Head i
and build
neck of

paperciay

Leg wire
attached
to torso

paperciay
to fill
gaps

Build paper-
clay feet

Apply fabric
skan with
glue and cut
excess fobnc
close to

body.

Last Day of Summer by Akiko Anzai,
147, cloth body with head, feet,
and hands sculpted of paperclay.
Photo by Akiko Anzai

CONSTREULCTION MATERIALS

SCULPTED TORSO/SITTING FIGURE

As it is often difficult to get a costume to fit and drape
nicely over a breastplate construction, you might need to
sculpt a full torso. The following figures show the attach-
ment of the sand-sock torso to a finished figure. This type
of assembly is particularly good for a figure that will sit in
either a fixed position or be changeable from sitting to
standing supported.

Armbale
carved out

or drilled 5
forwire J/
|

Holes for
tape ties

)
Sew holes

Bottom view

Seated figure with
welghted bottom

1. The torso is drilled or sculpted to receive the upper arm.
A groove is sculpted or carved into the waist to reduce
the bulk of a gathered skirt or pleats. Optional holes
may be inserted for a tied attachment.

2. An inner torso of stuffed cloth is made and weighted
(see weight bag pattern in Cloth chapter, page 127).

3. The sculpted torso is glued to the cloth torso.

4, A wire is run
I o through the torso
iy Slranghi wive at the shoulder and
taped to pre-wired
sculpted arms.
OR
A fully sculpted arm
with ball top is
hooked to a spring
running through
the torso at the
shoulder,




5. A cloth upper leg is gathered into the groove at the
upper part of the sculpted leg, positioned, and sewn
to the body at the hip area.

OR
A stuffed or assembled leg can be sewn to the front of
the cloth torso to allow the figure to change position.

INSERTED WIRE

It you have designed a cloth figure and want to add a
wire armature, use your pattern as a guide.

Lay pattern pieces out with a 1-inch overlap to form an
armature guide. The overlap is made to allow for the take-
up or widening of the body that will occur when it is
stuffed. Construct an “M" armature. Sew body, arms, and
egs, leaving openings for stuffing. Insert wire into the body
and stuff. Insert wire into limbs and stuff. Hand stitch limb
1ops to body as in pre-wired parts instructions {page 84).

EXERCISES

Design a figure and outline a construction process
that allows two or three different bodies to share one leg
or one pair of legs.

How does a cloth surface that has been fully painted for
an “oil" effect give the designer a particular set of options
tor costuming or achieving a unique impression? Can vou
think of more than one effect that you could achieve?

How would vou vary the typical wire armature so it
would allow a hollow rod to extend from the leg into a
hole in a wood base?

ASSEMEBLTIES
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COMBINED FIGURE: THE DANCER

We don't always have the leisure to design a figure from
the start. The Dancer was truly a case of putting parts togeth-
er. It began with a head and a body that were made for two
different lecture demonstrations.

| sculpted a mask of polymer clay, covered it with crin-
kle gauze, set in plastic eves, and painted the features with
acrylics. For a demonstration piece, | had sculpted a wire
armature body by wrapping it with half-inch strips of felt.
Somewhat later | wanted to make a ballerina figure and, on
checking proportions, these parts looked like they would
work together for my idea. Just to give myself a choice, |
sculpted, painted, and covered two more masks. Here are
the problem and solution steps that | went through to com-
plete the doll vou see.

First, | had to determine a pose, otherwise the costume
and needlesculpted details would not reflect the correct
anatomy. The positioning of the feet was especially impor-
tant as this would determine interior details for making the
doll stand without external support (always most desirable).
The wrapped armature was adjusted until it could stand by
itself, taking the weight of the figure on one leg. This
meant making sure the supporting leg was straight and the
weight of the figure vectored into the one supporting leg in
an artistic position. At this point, both legs were undone
and re-wrapped to insert a small brass rod that would even-
tually extend through the foot and shoe into a wood base.
Because the edges of the wrapped felt would telegraph
through the top layer of gauze, the whole figure had to
have an underskin of felt, hand stitched and darted to
accentuate the dancer figure and pose.

During this stage, | decided to create a wire-
armatured hand with separate fingers. As hand stitching
gauze over separate fingers in this scale would be difficult,
| decided to machine sew the hand with a laver of gauze
between the felt pieces. However, felt was too thick for
turning the fingers so a suedecloth of the same color was
used instead.

In designing the final body covering, several options
were available. The main problem was picking one so the
finished covering presented a uniform, minimally seamless
lock. | needed to choose a gauze skin with seams that
would be all hand stitched. | placed my top layer of gauze
so the seams fell along the inside of the arm and up the back
of the leg like a stocking. A single piece went over the
shoulders to cover the upper torso with a seam running
from the side over the top of the atm where the costume
sleeve would cover it. The neck was wrapped and stitched
so the seam fell under the neck ribbon.

Before adding the head, costume and color decisions
had to be made. The options were: a white-on-white tex-
tured fabric look with the only color the blue of the eyes;
or, | could do the tigure with lip and cheek color, black hair,

CEENSTRUDCTIOCHN MNATERIALS

red tutu bodice, and a highly colorful print shawl that
picked up the red, black, and pink head details—one bright
splash and many little unobtrusive touches.

In the construction of this piece, two other options
were briefly considered, rejected, and put in the save-for-
another-version pile. They were: an outer skin of light-
weight velour, covering the whole body with gauze, and
painting it in an "oil painting” effect. Now suppose | want-
ed to show all three versions in one piece? | would have
had to figure out construction and pose that would allow
three torsos to be blended into the one supporting leg.

In this sort of design-as-you-go process at each step in
the construction process—or before—the construction has
to be coordinated with both the design of the particular part
and its relation to the final, completed look. Each step is an
"if | do this, then what happens?” process that must be visu-
alized to the completion of the figure. The same has to hap-
pen in a predetermined design. You must visualize the exact
final effect, down through all the layers, o know exactly
what will be necessary to get the effect you know you want.

T
i

Dancer in a Red Shawl by Susanna
Orayan, 22°, cloth over wrapped
wire armature, clay sculpted face
covered with fabric, inset glass
eyes. This figure combined sculp-
ture, wire armature, wrapped wire,
and needlesculpture. The body
construction could be used for
hard sculpted parts as well.
Photos by W. Don 5mith
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COHSTRUCTION

LARGE AND SMALL FIGURES

Small scale figures are fascinating because we are just sim-
ply amazed that our large hands can work with tiny parts.
Large figures are equally fascinating because they look like us.

In creating small scale figures—usually miniature scale,
which is one inch to one foot—the major consideration is
shrinkage. When vou do a miniature scale figure, vou
always have to bear in mind that to be successtul, all parts
have to shrink uniformly. Often, this means that tiny things
in real human scale will shrink to be microscopic or invis-
ible in the figure. Consider how fine a human hair is: it it is

reduced in scale six times, vou wouldn’t be able to see it.
For the maker, this means being very sure that materials
patterns, and textures chosen reflect that reduction

Vincent and Prudence by Betsy Baker, 60 and 64", Heads and hands for these
life-sized figures were sculpted of air-drying Celluclay and mounted on a body
constructed of heavy-duty wire padded out with blanket strips, sculpted with
polyester filling, and covered with stretch fabric. Photo by Betsy Baker

MATERIALS

When you construct large figures—usually equal to
human proportion—the major consideration is weight.
Light as it is, the amount of stuffing it would take to till a
six-foot tall figure would make it extremely heavy and
unwieldy. For basic floppy figures, the problem can be
solved by making bags or pillow shapes of shredded foam
rubber or Styrofoam cookies to put inside cloth bodies.
Since these materials have a tendency to telegraph their
rough surfaces, the bags need to be covered over with stuff-
ing material to achieve a smooth surface look. Sheets of
foam rubber mattress material might also be used. Mattress
material needs to be covered tightly to eliminate show-
through of cut/clipped edges

Commedia del Arte
by Ellen Rixford, 5,
paper maché, foam,
wood, metal,
motors, fabric,
Photo by Ellen
Rixford

Friends by Dorothy
Hoskins, 5", Super
Sculpey. Photo by
Pauline Chamness
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LONSTRUCTION

TRANSITIONS

There comes a point when no matter how much we
might like to put things in tidy little boxes tor book writ-
ing, they just won't go. Such is the case with the figures on
these pages. What are they? Are they jointed figures? Are
they armatured figures? Are they mechanical tigures? Are
they dolls at all? What they are is some and all of the
above. The artists themselves would probably waffle a def-
inition for these pieces. They retlect the ultimate in design:
The idea and the imagineering to make the idea reality.

The important thing is that the dollmaker did not say,
"On Tuesday, | will take these screws and this set of springs
and make a jumping ligure. | will now turn to page x in the
great book of dollmaking and find the right steps.” The great
book of dollmaking is the world and all the possible materi-
als and mechanical connections in it. It is more likely that
the artist said, "Hmm, what would happen if | want to under-
line the idea of my character with a little more action? What
kind of an action would bring out the emotion or character
| want to express?” or “What kind of actions can | add to
make the character even more expressive?” At this point, he
begins to think about the problems that need solving. His
imagination and what he knows or can find out about engi-
neering results in his own very unique expression.

Rolond Montague, 21°, joints system, head of Cernit on posable machined
brass armature. The design team of Chris Chomick and Peter Meder obviously
have a definite desire to have fun with their figures. Again, the movement
underlines the element of the comic and absurd that is given to the sculpt-
ed and painted expression. Roland's rather flat and stiff motion seems to
emphasize his stylized movements as a “ham” actor. Motice that the design
is carried out in the stiffness of Roland's rigidly styled hair-do. Photo by
Chris Chomick

MATERTIALS

Emo-An Automaton by Chris Chomick and Peter Meder, & '/i", resin, brass
and steel armature, hand-made wind-up mechanisim. Construction itself can
be a thing of beauty as seen in the complexities of Emo’s body. Motion
always adds an element of intrigue for the viewer/player. Emo rocks from
side to side and gives a surprising leg kick from time to time. Photo by
Chris Chomick

Cecil is certainly having a bad hair day. When a
wind-up mechanism was added to give a slow
back-and-forth rocking motion, the viewer can
almost imagine him moaning as well. The next
design step might be including a voice box.
Photo by Chris Chomick



WWooden Puppet by Bill Nelson,
13", Bill Nelson's figure work
started with ventriloguist’s
dummies. The dummy, like the
puppet, is perhaps the ultimate
grown-up toy. The figura's
construction provides a character
and a movable body—further
character development is totally
up to the person who acts with
the figure, Photo by Bill Nelson

Undressed Automata by Bill Nelson,
17", A very simple gear action,
combined with a swiveling head,
will allow a figure like this to move
its head up and down and from side
to side. It can express positive and
negative emotions, and gives motion
to what would otherwise be a Fixed
pose. Photo by Bill Nelson

(ueen af Heaven and Earth by Ellen Rixford, 5" tall puppets of Celastic,
foam, wood, metal and fabric. Dimensional illustrator Ellen Rixford incorpo-
rates mechanical action in many of her figures. Here, the mask movements

Onily the Lonely by Bill Nelson, 10°. From dummies, Bill Nelson moved on
to making fixed-pose, wire-armatured figures, but the lure of movement for
character expression was too hard to resist. The idea of loneliness
expressed by the head of the figure Only the Lomely would have been
expressed best if the figure had his head in his hands; however, if the pose
had been fixed, the viewer would miss a good deal of the impact of the
facial expression. Bill's problem was to come up with a way to show both
the face and the head in the hands., He solved this by creating a mechani-
cal system that moves the head and hands. Photo by Bill Nelson

allow four different expressions of persona that are further enhanced by

interior lighting to provide eyelight and facial translucency. Photos by Ellen
Rixtord

ASSEMBLTES
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UPPER LEFT: The Mask by Akiko Anzai, 14°,
cloth with cloth over paperclay face. Photo by Akiko Anzai

UPPER RIGHT: Phoenix by Mary Thomas, 18", cloth,
Photo by Mary Thomas

LOWER RIGHT: Banana Bunch by Betsey Baker, 12°, clown is La Doll
on wire armature, orangutan is Super Sculpey. Photo by Betsy Baker

DESIGMNING T HE DOoLL
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UPPER LEFT: Old Woran in a Red Dress by Scott R. Gray, paperclay
and fabric. Photo by Roger Schreiber

LOWER LEFT: Sun Mon by Dee Dee Triplett, 14, cloth aver wire
armature. Photo by Evan Bracken

UPPER RIGHT: The Great Dame by Robert Doucette, sculpture, and
Tom Slotten, costume, 17", paperclay over wood and wire armature,
Photo by Blue Trimarchi-Art Works

GAL LERY



UPPER LEFT: Winter Wrangler by Judith Klawitter, 24°, Super
Sculpey, wire armature. Photo by Mark Bryant

UPPER RIGHT: Attitude by Carroll Stanley, 20", Cemnit. Photo by

Carroll Stanley

LOWER RIGHT: Maggie, Tlinglit Lody by Mary Ellen Frank, NLADA,
14", cedar head and hands, cloth body. Photo by Mary Ellen Frank

ESIGHNING




T: Kinshi Doll 1 by Jill N. Hamilton, 147,
Sculpey face. Photo by Jill N. Hamilton

1 ! inshi Dall 2 by Jill N. Hamilton, 14", stuffed muslin with
hoto by Jill M. Hamilton

. (C
(ﬂ":f Chocolate Defight by June Goodnow, 147
= seated, cast resin, cloth over wire armature body. Photo by W. Don Smith

A
{




TOF: Fable by Jo Ellen Trilling, 13", cloth over wire armature,
Photo by Jo Ellen Trilling

LOWER RIGHT: Talitha by Marleen Engeler, 26" soated, porcelain.
Photo by Mark Engeler

102 DESIGHING THE DOLL



UPPER LEFT: Contemplation by Marcella Welch, 18",
Cernit and cloth. Photo by Marcella Welch

LOWER LEFT: Fontasy and Love by Lawrence Reiter, 217,
paperclay, wood and wire armature. Photo by Lawrence
Reiter

UPPER RIGHT: Ore-Heavy Metal Wamor-Protector of the
Queen by Robert Cunningham, 387, Fimo over wire arma-
ture. Photo courtesy of Contemporary Doll Collector, Scott
Publishing, used with permission. Photo by Jan Pisarczyk,
Pirak Studios, Ltd.




UPPER LEFT: Flying Fairy by Dee Dee Triplett, &
wire armature. Photo by Evan Bracken

LOWER LEFT: Angel by Kathryn Walmsley, 16°. C
hands, cloth over wire armature body. Photo by

.

UPPER RIGHT: Mary, Mary by Toni Camoll, 19°, ¢
Photo by W. Don Smith

THE DOLL
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UPPER LEFT: Summer by Margery Cannon, 157, cloth,
needlesculpted. Photo by Jan Shou

UPFER RIGHT: Alice by Kate Lackman, 17", fabric and paper
over cast resin. Photo by Kate Lackman

EALLERY
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Joints:

The Traditional
Rpproach

Everyone likes a jointed figure. They are intriguing. They
arc intimate and happy—you can really play with them.

When considering using joints in design, the first ques-
tion to ask is: Why? Your answer should be because you want
the figure to be moved or posed, you want it to be interac-
tive with a human player, or you want to use movement to
give yvour idea greater depth. If the full impact of the idea can
be expressed as a fixed dimensional illustration, then you
have no real need to make joints. Many artists choose fixed
poses because they have designed for the impact to be seen
in the form and sculpted details and/or costume. Playing with
this type of a figure would destroy the artists intent. They
definitely do not want their pieces played with. And then
there are jointed art figures made purely for mind play—to
make the viewer think about movement even if it doesn't
happen. When vou begin to design, vou will need to ask
yoursell what things are most important for vou to show to
achieve maximum impact for vour piece.

There is a temptation to “play God" in figure making.
We want to make a figure that as nearly as possible repre-
sents the human body. Since mechanics always impress the

MATERIALS

Bamacle Belle by Jane Darin, 13", jointed cloth. Photo by Joe Darin

viewer, we tend to think that the best figure will have joint-
ed movement. Not so. Figure makers are artists and the
business of art is suggestion. We want a viewer to think
about or react to the piece. We want him to fill in the blanks
from his own reactions and experience. The ideal jointed
figure would be able to mimic the human body and, like the
human structure, the workings would be invisibly embedded
below the surface. With the animatronic knowledge and
bionics available, we could probably create very human-like
figures, but they would be “tell all” figures with very little left
for the viewer to have fun with mentally or emotionally.

Before you go bulleting off into joint creations, don't for-
get to go back and look at your original idea or concept.
Your initial design concept should have given you a pretty
good idea of what the overall aesthetic look of the picce will
be, or what you want it to look like. In some happy cases,
the initial concept might have appeared with a jointing
application or as the result of your knowledge of jointing. A
wood carver or a fabric figure maker might always think of
a jointed concept whereas clay sculptors may not. The type
of finished material also dictates, but should not stop, the
tvpe of joints that can be used. If vou want motion, it can be
achieved—you just have to figure out the tvpe of joint that
will work best with your material.

The idea of making a movable sculpture is not
new. Jointed figures were found in graves or tombs
that date back several thousand years. The doll fig-
ure became a popular novelty for fashion and for adult
amusement in the 1600s—at the same time as watch mak-
ing and other mechanical applications—so it is not sur-
prising that most of the basic joint ideas for dolls had been
explored and developed before the end of the nineteenth
century. Indeed, with the exception of animatronics, most
of the techniques we use today have been available for two
hundred to two thousand years. The only differences are
in what individual artists have added or changed to create
something unique in their own work.



Doll manufacturers in the nineteenth cen-
tury imvented o number of interesting van-
ations. This drowing of an antigue doll
shows the fypical mortise and tenon joint
where one limb is captured by a forked
piece in the end of the other. Note how
the crosspiece in the torso effectively stops
extreme motion of the leg, and how the
placement of the shoulder joint on a
rotating dowel allows more than
one arm movement. The E"I.=7
bow-like torso was meant

to contain a voice box. =
Study antique dolls to see
what other variations

can be done with joints.

r

ol

)

Wooden joints like those sketched from a figure in the author’s collection
made by Dick Showalter were probably odopted from carpentry. used for Crosspisce stops
ceramic forms and corved wooden figures, and redesigned for cloth. Note that leg action
it is the designer’s choice as to which end of the limb is the receiver and
which the extension.

Spinit’s Riapsody by
Lorri Acott Fowler, 277,
stoneware. Photo by
Lo Acott Fowler

Grourded by Lo Acott
Fowler, 22", stoneware.
Photo by Lo Acott Fowler

Sleeping Princess by Susanna Qroyan, 18",
air-drying stone clay. Photo by W. Don Smith

PR R ] (M T 'H E TRADITIDMHAL APPROACH 1
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COMMON OR TYPICAL JOINTS

Ball and

: socket with
f ﬁ‘ ; L spring joint
Ly

Another troditional jointing method is calied the “ball and
socket” or strung joint. The boll con either be fpose
between the joints or port of the tmb sculpture, The parts
are held togecher by the tension of @ heavy elastic cord,
springs, or very thigk rubber bands.

il
il
- .I_l

S Em—

Commercial joint assembly

——

Joints in soft toys can be made
with commersciol foint sets of
replicated by using cotter pins
and washers found in the hard-
ware store. A gaod figure maker
15 olways very forilicr with nuts,
bolts, washers. and other hard-
? ware store materois that hold

I possibilities for design.

Creators of antique dalls often attempted joint move:
ment by inserting stitehed gussets in cloth and leather
Bodhies. This doll i assembled of porcelain ports on g
sowdust stuffed doth body. The body wos then oo
ered with kit leather to give it a more finfshed look.
It tokes o considerabile omount of hemy playing to
compress: the stuffing in joint areas enough to make it
bendable. Note that the feet on antique dolls ore :
often quite udimentan/—perhaps because it was not ;

polite to tolk about o lady’s lower fmbs, amd, of
course, who cored, they were covered by long skirts,

CONSTREUCTIOMN NATERTALS



JOINT PHYSICS

In the human body, muscles and tendons are attached
to the bones throughout their length—not just at the
joint site. The joint does not move itself. It is moved by
push-pull muscle and tendon action at different locations,
and each of these actions has a different degree of
strength. In a simple button or gusset doll joint, the joint
itself allows the movement, but it has no muscle tendon
action to stop or hold position against gravity.

When we want a figure to stand up and/or hold posi-
tion, we can achieve the joint action (bending) and the
muscle and tendon action (strength) with wire. If we want
the figure to be movable, we need to incorporate the
joint. If we want it to be movable and fixable, then we
have to add things like weights and springs to stop the
action at the desired point. And when we re-create the
human bone structure in the joint, we need to "end-stop”
it so the bone itself will stop rotation. This is where cre-
ative imagineering can get exciting,

When we translate vectors or lines of muscle and ten-
don force into dollmaking terms, we are forced to simpli-
tv human structure. Additionally, depending on materials,
we cannot exert the amount of force necessary to coun-

teract gravity.

Fleur (body and finished figure) by Lynn and
Michael Roche, 17°, porcelain. Photo by Michael and
Lynne Roche

JOTITHTS:

Down? by Jane Davies,
6", cast porcelain, ning
joints. Photo by Jane
Davies

Swivel joint used
by Jane Dovies

THE TRADITIONAL APPROACH
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JOINTS IN THEORY
AND SIMPLE PRACTICE

The human joint is a wonderful apparatus. Its basic
function is to allow us to stand up, move ourselves, and
manipulate things in our environment. lts marvelous engi-
neering ethiciency allows just enough directed motion to
perform a set of functions with maximum efficiency. For
instance, the hip allows the whole leg to move backward
and forward with some degree of rotation, and the knee
streamlines this motion by making a very limited rotation
and directed motion up and down to the back only. The
same is true of the arm—gross movement at the shoulder,
more directed movement at the elbow, many refined move-
ments at the wrists and fingers.

When you begin to design a joint for a figure, vou need
to remember that the human joint is directed and aided by
the muscles and tendons, which you might not have in your
figure construction. If you do not choose to use a strung
joint (simulating muscles and tendons), yvour joint forma-
tion will have to convey all the motions itself. And the joint
action needs to be both directed and stopped—something
will have to simulate a knee cap and keep the lower leg
from making a 180 degree arc, something will have to min-
imize wrist and ankle side-to-side motion.

Many craftsmen have been tempted by clothespins—
they look so much like a human figure we can't resist
bringing them to life with joints. The pinned pin or
clothespin doll joint was my first hands-on experience
with joints, and it is a good way to understand the princi-
ple of the pinned or pegged joint.

il
I
Clothespin with a bead glued on top

for a head. legs are separated by
sawing off pin ends.

r
l'
E
i

B e e

Holes are drilled for arm
and (eg attachment.

CONSTRULCTION MWATERTIALS

The parts are !
assembled by running |
a wire through the f
body and limbs. /
The wire is bent to f J

hold the limb close

l.i to the body. { ¥
- — 18,

Joe College and the Pretly Pink Lody by Susanna Orgyan, 15° wood. We always
want to see what happens if we do a bit more. Still using no more than a
darning needle, 2 big wooden bead, a piece of 1x2" fir, a small saw, a wood
rasp, and household hardware, I put together two figures with a marionette
type of joint. Photo by W. Don Smith.



A hole was drilled fa the
body and the head was
pegged in by gluing it to

a dowel, A
& /]
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)
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,|'" IH : A rasp was used fo
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| Joints were made by
using eye screws,

UPPER RIGHT: Fat Forry by
Virginia Robertson, cloth jointed.
Photo by Virginia Robertson

CENTER: Sprte by Virginia
Robertson, cloth, jointed. Photo
by Virginia Robertson

LOWER RIGHT: Flitter by Virginia
Robertson, cloth, jointed. Photo
by Virginia Robertson

e
.-#'.

Joint movement at knee and elbow Additional control for joints is
was controlied by sawing lfmbs at an achieved by using o staple attach-
angle. ment on one side of the faint.
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STITCHED JOINTS

. A dollmaker will try any method with Placement of

N any material. By far the most difficult type ;{:F;nzcnﬂ;esm

} of a joint is one made with a soft, stuffed el gt
body. Because the resilient stuffing forward mation.

: Lt i itching attaches
tends to move around, its v . e
iy  its very diffi parts, but is a little too

cult to maintain the straight vector 1 oneralled to satisfactorily
needed for correct movement. In mimic human motion.
short, stuffed cloth has very little
resistance. When attaching parts
through the body, there is sim-
plv nothing to pull against.
For this reason, cloth dolls
achieve jointing by exterior
attachments—the button
and the gusseted/or sling
. joint are most commonly used for
= cloth dolls.

' Untitled by Pamela Cowart Rickman, NIADA,
14", cloth, gesso, colored pencils, acrylics.
Photo by Richard Dorbin

Stitching T4y
through the

body at the
shoulder can  F,
restrain arm # o |
motion. "

Plncement of the
stitches allows
motion to be directed
at the hip, but the
lower [eg could over-

= J,

o

e e
",...n!-'#- -: ='—"—L—.,-

Designing the

cloth body to
i include a
g M| hip/pelvis can
I:I AT help to control
‘ v\ motion.

S

EORSTRUCTION MATERIALS



ELINOR'S JOINTS

A dollmaker will find ways to get desired effects. elinor
peace bailey studied older doll forms and successfully
adopted joint forms from wood and cloth traditions to
achieve a very pleasing movement in her cloth dolls.

elinor used a stitched
tab joint to allow spine
and pelvis action in the
center body.

Send in that Clown by elinor peace bailey, jointed cloth.
Photo by Isaac Bailey

elinor’s tab foint
was applied to the
shoulder to allow

u'h.e tab is a nearly notural
stitched to the human shoulder
lower leg and oction,

ankle.

Sophie and Abe (above and below) by eliner peace bailey, 13", jointed cloth.
Photos by Isaac Bailey

An alternate method
of providing waist
The button joint movement.

at wrist and

elbow allow a

good imitation of

human motion.

201 H-T 5= T H-E TRADITIONA AL APPROACH
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HEAD ATTACHMENTS THE HIDDEN CLOTH JOINT

Here are some methods of attaching heads that can be The phrase “can't be done” does not exist in the doll-
applied to soft figurcs. maker vocabulary. After experimenting with the typical
cloth joints, | decided that | wanted to improve on them by
atlempting a neater look with a ball and socket action. |
had no difficulty in creating wrist, ankle, knee, and clbow
joints that worked quite nicely and had a smooth look.

When it came to doing the ball and socket for shoulder
and hip, | had to pause and think about additional intemal
support if those joints were to move by stringing tension, The
first solution was to give up the idea, the second was to make
a very hard stulfed body and a joint sct amangement, The third
solution required what we can call a spacer. And in designing
the spacer, at least three dilferent possibilities were considered.

The solution used wooden beads as shown.

VISIBLE BEAD SPACER

e

A bead is inserted into o neck stuly
and the head is attached by stitching
through the bead to the top of the
head. Stitches af top can be mode
maore secure by sewing through o bead.

A joint made with o washer and
cotter pin 15 inserted to connect
the heod ond body before stuff-
ing parts.

Lountersunk
Scraw

A wooden bead is ploced The bead is placed inside

between two stuffed (imbis the lower leg piece at knee.

amd attached by hand i
- stilching.

BURIED BEAD JOINT

fubing con keep o stuffed
head from collopsing.

C) A solid spacer made of metal

The meck stub can be extended

Liobg-te stuffed beod. Fabric from the upper leg is pulled down and stitched from the outside of

the upper teg through tite bead in the lower leg.

CONSTRUCTION MATERIALS




A stronger fip joint is cre-
ated by inserting a beod
into an extended torso. The
torso is desigmed with a
truncated trouser batfom to
hold bead spacers.

\ The upper leg is ottached
by stitching it to the
lower torso through the
bead spacer,

The attoched leg allows the
figure to assume a sitting
position.

BURIED JOINTS

The dollmaker who wants to realistically represent
both the look and the action of the human body often
wants to hide the joints. A fine example of the buried
joint is the one developed for the posable fashion figure.
Here, hard plastic "bones” are joined and the resulting
skeleton is covered over with a soft vinyl skin.

The home-studio dollmaker can approach a solution
for a buried joint by sculpting the figure in a hard materi-
al and then covering it with a soft, stretchy fabric such as
Lyera, leather, velour, or hosiery fabric.

Other examples of the buried joint have been devel-
oped by George Stuart and Lisa Lichtenfels, who essen-
tially create a jointed wire armature. Both artists do this in
order to achieve a very realistic look, although the action
is only applied by the artist to achieve a final life-like pose.
Neither intend the viewer to play with their figures. Many
of Stuarts figures have been made for museum displays,
and the jointing action he created allows him to reassem-
ble figures if he wishes to change character.

Some forms of film animation use a buried armature.
Here a posable joint is covered with material (usually vinyl)
that gives the outward sculptural form. The figure is posed,
the film is shot, and the animator opens the joint, reposes
it, and film is shot for the next piece of the action. More
recent advances have allowed the animator to electronical-
ly move the figure without having to use a screwdriver to
adjust the joints. Compared to the capabilities of virtual
reality/computer-generated animation where human actors
suit up electronically and computers record their actions
and overlay graphics, it may be that actual mechanical or
even electronic animation will become a thing of the past.
However, dimensional illustrators and puppeteers should
find some food for thought in these applications.

Kriemild’s Revenge
by Gearge Stuart,

' life-size, mixed
media, articulated
skeleton, fixed poses,
fabric woven to order.
Photo by Peter dAprix

Ji0 T HTS5: THE TRADITIONAL APFROACH
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CONSTRUCTION

JOINT MATERIAL
CONSIDERATIONS

It follows from the discussion of joint physics that the
casiest kind of joint to make is one of hard material. The
harder, more resistant the material, the better we can
direct the vectors. Traditionally, the best hard joints have
been made of wood, kiln-fired clay, or contemporary
plastics and compaositions

Polymer clays (Fimo®, Cernit, or Sculpey) and paper-
clays can be used to make jointed figures. These materi-
als are not quite as hard, and when used for small, thin
parts, can break under joint stringing tension. If parts are
painted, there could also be some deterioration from
wear, Joints with these materials can and have been done,
but the doing of them requires thought and care.

The closest a dollmaker can get to simulating human
action is through the use of a spring-loaded/counter-
weighted joint and/or the simulation of muscle action by
counter-placed elastic stringing or springs.

Jessie, one of the four figures
from The Joumey by Martha
Armstrong-Hand. Photo by
Larry Barbier

MATERTIALS

Jordan Marsh by Elizabeth Brandon, 167, all porcelain, 17
joints, costume by Virginia Studyvin. Photo by David L. Cobb

The Journey by Martha Armstrong-Hand, 18", porcelain. These figures were
made to depict the artist's daughters about to make a very important jour-
ney in 1958, Dressed, they wear coats and dresses and carry luggage typi-
cal of that year. Their complex joints allow them to be posed in any num-
ber of life-like positions. Note the additional joint piece at the shoulder
that allows the arm to move across the torso back or front. (See stringing
diagram) Photo by Larry Barbier
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Head attachment and
knee joint design by
Elizabeth Brandon

Hook

| Side

Upper leg

Side \ Front

Legther on
inside upper leg

Lower leg

Martha Hand's
stringing design / .
for The Journey il

Head assembly

Elbow hook Small elastic sewn

Elbow bar

Wrist bar
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hook
Large elostic
A
Knee hook - Knee bar
Swivel optional
_I
Ankle bar
Ankle hook
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Merie Tennent by Elizabeth Brandon, 167, porcelain, 13
joints, costume by Virginia Studyvin. Photo by David L. Cobb

m Artists Elizabeth Brandon, Martha Armstrong-
Hand, and lane Davies (see page 109) have worked
to perfect the jointing of porcelain figures. Their
work is time consuming and exacting, but ultimately
a rewarding experience and a delight to behold. It is
also indicative of design as an on-going process
throughout the creation of a piece.

Artists who work with cast porcelain typically
begin by sculpting a full figure of oil-based clay
(plasticine ) on a working armature. When the form
of the figure is satisfactory, it is cut apart and taken
off the working armature support. A mold is made
and the figure is cast in wax. The mold allows several
casts to be made if experimentation with joint cuts or
mold part lines is necessary. The wax castings are
also tooled to arrive at a final, very smooth finish
necessary to release from the porcelain casting mold.
When the wax model parts are satisfactory, the artist
then makes a final mold or set of molds thar are used
to cast the porcelain. For jointed parts with more
than one opening, considerable thought must be
given to the mold construction itsell. When the parts
are fired, painted, and ready to assemble, the artists
apply their own versions of the ball and socket or
strung joint. The full figure drawing shows the basic
assembly method used by Martha Armstrong Hand.
Both Jane and Elizabeth use similar methods with
variations in the details.

THE

T'RA DT TTONAL AP PROBACH
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COMNSTRUCTION

JOINT DESIGN

Most of us tend to think of wood in connection with
jointed figures. The work of Floyd Bell and Ken Von Essen
is proof that not many doll designers go neatly into set
boxes—not even the people who do it.

Although the art of kiln-fired clay has been known to
man for millennia, it did not become a figure-making medi-
um until the eighteenth century. Wood, however, was avail-
able almost everywhere. It could be shaped with any kind of
knife, and it had the added advantage of being fairly
durable. Moreover, when carved and smoothed, the grain
and surface made it look and feel good.

Dollmakers have had centuries to perfect the art of hand-
carving figures. The work of Bell and Von Essen show
both the beauty and the excitement of the handmade
jointed wood tigure.

Typically a wood figure begins with a sketch and a pat-
tern drawing. Most artists will enlarge the drawing to the
desired finished size and trace the parts onto the wood. The
wood form is then sawed out into the rough shapes. Knives
and chisels are used to refine the parts. As the figure nears
its final form, the artist works to integrate joint mechanisms
with the finished carving. When the mechanics are in place,
final fine carving and finishing are done to make each joint-
ed area well-blended and smooth as well as functional.

Parts for a fiqure being made by Floyd Bell are transferred from
the onigingl drawing to the wood and sawn out. This figure will be
Jointed with ball and socket and friction joints. Note how the
elbow and knee are designed fo aliow control of the direction of
motion. Bell began making figures as a challenge to and method
of inspiring his wood-shop students. As a result, his high school
students have been oble o undertake commissioned work, and a
scholarship fund hos been established,

MATERIALS

Josephine Boker by Floyd Bell, hand carved wood.
Photo by W. Don Smith



Ball foint

Captured
brass boll

Peddler by Ken Von Essen, 24", hand-carved black
Friction walnut. Photo by Ken Von Essen

Jjoimt

Peddler, detail of waist and
hip joint. Phato by Ken Von
Eszen

Front and back view of a figure mode by Ken Von Essen.
Ken's figure will use @ combination of boll, friction, and
coptured joints. Note the use of a double captured joint
to effect woist movement.

Captured
brass ball

A detail of cap-
tured brass ball
joint

Ballerima by Ken Yon Essen,
26", hand-carved and jointed
wood, Photo by Ken Von Essen

Detail of friction joint.
Disc attaches to leg
and fits into slot

Ruby by Ken Von Essen, 28",
hand-carved black walnut.
Photo by Ken Von Essen

JOINTS: THE TREADITIODNAL APPROALCH



- amazing array of patterns and colors. Calico, however, is

Cloth Pl ures not the beginning and end material. It is simply one design
consideration among many. Unfortunately, calico is not

always used to its best advantage in doll design. Poor

DESIGN CDNSIDERATIONS design with calico occurs when a maker uses a complex
technique for body or face construction and

finishes the piece with calico prints and cos-

Anvone who has ever sewn two pieces of cloth
together and stuffed the resulting shape learned
that cloth is a very sculptable material. The
pliable weave or stretch of the fabric gives
cloth a wonderful modeling potential. It can be
filled or pulled over a form, cut and assembled
three-dimensionally by sewing (or gluing), and
stitched into a permanent position. Cloth will do
just about everything a hard sculpting material
can do. It will just look ditferent in a greater
variety ol ways.

The first cloth consideration is that it

tume cuts that do not match in color
intensity or scale. Always consider the
best combinations of fabrics. Think a
minute: The felt dolls originated by
Madame Lenci in the 1920s and still
pmduu:d Lm{;ly are cloth, but [h-’:}-' have
felt bodies and costumes of felt juxta-
posed with stiff, light organdy. Some
very effective dolls have been made in
suedecloth and Ultrasuede® flat
goods and these look well juxta-
posed with knits.

The third cloth con-
sideration is that it does
not !"IEI'\-"L' (8] hL‘ L'I{:Ilh. -nﬂ'lf.'
and time again, | find that an
initial idea that | had for a cloth figure
will not achieve the effect | want in
cloth. | have to re-think the materials
used for the idea. This is going to hap-
pen with any medium. Designing is the
picking and choosing of things that will
work for the idea.

does not have to be stuffed. Most of
us know that making a stufted fig-
ure well can be just as demanding
and difficult as sculpting. Almost §
every type of dollmaking involves
cloth, but wonderful effects can be
achieved by wrapping, stretching,
and surface stitching without hav-
ing to fill it. Try some
-!‘h{,' ‘\.l.“L'!]I'I[j L:![]lE'I l:,.'ﬂ}'l'l\il{ﬂ_‘!'ﬂ'

tion is that it does not have to be
plain-weave cotton. Most cloth dollmak-

ers begin with a background in home sewing—
either dressmaking or quilting. They also often
begin by using purchased patterns. The common
denominator for these is plain woven cotton fabric.
It is easy to cut, sew, and stuff. It comes in an

Mother-in-Law by Lynne A, Calhoun and
Debbi McCullough, 14°, cloth, free-standing.
Photo by Lynne Calhoun

Rosie Ram by Andrea L. Stern, 22°, cloth, bead-loom work face. Photo by Shirley by Diana 5. Baumbauer, 22°, cotton knit soft sculpture. Photo by
Andrea L. Stern Diama 5. Baumbauer

CONSTRUCTION W AT-ERTI KL S



Come With Me, Lucille by Dru Esslinger,
12%, cloth. Photo by Les Bricker

Bayou Bebe by Amy
Wickstrom, 30", felt
and cloth. Photo by
Mark Simar

Alfreda Mulroni by Penny Mason, 18", cloth, needlesculpted face, armatured Glodwin the Aborigine Girl by Hedy Katin, 157, molded cloth face, cloth body.
limbs. Photo by Penny Mason Photo by Hedy Katin

CLOTAH FIG U RES
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DIMENSION AND DEPTH:
THE PUCKERLESS PIECE

When we sew two flat pieces of fabric together and stuft
them, we can get frustrated because the stuffing creates a dis-
tortion or warping in the cloth and the seams pucker. Even if
you cut the flat piece with a curved edge, vou still have puck-
er problems. The problem is that we are trving to make flat
things (fabric) go over round things (stuffing). So, the ques-
tion is, How do vou get from flat to round? The fabric tigure
designer uses dressmaker’s tricks: contours, gussets, gathers,
and darts.

The tollowing pages show how a tlat pattern for a "pan-
cake” shaped doll can be adjusted to become a fully dimen-
sional piece by the insertion of darts. The steps will lead
anyone who tries them to a fairly realistic representation of
a human female figure. Further experimentation with out-
line and dart shapes will bring the designer to more original
and unique forms, and to forms that might solve a particu-
lar desire—such as a tall, skinny, flat-chested type or a short,
chubby type with broad hips.

Messenger 1 & Messenger 2 by Susanna Oroyan, 227, cloth over wire arma-
ture, This figure was developed using the process shown for developing a
dimensional pattern with the dressmaker dart. Photo by W. Don Smith

OHSTRUCTIODN MATERTALS

The Wreathmaker by Delores Cumming, 18, cloth over paper-
clay face, velour body. Photo by Delores Cumming

Rollo by Sandra L. Feingold, 18%, paper and
cloth. Photo by Sandra L. Feingold



The Blue and Orange Abstractions by Susanna Oroyan, 12° and 15"
felt. The perfectly flat figure can be a starting point for developing a fully

dimensional figure. Photo by W. Don Smith

Gray Goolie by Susanna Oroyan, 18", gathered and stuffed knit.
Photo by Susanna Oroyan

, stuffad

Dolores by Loma
Easter, muslin, Photo
by Robert Hirsch

The feet are
still attached,
but they are
Sfixed in an
awkward

L J position.

S (N

Start with a two-pfece body pattern. Remove the arms, feet, and
head, Make some decisions about the final shaping of those parts
{or adjust curves to fit your design sketch),

e ——

CLOTH FIGURES
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) Tadqﬁneawr'st,adm
'{ is drawn onto the front pot-
& tern pleces. Front darts have

maximum width at the waist

f j [ n n and extend equally above
I

LD

and below the waist on a
female figure. On a male
figure, the darts will be
more namow and extended.

-_____
iy
P
e

& 7o define the lower back
and give more rounding to
i the upper buttocks, a dart

is ploced in each back

| piece. In order to control

| l the curve of the back,

’ notice the widest part of
J L_.. l.._. the dart falls at the waist,
: L and the dart is made longer
This is how the two-plece pattern To edd more. depth, you would tep- and narrower above the
arate the pattern into four pieces. R
would look when sewn. ..very fiat. Now there are be pieces for the

The remaining shape has no
defined depth. If you sew and
stuff a flat two-piece pattern that
r:i;i::;:nm;ﬁ: ;':I;,: :ﬂ:'::; natural crotch and width at the
back and front and its depth has m;::;mfﬂ; el S 3 r
Do reition o AR RNDRE vocT: However, in order to compensate for /’ AL’ /
the deletion, you will need to add T

to the body on the side at the hip.

front and two for the back If you
delete fabric in the lower back by
making @ curve it will create a more

N & 7o further shape but-
1= tocks/hip, a dart may be
ploced in the side ot the
JL' hip line. To compensate, an
amount equal to one-half of
the dort must be added ot
n the shoulder. A tucked or
dead-end dart can be made
_ —below the buttocks. When
sewing, it is best to leave
an opening extending above
and below the back waist,
When hand-sewing to close
after stuffing, stitches can
be placed to occentuate the
| I lower back curve.

-

bl

& 70 add bust depth, o
dart is ploced in the upper
side of the front at the
desired bust line. As any
dart takes up and shortens
fobric, the pattern must be
lengthened/raised ot the
shoulder half the width of
the dart.

Butterfly Lady by
Jacqueline Casey, 16",
needle-modeled muslin,
Photo by Jacqueline Casey

24 CONSTRUCTION MWATERIALS



Dorts are created by foliing the

[Sbric and sewing 1o take o
tuck, Nate that the dart
extends beyond the outline
shape on the edges so the basic
outiine will be maintained. Here dorts have been used to create The body now Additional bust shaping
a highly contoured female figure. fas o basic may be odded by appliqué.
female shape,

Boian

Shoping can be odded o
arms amnd fegs with dorts ot
any body bend fo cregte o
permanent position.

If the leg is separoted
Jrom the body, darts
can be created to add
even more depth to
the buttocks.

/

To give shape to the

leg, width may be

added ot the sides to oo te log piece
suggest o calf and can be designed to
knge. include a foat

CE-T-H R LG RE S
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DESIGN DEVELOPMENT:
GATHERS AND BAGS

Often a word will give you a starting point to develop
an idea—or pull you out of a dead end. "Joint”, “gather”
‘dart,” "bigger,” “smaller,” "separated,” “rotated,” etc., can
inspire explorations in entirely new directions. For instance,
gathers will reduce volume to fit a particular space. Hand
sewing gathered pieces to a basic body can be a quick way
of creating volume. Language and talking to yourself using
directional words is a major part of design work

On the opposite page are three design developments
for a basic body achieved by applying the words "sepa-
rate” and “darts/gathers’ to the bust and "heavier” to the
body. On one hand, the result is three different versions
of the bust, and, perhaps, a separate corset. On the other,
the problem of making a seated figure look like it is real-
lv held in place by the force of gravity is achieved by
thinking "heavier” and creating a weight bag.

Pink Puff-a-Love by Susanna Oroyan, 15°, stuffed and gathered velour,
This figure and its clothing were developed by using gathers as the design
feature. Photo by W. Don Smith

Hansel and Gretel by Kathi Clarke, 6%, cloth needlesculpted
face, cloth body over wire armature. Photo by Kathi Clarke

OMSTRUCTION MATERTIALS

The Bridge (lub Ladies by Susanna Oroyan, 157, felt and needlesculpture.
Photo by W. Don Smith

Raming by Gerda Rasmussen, 28", cloth. Photo by Jorgen G. Rasmussen



BUST OVERLAY WITH GATHERS

AN

/
1

Bust pattermn cut along basic Bust pattem fabric hand- Bust bottom-gath-
pattem shoulder fine and sewn ot shoulders and ered and hangd-
extended slightly ot each sige. neck, stuffing inserted, shitched to body.

The two pieces
Sewn together to
g / make o corset or
gathered bodice,
Straight piece of fabne gathered Darts sewn into pieces A sewn corset bottom.
ta form bust or costume top, cut to fit body.

MAKING A WEIGHT BAG FOR A SEATED DOLL

Pottern sh
m“w”zfﬁr To form box pleots, mateh A to € on each

side, and sew from 8 to AC fon both
pleces, 2 pleats per piece). Put pieces right
sides together and sew from D to 0 around
the shape. Leave top apen for filling.

The battom of the
bayg becomes the
bottom of the
doll’s torsp.

A weight bag placed

inside a figure

Side view of completed figure.

ELOTH FIGURES
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DESIGN DEVELOPMENT: HEADS ks

The head construction on the opposite page shows
how designers modify their own patterns or get inspira- k —
tions from others. Several years ago, a chance remark by
designer Virginia Robertson led to my design of Modella 1o
allow width in a head by using a chin gusset and a curved
seam at the forehead. The head on the opposite page
shows a refinement of that concept as developed by
Virginia Robertson. Virginias version allows for a more
defined nose and more realistic head shape, which she
wanted as a base for doing a needlesculpted, painted face.
When | saw Virginias curved version, | immediately
thought of extending the chin gusset piece and head back
pieces to make one complete upper torso, and that's how
design evolves.

Many dollmakers need to be inventors because what
they know they need to make an idea reality does not
exist in the real world. Achieving satisfactory eyes for a
piece is a case in point, Here, artists have had to make
their own eyes because commercial glass eyes in the sizes
needed are usually not as detailed or consistent in pairing
as the artist wants. For years, | got around the eve prob-
lem by simply painting them; however, variety is the spice
of the doll world and | did borrow some techniques from
polymer artists to make my own. | used a mixture of white
and transparent Fimo for the whites of the eyes, and a
variety of polymer clay colors and a caning technique to
make the iris. Additional natural effects can be had by
using colored pens or pencils to suggest blood vessels and
clear gloss sealers to make a shine. The drawings on the
opposite page show how these can be set into a cloth-
over-clay mask face.

Foce masks in progress
by Susanna Oroyan.
Photo by W. Don Smith

Sefection of cloth-over-ciay foce masks by Susanna Oroyan.
Photo by W. Don Smith Nude Nancy by Viriginia Robertson. Photo by Virginia Robertson

128 CONSTRUCTION MATERIALS



SUSANNA OROYAN: VIRGINIA ROBERTSON:
“Modella” head with chin gusset Pattern refinement with curved head and nose extension
; ) M
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A stulpted clay mask The sculpted mask covered
with eye socket cut-out. with cloth and cut of eye socket

A piece of fobric is glued over
the eyeboll to create an epelid,
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DIMENSION WITH CONTOUR

The easiest way to understand
dimension by contour is to think in
terms of a spacer—a third piece that is
put between a back and a front so the
stuffing can be comfortably accommo-
dated. If the spacer has a straight
_ _ % edge, then all you will acheive is
e J/ by - depth. If the spacer has a curved
edge, vou get both depth and a
i a change in the outline of the form.
' When the spacer runs uniformly
- around an entire pattern
o piece, we call that a con-

‘ / < toured shape.
a You can control areas of depth by
_ | adding gussets between two flat
| pattern pieces. In dressmaking a
A i gusset is usually a squarish shape
| § ‘ added under the arm when the
| sleeve is of one piece with the
body. The gusset allows the fabric
to go around the arm bur still

maintain its flat pattern appear-

ance. It might help in your design My Dolis by Susanna Orayan, 14", cloth. This figure has a two-piece,

work to think of an orange as a bell-shaped body, extended at the hip by imsertion of a fabric-
. round ball shape made by sewing covered cardboard gusset. Photo by W. Don Smith
R together a number of gussets.

Spirit of Christmas Past by Mancy J. Laverick, 157, cloth. Nancy
makes use of contours to give depth to patterns developed from
fabric scrap shapes. Photo by Mancy Laverick

Old Bats in Hats by Susanna Oroyan, 9°, stuffed cloth. Note the hats
on these figures were made by felting dryer lint with fabric stiffener, Weman on the Edge of Time by Famela Hastings, 127, Ultrasuede.
Photo by W. Don Smith Phato by Allen Bryan
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These shapes show how pattern pieces may be
seveloped from interesting curves and outlines
Sy inserting gussets. The location of dimensional
septh can be decided by the designer. Notice how
= gussef at the top of the sleeve can give a
suffed sleeve cap look, but when ploced at the
sottom, the sleeve becomes a bell shape.
2 contoured spaocer provides uniferm depth in
tre upper torso, and by changing the point of
=tochment for the torso, a bust or g bloused
sok con be achieved. The girl’s skirt is a wider The Sailor and His Girl by Susanna Oroyan, 15°, stuffed
felt. Photo by W. Don Smith

ersion of one trouser leg pattern,

CLOTH FIGURES
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MULTIPLE PERSONALITIES:
THE INTERCHANGEABLE HEAD

There is nothing new under the sun. Almost all designs
are variations on something that has been done before—
sometimes in a different medium or for an entirely different
LISC, [.f}t}l':_, IL‘EITI'I. ﬂfld EH.{r]p'[ 1'.[11' T{]Unﬂ“. H{.."I'C 15 One t!'l.a[
intrigued me. In kiln-fired ceramics, heads are commonly
made in one piece with a chest and upper back. This is usu-
ally referred to as a breastplate doll. What if we translated
this concept o cloth?

Wouldn't it be fun to have a boxful of heads with dif-
ferent hair-dos, expressions, and headgear to play with? In
design the important thing is what vou can do with what
yvou have. Mew design developments happen when we
question things we have: Why does the breastplate have to
be a hard material? What happens if we make it from cloth?

When | asked myself that question, | got several
answers including one shown on the opposite page. In this
version, the tour-piece stutfed head is attached to the neck
and upper chest pieces. The neck/chest pieces are cut
smaller than the full torso and lined, which results in a hol-
low neck much like a finger puppet. | could make a body
and allow it to have an assortment of heads to be attached
according to the mood of the doll or my whim. One little
new twist goes a long way, too. Why not make inter-
changeable body parts? What would you use to make the
attachments? Snaps, hooks, Velero™ See what you could
do with this idea.

The Leo Persona by
Susanna Oroyan,
breastplate construction
for a 20" doll. Photo by
W. Don Smith

CONSTRULTION MATERIALS

Spellbinder by Gabriel Cyr and Sandy
Blaylock, 23°, fiber, leather, gourd,
beads, twigs. Photo by Martin Fox

R
( Plate \I

| pattern {

s in)

Chest/neck pieces are drafted
using the shoulder line af the
basic torso pattem.



Cloth Breastplate Construction

Jia
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Plate Fattern
it 4
Sew 2
e

amd the lining are

sewn together, The raw edges ot the neck
are turmed under facing
eoch other and sewn
together around the top.

The plate pattem. Two pieces ar

sewn tagether of the shoulder to
make o top, and two pieces ore
sewn together af the shoulder fo
make art underlfning,

A four-piece head is constructed. A stitch is
taken from the center bottom of the heod
through fo the center top. The stitch is pulled
to create o depression urder the head, This
crdates a slight hollow to sccommodate the
iow of the reck of the full body torso.

“‘ The head is hand
N, stitched to the neck.

P i i
AT S
R

Button and buttonhole, snops, ties,
or Velcro dots con be used for
atfochment to the doil body.

i Body (deshed line) is
' inserted up into place,

Buttonhole and tie altochment.

CLoTs "Fl6URES

133



MULTIPLE PERSONALITIES:
THE FOUR-WAY FIGURE

Many children and adults are enchanted by the discovery
of another character hidden under the skirts of what looks
1o be “just a doll.” Traditionally, these figures were two doll
torsos sewn together and called topsy-turveys. At some
point, a clever designer used the “add” word and decided
there could be three figures, and thus the folktale charac-
ters "Little Red Riding Hood, Grandma, and the Wolf’
could be made in one piece for story telling.

1 applied the “add” word and decided that
as there were four surfaces, there could
certainly be four characters in a topsy-
turvey piece. The result was Santa,
Mrs. Santa, an Elf, and the Reindeer.
There are any number of charac-
ters or character changes vou can
trv. Antonette Cely used the
simple topsy-turvey form to do the
Virgin Mary in cloth.

Fromt

(e doll head pattern is constructed so each side has a different character.
One doll pattern (your choice of design) is broken fnto two upper bodies.

Our Lady of the Painted Veil
by Antonette Cely, 18 /%,
paperclay over cloth.
Photos by Don Cely

When the bottom

skirt is pulled over the
head, a mew figure in
different colors s seen.
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four-way figure by
Susanna Oroyan

Side view of heads. Mrs. Santa’s cap is left e
loose at the bock so it can be pulled over
reindeer’s antlers when she fs presented.

Step 1 Sew two different pieces of fabric
together to make one skirt.

Step 2 Sew two different pieces of fabric
together to make a second skirt (underskirt).
Step 3 Turn one skirt to right side out and slip it into second skirt.
Step 4 Sew skirts together at bottom.

Step 5 Pull skirts to right side and gather around raw edges at top.

Decide which dolls will go together and how they will be hidden.

There are several ways to attach the two bodies and the skirt at the waist.
On this doll, the two bodies were hand stitched together. Then the skirt
was gathered to the waist of one torse, and the belt around the second
torso hid the row edges. Another way to attach the skirt might be to con-
struct the skirt as above, except furn under the row edges at top, and
machine gather, leaving a finished ruffle at top. Slip the skirt over the
torso and handstitch around the waist. One side will hove a ruffied skirt
top and the other will be plain gathers at the waist,

Another way to construct @ four-way figure would be to construct one
barbell shaped torse and give each end a head with two foces. Can you
think of o better way?

CL'O-F H

FIGURES
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CONSTRUCTION

CREATING A PATTERN
FROM A SKETCH

Some people can create a doll form from a scrap of fab-
ric, some can pick up scissors and cut a shape from cloth
with no pattern, but more often than not dolls come from
doaodles. An artist will aimlessly play with pencil and paper
until an interesting line or shape appears to suggest a char-
acter. In the case of the cowboys | had a headstart because
| had to create a design to suit the woven fabrics.

The fabric suggested shirt and pants for the outdoors
and the idea of cowboys. | drew the arc that became the
shoulders and arms of “Shorty.” Since the idea was to show
the fabric, | did not want to break up the space with much
seam detail so | only drew a line for the center front tummy
curve. Now | could see the character of the cowboy who
rides all day—short legs. Following the shoulder arc, the
trouser outlines were penciled in. For comic contrast, |
decided to use rather straight lines to make his tall, skinny
pal. The drawings opposite are very close to the original

sketches. Now | had to make the drawings into pattern -

shapes that could be sewn together to get the eftect | wanted
with dimension.

Shorty and Stim by Susanna Oroyan, 15 and 18", stuffed cloth,
Photo by W. Don Smith

MATERIALS

| used a photcopier to enlarge the sketches to the
approximate height | wanted. | made several copies at that
size so | could cut out parts. My experience of what hap-
pens to fabric when it is sewn and stuffed now came into
play. The stuffed part will always be smaller than the flat
paper pattern piece so | had to add to the sketched parts to
compensate. | also had to detail the trousers to allow for a
little back-to-front depth, and this was done by adding a
crotch curve. The shirt back picces were curved slightly
inward at the center back, but, as yvou can see, even with the
adjustments, the pattern reproduced the same impact as the
sketch when sewn up.

The cowboy’s hats were made by
cutting and sewing a slightly shaped
crown to an oval shaped brim of felt.
The felt was soturated in fabrc
stiffener and finger-pressed to shape
the crown indent and rolled brim,
then it was pinmed to hold position
and the hat was alfowed to mr dry.

Side view sketch
of “Shorty”

& O 66600

s

Original sketch for “Shorty™
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The finished pattern pieces
“Stim" sketch enlarged and reody to be with seam allowance added.
cut gpart. His night arm was detached and
flinped to create the shirt pattern.
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CLOTH NOTES

Bean Bags

The bean-bag or pellet-filled body is just plain tun to
hold and play with. The shifting pellets can provide any
number of amusing poses. All it takes is a simple form—
don't do much in the way of darts because you want the
pellets to make the shapes. Arms and legs can be
attached. It is best to avoid organic fillers such as beans,
rice, or birdseed as they attract animals and insects who
might want to dine on them. You can find plastic pellets
where doll supplies are sold, or vou can try kitty litter.

Alternative Fillings

Some great effects might be achieved by combining
unusual forms and fillings such as foam, Styrofoam, rub-
ber shreds, or pellets (litter, sand, organic).

Skinning a Figure

Two-way stretch fabrics can be used to

construct a bodysuit for a figure. This can be used when
you want to cover joints, seam lines, or a body made of a
heavy material. Large bodies can be covered with stretch
knit or velour, smaller ones with nylon stocking or tights
materials. All you need to do is make a wube of the stretch
material as wide as the narrowest area (ankle, wrist) and
turn and pull it over the body part. If vour figure has
articulated fingers, sew hands separately from arms “sand-

wich style” with the finish fabric inside

Yvette and Her Doll by Carole Bowling, 13" seated, cloth oil-painted owver
wire armature. Photo by Carole Bowling

A
Pattern developed by
".r Susan Fosnat with
‘\\" darts ploced to provide
both dimension and
flat painting surfice

usan Fosnok, 17°, oil-painted cloth. Photo by (LIX Photographs and Savables

CONSTRUCTION MATERTALS



Painting Grounds

Cheesecloth or tarlatan gauze stretched over a stuffed
fabric figure provides a canvas-like ground for paint-
ing...will add to a brush-stroke effect.

Molded Faces

Be sure to sculpt enough chin for your mask. If you sculpt
a neck, do the back as well for a nice finish. Some fabrics
will allow vou to pull excess to the back for stuffing. | think
adding a head back makes it much more satisfactory for
adding wig materials and finishing.

Machine Embroidery

Computerized sewing machines are now offering built-in
stitch patterns for doll faces as well as the ability to scan in
or program your own designs. The small-scale stitch pat-
terns of a sewing machine offer wonderful opportunities for
creating your own fabric trims and embellishments. When
a print cannot be found in a small scale, a machine-stitched
border or hemstitching might do the trick. | have used my
machine to embroider gold thread patterns on leather for
exotic shoes and fine embroidery details on doll lingerie.
What can vou do? If yvour machine has these capabilities,
do consider how they can be used to good effect.

Stiffening

Fabric can be made hard by painting the surface or by soak-
ing fabric in a stitfening material. The term tor this is siz-
ing. Common home products for sizing would be glue,
paint, or laundry starch.

Commercial sizing products can be found in fabric and
craft shops. Makers use sizing for stiffening face masks for
molded heads, fixing hand/finger positions, modeling hat
forms, giving permanent form to puffy areas like sleeves or
large areas such as skirts. Most sizing materials are white
and some will show in the fabric when dry. Always experi-
ment with scrap fabrics to see what the effect will be.

Extrovert Pins
by Deb Shattil.
Photos by Deb Shattil

Images on Fabric

In addition to painting, appliqué, and embroidery, there are
many ways to produce an image or design on fabric using
your computer, computer printers, typewriters, blueprint
and photographic techniques. Jean Ray Laurys book,
Imagery on Fabric, contains step-by-step procedures for
many unusual techniques such as these.

Lateral Thinking

Designing for a "look” and designing for construction usu-
ally happen at the same time. This is where the artist
moves from just creating decorated doll bodies to creating
unique art figures.

Imagineering Is Communication

Repeat this: | want to make an idea in a form such that
another person can share, at least part of, my thinking and
experience. Making tigures is one of the great ways in
which we talk to each other about the human condition in
general.

Japanese Bird by
Mancy Laverick, 227, cloth.
Photo by Nancy Laverick

CLOTH

FIGURES
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CONSTRUCTIOHN

Learning to Critique

When | talked abour attitude adjustment, [ said that vou had
to take personal responsibility for making the piece. You
also have to take responsibility for public reactions to the
piece. If no onc likes it, if no one buys it or awards it a rib-
bon, it must be lacking something, Whaose fault is thai
Yours because vou made it. Do vou care? Probably. You care
because you love your picce and you want everyone else to
appreciate it as much as you do. Critique is caring for work.

Critique should ncver be confused with anything nega-
tive, bad, or hurttul. Critique should be thought of as design
cvaluation. The words "look” and "sce” are crucial. You look
at your design and you see where it does not work Lo state
your idea well. Remember, the brain will accept general con-
cepls and fill in the blanks for you. Your job is to make your
brain work a bit harder. Sometimes this means you have to
give the brain a little more information to go on—ather
things to consider and rclate 10 when it looks at the piece.
You get this from education in all fields of dolls and doll-
making, observalion and analysis of other artists' work, and
input tfrom other people.

Input from other people comes in three ways: The judged
competitive exhibit, the market, and formal critical comments
{rom other artists whose work is considered to be successiul.

Many people think winning a ribbon validates their
work. Not necessarily. A ribbon means that you showed the
right doll o the right people at the right time, A dall that
wins a blue ribbon at the county fair show might not even
placc at a ceramic show. A doll that wins a ribbon at a
ceramic show might not win at a show judged by doll artists
working in several media. The value of a ribbon will depend
totally on who you want to approve of your wark. Judges
are peaple with their own tastes and experiences that might
not reflect what you do. Judges are not always artists them-
selves or design qualified. One judge can often sway the
vutes of a team. Sometimes dolls in competitions are ranked
when all (or none) deserve a first,

On the other hand, vou can lcarn immenscly from a
competition. You do the judging: you compare and pick
apart the other entrics; you teach yoursell what things arc
gaod. If the judges are respected professionals, you will he
able 1o see which dolls demonstrate more refined thought
and technical application. These observations will give you
some things to be aware of and work on improving,

Market input is purely a reflection of taste, It tells you
what people will spend their money on or what things they
consider investment/resale quality. These things might not
equate to “good dolls” It probably means that the buyer
likes angels and you had one at the right price. It can also
mean that the shop ewner who buys for resale knows what
his customers will buy.

MATERIALS

Direct input or comparative evaluation {rom respected
artists is the hest way 1o get valuable, usable input You
cannot do this by mail. No photo in the world will show
details as the human eye can sce them. You nced to go to
places where you can see work of other artists and where
you can get [irst-hand critique. What this dacs for you is
add another brain or two and more eves to sce.

Another artist critiquing will [irst try to see what your
idea is and then weigh the elements of the piece against
what you seem to want to communicate. He might say
things like “This head is far too complex lor such a simple
costume, you need o consider simplitying yvour head or
making more detailed costumes.” He might say, "It looks
like vou are expressing joy, but all those brown tones don't
underline that.” He might say, "You have sculpted in a real-
istic mode, but these particular bones don't go in those
places.” He might say, as ane said 1o me recently, 1 like thar
piece but change the plastic centers in the silk flowers”
That is a tiny thing, but a whole lot of tiny things keep vour
piece from adding up. Worse, it was a tiny thing thar jarred
someone clse and kept them from fully appreciating the
piece. | was lazy. Shame on me.

There is, of course, my taste. Maybe [ really like plastic
flower centers. If so, | must be able Lo point our why | can
usc them, why they work with other design clements. The
doll in question was in period costume. There was no plas-
tic in the cra portrayed so | had no design dcfense
Additionally, the plastic looked “manufactured” against the
natural look of the silk flowers. Poor choice of textures, If |
can't defend my choice in design terms, | shouldn't use it
even if | like it. It is always a questinn of what works tor the
picce. There should be a good reason for everything you
usc and choose. Happiness is when you can use things vou
like to make an effective piece.

Another observarion often made in critiques is that the
piece is not sure what it is supposed to be. Usually, this
means that a maker has inserted a number of techniques
and types that don't go with the subject. For instance, a
highly detailed face on a soft play doll body with big bright
print clothes, or joints on a costume figure or historical
character, or a character face with highly detailed realisti-
cally scaled costume. Choose or invent a type and (ollow
through in all ireatments.

You are in trouble when your ligures just “are” but don't
“do” anything for the viewer. That mcans they lack power,
are sierile. Remember that the artists personality is in a
work, but the emation shown can be a reflection ot some-
thing else in society that the artist may feel for, but not nec-
essarily believe or have experienced. An artist is an inter-
preter and a teacher. Can your work help someane else o
tell a story, o experience an emolion, or have a new per-
spective? Can it help him understand his emotions or the
world around him? Those are the clements that creaie
depth in a piece



Not all dolls are meant to be power pieces. Some arc
meant to decorate solas and beds, and some are meant to
be played with. Even so, each onc is a character or a little
personality. Each one requires all the attention to design
details—proportion, scale, form, line, pattern, texture,
color—to make their personalities project.

Doing design cvaluation critique for yourself involves
being highly analytical. | find the best way is 1o describe
the parts as thoroughly as possible and listen to what you
say. For instance, if you describe the sole of the shoe as
black leather cut to equal ovals joined in the middle with
a rough edge” key words will appear. [id you mean to
have the front and the back of the sole equal? or do you
want a more typical shape where the heel end is smaller?
Can that rough edge be smoothed out? "The sleeve is
sathered white satin.” Are the gathers the same size as the
gathers in vour rcal-person clothes? If so, they are too big
for the doll. Satin might be too heavy/large in scale to
gather correctly. Maybe vou need to find a satin-like fin-
ish in a lighter-weight {abric.

Following is a checklist for doing your own critique
and for making comparative educational analysis of other
work. These are based on the most common failings. Find
them and fix them!

Fach artist will tend to be aware of certain sets of
things. For instance, onc will see the curve of surface flesh
in the fingers and make them round, others will be more
aware of the bones and tendons and make more squarc
fingers. This awareness and its consistent presentation is
part of each artist’s signature. The key word is consisten-
cv. Choose one point of view and stick to it all through
the ligure.

Fach artist will tend to put his own anatomical features
(or thosc of the nearest and dearest) into the artwork. But
most of us aren't perfectly and unitormly well-designed.
Lise vourself for a reference, but be aware of the differences
berween yvour peculiarities and the design you want to
communicate. Here are two examples: | have a lot of fat in
my upper eyelid and when | smile, those heavy lids reduce
my eye to little curved slits. This conformation mighr be all
right for a character, but it | want to communicate a uni-
versal idea of beauty, | would have to take care to sculpt a
nicely rounded open eye. A student of mine had a terrible
time sculpting hands for a lady. Problem: she had a very
advanced case of arthritis in her hands and she was copy-
ing her own anatomy.

Now, take a look at your piece in relation to the head
checklist drawings (page 143), Find and [ix any problems
before curing and painting.

Critque Checklist

1. s this a new idea, a new version of a traditional idea?
What have | done differently?

2. Could this be mistaken for anather artist's work style?
How can | avoid this?

3. How do !l want the viewer to react?
What do | want him to think when he sces this piece?
Wha is this figure and what is it doing or telling?
Have | made this clear?

4. Do the colors | have used enhance the idca?
[Do the prinis and textures?

5. Is everything | have done in the same style?
If realistic, all parts should be realistic and
to exact scale.

6. Did the material choices blend well?
Do | see figure and form first and fabric second?
Do the fabrics look “off the bolt” or have | blended
them in to my design?
Can vou identify the type of hair or
does it look like it grew as a natural part of the doll?

7. Docs the costume (it well? Is the sewing neat and tidy?
Have 1 clipped thread ends, cleaned up glue runs?

8. Have | done a complete and clean job on the body surface?
Is the saulpted surface cleaned and smooth?
Is the painting ncat?

9. Does this figure hold its pose? Stand up straight?
Sit when placed?
If it is on a stand, are its feet floating or on the ground?
Have | made the costume look like gravily is
alfecting it correctly?

10. If there are accessories, do they fit well and look
natural in the hands or do they just fleat on top
of the fingers?

11. Have | used or made accessories in the right scale
tor the doll?
Are they of the right material for the figure?
Are there too many?
Are they placed with thought to creating
a whole “picture?’

12. Could I do with my body what | have done in the doll?
(try it looking in a mirror)

13. Is this piece ready o go public or should | do
another improved version?

MR -TH V- i BT T e e O oG dhi I R 1 3
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Finished? Not vet. Turn yvour head upside down and
look at its underneath cross section. Does it balance? Turn
the head so you look up from the jaw up to the top of the
head. Are both sides even?

Check and double-check yourself, learn to see how
parts really work together dimensionally. Correct mis-
takes...no matter how long it takes. All the best artists will
tell you that they continually work on “getting it right.”

“Sausage Fingers” Fingers are squarish

HANDS

If you poke around in artists’ sketchbooks—da Vinci's
for example—you will find drawing after drawing after
drawing of hands. Why? They are the most fabulously
engineered part of the anatomy—capable of technological
and mechanical work as well as the most dramatic and
gracelul expression of emotion.._.and they are definitely
deserving of the dollmakers time and attention. Comic
exaggeration or realistic rendition, they have to reflect a
truly working body part.

In modeled figures, vou can correct by addition and
subtraction. In cloth figures, you correct by inserting wire
armatures in the fingers, positioning stuffing, and bending
so knuckle definition is suggested. In sewing the hand, vou
correct the ratio of roundness or fat palm by taking a dart
at the thumb or inserting a separate thumb. If vour design
calls for it, vou can define with needlesculpting to show
muscle and tendon.

Note: the smaller the figure, the less small detail will show.

The biggest problems seen are usually “sausage fingers™ or fingers that
have no indication of knuckles (in the right place) or tendans.
In the first place, few fingers are round. Look at them, they are squarish.

See what happens when you move one—how the others follow.
Notice what happens to the fingers not holding the pen or
tool—all curled up and out of the way.

V" space
Look again and move them. They work in parallel.  between
fingers
Needlesculpture or
darts to control shape
“Box™
between
fingers Notice the space between the

fingers, it's not a *V", it's a box.

Freedom by Mary Worrow, 10°, Fimo. Photo by Cassandra's Playmates Knuckle defintion

CONSTRUCTION MATERIALS



QUICK CHECK CRITIQUE FOR HEADS

When we look at someone, we know their face has
depth or dimension, although it appears to be Hat. Most
errors in sculpted heads are caused by the artists drawing
on clay rather than building up a skull covered with tissue.
Learn to laok at the sculpture from all angles equally.

1. The skull can be compared 1o an egg.
2. The jaw is a hinge on the egp.

3. The face is not flar. All parts fall back from the
root of the nose.

4. The eve is a ball in a hole. The edge ol that hole
is the bonc under the eyebrow line. Eyes should
never protrude beyond that edge.

5. The eves must track—both must look in the
same direction.

6. The shape of the lid and eye muscle will change
if the eyes have a sideways glance.

7. Painted eve highlights should be trom behind or
if figure looks forward be surc they are placed so
highlight shows {rom onc side on both cyes.

8. No matter how fat a person is or how much he
smiles, there is always an indentation under the eye.

9, When a person smiles, the check muscles "gather”
the skin backwards in a series of paralle] lines.

10. Everyone has a line between the nose and
corner of the mouth although it might
not show on a fleshy or youthful face.

11, Fveryone has a slight indentation below the
comer of the lip.

12, The end of the nose almost never extends
beyond a line to the inside comer of the eve.

13. The mouth is not a ring, it is a slit in the flesh.
Lip width is added to the inside of the cut linc.

14, Ears are placed on lines from the comer of the eye
and just under the nose.... to keep vour ears from
floating up the head, be sure you hold head so that it
is parallel to the ground and straight up and down.

15. The earlobe falls over the intersection of the
jaw and back of skull.

16. The neck is straight. It never curves inwards

17. And, lucky for us, it is rare we see all of both
ears at once, However, what is scen must maich.

18. Last but not least, problems are not always where
they seem to be. For instance, if you just can't get
the eve right, the problem could be that the top of
the skull or forehead is not correct.

LEARNING
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UPPER LEFT: Keeper of the Keys by Nancy Walters, 187,
porcelain, direct seulpture. Photo by Nancy Walters

UPPER RIGHT: Angéle by Jacques Dorier, 14", hand-painted
resin head, cloth body, paper hair and costume. Photo by

James Beards Photography

LOWER RIGHT: Savannah by Michele O'Neil, 20°, Cemnit.
Photo by G.R. Farley

DESIGNING THE DOLL



UPPER LEFT: F'm Tired and I Want to Ge Gnome by Jeanie Bates,
14" seated, cloth needlesculpture. Photo by W.S. Sullivan

LOWER LEFT: The Ten Party by Jeanie Bates, 16", needlesculpted
th. Photo by W.5. Sullivan

UPPER RIGHT: | Catch by Annie Wahl, 12", Super Sculpey.
Photo by Lloyd Wilson




TOP: Flying Lessons by Dorothy Allison Hoskins, 14° seated,
porcelain, direct sculpture. Photo by W. Don Smith
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FRIE LIT, Aeestia Aol by Ressmay olpd, F1°, pobylom
<l iy oom i aematae. Mol by Bty els

GO AT Wi, ke, oo Sl by deiwsi Wb, -3
Tagw Soadpery. Frata by Lioysd Wihan

ubhlE Bist) lerh by Dlvw Kesler, 15 watnd, Dol sl Sopes
Findpry ot ey whve wemalven oy, Fiote by lid #, il



UPPER LEFT: The Pedicure by Dorothy Allisom Hoskins, 4°/:",
direct-sculpted porcelain. Photo by W. Don Smith

UPPER RIGHT: Doll with Girgffe by Marla Florio, 14", cloth.
Photo by Marla Flono

LOWER RIGHT: Brooke by Lori Acott Fowler, 177, Fimo.
Photo by Lori Acott Fowler
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UPPER LEFT: Molly Can't Wait by Jodi and Richard Creager, 107,
Super Sculpey, wire and cloth torso. Photo by Richard Creager

LOWER LEFT: Girl with Jester by Carla Thompson, 26°, felt
molded over composition head and limbs, soft, posable body.
Photo by Carla Thompson

UPPER RIGHT: Young Dancer by Carole Bowling, 20", Fimo and
cloth over wire armature. Photo by Carole Bowling

GALLERY

]



50

DESIGNIRNGEG

T

H

UPPER LEFT: Samantha by Lynn Sward, 13", fabric, beads,
machine and hand sewing. Photo by Michele Tillander/Atlantis

LOWER LEFT: Into the Light of Day by Olga Dvigoubsky
Cinmamaon, 12", cloth. Photo by Jeff 0. Owen

UPPER RIGHMT: Laurel by Lynne Sward, 15", cloth. Photo by
Michelle Tillander/Atlantis



LOWER LEFT: Goddess of the Beads by Barbara Carleton Evans,
6", beadwork over felt core. Photo by Barbara Carleton Evans

UPPER RIGHT: The Wise Ome by Anne Mayer Meier, 35°, clay,
wood, fabric and leather. Photo by Jerry Anthony

AL L EBERY
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UPPER LEFT: Madame Emilie and Annabelle After Proctice by
Susanna Oroyan, 20°, paperclay. Photo by W. Don Smith

LOWER LEFT: Sunt King by John Darcy Noble, 12", paperclay over
wire armature, Photo by Evan Bracken



PROTECTING YOURSELF/
RESPECTING OTHERS

What does copyright do? Publication of a work with the
-orrect form of copyright notation is simply an announce-
ment to the world that vou have created the piece that has
never been seen in that form before. The piece should be
marked with the word “copyright” or the symbol "C" in a
circle, or the letter ¢ followed by a period, your name in
tull, and the date.

C lane Dollmaker, 1999
Copvright Jane Dollmaker, 1999

This marking is enough to publish copyright; however,
tor a nominal fee, you can register the work and receive a
paper verification from the Copyright Office, Library of
Congress, Washington, DC. Your library can help with
torms or procedures for formal registration. For dolls, you
would need to register it as a work of visual art.

The registration of copyright also states to the public
that vou have the rights of control over that work and its
uses. There can be several possible uses. A doll could be
manufactured, or its image photographed and used on a
greeting card, or it could be used as a character in a movie.
When vou sell a doll, vou can limit the rights of its usage.
Very important for dollmakers, this means that others' work
that is copyrighted (and we should always assume it is) is
equally protected. For instance, you cannot make a doll
that looks exactly like someone else’s drawing or painting
or photograph. The original illustrator or photographer
probably holds a copyright on his drawing. If you want to
reproduce it as a doll vou need to get his written permis-
sion. Copyrights extend for many years so be sure to check
on older, out-of-print works as well as current.

In order to copyright a work of art it must be your orig-
inal concept. What you are protecting is your thinking,
and that must be different from any other form in what is
called “look and feel” Your doll should be different
enough so a person would not confuse it with anather's
work in any way.

Many dollmakers work from purchased patterns. These
can be copyrighted and/or patented. If a pattern is sold, the
original creator grants the buyer some limited rights of
reproduction. Usually, it means that you can make a limit-
ed number of dolls and sell them, but you cannot copy or
reprint the pattern. If vou make and sell dolls from the pat-
tern, you must mark the tags so that the original designer
or company gets proper credit. "Boopsy” an original design
by lane Dollmaker made by Betty Seamstress.

Technical process and the mechanics of a doll are not
usually protected under copyright. A button joint is not
protected as a joint, but might be protected if a unique but-
ton was used as part of its art statement. In most cases, the
doll world considers technical process generic because it
comes from the world of the art studio, classroom, and

PROTECTING

home sewing technique. Technical or mechanical process,
it protected, is covered by patent. Like copyright, patents
are registered in order to grant rights or license to repro-
duce. Patent life is of shorter duration and when not
renewed becomes public property.

The main consideration with copyright and patent is to
allow the artist/inventor the rights to make money on his
thinking and creativity. If you want that for yourself,
respect it in others work.

Grandma's Ride by Jodi and Richard Creager, 167, Super Sculpey, wire and
cloth torso. Fhoto by Richard Creager

YOURSELFSRESPELTING

0OTHERS
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STANDARD

STANDARD DEFINITIONS

The following is a summary ol the Standard Definitions
adopted by the National Institute of American Doll Artists,
The British Doll Artists Association, and the Original Doll
Artist Council of America for their members. You might
find them helphul in understanding, discussing or selling
your work.

Artist-Designer

One whe has an idea and translorms it into a three-dimen-
sional doll by using his or her hands to sculpt or re-arrange
raw materials.

The Idea

The starting point of the creation of any doll. The idea may
be inspired by a story, an illustration, or a life experience of
the artist, or it may be a concept given tc an artist by an
individual or manufacturer who is commissioning a piece.
An artist using an idea directly inspired by an illustration,

photograph, or individual needs to have written permission

to reproduce the image from the individual or artist.

The Original or First Doll

The first doll is the object made by one artist who takes
a lump of clay, a piece of wood, a length of fabric or other
raw material and re-arranges it into a doll form which
reflects a particular idea or concept. The work of the
artist’s hands and mind, the individual nature of the artists
approach to technical process, and the fact that this par-
ticular portrayal has never before been seen in three-
dimensional reality makes the resulting work the first doll
or the original.

One-of-a-Kind

When the original or first dell is sculpted, assembled, cos-
tumed, and finished by the artist and this is never made
again, it is called a one-of-a-kind.

Design Prototype

If the ariginal of the first doll is used for the purposes of
reproduction, it becomes a design prototype, A design
prototype may be used by the creating artist for produc-
tion of his own editions, or it may be sold to a company for
commercial reproduction.

Artist’s Original Limited Series

Individual one-of-a-kind dolls handmade by the creating
artist which form a "family” or related group because of
shared similarities in costume, character, or theme. As each
one is individually sculpted and constructed without a mold
by the artist, they are essentially one-of-a-kind originals.

REFINITIDNS

Limited Edition

When an original/design prototype is used to make molds
and identical copies are reproduced from the molds in a
predetermined number, the resulting group of dolls is
called a limited cdition. The amount to be made is adver-
tised with the introduction of the doll. The molds will be
broken at the completion of the specificd number to
guarantee the “rarity” of the edition.

Artist's Signature Edition

If the ariginal/design prototype is used to make a mold
and identical dolls are reproduced from the mold by the
artist himself, the resulting dolls are called an arusts sig-
nature adition,

Artist’s Limited Edition

It the artist has help with the construction {pouring,
cleaning, costuming) of dolls made from his original
molds, but does the majority of the work, maintaining full
control over design and execution, the resulting dolls are
called an artist’s limited edition

Artist’s Studio Edition
Artist has control aver production and quality, but all work
is completed by staff.

Reproduction

A reproduction, or “copy of,” is any doll made or produced
by an individual or company from an existing mold or
model, or pattern. In general, the term includes dells made
by artists from malds they make of their own original
design prototypes. The more common usage of the term
and its abbreviation "repro” refers to dolls made from pur-
chased craft molds and sewing patterns, by makers who
did not create the original design prototype. Making a
mold and/or casting dolls from originals or melds, or
copying patterns or selling dolls made from patterns with-
out permission, is not acceptable. Copyrights may still be
active even if the doll is unmarked or the original compa-
ny is no longer in production. It is not acceptable to call
any reproduction an original. Reproductions should
always credit the creating artist as the original designer.
Mold makers and seme pattern makers give limited repro-
duction rights with purchase [f in doubt, check.



BOOKS AND MAGAZINES

Dollmaking is, by and large, a solitary cccupation. Most
pcople begin on their own, but when they find there are
others out in the world who do what they do, they are
cager to find out more. Accessible information comes trom
the magazines that can be delivered to your door for a few
dollars a year, We suggest you sample the following peri-
odicals and keep up 1o darc with those which most fit your
dollmaking interests.

Contenmporary IDoll Maguazing,

Dioll Crafier, and Soft Dolls and Animals Magazine
Scow Publications

30395 Right Mile Road

|ivoma, M 43152

Dinlls, the Collector's Magazine
Acquire Mablications

170 Fifth Avenue, 12th Flnor
New York, Mew York 10010

The Cluth Doll
IO Box 2167
Lake Oswego, OR 97035

Dull Reader Magazine
4403 Flank Dirive
Harrisburg, PA 17112

Intemarional Doll World
Howse of Whire Birches
306 Fast Parr Road
Berne. IN 46711

Association for Peaple Who Like w Play with Dolls | Newsletter
1779 East Avenue
Hayward, CA 94541

No dollmaker can sce or have 0o many books. However,
when you look in a publisher’s catalog or on the library
shelves, you will find very few books—less than ten—that
have been writen o specifically present the work of doll
artists like those shown here. You will only be able to tind a
few books that direcily deal with the technical aspecrs of
dollmaking, and many of them will be out-of-print, or self-
published by the artist, and impossible to find in a shop. The
books and videotapes most likely to be of use o you will be
ones the individual artists offer by direct mail. If you write to
an artist for information, enclose a smmped envelope for
remurn of catalog or purchasing information. They will
appreciate it and it will guarantee you get a response.
Always bear in mind that dollmaking involves technical
processes from other areas—from working metal to making
shoes. 100k for your leamning cxperience in those areas as
well. And just look at anything that might be of interest with
an open mind.. you never know when some process, materi-
al_ or effect from another field might be adaptable.

Alexander, [ym, Make Dholl
Shaest Warkbooks (2 vols. ),
Cumberland, MD: Hobby
Hewse Press,

—Patiern Designing for
Dressmakers

Arnold, Janet, Patterns of
Fashirm, 3 vols., London:
MacMillan, 1982,

Bailey, Elinor PPeace, Mother
Pliys With Dulls, McLean, VA
EPM, 19490

Bradfield, Mancy. Costieme in
Dl 1730-1930, (3 vols ],
Lendon: Harrap, 1982,

Bullard, Helen, The American
Doll Artist. Volume |, Bosion:
Chades ‘I Branford, 1965,
Volume T, Kansas Ciry, MO;
Athena, 1973

Cely, Antonelte, Creating Your
Chun Fabric, SASE for price
and ordering inlormacion to:
31592 Cherakee Rd,

Aulanta, GA 30340

Davis, Charlene Roth,
Making Original Uolls of
Composition, Bisque, and
Porcelain. New York, NY:
Crown, 1980,

Edwards, Betry, Drawing on
the ight Side of the Brain.

Los Angeles, CA: P Tracher,
1979

Engeler, Mareen, Sculpuing
Diodls m Cernit. Livonia, Ml
Scotr, 1991.

Lrickson, Rolf and Faich Wick,
Serdpting Lirtle People 12 vols ),
Oneonta, NY: Seeley's Ceramic
Service, 1988,

Faigen, Gary, The Armse’s
Clomplete Guide 1o Facial
E@T&Rﬁblﬁ, Mew York, NY:
Watson- r_-upli“. 19000

Gautier, Dick, The Arcof
Caricanere, New York, NY:
Putnam, 1985,

BDOKS

Coddu, Christina and
Wendy Lavit, The Doll by
Contemporary Artsts,

MNew York, NY. Abbreville,
1995

Goodfellow, Caraline,
The Ulliimare Diall Book,
Mew York, NY: Dorling
Kindersley, 1993,

Grubbs, Daisy, Modeling a
Likenass in Clay: Srep-by-Step
Technigues for Capoiring
Characeer, Mew York, MY
Watson-Cuprll, 1982

Caunzel, Hildegard, Creanng
Chriginal Poveelam Deolls,
Cumberland, MLY: Habhy
House Press, 1988,

Hamm, Jack, Drawing the Head
and Figure, New York, NY:
Cirosser & Dunlap, 1967

Hamm, Jack, Cartooning the
Head and Finme. New York,
MY: Grosset & Dunlap, 1963,

Folz, Loretta, The I low-To
Book of International Dolls,
Mew York, NY: Crown, 1980

Jahl, Janet Pacter, The
Fascimating Swary of Dolls,
Watkins Glen, NY: Century
House, 1941, 1969,

Kato, Monna, The Ari of
Polymer Clay, New York, NY-
Warson Cuptill, 1997,

Kinzie, Sharon, How w Paint
Exyes, Livonia, Ml: Scout, 1989

Laury, [can Ray, Dolimaking:
A Creative Approcch, New
York, NY: Von Nostrand
Reinhold, 1970

Lichienlels, Lisa, The Pasic
Head: Soft Sculptre
Technigues, 1991 PO Box
90537, Springfield, MA (1139

Liggeut, John, The Human

Face, New York, NY: Stein and
May, 1974

AND

nMAGAZILINES
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Luccesi, Brune, Modeling the
Head in Clay, New York, NY:
Walson-Cuptill, 1979,

Margolis, Argie, ed. The Dol
Source Book, Cincinnati, OH:
Betierway Books, 1996

McFadden, Svhil, Faun Zeller's
Peweelam Dollmaking
Technigiees, Grantsville, MD.
Haohby | House Press, 1984

tMecKinley, Robert, Dollmaking:
(me Artist’s Approach, SASE
for ordering information o
MNelsonMeKinley Baoks

107 Last Cary Street
Richmond, VA 23219,

Miller, Richard Mcldermuott,
Figure Sculpesere in Wi and
Plasier, New York, NY:Warson-
Cupril, 1971

Mational [nstitute of American
Dol Artists, The Are of the
all, 19492, SASL for ordering
inlormation to:

Barric. Be. 1, Box 9640 Loomis
Hill Road, Waterbury Center,
VT 05677

Munn, Joan, Fashiom in Costume
1 2001980, London: Herberr 1984,

Oroyan, Susanna, Dollmaker's
Notebook, Working With
Commacis. Fabricat, 1993
Dollmaker's Norehook.
Comperition and Critigue, 1993,

Orovan, Susanna and Carul-
Lynn Rossel Waugh,
Comtemporary Artist Dolls.
A Guide for che Collector,
Crantswille, ML Hobby
House P'ress, 1986,

Richter, Joachim,
Kunstlerpuppen, (Vol 1 and 2},
Munmich: Magica lanterna
Press, 1986, 1989,

Rixtord, Ellen, Three-Dimensimal
Mestration, MewYork, NY:
Warson-Cauptil, 1992,

Robertson, Virginia, How o
Praw and Seedpe Clodh Doll
Faces, Owerbraok, KA: Osage
County Quilt Factory, 1996,

UpPPLIERS

Roche, Man, The New

Ly Technegues and
Apprroiches to Jewelry Making,
Rackville, MLU: The Flower
Valley Press, 1991

Seeley, Mildred, Tudeing Dalls,
Livonia, Ml: Scott Publishing,
1991

Schmahl, Marion, Kunstobieke
Puppe, 19849, Ravenshurg,
Cermany: Weingarten, 1950
The Transition. Celsenkirchen,
Cermany: Arachne, 1996

Schroul, Rotraut, Makmg
Chiginal amed Porerait Dolls in
Cernie, Grantsville: | lobby
Haouse Press, 1993

Schider, Friiz. An Atlas of
Anatomy fur Artists, New York,
NY. Dover 1947, 1954,

St. Ceorge, Fleanor, The Dalls
of Yesterday, New York, NY:
Charles Scribner's Sons, 1948,

White, Cwen, Ewropean and
Aanerican Dolls, London:
Barsford, 1964,

Whelpley, Alice and Lee, Doll
Workshop. {8 vols covering
wax, mold making, composi-
tipn, and costuming!,
Crantsville: Hobly House
Press,

Winer, Mimi and lim, Mimi's
New Clays for Dolbnaking,
Poine PMleasant, N, 1993, SASLE
for ordering information o
Baoks and Supplies,

[*C). Box 662

Paint Pleasant, NJ 08742,

BOOK DISTRIBUTORS

Write for catalog of titdes
available

Haobby House Fress
1 Corporate Drive
Cirantsville, ML 21536

Scott Publications
30595 Light Mile Road
Livonia, Ml 48152

SUPPLIERS

Casting Resin

Mick Hill

10 Cranberry Pines
Searboro, ME (4074

Small Sculpwre Tools
The Perfect Touch

24 Artesia

Conroe, TH 77304-2516

Sculpiure House
100 Camp Meeting Avenue
Skillman, NJ 08558

Alumalire Casting Products
225 Parson Street
Kalamazeo, M1 49007

American Art Clay
4717 W. 16th Strect
Indianapolis, IN 46222

Dollmaking Supplics

Osage County Chuilt Factory
Box 490

Owerbrock, KS 663524

Playhouse Imparts
25377 Huniwaood Ave.
Hayward, CA 94544

Ceneral Ant Supplies
Sax Aris and Crafts
PO Box 2002
iilwaukee, W 53021

Cine and Oinly Creations
PO Box 2730

68 Cnombs, Suite N
MNapa, CA 94559

Hair'Fibers

Fleece and Unicorn Daoll Hair
Company

7204, Husband St Suitc 4
Stillwater, OK 74074

Hand Turning Tools
Jackie Casey

Br 2, Box 4035
Murphey, NC 28906

MagicSculp
3239 Maonicr Circle, Suite 5
Rancho Cordova, CA 95742

Mohair

S4 Susie Spins

6641 Sparta Road
Fredencktown, OH 43019

Paperclay

Crearive Paperclay
1800 5. Robertson Blvd.
Los Angeles, CA 90035

Patterns
Timberpond Press

1133 West Broad Sireel
Williamstown, PA 17008

Photography

Smith Studios

624 N.E. 62nd Avenue
I'artland, OR 97213

m.lpxy Palvlorm Clavs
Polylorm Products

1901 Fsies Ave

Flk Crove Village, IL 60007

Tuols, Trims, MNotions

All My Own

9695 63nd Ave. N,

Maple Grove, MN 55369

Wax

Walnut Hill Encerprises
PCY. Box 5940
Briseol, PA 19007



LIST OF ARTISTS

Aune, Chilkaks, 3.25-9 Soshigaya, Setagaya-ku, Tokyo, Japaa 157-0072
Angelicue, Lawan, 2455 West Bayshore Road 87, Paio Alta, CA 56303

3. Anzal, Akbe, 180% Trechowse Lane, Raanoke, TX T6262
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Armas, Pameda, 3435 Texas Soweet. San Diega, CA 32104
Austin, Sara, 4035 Stabwart Drive, Rancho Palos Verdes, CA 50279
Bailey, Blincr Peace, 1779 Fast Awerise, Fiywase, CA 94541

. Baker, Sutsey, ODACA, BR # Box &7, Hy-Voe Termace, Cold Spring, NY 10516

Bates, Jeannie, 8357 508, Arapatn Read, Tualatin, OR 97062
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Feank, Mary Ellan, NIADS, PO, Box 021137, Juneau, AK, 53802
Gelin, Josanng, 120 Woodland Drive. Huntingtan, WY 25705
loadeaw, June, NIADA, 2334 Ashley Drive, OMahoma City, 0K 73120
Gray, Scott, MIADW 1101 17th Avenue, E308, Seattle. WA 38122
Hamikon, Ml K. 1481 Cranbasny Cowst, Wieom, MI 48333
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5. Hanshik, Retagent, 533 Faircew Avenue, Arcadia, (A 31007

5
L
2l
L)

. Harper, Flizabeth, 1830 K. Jamesan Lane, Santa Barbara, CA 93108
. Hart, Marcie, HC33, Beox 3218 Boise, 10 83706

. Hastings, Pamela, 161 Wilhelm Road, Saugerties, I 12377

. Hayes, Bromeyn, 16 Molimeau: Flace, Famer ALT. 2607, AUSTRALIA
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74, Liesfeld, Junko, 12348 Casco Mill Lane, Manipelis, WA 23192
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INDEX

Abstraction, 3435, 36
Animal rypes. 32-33
Antique dolls, joiny variations in, 107, 108

Armatures, 72-81. See also Wire
double, 78
hand-held, 79-80
pop-bead assembly, 78-79
warking, 79

Artist/designer, NIADA definition, 154

Artisrs:
Akune, Chikako, 9
Anzai, Akiko. 58, 88 96
Angelique, Lawan, 36, 60
Armas, Pamela, 37
Armstrong-Hand, Martha, 116, 117
Austin, Sara, 40, 56
bailey, elinor peace, 113
Baker, Betsy, 86, 92, 96
Bambauer, Diana 5., 120
Bates, leanic, 145
Barte, Charles, 97
Banwell, Tom, 52
Bell, Flovd, 118, 119
Bibb, Pattie, 56 e
Blaylock, Sandy, 61, 132 : |
Bocrs, Martha, 57
Bowling, Carcle, 138, 149
Brandon, Elizabeth, 116-17
Brauser, Llta, 59
Cadiou, Karen, 55
Calhoun, Lynne A, 120
Cannon, Margery, 105
Carlin, Caty. 59
Carroll, Toni, 104
Casey, lacqueline, 124
Cely, Antoneiie, 82, 134
hapman, Barbara, 60
Chomick, Chris, 51, 94
Cinnamon, Olga Dvigoubsky, 151
Clarke, Kathi, 126
Craig, Van, 43
Cumming, Delores, 122
Cunningham, Robert, 103
Cyr,Gabriel, 61, 132
Darin, Jane, 13, 98, 106
Davics, Janc, 109, 117
Darier, Jacques, 144
Doucette, Robert, 99
Draugalis, Marian, 4, 5
Dunham, Susan, 82, 97
Dupent, Marie-Claude, 57
Laster, Lorna, 123
Lngeler, Marleen, 85, 102
Esslinger, Dru, 121
Fvans, Rarbara Carlewon, 76, 151
Feingold, Sandra 1.., 122
Flucler- Tomamichel, Elizabeth, 38
Foley, Robin, 35
Fosnot, Susan, 138
Florio, Marla, 148

DESIGNING THE DOLL

FFowler, Lor Acott, 107, 148
I'rank, Mary Ellen, 87, 100
Ceelin, Joanne, 54

Coodnow, June, &9, 101
Cray, Scott R, 15, 89, 99
Hamilion, Jill, 101

Hanslik, Retagene, 38, 39
Harper, Elizabeth, 76

Hart Marcie, 41

Hastings, Pamela, 35, 36, 41, 130
Haskins, Darothy, 92, 146, 148
lustiss, Sandra Wright, 39, 86
Karabay, Adnan, 32, 53
Katin, Hedv, 121

Keeler Diane, 147

Klawitter, Judith, 54, 100
Koffrie, Iennic, 58
Lackman, Kate, 105

Lampi, Sally, &

Laverick, NMancy, 53, 130, 139
Liblky, Erin, 70-71
Lichtenfels, Lisa, 43, 115
Maciak, Heather, 65

Mason, Penny, 121
Martsubara, Tovoko, 98
Mayer, Maggic, 97
McCullough, Debbi, 120
Meder, Peter, 51 94

Meier, Anne Mayer, 150
Melson, Bill, 52, 95
Mewcombe, Thea, 76

Naoble, lohn Darcy, 75, 152
Ogleshy, Sandra, 53, 54
O'Neill, Michelle, 144

Oroyan, Susanna, 3, 6,7, 10, 11, 14, 30,
31, 42, 68, 77, 83, 89, 90.91, 107, 110, 122,
123, 126, 128, 130, 131, 132, 136, 152

Ouren, Janet, 59

Owen, Emily, 13

Primeozic, Lizzie Oz, 106
Radefeld, Beverly Dodge. 8. 61
Rasmussen, Gerda, 126

Reiter, Lawrence, 103
Reitsma, Marianne, 57
Rickman, Pamela, 112
Rixford, Ellen, 92, 95
Robertson, Virginia, 111, 128, 129
Roche, Lynn and Michael, 100
Schneider, Karan A, 79
Shartil, Dieb, 37

Showalter, Dick, 107

Smith, Connie, 33, 159
Stanley, Camroll, 53, 100
Stern, Andrea L, 120

Stuart, George, 115

Stygles, Carol A, 55

Sward, Lynne, 150

Talbeot, Angela, 51, 98
Thomas, J’ﬂa[}-, by

Thampson, Carla, 149
Thompson, Jolene, 51

Trilling, Jo Fllen, 32, 102
Tripletr, Doc Dee, 99,104
Volpi, Rosemary, 147

Von Lssen, Ken, 118, 119

Wahl, Annic, §, 145
Walmsley, Kathryn, 44, 104
Walters, Nancy, &1, 144
Wickstram, Amy, 121
Wilev MNancy, 40
Wylde-Beem, Annie, 76

Asscmblics, 82.93

Balance, symmetrical vs. asymmetrical, 42
Ball and socker joint, 108

Bead joings, 114-15

Bean bag ligures, 138

Body assembly, traditional cloth, 82
Body drawings, designing with, 49
Breasiplate construction, 88, 133

Buried joints, 115

Caricature, 34

Casting, 64

Ceramic dolls, 82

Ceramic slip, making molds with, 64, 65
Character, 34

Child, proportion drawing, 48

Classes, 15, 26

Cloth
bady as armature, 88
design considerations, 120
dimension by contour, 130-31
dimension with darts, 122.25
gathers and bags, 126-27

Clothespin joints, 110

Color, 40-41
Copynight, 153

Critigue, 140-43
checklist, 141

Darts, 87, 122, 124
Design concept, issues of, 27

Design, elemenis, 8,38-43

Doll, type of, 30-31

Design prototype, INIADA defintion, 154

Daouble wire armature, 76
Editions, limited, signature, studio, NIADA
definitions, 154

Flasticon maolds, 66-67
Lmbroidery, machine, 139
Exaggeration, 34

Fabric siifleners, 139

Faces, molded, 139

Fashion dolls, 34

Female, proportion drawing, 47
Fillings for figures, 138



Eirse doll, NIADA definition, 154
Focal point, 38

Four-way Hgure, 134.35

Carthers, 126

Cesture, 44

Cussets, 128, 129, 130

Hands, criitiquing, 142
Harmony, in design, 42

Head, using to determine scale of figure, 39

Heads
attachments, 114
critiquing, 143

design of, 44, 128-29
interchangeable, 132

Humanity, conveyance of, 31
Imagery on fabric, 139
Imagineering, 8, 11, 139
Impressionism, 34-35
lacker, 64

lapanese dollmaking, 88
lean Ray Laury, 139

loints, 106-119
design, 118-19
physics, 104

Large-scale figures, 92
Latex molds, 67-68
Line, 38-39

M" armature, 76, 77
McKinley, Robert, 26
Male, proportion drawing, 46
Mlasks, making with molds, 64
Miniature scale figures, 92

Molds:
copies from, 67
design process, 70-71
elasticon, 66
latex, 67-68
plaster, 65
RTV &9

Mortise and tenon joint, antigque, 107
Motif, 38

Oine-of-a-kind doll, NIADA definition, 154
Original doll, NIADA definition, 154
Painting grounds, 139

Paperclay maolds, 64

Pattern, 41, 131
creating from sketch, 136-37
developing, 49-50, 123-24, 127, 129
for four-way figure, 134-35

Personification, 36

Plaster molds, 64, 65

Palymer clay
in jointed figures, 116
in molds, 64, 69

Porcelain
joints for, 117
molds, 64, 65

Posture, 44-45

Pre-wired parts, joining, 84-85
Problem solving, 26-27

Proportion
chart, 50
doll vs. human, 34, 45
elements of, 45
human, 46-48

Realism, 34-35

Reproduction, MIADA definition, 154
Resin molds, 64, 69

Rubber molds, 64

Sand sock sculpiure, 81, 88

Scale, 39

Sculpting with hand-held armature, 79-80
Sculpture mechanics, 83

Shaping
with darts, 123-25
with gathers and bags, 126-27

Single wire armature, 75

Sitting figure, 87, 88

Skeletal armature, 78
Skin, fabrics for, 138
Spring-loaded joints, 116
Stiffeners, for fabric, 139

Stitched joints, 112
tab joints, 113
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Phota by Connie Smith

Strung joint, 108

Style, creating individual, 43

Styrofoam
sculpting with for large figures, 93
head armatures, 78

Suppliers, 156
Surrealism, 37
Swivel joint, 109
Templates, for checking sculpture, 50
Texture, 41
Tooling wax recipe, 69
Tooling models, 64
Torso, sculpting, 88
"W armature, 76-77
Wax model, 64
Weight bag, pattern for, 127
Wire
anatomy, 73, 74
armatures, 73, 75-78, 79, 84
inserted wire armature, 89

physics, 73-74
types of, 72-73

Wood figures, 118

3 e d-_ . &
Knettie and Purlie Together by Connie Smith, 16" seated, direct-sculpted porcelain, fabric, mixed media.
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