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A book does not happen in isolation.

Thisone, and the others before happened because...| had a grandfather who bought me |eft-handed scissors
and encouraged me to sew a shirt....a grandmother who gave me a sewing basket and set the example of doing good
work...a grandmother with a great imagination who told the most dramatic stories...a grandfather who |oved books



and would read anything aloud...a mother who let me sew by myself and never, ever discouraged me and a father
who showed me how to use toals, let me work with his, then gave me my own. They showed me the basics,
answered my questions, gave me the freedom to explore and experiment, and endured any number of my “creative
messes."

When the messes evolved into the things we call dolls, | was fortunate to find fellow artists who taught
their techniques and inspired me with their work.

When | wanted to tell how it was done, the same artists responded by sharing their work in photographs.

There was a publisher with foresight, and editors, working with detail, and design experts, who all took
great careto refine my materials and make my ideas in words into books that we can hold in our hands.

And, asalways, thereis my husband Tom, who trandates process into drawing with love and support.

My thanks to all.. .Susanna Oroyan

B Susanna Orovan, The 93rd Empress — Al A-hoo, 20 Inches, paper clay.
Phaoto by W. Donald Smith.



B Gretchen Lima, Mather and Daughter, 15 inches, coth,
Photo by William Lemke.
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Preface

It All Depends...

Cresting the figure and its character—whether sewn, sculpted, or assembled—is amajor achievement. You
take raw materials and put them together to make an "illustration of personality” or a statement about the human
condition. However, there are many things that you can do and many things that you need to do before you can say,
"Done."

Finishing the figure means dressing the doll, but only a few dolls are made to have removable clothes.
Quite afew are pure form. The clothing you make might be removable or permanently applied, or you might just
want to enhance the figure with surface embellishment, such as painting or embroidery. Dressed or nat, finishing the
figure also means creating its presentation, which can be anything from making accessories and settings to building
support systems.

How can you put it all together? And how can you put it together with those extra touches that will make it
a piece that will catch the viewer's eye and turn his head? It al depends on how you picture the finished figure. This
means alot of thinking. But you have already been thinking as you created the form of the character and considered
its design. By thetime you get to the finishing steps, you probably have a pretty good idea of how you want to end
up.

If you see your ideas in sharp detail—asiillustrations or little snapshots of life in thereal, historical, or
fantasy world— most likely you will be more interested in information about the construction of clothes and objects
found in those worlds. Some of you will tend to have ideas where form or sculptural outline of the figure will be
more important. Most likely you will be interested in surface design applications, such as beading, dyeing, and
manipulating fabric.

Each and every thing you do for afigure, from shoe making to hair dressing to costume and furnishings, is
afully developed craft requiring years of study and practical experienceto arrive at successful work. Doll makers
also want to know it all now and haveit available in one place.



B Susanna Oroyan, The Earthly Empress, 20 Inches, paper clay.
Phato by W, Donald Smith.

But doll makers usually want to know at 2200AM how shoe hedls are constructed. Fortunately, doll
makers usually only need to get arough grasp of a concept or method. Once adoll maker has the basic idea, all sorts
of wonderful, individual variations or necessary adjustments are made to solve any design problems. Finishing the
Figure provides you with enough of the basic considerationsin finishing adoll to get you started toward the



particular solutions you might need. Take time to experiment and don't be afraid to waste time and materials. Not
everything you do hasto go on afinished piece.

Along the way, | add advice and insert some cautions. Take time to think about these comments asthey are
based on analysis of figures the best artists think are successful. Take a close look at the pages and pages of
inspiring pictures. See if you can discover what specia things the artists did to make their pieces "sing." When you
finish a piece, you might have thoughts of shipping it off to an exhibit, starting abusiness or, at the very least,
getting good photos for your own record-keeping and sharing. I'll talk about that, too.

As you read and study, remember that what you see hereis just thetip of the iceberg. If | am successful,
your head will be buzzing with new ideas and your hands trembling with anticipation. | hope you will use what you
see to experiment, expand, and create new techniques of your own, and, in doing so, carry the tradition of doll
making well into the 214 century.



B Susanna Oroyan, The Inflammable Empress, 20 inches, paper clay.
Phaoto by W, Donald Smith,

B Susanna Oroyan, The Atmospherc Empress, 20 inches, paper cay.
Phota by W, Donald Smith,



Costume and the Elements of Design

Before you grab the scissors and start cutting into that lovely expensive piece of fabric, you need to
understand design.

Design consists of two major parts. One isthe overall plan of what you want your figure to communicate.
The other isthe e ements you consider when picking out directions and shapes to make that picture happen. You
know the elements of design asform, line, proportion, color, texture, balance, scale, and motif.

By the time you get to "finishing," you have been working with the overall design for sometime. The "Big
Picture” isin your head. Some design elements have already been considered. For instance, you have already got a
shape or form. That isthefigureitself madeto fit the type (realigtic, abstract, or cartoon) you choose. Itsline or
body position is at least roughed in. Y ou have also determined scale by the figure's size and proportion. Most likely
you already have had some fairly definite thoughts about color and textures (types of fabric or applied materias).
Now, the process will become one of refining, or sharpening the fuzzy edges of the Big Picture.

Four elements of design are very important in costume. They areline, scale, texture, and color. Asyou
progress to completion, these e ements take on a dlightly more specialized meaning. The more settled parts, such as
form and proportion, become the guides for specific decisions about each and every part that you add to the figure.
In the end, however, all the d ements will need to create a pleasant, harmonious rel ationship and reflect your
persona style and point of view.



B (Above) Sara Austin, Angely detail, 12 inches, doth.
Photo by Biviera Imaging.

B Ima Naroditskaya, From Cat’s Life, B inches, La Dol
Photo by Blena Palosukhina,

A Slightly Different Perspective

Line: Accentuate the Pogitive

The line of thefigure or the body position you choose to accentuate becomes the base for your decisions. If
you create a very curvy abstract piece, you will want to select finish treatments that emphasize rather than hide those
round shapes. If you have a figure with bent knees or e bows, you will want to make sure those bone points are
visible under even the most bulky costume. If afigureis seated in a chair, you want to consider how the outline of
the chair reflects or enhances the line of the seated figure. In short, whatever else you do to your figure, al of it has
towork "insidetheline" you initialy gave it.

Scale: A World of 1ts Own

In creating the form, you make decisions about its scale in reation to the general size of the figure and the
relationship of its partsto the whole. Appropriate—not necessarily correct—scaleis essential for any figure.
Usually, we think of scale as having to do with rdative sizes: X istoo big for the doll or Y istoo small for it. In
finishing the figure, scale becomes equally important as we consider therelationship of sizes of things on the figure
or in its background. This background should be thought of as the world the figure livesin. We might never seethis
world or any of its parts, but thingsthat go with and on the figure need to ook like they bel ong to that world.

The doll's world, or environment, is determined by the doll's materials, shape, detail, and scale. These may
not be an accurate reflection of our real human world—or items you can find or buy. But anytime you make a dall
or figure, you need to mentally project a background for it. This background needs to be in your mind when you
work. You can think of it as adollhouse, alandscape painting, or atheater stage, but visualize it clearly.

Realigtic scaleis probably the easiest to understand and the hardest to achieve. If you opt to create a
realistic figure—one that |ooks as photographically human as possible—then the world of its accessories and
background must reflect a miniaturized version of the real world. For instance, amalefigurethat is six inchestall
livesin aworld proportionately scaled to the world of areal six-foot man. If a chair seat in thereal world isone-and-
a-haf feet from the ground, the chair seat in the figure's world will be one-and-a-half inches from the floor. If aleg
on areal-world chair istwo inchesthick, then the leg of the miniature chair will be approximately an eighth-inch
thick. Very small, indeed, but if you choose realism, then you have to do the math. Figure the size of the objectsin
accordance with the sze of your figure and use your highly critical eye to get those details to be or appear to be
exactly right.

Most dolls, however, are ever-so-dightly abstracted, exaggerated, or impressionistic. This allows the artist
some leeway with scale and the rules will be the ones he makes. The important thing is that the combinations of
materials work with the piece and enhance its expression. Or, if you choose to add a different note, use the part or
item to underline or jolt the viewer purposefully.

Let'slook at some examples:

* You have made adoll with afine, painted silk body. Would you use corduroy for its costume? Or would
you try to find lightweight silky fabrics and fine laces?

» You are making a costume of eyelet lace. Would you choose silk ribbon or grosgrain ribbon for




trimming bows?
In thefirst case, you should reject the corduroy because its weight detracts and digtracts from the delicacy of the silk
figure. In the second casg, the silk ribbon istoo light and flimsy for the cotton eyelet.

The biggest problemsin scale are theresult of the temptation of materials. Thisis when you see some
wonderful piece of fabric or trim and you try to force it into a costume just because you likeit. There are some
lovely metallic braids, but remember, on adoll most of them will be the scale of rope, not thread! A one-inch-wide
band of sequin trim on your doll will be equivalent to a twelve-inch band in human scale. Each sequin would be the
equivalent of four inches. Would you wear something that big? If you wouldn't, your doll won't either. You can till
use the material, it just takesa bit of thinking about it. Take the braid apart. Sew several bands of sequins together
and make ajacket for thedoll or cut the bandsinto single or double strands. When you are tempted by a piece of
material or trim, consider how many ways you can changeit. Consider its potential rather than its current use.

Anocther problem for adoll maker isfinding a well-made, well-scaled accessory. We are always on the
look-out for them. (And they do show up.) But arethey really going to be theright blend with your piece?

At the beginning of my doll-making career, | found some wonderful |etter openers. They were exquisitely
detailed miniature Spanish swords with engraving and enamel detail. | bought four of them. In twenty-five years, |
have only been able to make two dolls with the detail required in costume and scul pture to match them. Every timel
thought | had a doll that would work, the sword was just too fine, too outstandingly different, so | ended up
eliminating the sword idea and made something that did fit.

It's possible to find very accurately scaled and detailed toy bicycles typical of the 1940s. It's almost
impossible for any doll maker to pass one up. To be used well, however, you have to think about it as a controlling
factor in your doll design choice. First you measure the piece and determine the size of the doll that will fit. If itis
four inches from the seat to the ground, you will need to make your doll no more than nine-inches tall. Not only will
the doll have to be that size, it will have to be as near to photographically realigtic as possible in order to not be
overwhelmed by the bike's construction and detail. This means portrait sculpture. It means detail on clothing, such
as topgtitching on trousers, one-eighth-inch pleating, knitting on triple 0 needles, and fingers the size of toothpicks.
Every single part of your doll and its costume must look likeit livesin the same world as the bicycle. If these are not
thingsyou like to do or do well, then you ought to just enjoy the bike for itself. It's better not to force afigureinto
being just because you have a neat accessory.

B Joyce Patberson, Ann’'s Harley Spint, 17 Inches, coth.
Photo by Joyoe Patterson

Again, the consideration: do these things look like they could belong to thisdoll in her world? And the
answer isyes, because thisis an entirely made-up world. Even so, Joyce's selections were carefully made to fit that
particular world.

As you can see, the entirely made-up world you create hasto be a good piece of art. Like the doll, it must
have a uniform design. A doll maker isan illustrator. Instead of showing you the doll in an entire setting, he might
show you the doll and a portion of that setting.

Texture: Filling Space

Texture hasto do with how the piece feels when you touch it—soft, smooth, rough, dick. It also involves
what the eye tellsthe brain when it |ooks at the piece. When you decide what material your figureisto be made of,



you make an initial decision about itstexture. Every medium you use gives the piece a different visual fedling. A
painted cloth figure will ook and feel very different from a cloth figure of velour with embroidered features, or a
felt figure with painted features. Painted porcelain looks and fedls very different from glazed stoneware. In finishing
the figure, you will choose items that will work with your basic surface.

And, equally important, you will design surfaces so that they make spaces and surfaces interesting to the
viewer. | call this"filling in space” or "breaking up space.” You might think of it as something smilar to what a
painter does when she puts small plants and shadows under trees. The ideais to give the viewer several thingsto
touch imaginatively when she looks at the piece.

B Joyce Patterson, Garage Sale Sally, 17 inches, cloth,
Photo by Joyce Patterson.



* Jacqueline Casey, Sweater Girl, 12 inches, needle modeled from sweater. Photo by Jacqueline Casey.

Occasionally there are some exceptions. Joyce Patterson's Ann's Harley Spirit (page 9) isoneand sois her
Garage Sale Sally. The motorcycle character succeeds because the colorful and detailed machine creates a neat
balance to the smple, light figure. The costume details are textura and white and befitting the abstract cloth figure.
The same istrue of Garage Sale Sally. The doll is no-bones-about-it suffed cloth rather than painted realism. The
garage-sdefindsthe doll carries are plastic or combined materials and not all in exact scale. How does this work? It
works because the doll istruly an abstract, and it is made of material that doesn't resemble human skin. So, the doll
itself createsits own world. Thingsthat go in that world can also be non-human looking and non-human in scale.

Usually problems happen when color and pattern take over and texture isleft behind. But...but, you say,
thisdoll must wear a solid blue dress. Or, you say, my figure just needs thisflora print. Here ishow using texture
can let you have your cake and eat it, too.

Let'sdiscuss the solid blue dress. The style is avery simple bodice and a full skirt—a style that could be
1860 or 1950 or "Alicein Wonderland.” To keep the line and color, but make the dress more visually interesting,
you'll need to provide a bit more detail in the basic congtruction.

Rather than plain gathers in the skirt and deeves, precision cartridge pleats could be used. A contoured
princess seam line could be used in the bodice. A roll of piping could be inserted between the bodice and the skirt.
It's «ill aplain blue dress, but the eye has been given more to appreciate. What else? We could use alighter or
darker shade of the same blue to make ayoke for the bodice. We could take three or five rows of pin tucks aong the
lower edge of the skirt; we could add a pair of pockets...and it's &ill a plain blue dress. But we have broken up the
space.

Color

A discussion of color in doll making is going to take more than a paragraph or two. No matter what shape or
medium the figure is made of, color is often the most important consideration in finishing it. By the time you finish
the basic figure, you've already made some color choices, selected skin tone (which might have been a multi-colored
fabric), and perhapsahair color. Now, as you add items or elementsin the finishing, you will need to think about
how you want the viewer to react to the figure and what colorsit will need to reflect its world or time period. You
are considering the psychology of color. Not only will the colors have to coordinate with the figure, but they will
also need to project some emotional content. They will have to work well together without being overwhelming. In
short, if some one says, "Wow, that isa big, red, angry doll" you want that reaction. If you didn't want that reaction,
but that's what you got, then you need to re-assess your color choices.



W Genie Geer, S3scha, 16 inches, coth.
Phato by Anne-Marie Brombal.

B Margery Cannor, Red Riging Hood, 18 inches, clath B Jane M. Carlson, Foopy, 27 inches, ne
Prwaka by Jan Schouw. Phata by Ken Carlson.

Commercial Color Realities

Have we always had all of the colors? No. Even as you read this, chemists are developing new colors. Most
of us have agood fed for what we need; the problem isthat we can't find it. The design industry—fashion,
furnishing, household accessories, and automotive, have color experts who get together and decide what will be "in"
for the next year or two. Thisis done so that the various industries can coordinate their planning and so you can buy
bath towels or bedspreads, paint, wallpaper, and toilet fixtures that will work together. For your doll making, an
awareness of color-market trends means that you need to buy colors every few years so that you can have the color
you need when it is out-of-style. The year you need dusty blue satin for a doll will surely be the year that bright blue
is"in."

For costuming your historical figures, you need to become familiar with the eraor part of the world you
want to portray. You need to know what materials they had access to, and what vegetable or mineral materials might
have been available for dyeing. Also what might have been common, or what was an expensive import. For
example, natural wool and linen might have prevailed in ancient Rome. Y ellow and green might have been the most
common vegetable dyes. Red dye came from rust/iron. Where did imperial purple come from? It was an expensive
Eastern import and as such only seen on very high-ranking people. So, be aware of the fashionable colors of an era.

Color Psychology

Color—and its absence—creates the mood of a doll, underlines the personality, and brings the strongest
emotional responsein aviewer. An understanding of color and the ability to useit effectively is of prime importance
for the doll maker.

Thisisa serious and scientific subject that in full treatment takes volumes, and those works would be found
under the several headings of physics, chemistry, psychology, and anatomy. Basically, working with color involves
the properties of waves, refraction and absorption, the chemistry of pigments and dyes, how the mind works to
perceive physically and culturally, aswell asthe actua function of the eye mechanism. Most of us live with color,
respond to it, and useit on a daily basis. Sometimes, we are naturally good at working with color, sometimes we just



takeit alittle too much for granted, and sometimes we are plain scared of it. My job here isto make you think about
it seriously and be able to useit for your figure making.

Color istheresult of light from the sun being broken into different wavelengths by the earth's atmosphere.
So, amounts and types of light are going to be important factorsin color use.

Color Theory: A Little Lingo

Colors are properties of light asit is broken by a spectrum. These are also called hues. Black is not a color,
itisthe presence of all color or the absence of light. Whiteisnot acolor, it isunbroken light.

Hues are primary colors (intense), which cannot be produced by mixing any other colorstogether.
Secondary colors are produced by mixing two primary col ors together. Intermediate colors, the mixtures of primary
and secondary, are colorsthat appear next to each other on a color wheel (primary red + secondary purple =
red/violet).

All of the colorg/hues can be made into tints by adding white or into shades by adding black. Tints and
shades are referred to as values. The closer to white the lighter the value. The closer the hues are to the twelve
primary, secondary, and intermediate colors, the more intense they are. Adding white or black to colors to create
shades or tints reduces intensity.

First Step: Working with Skin Tone

No matter what isthe body medium, its color will be the skin tone of your figure. Even if not much of the
flesh isgoing to show, it will become the basisfor your other color selections. Why? Because the viewer has a body
himself, knows about bodies, and will automatically be able to project a whole flesh-covered body under surface
additions. Humans have skin tones ranging from deepest dark-brown to amost white. Depending on the color of the
scul pting medium or the color of the paints you use or mix to use on your dolls, they will have a skin tone with
either abluish or yellowish [ook. The first step in determining color for your piece isto know its skin tone.

Nancy J. Laverick, Mozart, 14 inches, cloth. Photo by Nancy J. L averick.

Skin Tones

Most doll makers use commercially available fabrics, flesh-tone paints, or pre-tinted sculpting media. Most
craft paint and pen manufacturers have at least two or three flesh-tone colors. Usually, these provide a choice of a
yellowish, blue/pink, or brown/red base. Colors mixed with yellow-orange will be complementary to blues and
violets. Colors mixed with Cadmium red light will be complementary with yellow-green. And colors mixed with



cadmium red medium will be complementary to blue-green. So, strange as this might seem, if the flesh has a yellow
tint, then the figure will ook best in cool colors, and if it hasared tint, it will ook best in warm colors.

Do note that there is great variation of tone possihilities for each racial or ethnic group. Y ou can't make
generalizations based on hair color—such as blondes look good in pink. A better distinction is that some blondes
look good in shell pink and some [ook good in rose pink. For the artist this means that any race can wear any color
provided the base tone is complementary to the colors that the artist wants to use. Also be aware that flesh tones,
since they are mixed by adding white or black, are less intense. This means you must be very careful in choosing
your other colors so that their intensity does not threaten to overwhelm the figure's skin tone.

Color draping had allittle zip of popularity a few years ago. Everyone was having it done and carrying
around swatches of "their colors." Today, you might find a beauty consultant, make-up specialist, or beauty shop
that can do it for you. Giveit atry, it'svery illuminating. If the color works with your skin, you will appear to be
bright, aimost lit up; if it doesn't, you will appear murky and tired looking. What is happening hereisthat you really
are lighting up because those col ors are complementary—they reflect different sides of the color whedl. Y our doll
has to wear its colors. Color draping can be used to determine your doll's color needs.

Color Psychology: Important to Consider

Very important: the colors you like might not be good for the doll or itsintended message. (Thisis not
"pop" pysch, clinical testsin academic laboratories have pretty much borne out what we generally accept.) Hereisa
summary list of color responses outlined by Faber Baron in his book Color and Human Response-. | would like to
interject that artists are most likely to respond to the question, What is your favorite color? with the question: What
for>—meaning, 1 have favorite colors for various applications.
Baron outlines how we associate colors with personality and how our color preferences might reflect our own
personalities as follows:

RED — impulsive, athletic, sexy, quick to make a judgment

PINK — youth, tenderness, affection

ORANGE — cheerful, friendly, luminous

YELLOW — innovation, originality, wisdom

Y ELLOW-GREEN — perceptive, perhapstimid

GREEN — nature, balance, normality, adjusted, civilized, conventional, overweight

BLUE-GREEN — charming, eccentric, sensitive, refined, fussy

BLUE — conservatism, accomplishment, devotion, introspection, cautious

PURPLE-VIOLET — sensitive, tagteful, high ideals, lover of arts

BROWN — homespun, sturdy, reliable, shrewd, sense of duty and responsibility

WHITE — emotionless, serile, security, sobriety BLACK — sophistication, death, despair

Whoo! 1likethemall. | am an artist and 1 can use them all.
Here's athought: If you are going to sell your work, color isgoing to attract the buyer. Maybe you don't
likered, but the impulsive buyer might. Maybe you don't like purple, but the art collector might.

Valerie Garber, God's Fool, 5 inches, wax over resin. Photo by Ken Worrow.




Color: The Viewer's Expectation

We tend to think in terms of "baby boys wear blue and baby girlswear pink." Thisisan adult Western-
cultural perspective. We grown-ups tend to think of babies as fragile and soft, hence pale colors. If the baby had his
or her choice, it would probably pick yellow or red because these are the colors that a baby will watch, reach for, or
respond to. Therefore, the cultural response is an important factor. If making dolls for your baby to play with, pick
from the primary and secondary basic colors. For adult collectors, have fun with pagtels.

Here are some additional color associations based on intensity:

RED — blood, war, aggression, sex, Christmas
ORANGE — Halloween, fall

YELLOW — sun, warmth, cheerful, childlike
GREEN — peace

BLUE — bravery, loyalty, truth, clarity
PURPLE — royalty, elegance

PINK — tenderness, romance

BLACK — death

WHITE — purity

So, the colors you might choose for a soldier would be red and blue. The colors you choose for a pretty
teenage girl might be pink or light blue. Or if you want to deliver a different message, what does a figurein a yellow
uniform give? Perhaps a comic opera character? Can you make a sexy lady and pull it off in yellow?

Color and Light

Next consider light—just lighting. Do you work in daylight or artificial light? Isthe artificial light
fluorescent or tungsten? Colors will appear different in each type. For several years, the National Ingtitute of
American Dall artists held their annual exhibit in ahotel ballroom with very generalized, very distant tungsten
lighting. The exhibits looked fine, but the year that gallery spotlights were brought in, the dolls became much
punchier and we were amazed at what we had done. Good lighting in a photo or an exhibit venue will always make
your piece look its best. Aswe work, we need to be aware that what we makein daylight will change color at night
under work light. Y ou need to test paints and fabrics in both as you work on a piece. | noticed that pieces | painted
in the daylight were always much lighter and softer than those painted in artificial light in the evening. The lower
intensity of theinterior light made me paint in more color so | could seeit. (You might want to invest in a specially
made |amp that shows true color.)

So, before even starting to look at color selections, you need to consider: your preferences, your doll's skin
tone, the audience you aim for, the message you want to achieve, the light you work in, and the light you want it to
be seenin.

Color Design Elements and Considerations

Contrast is basically the difference in value againg a background. For instance, red will have a high degree
of contrast or be the dominant color againg a white or light ground, but not againg a black or dark background.

Balance for the figure maker comesinto play when you have two or three colors close in value (amount of
lightness or darkness). When you use such colorstogether as your main choices in equal amounts, neither will
register strongly and the result can negate successful color impact in the piece. Y ou can do it, but the choice needsto
be a thoughtful, reasoned one with regard to the mood and impact you wish to communicate.
Scalein color refers to the intensity or the value of the hue. Theimpact or intensity of the color may be too big for
the piece. The more intense (lesstinted or shaded) a hue/color isthe brighter it looks, and bright looks big and bold.
If you imagine a person wearing a true red blouse, you would call that loud, bright, bold, or hot. Suppose you want
your doll to wear aprimary red. Thedall is one-fourth the sze of the human so the color needs to be reduced in
intensity by tinting or shading. That will make it appear to wear a primary red, but the color will not overwhelm the
viewer or the other parts of the figure. The color then will be right for the scale of the figure. It is very necessary to
be aware of color intensity when you pick colors for your realistic human figures. It isless nec essary for abstract
and play types that might have exaggerated body and face treatments. Often when afigure seems "wrong" the
problem might be that the color is off-scale.

Also, notice how redlistic figures made by more successful artiststypically use colors of lower intensity
and how often even those colors rarely show up in large expanses. The color-conscious artist will usetrim or



embellishmentsto break up large single-color areasto lower the color intensty and make the piece itself more
important than its colors. Really careful artigts, especially those working with figures of fifteen inches or less, will
tea-dye or otherwise treat even further to lower the intensity of small-scale prints and solids. Remember, even small-
scale prints, such asthose quilters work with, are made for humans and quilts—they aretoo big and bright for dolls.

Bright colorsin prints, polka dots, checks, and stripes can be used very effectively in spite of their
intensity. The main issue isthat the body, hair, and facia colorswill need to be kept equally intense. In this case,
think "clown" and remember that in most cases when areal human wears patternsin bold, bright colors, they wear
face make-up or masks to enhance a funny, happy, bouncy image.

Thefirg sep toward using intense, large-scale colorsisto carefully plan your sculpture. It probably should
be exaggerated or abstract in form. In either clay or cloth that means a more cartooned face. The face itself should
have some bright highlighting, such as bright pink cheeks, very red lips, or dark, arched eyebrows. Itsfacia
expression should be dramatic. We might expect the feet to be fat or flat and somewhat clunky/chunky in look. The
hands might be a fat, abstract shape, and might not have fingers. When we have a good body form going, then we
can add the brightness—carefully. If we want the face to register, we don't want anything busily distracting around
it. This means that we might use a pattern of bold solid red and white squares for a body, but we would take darker
values of blue, perhapswith a small patterned print, and vary them in patternswith striping or quilting to make them
appear smaller than the facial features, to make avest or collar and hat. The darker solids allow the viewer to
register the character in the face—and not just a splashy bunch of colors—by creating a frame around it. Carrying
out atheme of primary colors, the hat might have a yellow flower. A small print used in the vest might have alittle
hint of the secondary colors, orange and purple, aswell as some yellow. Does this mean bright colors can only be
used on clowns or abstracts? No. For morerefined figures, such asareal personin a Latin American dance costume,
you use the colorsin much smaller pieces, perhaps offset with white, and continually check placement so that the
body doesn't disappear in ariot of glorious color.

Be Sneaky with Color

Colors are often chosen because cultural associations just seem to make them right. For instance, if you
wereto do abridein thetraditional contemporary white, you could end up with a big sea of lightness. Thereverseis
true for aVictorian widow in black. There are some ways to make these problems work out with sneaky effects. For
instance, you might vary your bridal white by combining white fabrics with varying intensities of yellow (ivory).

Y ou might shade theinside of pleats and gathers; you might put one shade of white on top of a train and another
underneath. The widow might be given color interest by adding gray, lavender, and purple accents. The indgde of her
bonnet might show a very dark-purple lining, her handkerchief might have a lavender border, and her black velvet
purse might be embellished with black braid or jet beads. Of course, there are some times when unrelieved areas
will add to theimpact. On my Dollmaker '96 figure, | purposely made the figure very pale and her dress deep dull,
black velour. Why? Because if | put the figure on a black background, the viewer's eye would be focused
immediately on what the head wore and the hands were doing. The figure had to have a dress, but this way, the dress
in no way detracted from the action.



B Copleen Ehie Patell, O BeNagio, 25 inches, cloth gwver
wire armature. Photo by Pater M. Fox.

Other Color Considerations: Local and Historical Color

When fabrics were mainly homemade, coloring materials used were locally found. Think about it. In the
illustrated manuscripts of the middle ages, we see peasants wearing variations of brown, mustardy yellow and
greens...naturally found vegetable dye colors. Blues came from indigo or woad. Until the end of the Renaissance in
Europe, very intense reds, blues and greens are seen being worn by more well-off people who could afford to buy
their cloth already dyed. Rusty reds and blacks came from mineral dyes such asiron. Even though there was a fairly
healthy business in producing colored fabric in the Middle Ages, we don't see many other colors in European art
until the increase in internationa trade and urban living that happened in the 16th and 17th centuries.

At that point, we see colors such as pink, rose, teal, and stedl. So it went until the 1850s when aniline dyes
brought in the extremely sharp colors of magenta, turquoise, lime green, and chrome yellow. Imagineaworld in
which these colorsrarely appeared in nature and never appeared in cloth. Asadoll maker choosing colors, you will
help your figure by using colorsthat reflect itshistorica period and place.

A Little More To It

The element of problem solving always entersinto the design of a figure. Two of the most challenging and
difficult areasto deal with are the best way to use actual historical fashions and how to use but not abuse
inspirational materid. Let's have alook.

The Historical Element

Some will choose to make very accurate portrait figures with clothing that istypical of a specific historical
era. Some will pick and choose style details from various eras to use on their own very unique figures. Either way
you might want to consider the following when you design your finishing steps.



Picking Your Presentation

When you study costume sources, you might find several variations of design shown for one era or style.
Y ou might decideto do afigurein afull hoop skirt. This could be asingle solid or patterned fabric gathered to the
waist. Maybe the skirt is shown with aband of lace running around it. Another illustration might show a figure with
askirt of tiered ruffled fabric detailed with tiny rosebud and ribbon nosegays. Another might show a plaid fabric
sewn in diagona bands. The second design, although much more difficult to reproduce, will be the most effective
because it is the more interesting to the viewer. The third design of the plaid would be very authentic of the taste of
the era, but it isnot the image most usually accepted by the contemporary viewer.

Authenticity

We all know that the film industry has shown usidealized versions of historical costume. Compare aneatly
corseted film pioneer heroinein pastel calico with actual photos of the pioneers. In early photos you will notice that
working women wore loose sack dresses which were made of heavyweight fabrics, did not have lacy trims or even
ruffles, and were often rumpled and dusty. When you make decisions about historical costume, give a thought to the
image you want to portray and how that might align with the fact that clothing was not laundered, certainly not
perma-press, and often very difficult to iron. Give a thought to the fact that working-class people probably had only
two or three sets of clothing. Think about how clothing functioned. In the 1600s, for instance, alady might dress up
by changing her deeves from plain to fancy, or by changing her petticoat. Did you ever wonder how |adies kept
their long skirts clean? They had dust ruffles. My grandmother told of taking these ruffles off, cleaning them and
sewing them back on again—~because the dresses were only spot-cleaned and not laundered that often. But can you
imagine taking off and sewing on five yards of ruffles as part of your laundry work? Do you suppose the ordinary
housawife with no servants took the time to press these ruffles with aflat iron?

Cuts: Cause and Effect

The expression "clothes make the man" isnot far off the mark. The way a costume is constructed will make
a person assume a particular posture or move in certain ways. In costuming and posing figures, especially ones done
in historical costume, it is extremely important to keep thisin mind if you want to add the finishing touch of
authenticity to your piece. For instance, the girdle, very high hedls, and very narrow sheath skirts of the 1950s made
women walk in shorter, almost mincing steps with toes pointed out. The skintight clothing or very loose clothing
currently worn allows aloping slouching look. Thetight cut of 18th century women's bodices over corsetsthat
ended below thewaist in front and the similarly tight cuts of gentlemen's coats of the same erawere purposefully
made to create a graceful, sinuous movement or look. When Madame Pompadour reclines for her portrait it is
because her clothes did not allow her to sit up straight. Never forget the cut of the pattern creates the "line and look"
of an era.

Mix and Match

The idea of "separates’ isnot anew concept in fashion. In fact, until about 1900, the one-piece costume
was usually a sack, chemise, or morning gown which was considered "undress.” What you see in a fashion drawing
or portrait painting that looks like one garment is probably a combination of several interchangeable parts.
Typically, from the time Americawas discovered until World War |, awoman's wardrobe consisted of chemise,
petticoats, corset, skirt, bodice and often pairs of deeves and assorted collars. (Underwear as we know it was not
commonly worn until the early 1800s.) The garment closest to the body was the short-d eeved (nightgown-
appearing) chemise. Over that went the petticoat and over that went a skirt which was sometimes split at the front to
show off fancywork on the petticoat. Corsets were laced up the front (or back if you had a maid) and were
sometimes covered with decorative stomachers. The bodice, a separate jacket or vest-like construction, was pinned,
tied, or laced up over the corset. Plain or decorative g eeves sometimes could be tacked in as desired. Bustles,
panniers, bum-rolls, and other padding weretied or tacked on over the petticoats as current fashion shapes
demanded. For daily work, ahousewife could wear her everyday petticoat and corset over her chemise, but for
dress, she could add a fancy petticoat, tack a pair of lacy sleeves onto her corset, then cover it with a ssomacher and
tieon alace collar. In costuming higtorical figures, you do not have to make al these separate pieces, but you should
create the costume to look like it was composed that way.

Even if you do get permission to copy an image or a personality, it failstime after time because artists
attempt to trand ate the elements exactly as suggested by the graphic artist's costume concept.

Reaction To The Key

Isall thisscary? Sureit is. However, most of the artists whose work you see in this book—and some are
beginners—were never frightened by theidea of "me" (my lack of skill, knowledge, my insecurities) costuming a
dall. Thekey toit all isthat they don't worry about themselves in this picture. They see the work as necessary to
finishing the figure. Almost al will tell you that they had to do what they did because their initial idea, thefigure
and its character, required it. And they wanted to do it for the figure, wanted to do it bad enough to risk failure. They



will tell you that they often weren't sure if something would work, but they tried it anyway just to see. Maybe they
re-did it after they saw how they could do it better. They will groan and tell you it took a week and 18 triesto make
askirt drapein just theright way. They will tell you with pride that they made the effort to learn a craft—like
beading or weaving—because the idea they had needed it. They will tell you with delight of thingsthey had to
invent because they couldn't find a method or a materia that worked. All will tell you it takes work, persistence,
failure, critique, problem solving, learning, experimentation, and time. But, above al, it takes starting. All you need
isan ideaand the will to make it happen.

Working With Inspiration

Thereisn't a one of us who hasn't seen a photo or drawing that just shouted "Make measadall!" Many
artists get their ingpiration from the work of graphic artists whose rendering is highly suggestive of specific fabric
designs and texture. But we can't make direct copies just because we like something. Copying isinfringing
copyright. Any time you want to make a copy of ancther's original art or even make a portrait of aliving person, you
need to get written permission to do so from the owner of the image. It might take a little work, but more often than
not, you can get the permission.

Better yet, don't copy exactly, use the other artist'swork aslearning material. Notice how she used colors,
notice how she used textures. Notice how she treated form and type. And then, if you must, make a trand ation of
some element of the work rather than the whole thing. Make the trandation work with your design and become part
of your expression.

Julié McCullough, Cha Cha, 24 inches, cloth. Photo by John Nollendorf.




® clinor peace bailey's preliminary sketzhes for Chartrewss with
cocvdinating fabeic. The design challenge was to use printed
fabrics pravided. elinoe’s solution was to make the figure &
selid, hot coler ang use the prints as subordinate costame
elements. She made her own tules. They were differert rules,
bt she was true to them and the resu’t s a very unigue piece.
Fhatos by Isagc Bailay.

W Susanna Oroyan, Autumn Zaphyr, 24 Inchas, dath
My solution o the same faelvic challenge was [0 make
tha figura in white, use the colors as costume detail, and
the print as the base. Another soludon might have been
te make the body of print and the costume of solids,
Phata by W, Denald Smith,

B elinor peace balley, Chartrewse, 25 inches, doth.
Phots by 15aac Bailey.




W Patti Medaris Culea, A Tribute to Ear Davis, 20 inches, cloth
Photo by Bob Hirsch.,

W Loni Jett, Fat Cat,
24 inches, cloth, paper clay, mixed media
Photo by Lo Jett
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= Susanna Oroyen, Granny Muliner, 18 inches, polymer clay.
Photo by W, Donald Smith.



CHAPTER ONE

and Stitches

(Above) Susanna Oroyan, First Dall detail, 15 inches, cloth. Photo by W. Donald Smith.

A would-be-dolImaker once wrote 10 me saying inai sne would like to make the dolls shown in my book,
but she couldn't find the materials. Her |etter came from afairly good-sized urban area, an area where | have several
doll-making acquaintances who have lots of good stuff. Her priorities were backwards. She needed to let her idea,
not the material someone el se used, begin her doll. Once you have an idea, you search for theright Suff and there
can be alot of thrill and suspense in the hunt. Where could this material be? In afabric store, thrift store, electrical
supplier, hardware store, novelty shop? Will you find it? How can you save or change theideato work with what
you can find?

25 Boxes, 18 Drawers,. 4 Bolts & 2 Bins

1 make and design all kinds of dolls, from stuffed cloth to scul pted charactersto rather far-out abstract
congtructions. | should have something of everything, but | have found thereisagreat deal 1 can do without and till
make a good piece. Of course, you can't have too much, but you really do need to be alittle sel ective about what
types of stuff you need. Let metell you what'sin my stuff stash. Chances areif | don't have it, you might not need it
either.

Two drawers are full of yarnsand fibers, in al types of colors and textures. (Multi-ply yarns can be pulled
apart to create new strings.)

2. Two drawers full of plastic boxes with beads — can't have too many beads; they can be used to make
dolls themselves, their jewelry and accessories, aswell as costume embellishments.

Two drawers full of ribbons, mostly one inch wide or less, mostly solid colors, metallic, or textured. Beware of old
silk ribbon — it weakens and frays or tears when you try to work with it.

Four drawers of lace — mostly antique pieces. Some yardage of narrow cotton edgings
1 One drawer of old handkerchiefs

One drawer of stockings, pantyhose, and tights (also works well asfairy fabric)
One drawer of acrylic paints, fabric pens, and assorted coloring stuff

One drawer of il paints, brushes, and accessories for painting

One drawer of artificia flowers (from old hats)

One drawer of odd bits of embroidered lightweight fabrics

One drawer with ajar of buttons, and assorted cording, fringe and large trim (haven't used much of it)
| use photocopier paper boxesto store my stuff and thisiswhat 1 have in them:
1. Box of Christmas novelties and accessories (I had two but got rid of excess)
2. Box of leather for shoes

3. Box of fur and wool scraps

4. Box of base materials and stands (I have another back-up box in the garage)
5. Box of mohair - wefted yardage, roving, some yarn for hair

6. Box of solid cottons, stripes, and patterns

7. Box of old small cotton prints, 1930s and 40s

8. Box of printed silks - mostly small prints and textures, ties and the like

9. Box of metallic fabrics - small scale

10. Box of lace - yardage or old clothing, eyelets, etc.

11. Box of velours

12. Box of velvets- just in case, also for covering bases

13. Box of knits - textured sweater bits and small scale patterns

14. Box of wool - small plaid, fine solids (hardly get into this box)

15. Box of filmy, glittery fabric - chiffons, silk organza, organdy

16. Box of hat materias - parts of old hats, feathers, flowers, wire

17. Box labeled "weird stuff," parts of old table runners, vintage clothes

18. Box of plain silk

19. Box of patterned silk

20. Box of textured silk and brocade

21. Box of whitefabrics



22. Box of neutral fabrics

23. Box of odd stuff—wood scraps

24. Box of odd stuff—metal scrap, wire, hardware, springs, rods and tubes
25. Box of odd stuff—true junk, but you never know

Miscellaneous

Bin full of felt yardage and scraps—more than | need
Bin full of fabricsfor clothes for me —someday!
Bolt of batiste

Bolt of lightweight mudlin

Bolt of heavyweight mudlin

Bolt of flesh-colored felt

And this does not count two cupboards and three drawers with scul pture and mold stuff, two sewing
machines, and assorted tools and sewing basics. Notice that only about half the stash is fabric and a good amount of
that is not purchased yardage.

| aso have a considerable amount of vintage clothing. Therule hereisthat if it isinteresting, different, and
of museum quality, then that iswhere it belongs. Even badly damaged pieces of clothing can be restored for display.
Give some thought to the costume heritage and educational value before getting the scissors. If apieceisrealy shot,
or foxed, fedl free to make salvageable pieceslive againin adall.

Thisisreally far morethan | need. If | made dolls every day for therest of my life, | would never useit up.
For thefirst 20 years | made do with about half that amount and gtill created well over 200 collector figures. The
amount doubled a few years ago when | bought a considerable portion of a collector/maker's estate—too many rare
and wonderful thingsto pass up, but | am passing them on all thetime. Mostly, | kept astore of basic materias, only
bought when | knew what | needed for a specific project, and tossed the scraps. Save your money and space for the
really good stuff. Get rid of the scraps—if you used it once, you probably don't want to repeat it again. When | get
anidea, | hopeit'sinspired by something | have or can create from what | have...and mostly | can. Even though
when we want something, we want it immediately, it's a better idea to keep up your knowledge of local store stock,
have a good file of source catalogs, and be prepared to wait for amail order.

Lastly, thereis nothing the matter with being a collector of fabrics and stuff. If it makes you happy, get it.
However, don't make yourself frustrated because you fed obligated to do something with it. This makes you
automatically and always behind. If you like to accumulate stuff, consider yourself its temporary caretaker and
sometime user. Itslife can go on someday with another collector/maker who will love it as much.

Sewing

Y ou want to make figures, but you don't know how to sew. (Not surprising in this day when women work
outside the home and children are clothed off the rack.) However, don't let that stop you. If you can thread aneedle,
you can sew well enough to begin to costume. For most of the costuming in thisbook, all that isrequired is to be
ableto put aneedleinto and out of fabric. Stitches can be of atype and placement that suit your design. It isjust a
matter of pushing the needlein and out of fabric to join two pieces together. Neatness only countsin so far as messy
gtitching areas should be hidden. Y ou might find it easier and faster to sew straight seams on a sewing machine.
Detailed instructions (and quite often lessons) come with sewing machine purchases. If you want to do it, you will.
If you try simple approaches, pretty soon you will find yourself experimenting with the more compl ex.

If you have no experience in sewing your own clothing, you might find it beneficial to seek out and take a
basic sewing class or two. If you learn better on your own, purchase a Smple pattern and make it usng inexpensive
materials. At the least thiswill familiarize you with the basic sewing terms, cuts, and construction methods—and
might result in new clothes for yourself. Along with sewing classes, try giving yourself a self-taught course through
the sewing and tailoring books in your local library. Y ou can aways experiment with the various techniques using
scrap materials. If you are just plain unhappy with a needle and thread, thiswill be your chance to be inventive with
glue, wrappings, ties, and whatever surface embellishments you are willing to try. Thereisno rulethat says
costumes must be sewn or even that figures must be either sculpted or gitched. If you have ideas you want to make
into figures, you will find away to express them...and what you work out might give us a new way of looking at
finishing the figure.

Basic hand-sewing stitches used in doll making:

whip stitch or overcast stitch basting stitch

hemstitch blind stitch

* ladder stitch blanket stitch



pattern Drafting

Every original doll isgoing to require origina costuming. Sometimes this can be very frightening. Naked
dolls have nice form, painted dolls are interesting, but there might come a day when you need to construct realistic
clothing to make your figure be who it wantsto be.

Older doll makerswho learned to sew by making their own clothes and those who come to doll making
from afashion background are often familiar with the shapes of clothing patterns and the methods of making them
fit. In thisday of "off-therack” clothing, younger people just never have had the sewing experiences. Where and
how to begin isall amystery. And there isno one set of steps | can outline for perfect results.

Mosgt libraries will have anywhere from a few to several books on costume and many will show the pattern
shapes that result in specific looks. Later in Chapter 4,1 show many of the basic shapes, but for every one 1 show,
there are probably six more that you can find in other books.

There are two ways to costume design. Thefirst isflat pattern drafting. Thisis essentially drafting out the
shapes with pencil, paper, compass, and curved templates or sketching the shapes free hand, using a tape measureto
reference your constructed body. The second, discussed in the next chapter, is called draped pattern making. It
requires afirm form—your doll body—uwhich is draped with fabric. The fabric is pinched up and pinned to the
shape of the hard form and then excess fabric is cut away. The costume can be constructed directly on the body and
a paper pattern might not even be needed. Once you get the hang of it, you will find it fast and easy. Thisisthe way
| do costuming for my dolls.

In brief, the differences are;

Flat Pattern Drafting — measuring, drawing, paper pattern, muslin test pieces, machine sewn, removable
clothing, sometimes bulky

Draped Pattern Making — final clothing, paper pattern optional, best fit, 80 percent handsewn, usually not
removable

For those mainly interested in costuming uniform bodies such as porcelain reproductions and toy-like play
dalls, there are several good books containing both ready-to-use patterns and step-by-step instructions.

Whichever way you ultimately decideis best for you, you need to remember that doll costuming isnot
exactly the same as making full-sized human clothing. The differenceliesin scale. In most cases you want to
make the human costume, but the fabric will be too heavy.

(Above) Karan Schneider, Bavarian Santa detail, 21 inches, Premo. Photo by Studio Rossi.



Nancy Cronin, The Maid, 18 inches, Super Sculpey. Photo by Nancy Cronin.

Bob Doucette and Tom Slotten; rry, Wrong Room
21 inches, paper clay.
Photo by Cusene Photography, Larry Estrin.

Pattern Drafting

Example 1: Flat Pattern to Form Fit — Santa

Here, we have a scul pted figure ready to be dressed in atraditional Santa costume. Notice the form has
been padded so that a belt will fit around the top of the hip and beneath the tummy and that the upper thigh has been
given a bit more thickness. Y ou will also want to remember that the bone "corners' such as shoulders, hips, knees,
elbows and ankles will have little or no "fat” over them even on avery heavy-set figure. We always want to begin
with the correct anatomical shape. Theideaisto fit the body, not stuff the clothing,or hang it on an assembly of
sticks.



Thisfigure illustrates a suffed body form made with little or no reference to actual human anatomy. It
would be difficult, if not impossible, to make clothing look realistic on this body. This shape dictates an abstract or
cartooned ook in clothing as seen in the work of Calhoun, McCullough, and Feroy.

Thisfigure, built on a framework of dowels inserted into a wood base lacks muscle structure or body
padding. Without it, the clothing will hang awkwardly. The work entailed to make it look realistic will be frustrating
and time consuming. It is much faster and more satisfying to begin with agood form.



W Moo Feroy, Funky Fred, 15 inches, polyester knit.
Phata by Mea Feroy.



Lynna Calhoun and Dabbi McCullough, Fabhar-in-iaw,
15 inches, doth, ne armature:
Photo by Lynne Calhoun.

Measuring and Setting Drawing Points
Measuring
1

To make aflat pattern for ajacket side front that will fit theillustrated figure, begin with alarge piece of paper, a
tape measure, and a pencil.

Measure points (5 to 5) from center of side to center of side at waist (belt level). Divide number in half to determine
\ center front (point i).



Next measure the center front from neck to waist (pointsi toi). Then measure from the underarm center to the front
(points 2 to 2). Measure points 3 to 3 from neck to waist.

3

Drafting

Use your pencil to make alight mark directly in the body fabric. Points 3-3 should be paralld to points 1-1. Draw
points 3-3 on your paper. On paper, draw points 1-1 and 2-2 at right angles (90 degrees) to each other. On the doll
body, locate the point of the arm curve closest to the center (point 4 above). Measure 4-4 and draw theline 4-4. On
paper it will be parallell to points 1-1 and 3-3. Measure and draw the line 5-5 (it will not be paralld to 2-2 if tummy
isfat at waist side). Measure and draw the line 3-6 from neck to shoulder top. Y ou have now set the points of the
pattern.

Use a curve to draw the arm hole opening from points 6-2 and the lower edge from points 5-1. The result isyour
basi ¢ pattern shape. Y ou might wish to cut this shapein fabric and lay it on the figure to check for accuracy. If not
exact, trim cloth and paper pieces until they match the form. Note that because the waistlineis curved, the fabric test
piece might not lie exactly smooth at the waistline. When sewing, this difference is eased in to fit the shape of the
curve with a gathering stitch.




B Judith Klawiteer, Oid World 5t Michalas, Super Soulpey.
Photo by Mark Bryant,

B Barbara Chapman, Falfrar Christmas,
31 inches, paper clay., Photo by Bab Hirsch,




On most patterns the dashed line is the sewing line and the solid line is the line followed for
cutting out the fabric. So, the solid measurement lines you started with in drafting the shape become the

dashed sewing line.
Helen L. Langhorne, Santa is Legendary, 12 inches, polymer clay, wire armature. Photo by Taylor

Dabney.

seam allowance
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Jacket

1
Gathered Shirt

Santa's jacket has & sewn-om skirl, Te comstruct a flat pattem for this piece,
reasure arournd the waist, and multiply the measunement by 'z Hem
this plece on gach end, then gl1hqr ta fit the constructed jacket battom 1o
the fold line. Fold the facing back over the gathered piece and the right
side of jacket botlom, and sew. After sewing, trim the cormers and tum the
facing 1o the mside,

Contoured Skirt

A curved jacket skirt can be can-
structed by using the measure
ment 5<1 a5 a starting poind.

sy

L T

Plassess |

3

If yeir dell bedy was a jemale fig-
urg with & bust, the flat pattemn
woikd nof accommodate the helght
of the bus smoothdy. Te gel & bet-
ter {it, slash the paper pattem from
i pomt below the under arm (zb) to
the center of the breast (za), and
spread to allow for mom fabric at
the side. Fold o the centerdire and
sew 1o the breast paint, which gives
the pice dimension that fits the
hesght of the breast.

4
lacket back

Commtruct the back using the same measurement pairts as the front. The
center back line fram reck bo waist may be cut on the jold if you ease the
waistline with gathers. if & center seam is desired, do not

fosget 1o add a seam allowance.

—d

1

mgasure ling -1 arcand the maxi-
i width of the handrthamb on
a sculpted hand. (A soft berdable
hand can have a slightly narower
sleevel. Then, measune and draw
the ling 3-2 at the underarm,
Mext, rmeasure and draw the line
3-3 from %op of hand to top of
showkder. Use ruler and weasure-
mamis o set pintean paper. Use

Sleeve variation I

Te make a seeve with a wide boi-
tom, slash pattern at 3-3 and open
ko desired width. Re-draw battom
limg i=1, cdd seam allorwance,

P

Add seam allowance. Check
sleeve cap curve by matching
paints i jacket fromt shave
curve. Adjust if necessary.

3

The resulting pattern will
form & stalght, very close-
fitting sleeve. You maght wish
fo test fit with a cloth fest
pilece. Add width at 2-2 If
e sary,

k]

ATTERN DREAFTING

7



28

Hat pattern drafting may look very mechamical and exact; howeser, i
s abways Best t0 cul and cew a Prustin test piece (desigrers call thisa
toiie) to chedk that the pieces will do what you want them to do in
final shaping.

e complen pathern pleces can be drafted from the basic jacket,
ilegves and frousen shown here by enlargmg and meducing slashes
m the basie shapes. See specific secliens for variation i cuts for
diffarent styles and added parts, swich as collars amd cuffs

b

Sleeve variation 1l /ﬂ

To make & slegye wider st the 5 4

1o, dlash patbeen -3, 44, and

35 50 P0U hired JOUT PleCEs 1
ram the pieces 1o that the bot- |
tomn mizlches the narmow wrst 2 | }{ 1
measumement 1=y and the top |

spreads as desined, Use a curve !

1o ne=draw sleeve cap bne. Re- |

check measurement of lings \

and re-draw patiem botiom.

Trousers

Troussers for Samia are congtructed in
the same meihod wing measurements
5 shorwn Begim with Side leg messura-
men i, Measwrement 2=z is from the 5
side of the leg 1o the center of the i
crodch and i 15 at right angle to ling { .'||
1. Meagumement & from the center I
erodeh 1o the fower leg i=4 id fram the !
side of the hip ta the cerler :.h:“"l" Thig
maasumgmant will ba glightly hags than Yy | *)

1=z an the leg. Measune ¢-2. Draw the ; 1 |
cure (right] from 4-2 Remember | |'I 11
seowiry b5 dome with the dight sides :‘:|'
the fabric inside. When the curve 5 | ']
vy and the fabric hurned 1o the right [
sida, the curve will revarse to fil The
bulgy foaer turmmy

B Karan Schnelder, Bavarian Samta, 21 inches, Pramc
Fhoto by Stucia Rossi

Detevmnine desired [2ngth
=i —a liftke karger than
finishad length if vou want
to mak abric gather

==

7 1 T &l the Bocd top. Add siam

lowances, Rapeat draft-
ing pracess for trouser

1 back pattern if bady batck 1 |
i ts shaped differently. Twn
1

|

pattem pieces are oot and
sewm at the walst fo croich |
Ime 4~z to wakz the front,
twe for the back, The back |
and [omt are baid 1ogether
and the site sEams -1 A
semy; then, the mside | J
SEATN IS SEWH 15257




pposed to the measuring and drafting of flat pattern
sking, applied costuming works directly with fitting fabeic to
= doll, tucking it, and trimming it to the farm. When the
raped piece is shaped in the actual costume fabric, it can be
=wrn and attached without making a paper pattern. Or, the
iraped labric piece can be used to draw a paper pattern. Maosi
srtists making one-cf-a-kind figures use some variation of the
ped method. Although it takes more words to describe, i
takes much [ess time to do as most of the costume is cut and
s=wn right on the figure.

Some General Guidelines to Costume

n doll making, we use the draped method in all parts of cos-
tuming from shoes to headgear The resulting figure is not 2
body with clothes put on, it is rather a collage of fabric, trim,
and accessones. To illustrate the draped method, | am going
walk you through the basic steps | used in costuming two of
my character figures in period clothing. While it is not possi-
ble to give you step-by-step instructions in this format, [ hope
the overview will provide vou the confidence you nesd w
esplore further on your own

For any fizure costume Lhere are four i

RuLe 1 Reduce bulk, Trimdgracde all sean
press cloth and steam iron to press at ever
the iron on the fabric to shrink/mash |

chape, Pockets and collars can be “glued 1

inserting a tiny bit of fusible interlacing betwesr

that they lie flatter Hand sew or glue on trimm
Machine stitching trimn makes fabric bulk up, is visible ar
out of scale, and shomening stitch length makes seams
harder. On the ather hand, machine topstitching and some
machine pattern stitches are often better scaled to dolls than
applied trims. Use your machine pattern stitches to create
voulr own brocaded or bordered fabirics,

RuLe 2 Work from the inside out
RuLe 3 Don't do it if you don't have to.

RuLE 4 Finish all parts that a person could see including
underskirts. This might mean hemming and making

Costume 1 The Opera Singer

e major part of any costume iz the idea or operating con-
cept, Some like to sketch this, | usually begin with a general
dea of the costume shape or era, In the examples, the ideas
are an 18th century gentleman and an Edwardian lady both in
formal costeme. Equally important is the individual charac-
ter's biography or “story” | have to have a very good idea of
whe they are and what they would do and wear before | begin
Any changes or adjustments to the costume design—and
there will be some—are based on the coriginal concept of
character. It's similar to gift shopping when you say, “0h, |
would never wear that orange sweater” or "Grandma just
lowves rhinestone jewelry,” Your doll persona has to “live
your mingd in order to make him “speak” to your viewer

Sometimes that message has to be shamp and detailed, and
sometimes it just has to be able to suppest a thought or
question |n the viewer's mind

m (Abovie) Susanna Oravan, The Jpeva Singer datail, 18 inches, cloth,

Phote by W Donald Smith.

B Susannd Oragan, Mingssa Muitiner, 19 inches, clath,

Phobo by W. Donad Smith.

APPLIED COSTUME
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Several years zgo. | made two different sculpted character
heads and molds for each. After making four of these charac-
ters as fairly diverse people, | began to think that since they
looked alike, they must be related. | decided they were mem-
bers of two related families of British eccentrics—the
Mulliners and the Forbes—and [ started making up an elab-
orate story to connect them into a family tree that stretched
back into the mists of history. A few more figures and pretty
soon friends and collectars were playing the game and sug-
gesting character ideas to me to make and fit into the story,
Crver the course of several years nearly 60 members were macle,

The Opera Singer is one of my Mulliner Family series. Even
though | invented family history, characters, tree, and zll, this
was the 57th member 5o she had some givens Lo begin with.
Additional stery bits were made up by her anticipated owner,
She had to be “on stage” during the period [900-1910. This
meant & very lamboyant version of a "My Fair Lady” costume,
She had to have the “S" curve silhouette and she most defi-
nitely had to have a great big hat. | consulted my costume
backs and found design elements that would combine to
show my concept,

W Detail of The Opera Singer.

Costume always starts with the bedy form. You should know
what era and what shape vour costume will be and have a
general notion when you sculpt. The bedy may be built to
work with separate parts_ In this case, lwas not sure if my lady
would have a high-neck or off-shoulder costume so | sculpted
shoulders just in case.

With applied costume, the body can serve as a corset, and
parts which do not show do not have to be made. In the
Edwardian era, ladies wore corsets constructed to give them
maximum bust, a wasp waist, and a large derriere. | con-
structed the body by assembling the paper clay parts on a
wire armature. The armature was bent, then tightly wrapped
“mummy” style with lavers of one-inch felt strips laid so that
the "S” curve appeared. A final wrapping of one-inch strips of
quilt batting completed the shaping, thus eliminating the
need to construct a corset. Final strength was given by a
hand-sewn skin of felt.

In any costuming job, there is the point where you commune
with your "stuff.” To design costumes discussed here, | pulled
out all the fabrics 1 thought would work together—basic cos-
tume, trim. lining. lace, accents such as scarves—then using
a good light, sorted until | had a =atisfactory combination of
calors and textures. It makes a dreadful mess, but it has to be
done. Decisions on fabrics, pattern balance, and texture
should be mostly made before starting. Sometimes this
brings serendipitous results. Making what [ call an initial
draping will show you what you need to find In vour stash or
get (such as "smooth silk needs a fine lace”).

B Suganna Oroyan, The Opera Singer, 18 inches, cloth,

Fhoto by W. Donald Srmith.



Pull the sheer fabric arownd
leg so that it just meets at
center back and then s
mimmed zlong center back
with ne overlap.

Sculpt the foot in the form
of a shoe last with a heel.
Stockings sewn of tubes of
white panty hose material
went on first.

hack view

The cut stacking
fabvic takes the
shape as shown.

SeaT T PmONTG &
CETSET Dl Wi Ty
CwerTasT cahces, e
catch echis of p2wc
with The meece \

5
A5 the seam is stitched, trim
awdy any excess fabric to
teduce seam bulk,
[
Pull the stocking fabric
smoathly over the foot fop
and trim so that if falls 1o the
line of the foot bottom. Then,
tack in place by making
zigzag stitches across bottom
of the foot.
7
Form the shoe upper from
a piese of soft leather,
8
Slach and pal S shoe asSer pound
the foot to dete—me B Ime of the
beel seam. C? S botion e roughly
to shape of foot

APPLIED COSTUME | 31



The basic shape of the
SNOE Upper.

10
Machine sew the heel seam to the
foat, trirm exacthy to the line of the
el and with a ¥y inch wrapping
under the sole.

11

Stiteh the edges of the upper in a Tigray
manner 10 pull edges under foot and cre-
ate a smaeoth surface on the foot, Any
gathered material an the solz is clipped
50 that leather lies flat o sole.

12
Wrap the heel with leather and
friny 5o that it wraps arcund 1o
fire inside.

13

The basic shape of the heel

Clue the leather piece to
the hegl.

14

The heel may be cut
straight (az above) or
with an ¥,~fold under.

The upper and heel completed,
as shown. (Mote: 1t 5 usually ¢ 0

easier 10 do the upper before the

hieel.)
15
Add trims such as staps
that go betwszen sole
and upper leather.
16
Make the sole for the heel
by gluing 2 plece of leather
to the battom of the heel
and trimming it flush with
ihe edge of the heel. (Note: o
If the heel has been con- ﬁ
structed with a hole for a

base pin connection, the
heel sale leather should be

punched before gluing.)

17

Alternate method:

Make a sole for the

framt of the foot that
; wraps around the heel
by gluing a piece of
feather fo the scle and
trirmming it flush.

18

A= o

Zole pleces

= =

A one-pece sole could be mada The finished shoe

if desired.
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]

The bass =ace of T awierwrer
Peg the leg info the

; | Pl
figure's base, . l
=)
j i =
'\\::-:_; : ‘5 >
e - B o
= / ¢ L
i =
e e e = i i i
! arilled holes in the heels of the shoes sa that the figure could be |
pegaed in and cul of 4 base to stand without extemal suppart, {
Wihile working, | can peg the figure inte & temporary wood base e e

on a tumtable,

Sew seams a=b and c-d. Add

‘nderwear comes next. The drawers of the era were quite fine trim bufore leg seam is sew.
Then lay pieces so that e and ¢

snd very daintily made, Ditto petticoats. The chemise., usually are together and then sewiha
wom over the drawers and under the corset, was eliminated legs seam fram e to b ta e.
secause the upper part would not show on the completed
cure. As people are always curious to see what goes under
serts, the drawers and petticoat were made of fine batiste

win lace insertion, tucks, and ribbon trim, Patice liiat an aplional pocket cain B sami an Wi sidersear ar petticaal fo
fiolet 15 dolls paper wark if desired

n Pin fabric for the undas- :
wear to the figure aleng i 2
the center line of the front :
and back from waist fo Sew the bottom nuffle with right

crotch, Trirn so that the
fabric prece allews for 2
Weminch seam, Note {2
underwear is broughs

sides together and tum 5o that
raw edge is fa inside, Twa rows of
flat lace with an edge topping of
¥-inch grosgrain ribben was

above -.'.raisf o the bust hand sewn to the underwear, An
lire ta eliminate bulk at additional lire of ¥-inch gros-
the waist,

grain ribbon was added below.
Tiny ribbon bows were sewn on
Jor accent.

R S

= Trim layers for the umbrella, drawers, and petticost were con
structed as separate pieces so they could be sewn fat oo the
machine or by hand. Don't be afraid to sew by hand—i s sur

prisingly quick and maore often than not. more seticiator
. i exact. Petticoats, drawers, and skins can be gathesed a1 the
Determine the angle of the leg by | ;[ ‘ i top and hand sewn to the waist (25 waisthands cely i
eye and cut to allow for a seam as / ||| f bulk.) With this particular costume. it was better 5o sl = a1y
e Culdwo pioes | Jl ! fullness in the top of the undersarmenss <o that e hir
t_ﬁ.»L'[!:j wold fit smocthly over the waist and hips Always remeriber

f_'r II i that you don't have to do what canmot be seen sxoecis )

| i it will adversely affect the final i
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25

Pin the petticoat fabric fo
the figure o daterming the
petticoat front piece. Cut
side seams as close 1o the
hip and torse as possible.
[Again, bring fop line
above waist 10 eliminate
warist bulk, ) Trim away
excess fabric to make a
slightly angled line fram
top to bottom,

cut away encess fabric 1o
shape petficaat front plece.

Cut the petticoat back piece
with the lines ab the sides,
matching the {ront. Since
the lack of 1he era requines &
traim, bt the dress is

intended ta fit smosthly to ol
the knee, allow exira width | :
fer this at the back. |l I
jlll |

: |

]II b i |

P R |

Sew the front and back pleces
together at the side seams ab.
The back is sewn cd and ef (de is
niot sewn). Turm under the seam
allewance and press. Slip the
petticoat on the body and tack
it along the buest line, The train
was pleated (or gathered) and
tackad to the petticoat.

26

Finish the petticoat by closing the | '
upper opening with overcast stitches
and covering the top of the train with
& bow Cwhich will add fullness to the
train], Three |ines of gathered lace
were added to the battom,

B Detail of The Opsra Singer

7

Pir the dress fabric to
the body, fitting
snugly over the hips.
Mark darts in frant to
take in excess fabric in
wititt area.

Cut away excess fabric
to create dress front
piece.




P, dart and sew the
aress back pieces fo the
Font piece. A gusseted
msert was cut and sewn
=0 the lower back seam
%5 formn the train, The
spening at the back
(=t engugh to pull
2eess over figure) was
sewm closed with ladder
st#ch and the dress was
sacked to the dall just
snder tie breastplate,

Determine the sleeve width
and length by laying 1he fab-
ric around the arm and cut-
ting a rough rectangle with a
cap. In this case, the upper
arm width was the same as
the hand so the sleeve could
bie machine sewn and paulled
awver the hand,

In cases where tie hand shape Is
too farge for a narrow sleeve
cesign, the sleave has to be hand
seamed. The Opera Singers dress
of favender taffeta was overlaid
with lavender tulle. The tulle was
pnned over the dress to (he center
Back where it was seamed by hand,
{7his is done simply by holding the
f2bric in place while cutting.)

The sleeve cap was cut fow
as the edge only needs to
turn under and be tacked
to the figure at the top.

Trim the bodice by gathering and

tackite a length of chiffon around
the shoulders.,

Hat Assembly
3l

The droopy bustling of the
Edwardian costume was " faked”
by gathering and draping a
chiffon panel.

Attach the hat bris of buckram to a gathered crown of chiffon.

ArpPLIED COSTUME |
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I evdar to make the hat 1l in 2 "fetching” manmer, sew an angled
circular suppart to the inside of the crown. This makes the hat tilt
jorward withaut falling over the figure’s face, At this paint apply the
hair and cover the hat hase with a base layer of chiffon. Then place
the hat gn the head, adjusting for the best angle. Place trims by
pinning and maving ribbons and flowers until 2 satisfactory arange-
ment is decided. Then stitch all into place. The hat izelf s made 1o be
remavable and s held in place with—what else—hat pins!

Finishing the costume from this point can take some time. Usually, |
pin trims and accessories in place and meve them around until | find
a happy arrangement, For instance, the layer of puffed tulle at the
bettom was pinned and re-pinmed over the course of several days
before it was finally tacked into place.

Costume Two: The Nabob

In order for my family to have enough money to be eccentric,
| had te make up some stories about how they got it. This, in
turn, prompted character ideas such as “the one who found
Crusader treasure™ and “the one who was the Elizabethan
gentleman pirate.” The third (and unfortunately last) infusion
of funds to this fabled family came from the ancestor who
made a fortune in the very early days of the British Raj in
India. This character, | call George Augusius Frederick St Jofn
Mulliner or The Nabob, who existed several years just as a name
on the paper family tres.

Understanding his character (or inventing it} and his histori-
cal placement provides the initial sketch or visualization, In
m1y story invention, The Magok was an English gentleman who
went to India and made a fortune in the early days of trade.
He is very self-assured, very well-te-do (stinking rich and
pormpous) so his body stance and shape reflect his success
and positive nature. (He is fat and he struts ) His tailoring
reflects both his personal adaptation to local fashicons and,
berause he has been out of the fashion loop, his suit is
eocentrically out of style, He also fancies himself as a military
type. This means that | can make his costume of very rich and
exoticlooking fabrics. | can use a turhan and jewels; | can use
a slightly earlier coat style with a later style of trousers. As an
outdoors/military type he can also wear boots and they can
be funny-looking as well. Since | especially want an exagger-
ated comic effect, | don’t have to follow the fashion of the era
a5 exactly as | might if | were doing a young Benjamin
Franihin. | can mix and match eletnents.

=

Faxgswind TWE FIGURE

B Susanna Oroyan, George Augustus Fredenck St John
MisEner, Lord Pocke (The Nabeb)—Mulliner Family Senes,
18 inches, Super Sculpsy. Photo by W, Donald Smith.

The Body

The head, hands, and legs ane sculpted of Super Sculpey, painted and
assernbled on a wire armature wrapped with felt batting and covered with
2 hand stitched cloth skin. The figure is posed and balanced so he can
stand on his own two feet without suppart. For security, the figure is made
5o 1hat it can be pegered inte a base with a red through the shoe heels.



Boots

33 Following Rule 2, wark from the
: insicle out. Since this figure will 34 Consiruct the heel and upper part of boot in
i not wear underwear, we start i the same manner as the Opers Singert

] i with his trowsers, (I know that it thoes, Motice that the foot itself is sculpted
j{, will be nearly impessible to pull / to form a square-toed shoe last. To reflect
i trousers over 2 finished boot | military boots of that era, | added 2 trim of

r/ top.) if 2 stocking would show, 1 contrasting leather avound the sole line.
it would be the jirst thing to de.

In the case of boots, you only
nead a stocking if it can be
seen when someone looks down
the boot. Wrap and pin fabric
arcund the body and cuf the
piece with curves to accomme-
date back and front bulges.

35

tachineg sew the trouser seams
and put on, Decide the length of
leg. trim and gather. Tum the

All the bt leather came from anly are old glove, The boot tops
were formed from glove fingers which added a seamed texture,
As the fingers were not quite wide enough 10 go aveund the calf,

\ i Ihadto “fidge” by inserting a tangue at the back, held in plaze
i by knotted leather, To make the design more interesting, |
pinked small strips of the leather to teim the boot fop. In the
fashion of the day, a stirup strap and chain were added at the
ankle and a decorative leather bow at the front, All trirms used
the reverse sice of the leather so two textires and color shades
were qained from the same leather,

gathers under, adjust and sew
the trouser leg directly ta the
knee, Tuck excess fabric at the
waist 1o form a pleat, To reduce
bulk, there is no tum under of
vaw edges at the waist, Mo part
aof the waist of the pants will
show when the easturme is fin-
ished. Rule 3: don't do it if you
don't have to.

1

W Detail of The Nabob

ArrLiED CosTume |




Shirt

36

Our 13th century gent would have worn a big, loneg, full<sleeved shirt
made of linen. Even if we scaled this correctly by using & lightweight

batiste, it would still create unnecessary bulk under the coat se @ built
a fake cuff and added a neckelath later.

37
Vest

Since the figure will wear

a bong, full-skirted coat, he
will not need the back half
of his vest. 11 will be just an
appliguéd fake front. With
reference fo the source
material for length and
shape, | pinned fabric to
the body along center line
of fromt and a1 the side, and
cut the vest-front shape by
eye. | et go that a Wy=inch
seam is allowed,

The hasic shape of the vest

38

The west will need lining as

the inside will show. Zj

FINISHING THE FIGURE

39

:\'\\\' ITTT Cut, sew, frim and attach

1
£ [ R, : = a pocket to e vest with
/i ! | }-r:.’%?;' fi ii hidden stitches.

i |
e i
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40 / s
Lap the two west fronts ai the [ oed [
cemier and sifich fo the ','t s
body. Note: to reduce bulk. |
only the finished side {(top) =
i tumed under along the
seam allowance. The under-
side is left flat.

y & ; Tack the vest to the side
o ﬁ R
b f | ||I',
i y

IIllllI J}II I|
e |
e
i =3 'nn
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O
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LR S
42
Hand sew trims o
complete the vest,
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Fin coat fabric to the back of the
figure along the center back, side,
and top to fit a5 smoothly as possi-
ble acrass the widest areas 4t shoul-
der and hip. Take in loose fabric in
the waist area by placing a dart,
Since the style chiosen has boxed
pleats at the center back
and sides, cut'the pattern
to allow for a deep pleat,

Pin the coat side front piece
and cut. Since the figure is
maore narrow at the shoulder
than the waist, fake up excess
material with 2 dart. Use the
coat pieces as a pattem to
cut the lining pieces. The
lining extends all the way up
the front 1o make a neater
line even though it does
create a little more bullc
Sometimes you have to

bend the rules to get the best
outcome. Mote that the lining
i5 cut away fram the neck fo
the waist in order to allow an
easier turn under and for
ease of stitching when the

The finished side shows tha
sewn darts and pleat seams,
When the sides of the pleat
are sawm, end the stitching

coatis applied to the figure,
above the hem line to allow
for 2 slit under the pleat.

? r(ﬁm
Gt AN
The battom shows the sewn

side searn with pleats set and / L
pirmed mto place. unpleated i \

AN T weri St D
o Tk ST, i St
the st ShArew peed oA

pleats. Ul T shbet-Soids
1o the breng acoss e oo e
about an inch down each sick

o hald them in place

add pockets and put the
assenbled coat en 1he figure.
Adjust to dchieve desited
handg of the skirt and fall of
the frent coat opening, Tum
under the front along the
frant edge and sew the
shoulder seam.

Adjust frent view of the coat for
harg and line. Once the "look”
has been determined by pinning
the coat in place, sew it to the
body. To make the coat stay
permanently in place, stitch it

to the body alony the side seam
fram underneath, Tack each front
in place as well. additionally, the
skirts may be flipped up and the | i
coat tacked to the body acvoss the vyl
back at the waistline. The ides is
that subsequent handling cannot
disturb the drape of the coat, and
if the coat tails are lifted, all parts
visible are neat with no raw edges
o7 unfinished body paris showing.

Measure the arm ang
cut a sleeve and euff,
If the sleeve sear is to
bt machine sewn, be
sure to cut the sleeve
wide enough to be
ahle to pull the stitched
piece over the hand.
when the fingers are
ina spread out posi=
tiem, you are either
foreed 1o make a wide
sleeve or to hand sew

the seam with the fak-
ric on the figure.

AppLIED COSTUME
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Slip the sleeve over the arm and
place a tiny bit of stuffing under
the sleeve cap to provide a good,
spuate shoulder line. Gather the
sleeve cap for ease, with its
edges tured under and hand
stiteh the whale fo the shoulder.

Cut the finished length of the sleeve.
Mote the inside of the cuff or lining
is graded, that is, the seam
allewance is cut away to reduce
Bulk when the cujf is folded up.
Lace, whith will lay under the folded
cuff should be gathered and hand
sewn to the sleeve botiom, Insert the
raw edge of the cuff under the
sleeve and stitch into place through
the lace. With small scissors, trim
away as much of the excess lace
gathering as you can. The cuffis
falded up into place. Lace to simu-
late the falling cuff is gathered and
stitched from the inside through the
outside of the cuff. Make additional
tacking stitches fo flatten as needed
and to stabilize final position.

Mote: Press all seams flal and all croases, sich as sloowe and
trauser creases, Before attacking. You can use a curling iron to
press some parts after assembly,

FINISHING THE FIGUuRE

The Little Last Things

Onee the basic ensemble 15 completed, the fun begins
Between coat assembly and sleeves, [ had to make some fina
decisions about trims. Although | had a falr idea of what [ wa:
going to do, | spent several days laving out possible combi
nations of braids, lace. buttons, sash materials. and jewelny

pin the materials to the figure and move them around so tha
final placement and drape for the entire costume can b
worked together The Nabob, as a comic character, actuall
requires the addition of funny but authentic extras,

We reckon The Nabof's pericd to be roughly 1725 At that time
men rarely wore their hair loose, but remember The Nafob §;
behind the times. He gets the lang hairstyle of a few vean
earlier and it has a ribbon-tied lovelock. To top him off i
keeping with the Eastern potentate image, he wears a turbar
of combined colored silks. An eamring, well, naturally!

The neckcloth was 2 rather important piece of dress, Qu
character would have worn his neckcloth tied in several way:
and even lopped through his lapel.

I The MNabobs era, handkerchiefs were used as decorative
dress and for emphasis in conversation. | gave him a nice, big
lacy one

Ifone is good, two might be better, so The Nabelr gets two col
orful sashes and a big braided sword knot, A walking stick was
also an important part of gent’s dress at this time.

Of course, he had a decorative order and a medal is pinnec
to his chest, He probably thought he deserved one or twe
more so we hang some arcund his neck.

Important to the story of The MNabod's wealth is the fabuloys
ruby and pearl pendent. The pearl came from the Crusader’
treasure and the ruby, of course, from his India trade.

Most of the Mulliner family of figures bring a little fun to thei
owners, They collect things. In his new home, The MNabaf®
owner s busily adding chests of jewels and coins to his trivia
The Opera Singer we have on good authority—will be a multi:
faceted collector (Mulliners want it all). She is probably
gaing to want teddy bears, tea sets, and examples of fing
necdlework.

To review the four basic rules:
B Reduce bulk

B Work from the inside out.

B Don't do it if you don't have to.

m Finish all parts that will be seen,



B Charles Batbe, Manon Lescaut,
22 inches, polymer clay with cloth body.
Photo by Pater Marcus.

The Grand Duchess Xenia Alexandroving,
e Clay.
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B "2l Crees and Peter Coe, The Goldar Infanta,
28 inches, poured wax.
=hoto by Crees and Coe.

B Paul Craes and Peber Coe, Lestal,
28 Inches, poured wax,
Photo by Crees amd Cos,

B Charles Batte, Pauling SI, Clalr, 18 inches, polymer clay.
Photo by Peber Marcus.




B Faul Crees and Peter Coe, Ghost of Versales,
28 inches, poured wax.
Photo by Crees and Coe,

B Antonctoe Cely, Hore Comes the Brde, 16 inches, cloth,
Fhato by Don Cely,

B Paul Crees and Peber Coe, The Buttercup Bride,
28 inches, poured wax,
Fhobo by Crees and Coe,




B Antonette Cely, Mignight Renderaous, 18 inches, cloth,
Phote by Don Cely,

B Akiko Anzai, Judith, 14 inches, coth.
Phcta by Akiko Anzai.

B Darathy Hosking, Angther SRy,
7 inches, direck soulpture, porcelain,
Firate by Pauline Chammess,
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B Patti Bibb, Quesn Ant’s Lace, 18 inches, paper clay over ¢loth.
Pheto by W. Donald Smith.

B Gail Lackey, Madarme and the Marguis,
18 inches, Super Sculpey.
Fhobo by Matt MeKain,




B Dimitel Zurilkin, Time fo £3F Bice, 23 cm, La Doll, =ik
Fhote by Vichor Chernishoy,

B Eethryn Walmsiey, The Desr Masteny, 17 inctes, Comt
Fhoto by Katfryn Wairmsey
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B Marina Guseva, Seasons: Aulumi,
B George Stuart, Queen Elizabeth 1 18 inches, mixed media. 70 cm, clay, textile.
Phota by Peter Dapnx, Phote by Viktor Chernighow.

B George Stuart, Empress Alexandra of Russia,
18 inches, mixed media.
Photo by Peter Diprix.




, paper clay.
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W Paul Crees and Peter Coe, Fox Lady, 27 inches, poured wasx.
Phote by Crees and Coe.

*

B Alessandra White, Rose, 24 inches, dath,
Photo by Jerry Anthomny.
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B Stephanie Bivthe, Amarows Lidisons, 10 inches, porcelain.
Phota by Hap Sakwa,

B Stephanie Blythe, Lovers-Undressed, 10 inches,
malded and direct-sculpted parcelain,
Phots by Hap Sakwa.

B4 | FinIsSHING THE FIGuURE
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Some things
to remember:

B Knitting s known from the second century CE and
was probably done before that in Egypt.

B Lace is known to have been made in ancient times,

bt was refined in the late Middle Ages in
mediterranean countries.

B Hook and eye fastenings have been used since
Medieval times.

B Eyeglasses appear to have come into use about
[ 200- 1300

B Button/buttonhole closures came into use in
the 1400s.

®m Shoes for men and women were pretty much the
same in shape and style until the 1600s.

E Knitting machines for stockings were invented and
put into use betweesn 1600-1700,

m Shoes were not made for left and right feet until
the 1800s.

B The zipper was first manufactured in the 19205,

FINISHING THE FIGURE

haost of this happens beneath the final layer so let's start with
underwear,

Underwear
Shimwy, shinny, sark to shirl

If & doll with a skirted costume is not fixed to a base, the viewer
will look underneath. This is a rule. People are just curious.
REemember the rule: If any part of the piece can been seen, it
must be given a complete and neat finish. There is a corollary
here, too. Most peaple see dolls or figures as people. and
they like pieces that have legs even if they are not exposed.
This means nice underwear if the outer clothing can be
moved to expose limbs underneath. Of course, underwear
has not always been worn. If it is not appropriate to the his-
torical era or the cultural milieu of your character, vou don't
have to do it If it is, then make it just as Interesting as the
outer, immediately visible layer,

But how do we know what kind of underwear? We don't. Since
it was not a subject of literature, illustration, or general con-
versation until modern times, we can only guess from those
artworks of an era which might show semi-naked subjects.
For most of Europe and the Mediterranean, from pre-history
to at least 1000 CE it seems the basic rule was none or shirt-
tails. What appears to be bra and shorts in Roman paintings
of athletes, is probably more like 2 bandeau and loincloth
which might have been costume as much as clothing.
Additional clothing for warmth was usually layered on top
rather than underneath. And, let's face it, for the majority, toi-
let facilities were such that unwrapping cloth or dealing with
drawers under long skirts wouldn't have heen very efficient.

From early times, in most cultures. men seem to have wom a
piece of cloth wrapped sarong-style around the waist, pulled
up between their legs and tucked into the waist.

Later, their hose extended to the waist with front and back
closed with lacings. The idea of a trouser cut or seamed
crotch with legs seems to have come from the East through
riding cultures and could have been used from the time of the
Eastern invasions in the Boman Era.

As the trouser cut developed, underwear, referred to as small
clothes, were just that—simple versions made in lighter
weight fabrics than outer trousers, Long underwear and boxer
style shorts for men at first developed with the sewing
machine: jockey shorts, singlets, and tee shirts came later
with the tricot knitting machine,

B Eeverly Dodge Radefeld, Thank You, Victorfa,
22 Inches, cloth.
Fhoto by Beverly Dodge Radefeld.



Loin cloth wiap

Stocking tied to belt

Women who wore long and voluminous skirts do not seem to

nave commenly worn anything like medern underwear until

the thinner fabrics and slim lines in dothing of the early

18005 dictated a need to cover up with a pair of under-draw-

ers or pantalets. Even then many were made split to accom-
modate commodes. Until that period typical women's under- £
garments were versions of the chemise—essentially long
tunics—and petticoats. Weather is another factor. It seems
that from Biblical times to about 1000 CE the climate of |
Western Europe was somewhat warmer. {Perhaps one of the

reasons Europeans lost the Roman art of central heating )

Approximately 1100 CE, things began to cool a bit, and at

that time we also see some developments in fireplaces and
chimneys. At the same time, clothing for both sexes became
miulti-layered.

The Scotsman’s plaid or what we think of as the kilt is a good
example of draped clothing without underwear In earlier
days. a length of woolen was woven as wide as the loom—as
much as 2 yards wide and & yards long. When the Scot
dressed, he put on his shirt (if he had one), which was a
lighter woven wool or linen extending to mid-thigh. Then, he
laid his wide leather belt on the ground and pleated the
woolen length over it. He laid down on the fabric, picked up
one end of the belt and rolled himself up into the fabric and
buckled the belt. The leftover length above the belt on the
right was pulled up and pinned at the shoulder The other
part of the top was tucked into the belt or pulled over the
head to form a sort of cape and hood for all-weather protec-
tion. The mid-calf length allowed the wearer, male or female,
to work outdoors with easier movernent and without the
bather of muddy bottom edges. Similar belted lengths of
clath, from sari to sarong, were worn, and still are, by many
people around the world.

T —

Ladies’ chemize
and variations

[_—___'—=
o [ o

Cainh =

Ladies’ shit drawers: each leg shows a different finish style.

To review, there are two considerations for underwear. First, if
it is used for historical costume then it should be appropriate
to the era. For instance, a medieval princess would not wear
pantalets. Second, if it is used on a non-dressable doll, only
the part that shows needs to be made. This means that if the
bodice of a costume is to be sewn to the body, you don't have
to construct a full chemise, bra, or slip top. For male figures
wearing attached trousers, if the bady has not been sculpted

THE ELEMENTS O0F COSTUME
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or constructed to show sexed detail, artists often pad the
crotch area to achieve a correct-looking drape for trousers

Many pecple think that a figure just ought to be covered
below the waist for purposes of modesty. If that is the case,
you can sugsest underwear in a sculpted figure by making the
sculpture non-detailed or sculpting lines to suggest cloth and
coloring the material. On a fabric figure, you can vary the
bedy fabric. [For example, use white fabric above the knee ar
rid-thigh.)

Underpinnings
Adl Shapad Up

After the chemise or shirt comes foundation wear These are
the shapers and extenders that create the outline of a partic-
ular fashion. These are the hoops and cages that went on over
the chemise and before the petticoat or the pads that were
built into tops and sleeves. It is impartant to nate that almaost
all of these things. as well as over-clothing like trousers and
dresses, were pretty much what we would call separates. The
notion of a closet with hangers is only something that has
developed in the last 100 vears. Prior to that, most clothing
was stored in chests or drawers or was hung on pegs.
Clothing was generally constructed to be flat. The separate
pieces were tied together—skints to badices, trousers to dou-
blets, and then often gathered to create drapes. If you are
wondering why the early tailors and cressmakers did not just
sew the parts together, consider the weight and thickness of
a padded velvet or brocade piece. Lacings would be far more
secure in the long run.

Men's clothing often had
built=in padding like the
quilted lining of the
Renaissance deublet,

The doublet would have been
aftfached to the frousers by lacings
at the waist. Sometimes the lac-
ing-band would be covered by
decorative flaps, euffs, or padded
edgings. The cod piece had ties 1o
attach to the frousers.

FinrisHing THE FIiGureE

Realistie figures will
often need shoulder
pads to make a cos-

Ny
. Vo tume hang correctly,
”'1'1 Padding was often used
L to aceemtuate specific
% body areas. When knee
. A0 britches were warn,
=} | 'd

Y men with thin calves, i
1 wore padded stockings, S~ Tlead

Padding up the natural shoulder line can create the broad-
shouldersd form as well as direct the fall of sleeve fabric.

For the doll maker. padding under lady's clothing can be fun
and simple to make Typically, early forms of under-padding
were made of cotton or linen and stuffed with cork. You can
achieve the modem equivalent by crushing Styrofcam into
rough pellet shapes. Some pads were stuffed with down. Mot
everyone wore hoops and panniers all the time

For casual wear, pads akone could make
the shape. Notice that all these pads

are fied on;

fad )

LB T :

.-*'u,_h ==
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A [ -
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gum rell, 15005



Bustle, 1780 |
' Extenders

When rich brocades. satins and velvets began to become
accessible in Europe about 1500, women naturally wanted to
show them off. The more vardage vou could show, the better,
For most of us today, a full skirt means a gathered rectangu-
lar length of fabric or one cut on a circle. While circular cuts
come and go in styles, gathers rarely appear until recently.
Most fullness was achieved by pleats—either {lal or cartridge
type. Gathering heavy material limits the fullness to what can
i be brought into the waist—usually the waist measurement
i times three or a maximum of three yards, Pleating gives you
: lots more!

- Cage Extenders

Pleating brought about the development of the farthingale, the firs!

H ki hooped or "cage” skirt shaper. In the next three centuries, four basic
Back pad, 180 - attached _ | i formsof the cage extender evolved. If you want your skirted figure to
to the dress with ties, | ] i have any of these four shapes, even if not a histerical piece. do try
| ' constructing the cage it needs to hold the shape.

"'T.l_

Bustle, 1870 — i Spanish farthingale = 4 line

THE ELEMEWNTS OF COSTUME
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Wheel farthingale = drum shape

Cage crinoling = bell shape

Panmier = side extension

Construction Principle:

Fortunately for doll makers who like authenticity, cage exten-
ders were as often as not made by inserting metal or reed
staves inte casings sewn into a cloth form. This created a
lizhtweizht wearable and, if the staves were removed, a flat-
fold garment. It is also far easier for you to construct a flat
piece with casings than it 5 to try to evenly connect wire
hoops with taps,

-
’;"?’: Measurements and line
S I for farthingale and

) /' - cage crinaline

i :r-_._ ™ ik PP,

1

Lay your figuee flat on a piece of paper and draw the outline of
the skirt shape you want,

ke

For Wheel farthingale, start borizental line at top of pelvis (),
Horizental measurements multiplied by four will be the lengths of
casing insgris.

Far Bae cage, start horizontal line between upper hip and waist,

£

Measure from waist to foot bottom to get the width (k).

o

Battom measurement-line doubled is the length of the jabric {e).

Wheal farthingale enly requires two horizonial staves/casings—one af
hip and one at bottorn. Spanith farthingale and cage crinaling should
hawve four herizantal staves/casings,



Joining metal,

Stave Material
plastic, cardboard

_ To T —
Jgining spline !
PR : 1 -
....... _‘ i @ I lI-
rl— - —d
[T (N |
T T

Use reund or thin flat basket spline (reed) which might be available at vour
craft supplier. Soak to dampen, bend if necessary. Or, cut thin strips of
cardboard or plastic. [oined wire (see hat section page 7o) can also ke
used In casings. Spring steel is also possible if you want to use nuts and
Ealts or solder, Mote when making chaice that wite and cardboard can he
bent out-of-shape and spring steel is often sharp enough on edges to cut
fabric.

Joins

1. Cut fabric rectangle per measurements, Use bias tape to
machine-sew casings. Or, use two lavers of fabric and sew
parallel lines to form casings.

2. Stop casing stitching at seam line. Sew seam.

3. After casings are constructed and seams sewn, insert
stave material in casing. Plastic or cardboard strips can
be joined by punching a hole and fastening ends together
with a brad. Lightweight cardboard and plastic can be
icined by using a grommet or evelet punch.

4. Insert stave material and connect ends. Hand-stitch ca sing
ends together at seam line to close,

5. Eliminate gathered bulk at waist for cage crinoline: Hem
top edge at top casing before inserting stave. Sew tapes to
top row and attach by stitching to waist of figure or a cloth
waist band.

Panniers

Thege are the side extensicns that were developed from the
baskets carried by donkeys. The early forms were mads of
basket materials. Later forms, like the hoops, were made of
cloth with encased staves. Even if you are not planning a his-
torically accurate costume, panniers are a great way to add
embellishment to your figure_ If you have a feeling for the “fas

out.” you can put baskets of flowers, fruits, toys or whateve
follows your theme on these side extensions.

The pannier shape. & simple form to directly attach to
a soft dell bady can be made as follows:

Cut form of cardboard and cover it with fabric. Bend
arpund dell, pin to hold, and use heavy-duty nezdle
and thread to stitch ends together. Add tape. Stitch
form to figure: Stitch through doll, if possibie,

Mete: A variation of the whesl
farthingale can be made by
cutting & rectangle of cardboard
and cevering it with fabric, Sew
tapes to sides of front and back
and at ends as shown and
connect them o waist,

THE ELEMENTS 0OF COSTUME
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Folding panniers can be
made by constructing a
waist band of heawy cotton,

Sew tape at each side
to ald in position
(a, b, c)

Cut cardboard or plastic

strips in graduated
lengihs. Punch hele in
end of each hoop strip
and in band.

Attach strips to waist band
with brad, as shown.

FINISHING THE

FIGURE

Wiew of finished panmier,

Bustles can be farmed in
the same way as the set of
panniers. Attach strips at
sides and back.

Petticoats

Enliancers

Cnce the form of the skirt has been set with pads or exten-
ders, the costume then requires petticoats to reflect and
enhance that shape. Now, we have to consider the cut of the
cloth so that when the petticoat is constructed it does what
we need it o do.

The drape of fabric over ; 3 g,
panmniers will naturally [ift ,_,.; £ L

a rectangular piece of e e *-.-
gathered fabric, & petticoat f “:ff K

to fit over the panmiers ’-":f'-i_ Fr
and fall evenly will need to 2 ‘\E{f“*ﬂw

compenisate by cutling a
yoke, cutting fabric longer
where it will fall over the
ends, or pleating up ends.

b To fit micely over a bustle,
a petticeat requires a
straight front panel and
a wider, perhaps ruffled
back panel. Additional
ruffles might be added
for a trained skirt,

A cioular cut petticoat will fit over
acage crinoline without adding
gathered bulk at the waist.

& petticoat for & dress with a train.



The Evolution of the Dress

Butting Togelher the Pieces

What we would call a dress was, in earlier times, an evolved
chemise—a simple, long, straight-sleeved garment. In its
underwear form the chemise shape changed little

—————

Evolution af fhe dress

I its outerwear form, a
chemise became an
upper bodice and a
lower skitt or petticoat.

As 2 one-piece garment if
Became krnawn as a kirtle.

Kirtle

The kirtle was often sleeveless, laced up the back to give it a
slight shaping. and worn with a coat-like loose gown over it
Sleeves were laced into the shoulders of the kirtle and longer,
fuller sleeves could be laced into the loose gown. The effect
is rather like what we would call a dress and coat ensemble.
5o by the 1500s we have the origins of the one-piece dress in
the kirtle. the coat in the loose gown, and skirts and blouses
in the cut apan chemise and the bodicedcorser.

Thz modern one-piece dress
also evolved from the laged
attachment of skirt to badice.
This happened between oo
and 17e0. However, two=piece
laced costumes were wormn well
inta the th century.

Corsets

Relax, you probably won't need to make a corset, unless your
design calls for one to be seen. Your figure's body sculpture
and posture can take care of the shape you want to show.

The corset—sometimes called a “body” from the root word
“corp—is confusing from the start. Originally, and for much
of their history. the idea has been to change the outline
shape of the top of the figure by compressing the body.
Corsets were usually made of heavy linen or canvas fabric,
Stays or boning of reed, metal, or whalebone, were stitched
trapunto style between the lavers of cloth to stiffen. The
placermnent of the stiffened “bone” material directed the final
shape. And there was a specific shape for every style. Corsets
either compressed the breast or left them semi-free until the
mid-nineteenth century when bust accommodations were
built in. Corsets are also worn on top of other undsrpin-
nings.. it's the last thing before the dress and sometimes it is
the upper cuter garment,

THE ELEMENTS oF COSTUME
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The doll maker usually will not
have to make a corset. What
he will have to do is make the
costume look as if it had one.
The kest way to do this is to
design the doll body in the
shape you want o show,

When you begin with the shape you want, all
you need to do is cut the pieces for the top of

i the garment to the shape of the body. You will,
Corsets could be laced tightly together at the jront or laced hewever, probably want 1o line a bodice and
over a flat triangular piece of stiffened fabric called a stom- add a stomacher if hard lines are desired.
acher. To Jurther confuse us, the stomacher could be laced or
hocked o an outer bodice. Fashion has always been variable
and interesting i its combinations

This now one-piece garment opened at the front and was
pinned or laced aver the heavy=duty form-shaping corset
and stomacher in the i7ocs, (Note that underpinning really
was pinned. Straight pins were often used to join bodice
sicles to stormacher.}

Carsets or bodies were often
wiarn by working women as
quterwear over the chemise.
Much of Eurapean falk cos=
tume ronsists of a corset
laced over & chemise with a
skirt and petticoats. When
the outer ganment lost some
af its heming and took on
sleeves, the term bodice
appeared. At the same time
this bodice begins to
become permanently
attached to the skirts.

sculpted hody

FiNtsHING THE FIGURE



Skirts

Skirts are either designed for practicality or for fashion...and
some extremely fashionable skirts are totally impractical!
Most of us would probably agree that a wrap-around skirt was
most internationally generic for costume. And almost all of us
probably think of a gathered skirt as the generic doll costume,

Skirts are where you can get maximum impact with relatively |

little effort. As you can see from our discussion of filling in
the spaces, there are a number of things vou can do to make
even a full skirt catch the eye.

Most of the time skirts cause problems in the overall design

because there is a large discrepancy between the amount of

material in the bottom and a very narrow waist. Here are
Sorme ways vou can work a very full skirt for a very narmow
waist without fancy pleating or changing the cut,

Reduce bulk of gathers by
grading or clipping off the
folds of the gathers. This will
allow the gathers 1o iz

fat and not cause a bulgy
wid under the bodice.

Reduce gathers by clipping out
sections above gathering lines.

i 3

Eind gathers tightly above waist.

Waist bulk in a full gathered
skirt can be reduced by cutting
and sewing darts in the upper
portion before gathering. O,
the ckirt can be cut a2 a cirele
with a large waist curve,

Cut and sew long darts in
skirt fabwic before gathering.
This reduces amount to be
gathered but does not reduce
fulbness at bottam.

Vi

Fitst, make sure yeur dell figure is
designed and constructed so that
the body has a walst that is smaller
than the finished look. The gathers
will add width back.

When galhers are to be sewn
directly to the doll body, gather
as tightly a5 you can and then
wiap gathering threads fightly
owver-the gathering line.

P
L
~
Both methods will allow = (- "
a very full skirt at the )y
bottorn, the gathered bt o

loak at the waist, but
very smaath loaking.

Witen bodice or jacket will
come below waist, construct
skirt om a yoke,

There can ke 2 lot mare to a
skirt than gathering up a
rectangle of fabric and
sewing it to fhe waist.

Sew net, interfacing, or stiff fabric doubled to make a full
skirt stand out

Lots of effect can be achieved by changing the cut of the skirt,
Often the cut will greatly help the interpretation of character

desired.
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Codets

The A-line skirt with a split petticoat and the pannier skirt
showing the petticoat provide a big canvas for embellish-
ment, and you can use them on abstract or absurd figures as
well as realistic ones.

Shape and Drape

How They Did 1t

When we look at antique styles with a modern seamstresss
eye, we tend to try to figure out what kinds of cuts would be
necessary to get a certain set of shapes. But remember cloth-
ing was generally built so that it could be folded flat. So how
did they make a basically flat skirt billow and drape? They did
it by complex sets of tapes and ties under the skirt,

Ficure
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: Pockets

i Originally pockets were not sewn into seams or onto dresses.

They were separate bags that tied to the waist under the
dress. (This is how Lucy Locket lost her pocket in the nursery

i rhyme.) The bag was reached through a slit hidden by the
folds of the dress. You might want to add this to a dress to

surprise the viewer

Pocket for pulling up
skirtsSpetticoans to walk,




Bodice Cuts

After the bodice is joined to the skirt, its shape becomes very
important to the message of the costume, Medem—20th
century—costume reflects human joints and is constructed,
for the most part, to achieve easy movement. Fram 1700 to
1900 how it looked was much more important than how it
worked, Thearetically, fashionable clothes did not have to
work at all. You sat and looked pretty while others fetched
and carried. Motice how constricting, but highly designed,
these bodice cuts are. Of course, ladies got around total con-
striction with loose gowns and wrappers for “at home,
undress” wear. If your goal in costuming is authenticity and
believability, yvou will have to research and learn the cuts of
costume.. far mare than | can show here.

We really can't have a discussion of stockings without con-
sidering garters. Until the introduction of elasticized threads
any leg covering that went above the calf was quite an awk-
ward arrangemeant.

Leg coverings had 1o be held up with complex systems
of ties around the [eg (cross gartering) or to the waist
(tied “points” or garter belts) or around the leg above
or below the knee (rolled or tied garters),

Our elders remember clearly having o moll stocking tops
around thick elastic bands that cut off circulation above or
below the knee. Even children wore garered stockings rou-
tinely. Others remember hooking stockings to garter beils
and girdles while trying to keep back seams straight When
seamless panty hose came on the market in the late 1960s
women's liberation had truly arrived. Some men. however an
still dealing with hooked calf garters.

(1]

Stackings themselves have been with us—especially in cold
climates—for centuries. Earlier forms were more like leg
warmers or tubes of woven wool or leather and fur, pulled up
over the leg and tied in place. Knitted stockings of wool or silk
have been with us since at least the 1600s. For most of the
late medieval and Renaissance eras, stockings or hose were a
very important visible part of the wardrebe for men
Generally, the hose consisted of two separate legs with no
eratch connect that tied to the inner waistband of the doublet
of upper garment. Separate covering for the crotch, a cod-
piece which operated like a trapdoor, was tied to the waist or
built inte the pants part depending on the style of the era.
Trapdoor effects bring us to the "Union suit” or long under-
wear, a combination of stockings and body covering, which
was an invention of the Victorian era,

Separately constructed stockings are always an effective
touch: remember, pecple will look. Because of the availability
of many different stocking materials of stretch fabric. some
really nice details can be achieved in a few minutes of hand
or machine sewing. Start by accumulating a collection of dis-
carded stockings. colored tights, and hose from the house-
hold or thrift shop. Look for small clocks and argyle patterns
Look for sales on party hose at hosiery shops—there you can
get fine gold and silver mesh as well as lacy and embroidered
fzshions To keep scale in hand, use the top parts of panty
hoss or tights when you want a heavier look.

Any knit fabric or stocking material can be sewn on the
machine. If binding under the machine foot is a problem,
place a piece of tissus paper under the fabric, sew a straight
seam, and remove tissue before tuming, Start turn, place over
toe and continue turning and rolling up the leg. Machine-
sewing, howsver, will create a seam allowance that you might
prefer not to have, Hand-sewing will eliminate that and,
maorecver, will make a seam that looks very much like a real
stocking.

Mote: Far sculpted dolls, Be sure to paint lags flesh color so thal leg color
showing through sheer stockings looks natural. Add lexlure By stippling
or Brushing a second color over e first,
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B Jeanie Bates, Madame Mariz-fose, 24 inches, dath.
Fhoto by William S, Sullivan.,

| Mary Jo Carpenter, Rame, 14 inches, Super Sculpey.
Prote by Mary Jo Carpenter,

B antonette Cely, Decisions, Deosions,
16 inches, fabric.
Pivote by Don B, Cely,

-
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Hats, Caps, and Head Coverings

The Crowning Glory

Completing the figure on the top end, with headgear, serves
a design function. sends a social or economic message,
declares rank or creates a dramatic effect. Think of the mys-
tery of a face hidden in a hood; think of the humor of a big
floppy hat with feathers: or consider the startling effect of 2
wire contraption. Unless your figure is going to carry its mes-
sage by hairstyle alone. vou need to consider some sort of
head wear, We can break headgear into three different cate-
gories by construction methods: molded or formed, stitched
straw, and sewn cloth.

Materials

Belore you start. here are the basic materials you need:

Buckram: Cotton gauze saturated with stiffener. When

this is dampened and formed over a block it will dry to
shape. It can also be sewn between layers of fabric for
stiffening fabric hat brims.

Wire: 20-gauge galvanized will be adequate for typical
doll sizes.

Thin, hollow metal tubing: This
can be purchased where maodel-
making supplies are sold. Wire
ends are inserted into a small
piece of tubing to make & wire
brim frame or re-enforcement.

Fabric stiffener: Purchase ina fabric or craft shop. If not
available, thinned white glue can be used—carsiully.

Blocks: Traditionally, hats made of fiber—usually woal—
have been steam molded over forms or “blocked = For
sculpted figures you can use the head of the figure itseli
as a form (prior to painting and finishing it} or you can
find a form that will work for the head size. In hat manu-
facture, blocking forms are usually made of wood, stesl or
very hard-packed canvas for shaping with steam. In the
studio, we can simulate forms by using bottle caps,
drinking glasses, salt and pepper shakers, Styrofoam
balls or egas, small bowls, or any hard itermn in a desired
shape. Contemporary felt has a very low percentage of
wool 5o you do not need to steam. Fabric stiffener will
hold shapes quite nicely without steaming.

Straw: Braided or woven hat straw can sometimes be
found in craft stores; however, you might find it too large
in scale, Purchase old hats at a thrift shop, cut stitching,
and pull into strips of braid.

1. Choose or make a form that will fit your figure

¢ 2.1 using Styrofoam balls, cover form (or head of figure) with
i plastic wrap so fabric does not stick to the foam

3. Cur a square of felt and saturate it in fabric stiffener

i Commercial stiffeners are available at crait stores or you can

use a 50-50 mixture of white glue and water, or you can use
laundry starch. The important thing iz to fully saturate the

material, Sgueeze out excess liquid so fabric is damp. not
i soggy and dripping,

i & Drape material over form and secure with rubber band. Pull

material and work under the rubber band so that the crown is
free of wrinkles.

3, Trim brim material to desired shape and with fingers work
i out wrinkles until material is as smooth and flat as possible.

Let dry. Remove from form, peel away plastic protection and

trim to finish,

{ W Crowns and complex brims can be formed separately and
i stitched together This same process cah be used with fabric
i stiffener or starch on cotton laces. You can do this same
process using water-damped felt alone, although the result
: will be soft. However, crown interiors can be additionally re-

inforced by painting on a coat of clear acrylic medium or

white glue,

B To make an oval-shaped form, cut a Styrofoam egg lenath-
. wise and crush narrow end in slightly.

i ® To make hats with a crown indent, cut and sew hat pieces
together, saturate fabric, place on form so that top extends
: higher than form, use your fingers to set crease, and let dry

B To make hat with a rolled brim, cut crown as shown for tilt,
! sew on brim, saturate brim and shape with fingers. Pin, if
necessary, to hold in place until dry. A prop bed fordryving can
t also be made with crushed aluminum foil.
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Sewn Forms

Hat bases or forms can be sewn of nvlon/polyester buckram.

Additional stiffening can be applied by using a machine
zigzag stitch to sew wire around outside of brim or bottom of
crown. The buckram base is then covered with flowers, feathers
and/or fabric. Be aware feathers can be destroved by insects.
A shot of bug spray might help prevent this.

Stitched Forms

Braided straw. lace, or narmrow trim may be stitched together

in a coiled systern. You may want to use a stiffener with softer !

materials,

The Straw Hat

Materials

Eraided rilliner's straw. Old straw hats may be cuf
apart inta their ariginal strips.

z0-gauge wire (aptianal)

Starting from the center, stiteh braid into a circle until & is a5 big as
the desired crown size. Decide how high youw want the crown, Sew until
band reaches desived height. Begin brim by stitching braid at right
angles to the band. Sew until desived brim widih is achieved. Strips are
entended outward by layering and tapering ends of successive rows.

If needed, 2o-gauge wite may be stitched into last row of brim to

add stiffening.

Make a smooti wire join by inserting wire ends into hollow melal tubing
Crush tubing against wire with pliers to hotd. Metal tubing maube pur-
chased al model makers' supply shops,

The “Skimmer"

‘x 7

e

& "skimmer” is a hat with no crown and band. it is just a circle of
straw, felt, or fabrie, with a circle cut out of the middle. You might
want to ry cutting a circle of net for a base and stitching braid or
lace arcund it

The “Bucket Hat”

This s the basic shape for the typical toque hat worn in the 19205 and
19505, Fram =oft foam rubber cut vounded shape. Hollow out interior
to fit head. Cover with lightweight silk, chiffon or organdy, Add 2
layer of hat netting, ar glue on silk flowers or stitch on decorative
fibers. Foam balls that are used inside yarn balls make excellent
choche forms,

The “Newsboy Cap”

Here are the basic patterns for construcring
a tloth cap:

The "Mob Cap”

This is the basic pattemn for constructing a \

| Margaret Finch and Marta
Finch-Kozlosky, Egiisia,
14 inches, cloth, Fima,
Phots by Charles Kezlasky.

maob cap, Wonderful variations can be made
using wider vibben bands and falling laces.




The Helmet or Hard Hat Covex tmacl b PRt waD Bonnet: Cardboard Covered

and model form aver it with
paper clay.

Cutor construct hat band
from cardbeoard, Cover
with fabric leaving 1/4=
inch ower each edge.

5

[ A
W Ingert crown nto band
and hand-stitch together.
: Cut brim of cardboard
and use it as a pattermn 10

cud cover fabric.

Turban

thachine stitch cuter edge
of brim and insert card-
board brim. Tum under
ends and stitch o band.
Cover stitched areas with
small decorative trim, add
flowers and ribbons,

The Tip-Tilted Hat

S = Hats that have a peek-a-boo
/ B look are held in place by a
I A prop. Essentially fhey are a
' K—\\ brim inserted onto a molded
| \ | head form. The brim is
' W adjusted to the desired

¥, angle and stitched to the

\ . head form.

pald & form of dampened buckram or stiffener-saturated
fabric over head shape. Cover crown shape with fabric, Letit
wrinkle a5 you bring ends to underside of form, Stitch 1o
seewre. Take two or three fabrics and ane ar two decorative
trirms and stitch araund form, twisting at back, front and
sides a5 you go. Add jewel and decorative feathers



Shoes

Getting to the Bottom of It

The stuffed cloth doll provides groundwork for a numbe
shoe treatments. You can embroider the outline and fill it ir
with decorative stitches, You can paint it or vou can create
the shoe as a separate pattern piece and sew it as one with
the leg. using a different fabric. Anything you can do to
embellish cloth—from bubble paint te machine embroi-
dery—can be done to simulate a shoe on a stulfed doll
However, with a stuffed doll. it will be important to be sure
your total design look in finish treatments is carried through
in the feet.

In the sculpted doll, it is eften more imponant to the design
to have the shoe be realistic and in conformance to the style
of the costume era. An impressive shoe will always get points
with the viewer As with cloth, you can model the shoe in the
same material as the leg, Depending on your desien look,
when you work with air drying or even curing clays, the buck-
les, eyelets, hooks, and laces of other materials can be
applied during the modeling.

Most artists like to make the shoe so that it gives the impres-
sion of having been put on. To do that well, you must acquire
a good understanding of how “peaple” shoes are made

in the first place, most shoes are made on
& last or form and these forms da nat con-
form to the human foot, They conform to
the current fashion shape of the shoe. This
means that if your sculpted foot is going
1o wear 4 shoe, it must be sculpted like
last and not like a real foot (unless you are
doing & sandal),

Soles and heels can be cut of thick
hide leather ('/L-inch). Use a very
sharp craft knife. &ough cuts can
be sanded off.

Heels cam be made by gluing
stacked pieces of leather.

Soles and heals can alse be made
of cork (1/8-inch 2old in sheets for

f T ——f making bulletin boards). Soles
] . and heels can alzo be modeled
B ] rel er ela

| ‘“-*-'—“‘h-.,;,_-} | from paper clay or polymer clay

or carved of wood and glued an.
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Mest shoes are vanations of an open sandal (Roman matvon o
modem high heet), the plain flat slipper, the pump which is
simply a heeled slipper, the laced boot, and the slip-on boot,

B Antonette Cely, Declsfons, Decisions detail,
16 inches, fabric.
Phote by Don B, Cely.



Mast shoes consist af an upper—the part that fits the fool
top and the sole or the part we walk on, an inmer sole,
and the heel. Your doll shoe will need all four parts.

Authenticity is & must in histarical costume and familiarity
with small details helps underscore the impression. Did you
kriow that shoes were not made specifically for right and left
feet until they were manufactured? Did you know that

patans—a high wooden slip-ons—were used by both men
and women for outdoor wear for several centuries? Did you

know that wooden shoes were wom, and still are worn, by | m peborah Spanton, Rooster Man, 16 Inches, cloth and wire.
: Photo by Blll Bachhuber.

farmers in many countries?

If cardboard 15 used for soles
and heels, It should be cov-
ered with leather or leather
looking fabric. Heavy bodied
paint or liquid latex applied
by dipping or by brush can
simulate a mubber soled tenmis
shoe sole. Imaging how you
would make & golf or baseball
shoe with cheats?

B Chrs Chomick and Pater Meder
Christopfier Peta on Vacabion,
21 inches, Super Sculpey.
Leather boots made by Peter Meder
Fihoko by Chris Chommick.



Custom Worl:

Sometimes no fabric or trim in the world exists to get the
effect you wank, What to do? Make vour own,

Painting

Did you paint the doll's body? Why nat paint the doll's
clothing? See what Jan Collins-Langford has done in creat-
ing aprons for her cloth dolls. Wowven falirics tempt us in
this direction because they look like canvas, but look,
Maggie lacono has successfully mastered painting on feli

For painting on fabric about anything goes. You do have 1o
remember that if you use oll paints, they will need to be
painted on a solid ground—any expased fabric can show ol
bleed or puddling. Chemicals in oil paints applied directly
can degrade fabric aver time, Watercolors or highly thinned
acrylics can bleed as well. On the other hand, bleeding or
puddling can be used for impressionistic effects, If you want
to use cils or achieve sharp edees, prime your fabric with a
layer of gesso. Don't paint until gesso is thoroughly dry. Also
note that alkyd oil paints dry somewhat faster. Work with your
materials, not against them. For instance, if you want to apply
color to a fuzzy surface. consider stamping rather than brush-
wark. Or, consider outlining a painted area with hand- or
machine-embroidery. Combined effects can be striking

Under the heading of "Weird Stuff—you never know what
might be good” several fabric paints are available that do
things like puff ar bubble, or even give a fuzzy look. You can
get hot glue In any number of colors and some with alit-
ter.. shoot it onto fabric and see what vou get

W Christing Shively, Serenity, 16 inches, fabric, beads, silk.
Phate by Christine Shively,

B Annle Wahl, The Fowr Siter Quesns, 11 inches,
Super Sculpey, hand painted costumes.
Fhote by W. Donald Semith.




B lan Colins-Langford, Aprons for Dot, Sparkle, and Fleck, each 2214 Inct
hand-painted cotton. Photo by Geoff Car. ]

B Dawn Kinsey, Tingadae, 9 inches,
dyed silk and paper clay.

Phato by Dawn Kinsey, B Willemijn ﬁn der SHiagii;” Zweelfes, 20 cm,
LTt Tus=1 § I'I.I:H.I‘-ﬂ



Handwork

There is no end to what you can do with your needle and
thread to shape fabric in interesting ways, And when you have
done that, you can use embroidery techniques, silk ribbon
designs, knitting and crochet stitches to embellish further,

Meedlework and Fabric Manipulation

There are many ways [0 manipulate
fabiric. Colette Wolff's book, Fabric
Manipulation. is a treasure house of
ideas for the doll maker.

Ribbon Flower

Since we are concerned with solving
costume problems in terms of
fabiric bulk reduction, pleats
are a method of manipula-
tion that we need to look at
closely. Most of us think of
pleats as folds in fabric that
are sewn across the top or at
right angles to the fold. The
cartridge pleat is a useful
variation that deserves to

be considered.

‘Scallop Flower

B Bonnie Hoover, Madermarzelle
Babatte, 16 inches,
Fona The Flower Fairy, 16 inches,
and Griseida, 15 inches,
The cloth costumes on these dolls
were embellished by the artist with
variation of traditional fabric tech-
nigues such as covered buttons
and yo-vos,
Photos of Bonnle Hoover's dalls
and details by Sandra Hoower

Pouf Flower

Mademobelle Babette

Cartridge Pleats

A cartridge pleat (think of rows of holders sewn on a belt for
holding ammunition) is a pleat where both sides of the fold
are sewn at right angles to the base fabric. A good way to
understand cartridee pleats is to look at the construction of
an Elizabethan ruff.

Measure the neck of your figure.
Cut a piece of S/g-inch ribbon
I, =inch lemger than the meas-
urement and hem the ends,
Mow, you will need a piece of
lace at least three vards long,
thark the lace at i-inch intervals
and begin to fun a gathering
thread in and out every other
mark. After you have made a
faw stitches, finger press sach
gather so that it makes a fold.
Take a second threaded needle
and catch the point of each fald.
Continue wnfil vou have a length
of folded pleats.

Stitch each fold to the neck-
band. Attach to costume. If
you have & pleater you can
press the pleats instead of
marking the lace or fabric.

<)

8
e

The cartridge pleat is especially helpful in
gathering large amounts of fabric in full
skirts and it provides a neat and graceful
look. In the days when hoops were worn,
the skirts and bodicas were often separate,
The skirt was carfridge-pleated fo a hand
and the bodice came down over the top,




Method 11

Yes, dryer lint is an acceptable doll making material. You can
use it for hair or in any place it works with the design idea: pri-
marily, it is used to make felt. Here's how

Let the dyer lint trap collect lint to a thickness of about an
inch, Carelully peel the lint away. You will notice the lint lay-
ers iteelf in colors depending on what yvou have dried. You can
try to control color results by drving colored fluffy rugs,
stulled toys or sweatshins. If you have pets or wash a feather
pillow, or facial tissue, vou will get some interesting effects in
your lint,

On-a large, flat surface, lay a piece of kitchen aluminum foil
longer than your dryer lint piece. Over the foil place a piece of
kitchen plastic wrap. In & bowl mix liquid fabric stiffener and
water in equal parts. Pour about tvo tablespoons over plas-
tic wrap, Lay drver lint over plastic and foil. Sprinkle more lig-
uid mixture over lint and cover with a second piece of plastic
w:;p_ Use a rolling pin to gpread. and thoroughly saturate B Barbara Carleton Evans, The Shepherd and his Lamb,
This process might tear or distort lint, That’s OK. Take advan- 8 inches, handmade fals and faund meterials,

tage of the forms that appear. You can make folds or wrinkles Fhote by Randzll Encinas,

in the foil to contour piece anddior give it dimension. When
you have a pleasing shape, let dry. Drying can be accelerated
by using a fan, portable heater or by putting in the oven with
the docr open and the temperature set at warm. When dry,
lint will be quite stiff, like heavy paper. and you can carefully
pe| away plastic wrap and foil.

Embellish either type of felt with machine. silk or yam
embroidery. Use tissue paper backing when machine sewing.

W (Right} Susanna Qroyan, The Elamental Empress,
20 Inches, paper clay figure, costume panel of dryer lint.
Phiske by W Don Smith.

W Nancy Cronin, The Wisgem Women, 12 inches, Super
Sculpey and made wool felt. Felt has been stitched and
needle sculpted Lo cone shaped thread spool to form the body,
Fhobo by Mancy Cronin,




Specialized

Costume

Wings

Flights of Fancy

Wings, tails, and pointy ears are things that really belong ¢
the body or form of a figure and as such need to be consid-
ered during its cdesign and construction, Even though
may be applied, you might want to be thinking abo
they will be applied over (or through) a finished costume. Or,
if they will be a part of the costume fabric. Always ask vour-
self if the style and shape of the wing you chose will “go with”
the doll,

they

1 i
UL Moy

& simple stuffed shape seems to call
for wings made of the same material
with stitehed embellishment.

These fluffy feathery wings
just don’t seem like they
would really lift this figure.

A firendy stuffed, chubby-shaped eloth doll would seem to ac
best with a stuffed wing, However, on a realistic sculpted
piece, that same wing would look "unflyable.” After all, the
wing is an extension of the body.

Where do you get ideas for wing and tail shapes? Storvbooks
with fairy tale and fantasy illustrations are a good place to
start. Also, check out design pattern books such as the Dover
series books and natural history sources such as nature
magazines and books,

and then embellished with pa

I

dye, ar machine embroidery
But not always. Some very interesting wing and tail designs
for stuffed fabric dolls can be made by using fabric manipu-
i lation tricks like lavers of prairie paints or other two piaca
sewn and turned shapes. Virginia Robertson's Wings booklet
covers many of the variations of shape and construction one
tnight think of for this type, so lets look at a few other methods,

Many dell makers have worked out variations an bwo meth-
ods of wired wings. In the first method floral wire (paper-cov-
ered 30-36 gauge wire, lengths are bent to form the upper
i edge of a wing with a loop at the inside end for attachment
i The loop can be used to sew wings to the figure's costiume or
it can be thickened and twisted, and insarted into a hale pre-
pared for it in a sculpted bady

B (Abowve) Annie Wahl, Tau Moth,
' Phote by Liowd Wilson,

S Inches, Super Sculpey,

W Oiga Andrianova, Muse, 40 em, Rakric.
Photo by Victor Chernishow,




Diane Keeler sketches her desired wing shape and covers the
sketeh with plastic kitchen wrap. Over the covered sketeh she
places a piece of wing material—often silk or organza, Wing
edges and interior segments or (struts) are outlined with 2
bead of Fabri-Tac! and the wires are slued in place over the
glue lines, & laver of fusible heat bond fabric is sandwiched
between the wired laver and a top layer and lroned Lo fuse the
twio layers. Excess fabric is cut away. If this method is used
with silk, yvou can paint or dye the wings in delightiul shad-
ings ta match your figure’s costume.

Sue Canelli has used horsehair cord sewn between two layers
of organza with.a double needle to make a realistic mermaid
tail. This would be a good method to try when making large
wings or tails requiring more strength. My much more simple
approach toa mermaid tail was to gather silk chiffon and cut
it to form a tail "V shape, then fringe the ends to add to the
feeling of atail floating in water

#_MMJ-":{_;‘- Jane Houek's Methad It Draw a
ﬁw ,ll design on handrmade paper,

ol Cut the shape allewing Yg-inch
ar less for a folding allowance.

Snip the folding edge to allow it
to fold around curves.

Run a bead of white craft glue
along the upper edge of the wing,
fay the wire along the folding ling
and bring the folding allowance
over the wire and glue in place.
For extra strength, glue additional
wirgs 1o the paper to oufline wing
seqments. |ane decorates her wings
with glittery paints, odd seraps of
lates, and paper cut-outs. She
often tears the lower ediges of the
wings to achieve an extra fluffy
feathery Inok.

B Jane Houck, Flower Falry, 18 inches, cloth.
Photo- by Isaac Bailey.

B Jane Houck, Flower Faine detail, 18 inches, cloth.
Bhoto by Isaac Bailey.

Method II:
Draw a wing patiern on
paper or cloth and maching
SEW 0N WITE Using Zig2ag or
Blind, stitch.
Zig Zag Stitch
Blimd Stiteh

To atlach, wing wires are bun=
dled with tape and trimmed.
Bundle is inserted in1e opening
in back seam of & cloth dali.

Or hales are rrade in clay flgures
or parts before cering. Wing
wires are bundled, inserted, and
glued into hale.




B Annie Wakl, Owl Moth, 13 inches, Super Sculpey.
Pheta by W. Danald Smith, :

Feallier wings — Some craft suppliers carry actual preserved
bird wings. Here, you want to consider how they will be can-
nected and if they might be a bit too heavy or out-of-scale for
your piece. The alternative to a purchased feather wing is one
you make yourself by cutting out a shape and sluing the
feathers on one at a time. Tedious, but probably worth the
effart if the look requires it.

Butlerly wings — Craft suppliers also carry look-alike moth and
butterfly wings which are actually made from feathers

Wired fafiric wings — These are usually in pastel colors, some-
times with white printed designs, and made of wire that's cos-
ered with a stretchy nylon-stocking-type mesh. Since they are
only infrequently found, here is a way you can make yvour own

Wire I; Bend wire into loops. Takean &
i 8-inch square of very sheer nylon
stocking material and fold it over the
loop. Pull gently so as not 1o bend
wire and gather excess fabric inta
yaur hand,

Holding excess at bwisted end of loop,
stiteh or wrap thread around gathers
to secure. Adjust wire to keep [abric in
tension. Ensett inte figure. Use excess
fabric as part of the decarative "fluff”
on the back of vour figure.

Wwire 2: Its fun e create filmy wings
with fabric or feathers, buf why not just
suggest 4 wing by bending aluminum
soulpiurg wire or brass wire into curly
shapes, Semetimes juxtaposing very
different materials can help underscore
4 unigue message. Here, the metal pro=
wides the feeling of lightness and glit-
ter and elher-worldliness.

Wine 5 Use either rod or wire 10
create desired shape. Whipstitch
fabric to frare ¢t apply very light,
fhin coating of glue 1o wire and lay
an slik ar chiffon fabric. when glue
is dry, trirm excess fabric to the
wire, Paint with watercalors or
borush on dye,

These wings are made from aluminum
stulpture wite, simply bent and shaped
by hand. The loose and abstract lines
highlight the idea of altiness and floating.

B Anne-Marie Brombal, Butterfly Fairy Rosle,
£2 inches, Fimo and paper clay.
Fhoto by Anne-Marie Brombal,
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B Jane Hauck, Skyletia, 22 inches, coth. £ e
Phote by 15aec Bailey, T bﬁ‘.

B Julle McCullough, Smoke and Shadow, free
27 inches, velvet and netting.,
PRotos by John Nollendorf e

B Margery Cannon, Stor Tendar,
30 inches, clath.
Photo by Jan Shue.
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B Jane Darin, Initiates Dance, 24 inches, cloth.
Photos by Werner Kalber

B Sherry Housley, Bind Goddess,
16 Inches, mixed media,
Phota by Sherry Housley.

m Jane Davies, Ice Fairy in Spring,
12 inches, paper macha.
Phote by Jerry Anthony.

COSTUMRE |
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B Sandra Thomas Oglesty, Ghaing You Jay is My Only Thought,
10 inches, palymern, movable wings.
Phato by Sandra Thomas Ogleshy.

B Martha Boers and Maranne Reltsma,
Burterfly Manarch, 14 inches, Super Sculpey.
Fhobo by Maranne Reitsma.
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B Annie Wahl, Moth on Molh Balis,
1245 inches, Super Soulpey.
Photo by W, Dortald Smith,

B Annie Wahl, Lunar Mogh,
11 Inches, Super Sculpey,
Preoto By W, Donald Smith.

B Sandra Thomas Ogleshy, Ovbt,
13 inches, polymer, movable hand-painted wings.
Fhoto by Sandra Thomas Oglesby,
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Glasses: Windows on the World

Eveglasses—most of the population over 50 wear them,
many others as well. Some characters are just geing to
require them. The easy way out might seem to be commer-
cially manufactured doll or teddy bear glasses. Some are
quite nicely fashiohed, but except for the larger toy dolls, they
are very much out of scale. To bring them into scale would
require removing the lens part and substituting a much thin-
ner piece of clear Mylar.

But don't deny yourself the fun of creating a truly unique pair
of glasses to enhance a character. Choose one or maore of the
methods shown to develop a basic frame. From there, keep
the character in mind and use your own imagination to add
finishing touches.

B (Above) Jane Darin, 56 Agnes Acaderny is Hawving a 400h Reunion
detall, 24 inches, cloth.
Photo by Joe Garin.

B Chris Chormick armd Peter Meder, Magda, 12 Inches, Camit.
Photo by Jason Marsh.

Method 1

Sirnilar-to Chris Chamick and Peter Meder's Method.

- A ETrer e ST

Roll aut a Wy-inch thickness of palymer clay.

Draw or trace glisses shape onclay and
cuit out, Glue side/temple pleces to frant
or bznd 1o make wraparound frames.

e =

Cut and glue clear plastic {Mylar) to
inside of frame to make lenses.

Method 2

For a round frame, you need a fine
wire, probably zo-gauge, & pair of
round-rose pliers and a wood dowel
or pen the cicumference of the lens
vou want. find appropriate forms
armong your scraps and tool handles
to make oval or rectangular shapes,
or bend by eye”

Wrap wire one time around form.
Remeawve from form and bend over
tound pliers to make nose bridge.
Put wive against form and bend
for second half. Be sure to bend 5o
that the wire comes over on the
same side as the first half.

form side pieces separately and hook to front.
Use flat nose pliers fo squeeze side pleces tightly
tegether at connection.

Put-on doll and trim ends of side pieces so they fit over ears. You

might want to cemsider drilling a timy hole behing the ear to receive
the wire side plece. (Less lkely fo fall off and be lost that way. )

if sicde pieces are not flattened tightly, glasses will be loose. A small
drop of hot glue or liquid solder at the connection will help keep side
pieces rigid.



Method 3

Jane Darin's Methad:

Maks front frame as in method 2. Uz
separate wire in one continuous run to
make side piece and decorative frant top.

Method 4

Annie Wahl's Methad: =~
Start by folding 15 Inches of wive in half.

.u-'*f 2 .\-u.

Crass the two halves at the maddle
and twist to make bridge.

o

=

Pleze a felt tip pen or pencil at ane
sidee of bridge ketween wires and twist
the wire on the oppasite side. Repoat
for opposite side. This makes front lens
pard of frame.

- Contitiee twistivg wites to make
side pietes. Use the pliess o flat-
ten the whole piece. Use pliers to
shape frant lers plece as desined.
Bend side pleces back,

Decasate by applying glue to frant
part af glasses. Clue can be painted
or used ac a bate for sequins,
beads, or ather metallic trims,

B Diana S, Baumbauer, After the Recital, 18 inches seated, cloth.
Photo by Diana 5. Baumbauer.

m Hancy Cronin, Santa’s Glasses, 3 Inches, Porcelibe edition.
Phata by Mancy Cronin.

Other glasses hints:

®m Mary Ellen Frank uses watch crystals for yeglass lenses.

m Use colored or metallic, andior glittery hot glue to make
abstract shapes.

m Use plastic strips which can be softened in hot water to
form frames or decorations.

m Try hammering/embossing designs in copper or metal
sheets available at craft or model-making suppliers.

® To securs to a fabric doll, make leop at end of side piece.
Sew through loop to attach to head behind ear.

Note: When shiotographing dolls wearing glasses, take time to play with
the pese and camera angle so that the eye itself can be seen throwah the
lens opening. Somelimes full front or full profile is the only successul way
to allmw the character's eues 1o Be seen.

SpeciaLIZED CosTuMe |
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Jewelry

The Finishing Touch

lewelry often completes and adds just the right finishing
touch to a costume. If it does, then yvour main consideration
i desian is making It look like it belongs to the figure. For
realistic fipures, you will want to make delicately detailed
pieces scaled to the figure. For abstract or character dolls
you might think of big bright, and exciting pleces

To make or to remedel human-scaled jewelry parts, you will
need two ar three pairs of pliers—round nose, wire cutting
and snippers. You will alse need 2 supply of jump rings and
chain in various sizes and metallic finishes and all the old
jewelny parts you can get—=brilliants or unset stones, possibly
small earrings for pierced ears. Also, jewelry glue. | stress
pars because most doll jewelry is or should be re-assembled
s0 that it looks like it was created for the doll.

Y
B

& pocket watch can be
made figm & butten with
a watch face design or
from a face plate taken
from & wrist watch. Use

a metal band, earring or
kutton cover fo suggest
the metal Dacking. Attach
chaim and fob.

A hand with fingers joined can
WRAT & Ting. Lise a post-type
earring, angd a metal ving. Orill
a hole in the finger and glue
assembly to doll,

Stickping can be made
wsing glass-headed
PN or coTsage ping
ard Beads.

| Fiwiswine THE Fioumre

B Geonge Stuart, Pope John XX 18 inches,
Super Sculpey, mixed media.
Photo by Peter D'Aprix.

B Chris Chomick and Peter Medsr,
Ning, Vorals the Kamarsl Sguirreds,
12 inches, Carnit, &
Photo by Jason Marsh.




Sculpted dolls can wear any type
of pieced design you can imag-
ime. Just drill 2 hole in the car and
glue assembly in. i yod koow
Yol are gaing fo make earrings
far a polyrmer figure, make holes
before curi.ﬂg.

Metallic bead Rolders can make
ring bases=ar fairy crows, :
Lsg an assoriment :|f charms and
the spacer from 2 necklace io i
make a chatelaine.
2 .:
il oy l_.-*'J R-__ : B Michels Robison, Mypstle Warnor,
vy e H ) 12 inches, glass clay.

) 3 ‘;" i Fhoto by Micheile Robison,

+"}_|_ ., i

Bracelets can be made of washers,
i earrings, or jewelry findings.
Make them caletful by wrapping
with cord or yams.

Very delicate jewelry can be
made by assembling chain and
Deads with jump rings.

B Karan Schreider, The Mightmans,
21 inches, Crea-Themm and Cernit,
Photo by Studic Rossi,
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Animals

A Doll's Best Friend

dany of us see our figures finished with accessory pets or
stuffed animals, However, it's often impossible to find some-
thimg to purchase that fits the figure in scale or finish. Maost
of the time, you will find it far more satisfactory to make a
good matching piece yoursell, Making it yoursell really com-
platas the figure and makes the whele thing a total design of

YOur \ery own.

1. find a side view drawing of
the animal you ‘want to make,
Dictionaries, encyclopedia or
3 children’s picture boaks are
[] good sources.

= Trace the outline of the animal
; and enlarge it 1o the height
you want your figure to be.

7 Cut out the outling of the ani-
i mal’s hody shape, minus ears
L ang tail, These will become
\L separale patlern pieces. The
outlineg cutout will be the side-
body pattern piece.

Lay the paper side-pattern piece an
a second piece of paper and trace
areund the legs to chest and tail, =7
Draw a line following the profile of e

the stornach and chest. This will a ."

Becorne the lummy gqusse! piece. \ \
Mote: most falr legged animals are / e |
wider in the chest area between the 4

|
front legs, hah \\ Il'l-._

Cut 2 gusset pieces and sow them
together from a to b, Then the piece
sewn from the chest 1o tzil along the
back is twmed and stuffed. A small
dart or tuck on the insice of cach leg
on the center plece will keep legs
from splaying out. Test your pattemn
by sewing with same or similar fab-
ric. You might have to test and re-
draw more than ence to get a satis-
factory shape.

FINISHING THE FIGURE

B Dizna Lence Croshy, The Fairy Equiana and Mr. Mapla Magic,
1B inches, wooden articulating body evered with cloth,
Photo by W, Donald Smith.

tost cutling head shapes will
expand sufficiently when
stuffed to form the desired
animal shape, If 1he head is
extra wide=as with a bear-
¥ou mignt want to create a
separaie head piece with qusset
for added forehead width. r' i

Use gatline formm 1o draw and
cut ear and tail patiern pleces.
Hand sew Them on, T

& o ! :I.-,_
- '\-\.-'#1.'.\ _.-"'{ 4o q
I.. g e
I
TR i oy
/.‘ 1 f__..r =
(L per
&
———— P

A tail can be reenforced with a plece of
pipe cleaner or chenille stem,



Heey Eatin, Dovey with Dogs, 10 inchas, fabric.

Photo by Hedy Katin

585

It

2, 4 sewn on button can I3 Rty

]

become a nose.

1. shimy black nases can be

made by modeling black poly-
farm clay (Fimo/Soulpey) and
coating it with palymer (scrylic)
lacguar after baking. Attack clay

nioses with glue. You can da
hooves the same way.

Tyes can be small
beads ot domed
buttons, or pur-

If eyes arz sewn an,

50 that the bead or
buthsn makes an

an eye sacket.

for eyelashes, knot thread leavimg a tall behind the knot,
Take a small stitch in and out of the head where the eye is
to be placed. Pick up a bead om the needle and sew
trrawegh the head 1o other eye area. Pull thread to make
eye socked mdent. Secure thresd and repeat for she other
ey, The kmat ard thread fail define the eve cormier and

muske & iy eyelach.

chased animal eves.

you can pull thread

incdent as if it were in
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Hedy Katin is noted for making furry animals with paint and
hatting. She bagins the dog by making an armature of pips
cleaner. Polyester batting muscles sre applied to the arma-
ture to Bl it out and then the fur 15 sewn on o fil the built-
alit form. The final touch is painting any exposed polyester
i batting areas such as the muzzle and pews. Since it has a wire
framework, it is somewhat poseabls.

Pose
o3 7y If yow want your

animal to be
possahe, make a

< simple armalure
of wire and insen
it befare stuffing.
i
I beggs ave lang, you mighd
want bo comgider inserting a

simple wive armature for
reli farcemment. Lesve open-
Ing between tail and upper
hind beg jor stuffing.
Animals with more specific
muscle definitian can be
built over a wire armature
wra_‘ppgd with Pelyester
stuffing andor strips of
batting, If the animal is 1o
be made in a mon-waven
material sweh as felt, you
can hand-sew pieces with
an owercast ar blanket stitch.

Finishing suggestions:

m Use mahalr fleece or fuzzy yams to create furry finishes

m For shorthaired animals, sew the body of felt and use
appligué to create “pinto patches™ andior colored pencils
and pens to sketch in sugegestion of hair

m "Whiskers: Broom straw can be threaded on 2 needle and
pulled through nose area

m Materials: Experiment with fzbrics such as vinyl and
velvat that reflect animal hicdes and coars Consider
creating yvour figure in woven cotton and then painting it
if you want the hide effect. Fake fur fzbrics are often (oo
large in scale vo make pood doll-sized animals—and just
ag often far more awkward to deal with. Glve fake furs
“haircits™ with scissors or razor o grade pile into 2 good
scale, Or make the animal from felt or low pile fabric, cut
hair from fur or fur fabric and giue it on the animal in
small pleces—|ust encugh to suggest fur Fll areas
betwaen gluad fur by sketching Tur lines with fell pens,

Sreciatrzen Castume |
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B Robert Cunningham, Crane Rider,
78 Inches, Supar Sculpey and wire amature.
Phiota by Jan Pisarcryk.

| Anna Avanesova, The Romance of Lada, 24 om,
Firne 2nd Super Sculpey.
Pheta by Victar Chernishow,

B Ima MNaroditskaya, Who Are You?,
12 mches, La Doll and texiile.
Phioto by Elena Polosukhing.

s
(s
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B Martha Boers and Marianne Reitsma, Grome on 8 Oragon,
1% inches, Super Sculpey, fabric owver wire armature,
Fhoto by Chris Crossley.

B Marlaine Verhelst, Fighting the Clouds,
16 inches, direct sculpted porcelain and paper maché,
Fhoto by Marce] Teuns,

B Maraine varhalst, RIGNg 8 Riinosenus,
20 inchies, direct stulpted porcelain and
paper machid, Photo by Marcel Teuns,
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We doll makers have a large streak of the illustrator in us. We
tend to see cur figures against a backdrop—either real or
imagined—and we want to bring this scenery to lile as well.
If we make Cindarella, we want to make the castle and the
coach, too, These ideas require painting a picture in 3-Dwith
the appropriate props. Some ideas will actually require
props. "Mary, Mary” without some suggestion of a garden
won't truly communicate the rthyme. In most cases, when we
want to show Alice's Tea Party, we have to make the table,
chairs, teapot, and cups as well as the March Hare, Mad
Hatter, and Dormouse. This means more things to make and
to integrate into a well-designed whole,

Therefore, sometime in the early conceptual stages of your
desizn, vou will be giving thought to where the figure will live,
what it will live with, and how you want it to be seen, appre-
ciated or judged. This means display. It means deciding what
tvpe of doll it will be—an art piece, an interior decoration, or
an interactive play piece,

Art pieces are usually fairly static. They, like sculpture, are
mostly fised into place on a stand or a base and they may o
may nat have a setting. Dells made for decoration or a little
more casual living are a bit more movable; They can sit on a
bed. he propped in a window, stcod on a shelf with col-
lectibles and curios, or be part of your seasonal decorations
Interactive dolls are dolls that children or adulis can manip-
ulate. If toys, they will he tatally transportable and dependent
on the child’s imagination. If made for adults, the interactive
piece will deserve some sort of space in a place where it can
be arcessibie to the player.

Considerations

Typically, the three common metheds of displaving-a figure
are: to stand it up in a purchased metal doll stand, to place it
it a piece of doll furniture, or to attach it to a stick. 2 wood or
metal rod inserted into a wooden base. All of these work, but
they might not add much to the piece to make it an interest-
ing whale, When you design your piece and as you work, con-
sider how it will show o its best advantage,

Of course, not all ligures need traditlenal bases. Some can fly
fromn the ceiling, hang from the curtain rods, some ean live in
special boxes, and some can just sit or stand all by them-
selves,

| Fiwisuing THE FiGuRe

The doll as an art piece should be meant to be seen from all
sides unless a backdrop is part of its setting. Don't forget
about the back and sides—at the gallery it might be placed
on a free-standing pedestal. This might mean that it needs to
be on a base that a viewer can move. 1t also means that exter-
nal supports should be blended into the setting or kept so
that they do not detract from the plece and its perscnality
Another impartant consideration for the art piece is trans-
portation and sel-up. Can you pack this piece? How will a
museum staff or gallery owner set it up? Will they be able to
set it up to be seen as you want t?

B (Above) Barbara Chapman, Nardissa on Love Seat detall,
15 inches, silk-covered wire saitee.
Fhote by Bob Hirsch.

B Mancy Wiley, White Snake, B0 inches, painted cabinet with
painked canvas background, peper day figures.
Phote by Robert O'Brien.
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If your figureisto be sold, you will need to present it in such away that the potentia collector can seeit
easily as part of his environment. Y ou want him to say, "This figure could hang in my entry, thisdoll could sit on
my bed, or this doll would make a great feature on a pedestal in my living room." Y ou don't want the potential buyer
tosay, "l lovethisdoll, but | can't think where 1 could put it."

The figure should be well attached to things that go with it. It doesn't take long for an important object to
get separated from the figure. Make sure hats are sewn or glued on (I have had to make three hatsfor adoll that kept
losing hers). Loose items can be sewn or glued to the hands or bases or even attached by using an "invisible" nylon
filament or afishing line or thread. Dolls can be sewn, tied, or wired onto their chairs or their pillow props. Send
your pieces out with photos or ingructions about pose and accessories. | carefully packed the teacup that went with
one of my dolls by placing it under her. The museum staff looked high and low for it, but never found it. She sat on
that teacup for the whole three months of the exhibit.

Props, accessories, and settings should be constructed with an idea of making the piece last intact for as
long as possible. All things, including dolls, will degrade with age, but with carein assembly, they could easily last
a century or two. Parts should not be easily breakable. Y ou should aso be careful about organic things such as dried
flowers, which might disintegrate over time.

Cleaning for most pieces will be done with aduster, brush, or a covered vacuum. Be sure to assemble your
piece so that it can be easily cared for. Consider bell jars, cases, or acrylic coversif the piece has many small dust-
catcher accessories.

Dallsthat St or stand by themselves should be weighted or designed so that they will not topple at the
dightest puff of air. Cloth or polymer stand-alones can have BBs, copper

shot, or fishing weights built into the feet during construction. Dollsthat sit can be given aweight-bag filled with the
same or with plastic doll pellets. (Don't use anything organic that will rot or attract rodents and do not use metals
that will rust in humid areas.)

Needless to say, props and setting should go with and complement the figure and its statement, not
overwhelm it. We usually always want the viewer to see the figure first and then be able to evaluateit or react to it
asit worksin its setting.

Materials

Traditionally, figures are pegged into a base of round or sguare wood. Some are pegged into pieces of solid
glass or acrylic. Lazy Susan turntables and scrap pieces of resin counter-top materials can also be used. Bases can
suggest environment: painted seashore, carpet, forest floor. Don't forget that dolls can also be containers or be put in
containers such as Althea Church's "cake" below or, the traditional jack-in-the-box, or traveling dolls, with
wardrobes, trunks, suitcases. Dolls can be made to be seen in fancy presentation boxes or dolls are often put in
frames such as Ellen Rixford's Victorian Family.



W Althea Church, Top Much of @ Good Thing,
12 inches, clath. Photos by Lee Wabb.




Display Ideas

Wood: Consider decoupage blocks, shelves, frames,
boxes, assorted wood shapes from thrift stores, garage
sales, and craft suppliers. Lumberyards will cut hard-
woorl blecks for you, Pre-finished wood bases (plagues)
may, be found at trophy shops.

Glass £ aerylic: Most glass suppliers can cut any shape for
vou in glass or acrylic. Comparatively. acrylic is expensive
and it is difficult even for a professional to drill especially
close to the edges. You can bend acrylic material with
home materials, but results may be uneven. Best to have
it done to order. Lock for acrylic tissue boxes, desk organ-
izers, and box-shaped photo frames.

Unusual farms: Try baskets and basket-woven shapes and
containers. such as boxes and steamer baskets, Also try
circiit boards, wood, or plastic cutting boards, cheese
! boards (with glass or plastic domes), rack and rock-like
W Hennie Kaffrie, Queen of Nathing, products such as counter-top materials of pseudo granite
;ﬁ;&ﬁﬁs&::ﬁ;g%:;ﬂ?.mﬂal' {cabinet makers often have sampie?sized pieces as well
as scraps). Use lazy Susan revolving wood base, old

shoes, suilcases, vases, candelabra, etc

B Barbara Redemes, Beach Boauty, 13 inches, fabrg.
Photo by Bonnie Stockton.

-

k Nalwral materipls: Driftwood, barn boards and the like

should be used with caution, Be sure pieces are dry, clean,
and bug-free. Aded clear sealer for additional protection.

Hanging amangements: Visit lighting shops for decorative and
functional ceiling mounts. Visit garden and indoor nursery
shops which have wall-mounted hangers, Decorative oma-
ment hangers make good display supports for smaller fig-
ures.

Finfsh: Be sure vour base material is clean and smoath on
the bottom. Add felt dots to protect fine-furniture display
surfaces. Add feet of wooden beads or metal hardware,
such as round-shaped drawer pulls,

B Barbara Chapman, Baba Yaga, 20 inthes,
paper clay face, coth over wire ammature.
Phots by Bob Hirsch.
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Furniture — Four Ways

Just about every person involved with figure making is going to spend alittle or alot of time thinking about
the construction of things found and used in our environments—from airplanes to computers. After clothing, the
next problem to come up is often furniture for the figure. A chair, a sofa, or a bed. Real or fantastical ? Soft, hard, or
a combination?

If you have awood shop and the ability to use the tools, you would simply make furniture by making
miniatures of the real household pieces. However, most of us do not want to make small-scal e wooden furniture and
most of us do have access to a sawing machine, fabric, cardboard, and glue—the main ingredients for making doll
furniture in the sewing room. After that you need a good verbal description (or a drawing you make) of a piece of
furniture you want to make.

Finishes: Use silk flowers, tole painting, painting soft-stuffed furniture, adding paper clay or paper mache
to build up decorative areas, woven seats and backs. Try different styles of weaving, different materials for weaving
such as platic bags, felt strips, wire, using nail heads or upholstery tacks for decorative embellishments.
e

B Yolanda Barona, Aunt Mitdred, 14 Inches seated,
Premo polymer clay.
Photo by Lyle Van Koughnat.



B Susanna Orovan, Maymee Roundhesis, 10 inches seated, polymer clay.
Phata by W, Danald Smith.
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Ideas for furniture:

m ralled and cut commigated paper

® rolled felr cylinders

m [abric ctiffeper vsed in a shape-and-drape manner

B wiapping wite How many different things could be
used [or wrapping?

o cardboand tubing: plastic containers, fasr-food
containers, saft drink bottles

B spaols, wood cralt pieces. popsiche sticks, chopsticks

B Ceborah SDEI'IMH, Prince in & Chalr, 18 inthes ssated,
chair constructed of Cloth, wire, corks, and plastic.
Phom by Bill Bachhuber,

B Michpel Langton, Med and Gall, 18 inches seatad,
carved Bad jained wood.
Fhoto by Jerry Anthary.

B Susanna Drovan, Popoy, 15 inches, palymer day.
Phato by W, Donald Smith,
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 iways start with the base box, ts
size sheuld be based an your figure’s
measurements seated from back to
urider knee and from foot battom ta
btk of knee.

ae ften lenger in the lags than you
think_..you don't wani the kness
under the chin, o the kgs sprawling
out, do you? if pour figure is four
inches fram oot batiom to knee, your
box needs 1o be at least thres imches
high, The other mch af height will be
gained by the addition of a chair
cushion and jeet on the fumitune

If your figure i five inches back to
fremt, the sides of your base shoulkd
be five inches. Nexi measune your
figure aceoas fram elbow to elbow o
get the width or size af the back and

Disecavs |
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B Elzabeth Brandon, Saturday Waht 50 tha Pia-Mor,
14 inghes, porselain,
Phota by Jamy Anthony.

Wing Chair

Hewe is & simmary of Sitding Pretly a pattern | desigrad jor a wimg chasr, |
starfed by constructing & six-pieoe seal bax, The bax pieces wene covened
by gpluing or sewing fabric o the cardboard and assembling the picoes
wilh hand stitching.

The back and arms were designed so that
when assernbled, the piece would have
curved lines similar 1o a bent-wood frame

| used the cardboard back and arm pieces to make patierns for
cuttireg [absic. After sewing and twming the pieces, | dipped
them ower The casdboard piaces and added a thin layer of bat-
ting eul b the same shape as the cardboard pattern. Raw edges
ware turmed wncles and sewn chased

Then the cardboard back and side pleces were pirmed together
and assemibled by wsirag an overcast stitch

Wooden beads or butors
make gocd bile fest. whin
| make this chair, | usually
glue a namow trim over all
5 sams and add pillows gver
each arm and a seaf oash-
iom...and somatimes 2 neffle
arcund 1he battom edge

131
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The Soft Seat i
For the people who like sewing and stuffing, here is another
way
Gemeral Mathed
1 Measure and develop patiem preces

add spacer strips for widih if desined
Make weparaty pieces for inside of
amn/back assembly so parts can be
assemibled entirely on the sewing
machme. Sew, leaving cpenings,
twrn and stuff, This glves vou soft
scutpture furnitum for soft dolls

General fabric pattern shapes

Front and armrs sewn

4
Seal and back are
sipped inte armifront
section and hand-
sewn together,

5

Adding a beaded
leg fo & seat,

W Marcefia Weich, Wind Spint, 38 inches.
Phato by Marcella Welch,



The fumiture pieces you might hawve in your home are constructed of
wooden frames covered with fabric stretched and nailed onto the wood
framing. Cowvering cardhoard or foamenre with fabrie is the easiest way 1o
simulate real=world jumiture without resarting to the wood shop. If you
want precision depth. cardboard shapes should be given a wood or foam=
COTE Spager,

Upper Front

L. - fold et

: = | | g |

| = | & |

]_ | fold | -.-l
Loweer Fromt

A simple folded cardboard chair. You will
probably see several ways this could be
yvaried by adding avms, or slanting the
back, ar re-cutting to create legs.

Cut patterns of cardboard. Cover card-
board with fabric (doubie fabric and
miake pocket for seat front and lower

back upright as shown).

W Charles Batte, The Ol King,

25 Inches, polymer clay, cloth body
over wire armatura,
Prata by Peter Marcus,

Fold into chair position
and sew seat sides to
fromt and back

Cower back upright and
attach to chair frant
with hand stitching.

Back

Construct back and front
cushions and attach by
stitching to back and seat.




Structuring Soft Shapes
A Built-Up Form

{you don't mind a mess, try a
paper maché chair built on card-

i . board tubing,
= ¢
. “‘3&\\\ o Here tightly rolled and taped
r_r__...-’ ) ; o .““ ‘;-' -? cylinders of newspaper are taped
Bk 5 "z together and covered with bulk
] : ;?’ paper mache product {wet news-

paper strips will alsa work),
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‘Wood beads or buttons can be

used to add decorative touches.

Mote that you can also use plaster-saturated gauze
(east material) or dampened cotton buckram to build

up a form.

B Ginger Roberts, Inferdfuds, 11 inches, paper clay.
Photo by Ken Worrow.

B (Fint) Rita Keier, The Treol Counsslar,
12 inches, mylon gwer wire armature,
Fhoto by Rita E. Keiser

T T R BT S T P P P T FTTRT P T pra e,

A Wire Frame

For the more avant=garde, try a Dot wire fame for Shs Weave ntenesting
Efbeﬁﬁaru:u.gh the wite or wrap &

Let your fancy take flight!
Here is a chair that com=
bined soft forms over a
basic wood or wire frame,
The fabric arm and leg
pieces can be adapted
from a doll pattern.
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B Ima Naroditskava, Origarry, & inches, La Doll.
- : tor Chernyshoy



B Ludmida Ovchinnikova, Nobody Krows Fow Much [

Had to Overcome, 30 cm, textile,
Fhota by Viktor Chernishow.

B [ma Namdas
ity b Elac
Photo by E

Photo by Elena Palosukhing,

ek

B Irma Naroditskaya, Autemn, 18 inches, La Dol
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B Linda Kertzman, My Mommy Makes Bears, 26 inches,
Cernit, Super Soilpey
Photo by Jack Cole
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B Mary Jo Carparter, Spirsd Boend, 19115 inches,
Super Soulpsy.
Photo by Mary Jo Carpenter.
B Mary Jo Carpenter, The Great Escape, 14 inchas,
Super Sculpey over wire armatune,
Photo by Mary Jo Carpenter

W Rita Corl {Reets), Spooky Tooth, 22 nches,
ol sa ndcastie-cotbon
Photo by Douglas Beck

DisrrLavs
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B Judith 5, Klawittes, Paui, the Aristol Hurcher,
22 jnehas, Super Sculpey.
Phoko by Mark Bryant

& Reitsma, The Jimson Weed,
cloth body.

B Martha Boerc and Martiann
dall 14 inches, easel 18 inches, Supar SCulpey, Wire,

Protes by Marrianng Reltsma.

128 | FimtsHinag THE FIGURE
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W Kathryn Walmsley, I the Gargen, 15 inches,
Cernit, wood and paper clay.
Photo by Jerry Anthony.

DiseLays | 139



)

We all know stories of doll makers who magically make their pieces become living beings. In thereal
world, artists do not have that kind of fantastical ability. They do, however, work toward making their characters
vibrate with life as much as possible with materials and process available or invented. They are ever on the dert for
new technol ogies which will enable them to take you to new places and meet new people and ideas in their work. In
the end, finishing the figure means endowing it with quaities that will engage the viewer and provide him with
something to appreciate, think about, or even play with. Any well-done piece provides a surprise and the challenge
to be understood, appreciated, or at least experienced by the viewer.

The part of the creative process where the artist interacts with the concept of character is unquestionably
the key to creating a successful figure. What you see in the static figureis, for the artist, only amoment in the life
and world of her imagined character. Although she only shows you an abstracted moment, in the artist's mind the
figure existsasatota personality, with alife history and a unique environment. More artists are choosing to show
these elements or parts of them in new, non-traditional forms and modes. This often brings us to a point where no
lines of definition are possible. Nor are they necessary. An object does not have to be typed or named for
engagement.

Artist Ellen Rixford has taken the traditional clockwork automata ideas and combined modern electronics
to create figuresthat can show several aspects or moods of one persona. When she does that, isthe result adoll, a
mannequin, or amechanical device? We don't have to know to be fascinated with the personality aspects it reveals
asit moves.

All doll makersimmediately recognize the element of doll-ness and, perhaps, an e ement of their soulsin
the work of Sha Sha Higby (below). She becomes the dall. Sha Shaliterally makesit live.

How do these artists—we might call them the avant-garde— finish their figures? The same way any other
artist does. They find avision. They think about what needs to be done (technical work) to make it happen (design).
They study traditional formsand consider how they can be used or changed or reconstructed in their vision (study,
experimentation, and practice.) If amateria they need does not exist, they often create it (invention). They do hours
and hours of paingaking work to make every part of the work as perfect asit can be. If theresult is not the
expectation of the viewer, that is Ssmply because these artists are not afraid of re-defining the edges of the known
doll world. They enjoy it as much as the traditional artist enjoys perfecting a figure with known processes and
commonly found materials.

In the end, fabricated figures, art dolls, mixed media scul pture— whatever you call them, whatever type
you like, whatever type you do, traditional, contemporary, avant-garde—all require the artist to do al that needs to
be done to complete the vision as atangible object. Every time an artist is true to her vision, the knowledge and
experience in the world of the maker and the world of the viewer are bettered.

(Above) Axd Lucas, Untit/ed detail, 21 inches, porcelain, carved wood. Photo by Axel Lucas.

Sha Sha Higby, Folded Under A Stone Sleeping, 70 inches, costume for performance art inspired by bark on trees,
made with Japanese lacquer, hemp, wire, and tulle. Photo by Albert Hollander.
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B Sha Sha Higby, Cows Lnder A Penpar Trea, 70 inches,
costuma for performance made with Japanese wood
and paper kechniques, Seweng and wodd carving
Photos by Fred Meartz.
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I the last two decades. animation done with multiple graphic
cells moved to the more complex stop-action filming of
dimensional figures. Bill Nelscon's figures are used to make
computer scans to create video animation. What we see on
the screen is mot the actual figure. It is one way of realizing
the maximum potential of the figure

W Bl Nelson, Odie, 8 Super Sculpey figure used for computer-
generated animation. Phato and wine animation graphics
courtesy of Main Street Film and Animation.

| FINISHING THE FIGURE
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B Pamela Hastings, The JQuesn of Hhe May Erelvaces Hear Darker Se,
15 inches, dath, guiling
Photo by Allen Bryan,

B Donra May Robinson, My Primavena, 25 Inches,
all doth with: oil-painted fage.
Phato: by Jerry Artharm,

B Pamala Hastings, The Qusan of tha May fanares Her Darfar SoX,
15 inches, cloth, quiting
Photo by Aller Bryan

Brvonao | 143



B Axel Lucas, Uatitied, 21 inches,
porcelain, carved wood.
Prota by Sxel Lucas.

B Marlaine Verhelst, Marabow Jail, 60 inches,
porcetain and paper maché,
Pheto by Marcel Teuns.

B Ellen Rixford, Lady of the Inrer Light, (hwo views of the
mechanical movement), 36 inches, mixed media,
Photos by Ellen Rixfioed.



B Dmitry Zhurilkin, The Wision, 13 om, splint, fzbric,
Phota by Victor Chernlshow,

B Dmitry Zhurilkln, The Woman with the Head from Roses,
34 cm, splint, fabric.
Photo by Victor Chernishow,

B Gary Wang, Untitled, 24 Inches,
paper clay, mixed media.
Photo Dy Gary Wang.

B Uwe Haukenfers and Juergen Peper, Obaran,
16 inches, weood,
Photo By Charisma,

Bevonp | 145
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W Fon Shattil, Marel, 7 x 10 inches, fabric, beads.
Phato by Ran Shattil

W Hon Shattil, Hachma, 10 inches, fabric.
Phota by Ron Shattil,

I elinor peace badey, Tokyo Contaned, 22 inches, coth,
Phato by [saac Bailey,

146 | FinisviwG THE FiGuae



m Gail Leckay, Ingywonk, \;:..-F wwches, poly form
Bhoto by W, Donald Smeth,

B Lawan Angelgue, Madonne pin, 3 inches,
wired ribbon, metallic trims, found materiats.
Photo by Chris Flarkewski.

B Sandra Thomas Ogleshy, The Law of Perfect Balanoe,
14 inches, polymer clay and cloth
Prota by Sandra Thomas Ogleshy,

BEYOHD | 147
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'@ Photography

For the Record

Y ou might be able to write your own rules for creating your pieces, but there arereal, outside, "other” rules
for doll photography. And you must follow therulesif you want othersto appreciate your dolls in books and
magazine articles, buy them or invite them to be seen in gallery competitions. Y ou mug.

A photograph isatool. It isnot thereal thing. But it has to be as close to thereal thing as possible. It cannot
leave room for the viewer's mind to fill in the blanks. It cannot show morein the picturethan isredlly part of the
piece. That's cheating. Therefore, thefirst rule of photography is: Nothing isin the picture that does not belong to
the piece. Don't take pictures in the garden with flowers; don't take pictures on the coffee table with candy dishes
and doilies; and don't take pictures againg your upholstered furniture, draperies, or outside against walls or decks.

Use a solid paper, cardboard, or fabric drape that goes behind and continues under your piece. Solid means
no wrinkled sheets or fabrics, no bent cardboard or paper, no artful draping of background fabric. It means clean and
sharp. If you can take three days and thirty dollars worth of fabric to make adress for the dall, you can take thirty
minutes to press and stretch afabric or three dollarsto buy cardboard or a piece of felt for the photo background.

The only time you might vary from this rule iswhen you want to style adoll in a setting to make an
illugtration such as for a storybook or greeting card where the whole picture, not the doll, isthe message.

The next major consideration isfocus. Here theruleis: All parts of the figure from base to top of head and
from back to front must be in sharp focus. If the figure looks fuzzy, the viewer might think the surface is that way.
This may mean you have to manually focus, wear your glasses to focus, move back from the figure, and shoot with
the cameralens parallel to the figure.

The most important part of getting good focus is understanding how depth of field and focal plane work.
Depth of field means the part of the piece that will bein focus. Depending on light, your cameralens and the
distance from it to the object, that depth can range from less than one-eighth of an inch (eyesin focus, nose not) to
two or threeinches. Depth of field also cuts through the figure. If your lensis turned to look up at the doll's face,
more than likely its feet will be out of the focal plane. If you focus on the face of a doll that sits, often most of the
legswill be outside the field of focus. Turn that doll dightly to the side and move the camera back. It is better to
have a small image, well focused than afilled frame out of focus. Keep your lens aimed straight at the piece, focus,
using your eye to check through the view finder to be sure al parts outside the focus circle are sharp (getting the part
inside the circle focused does not automatically make the whole in focus). Remember, the more light you can use,
the sharper the focus and the greater the depth of field will be.

Thishbrings usto lighting. Therule hereis: All parts of the doll should be well lit with no harsh shadows or
bright spots. Some photos submitted for this book were rejected because of light streaks, flash shadows, whited-out
areas or areas without an edge. If one eye is medium blue and the other islighter, what will the viewer think? He
could think you did it that way and that it is doppy work when, most likely, you didn't check for light glare. Ishe
going to see what looks like a lightening flash or is he going to see that you used a piece of metallic tissue lame? Is
he going to see apale blur or ishe going to see aface with features? If there are black flash shadows outlined around
the figure, how will the viewer know where its edges are?

All of these problems can be sol ved very quickly by losing the flash. Do not use it. Flash lighting, built-in
or attached, is meant for taking pictures of real people at distances of more than four feet. Flash isnot meant for
taking pictures of art subjects. Y ou don't need professional strobe lighting either. All you need are three metal, clip-
on, reflector lights with photo-flood bulbs, two white umbrellasto diffuse light and some chair backs to clamp them
onto. Extra highlighting can be done by adding lights that will shine down on the piece or pick up on certain aress. If
you sdll one dall, you can pay for thisand probably have change.

I f you must use a flash, cover it with tissue paper to diffuse the light. Tilt the flash, if possible, so the light
bounces back onto the doll from the wall or the ceiling.

* (Above) Anne Mayer Meier, Knobbykneed Flowergirl detail, 16 inches, fabric, mixed media. Photo by Jerry
Anthony.
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Automatic cameras can sometimes be more trouble than they are worth for the features. Auto focus will
focus on the part that is nearest—that might be the end of the nose and if it's along nose, the eyes might be out of
the focal plane. Auto settingswill balance for light. That means that the camerawill make alight figure against a
dark background even lighter in the attempt to balance light and dark areas. With a 35 mm camera, you want to
manually set the camerato let in light over along period of time.

Always bracket your shots. Take one, change the lens opening (F-stop) settings and take another. It would
be better to lose two out of three than all the shots on your roll. Professional photographers can shoot awholerall
with varying settingsin order to get just one good shot. Y ou will pay your professional a good deal more than the
cost of aroll of film.

And then there is pose. Always plan your photo so that the doll projectsits persona. If it looks like you
didn't care how it was presented, the message is you might be sloppy in other parts. If parts are cut off, then the
viewer hasto guessif thefeet are OK, or if the hands have fingers. If he can't see the face, he isnot going to be able
to undergand its character. If he can't see the whole form, he can't understand what it is doing. If you have made an
external stand or use a purchased metal stand, take careit does not show. Move the piece until you can no longer see
the upright. Be sure the feet are squarely placed so the doll looks like it is standing, not dangling from the waist grip.
Put waist rings under clothing—nhiding or minimizing stand uprights should be an initial consideration in your
design. Use clear plastic boxes to prop soft, floppy dolls or pin them to a stiff, non-shiny cardboard background.
Take some time to think as much about the art of the doll's photo asthe art of the doll. It counts.

Some problems, but not that many, happen in photo processing. If your negatives, transparencies or dides
are done well, as above, then you should get good results. Sometimes, processors are just sloppy. Always question
and never accept work that you think isnot as good as your negative or dide.

How many and what kind? Y our doll is not done until you have made a good picture of it. Authorsand
publishers prefer to work with the original slide or transparency or a very high-quality sharp print to make their own
scans. Submissions of transparencies (positive image) with studio lighting will usually get first attention. Because
they arelarger in format they will not lose detail in enlargement. Next best are dides. Sidesare usually requested
for juried events. Slides are easy to see and file. Shoot two identical slidesat atime. Thiswill save you money and
give you one permanent back-up and oneto use for making copies and prints. Prints, if very good, will be fine. Just
remember to mark the negative or dide right away so you know which isthe best to copy prints.

Remember: in spite of all modern mechanics, publishers cannot make a bad photo better...and most likely
won't bother if thereis something else available. Also, because of their composition, color, detailing, some dolls just
do not photograph well.

Y our photo work is not done until you get a sgned release. Y ou may own the copyright on the doll itself,
but the photographer owns the copyright on the picture of it and its use. All photos require a photographer'srelease
to make copies or prints. Every photo in this book has an accompanying release from the artist/photographer or the
professional they used. If you have someone el se do your photos—even your brother— be sure you have him sign a
release at the sametime. Y ou don't want to lose a chance to be in print because you can't |ocate a photographer.
Always keep file copies of your releases; send duplicate copies to editors or authors.

If the photo is used for publication, aways credit the person who did the photography—even your brother-
in-law.

Last, but not least, the photo itself needs to carry pertinent descriptive information. 1t should ook like this:

Name of artigt: M. J. Dollmaker Title of piece: Santa's Revenge Height of doll: 18 inches

Scul pture medium: Super Sculpey over wire armature (or cloth, or paper clay, etc.)

Specia details. Beard of braided mohair, hand embroidered details on costume.

Photographer name: John Popshot

For prints and plastic transparency covers, thisinformation can be typed on alabel and stuck on. Always
tape over the label to keep pen, printer or typewriter ink from smearing and rubbing off on the face of the photos
above or below it in a stack. Never write directly on the back of a print as pen and pencil markswill dent the photo
surface and make it unprintable. Don't trust a keyed list for descriptions. Lists get lost.

Always remember, your doll isnot done until you have agood picture of it and a signed rel ease from the
photographer allowing you to use the picture.
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Packing

and Shipping

| would rather make any ten or even ahundred dolls than pack oneto be shipped. This may be why 1 tend
to make what | call the Ultimate Unpackable Piece. However, most of us will want to send our figures off to new
owners or exhibits. We will have to face the packing problems and we should face them very early in the design
process. It will take on-going thought to place even the smplest form in a box. Over the years, | have shipped and
received a number of dolls so let metell you from my own observation what will work best.

There are some basic things to consider when you design. Negative answers to these questions don't mean
that you should give up on a complicated design. It just means that you need to consider how to design for
transportation.

» Can the piece come apart, can it be separated from its base and accessories?

» Arethere parts of the piece that will crush or get out of shapeif packed ?

» Will the person who receives the piece be able to put it together and set it up with the exact look that you gave it?
» When the pieceisfinished you need to consider the mode of movement. Will you ship this via postal service or
package carrier? Will you be carrying the piece in your personal luggage on public transport?

Let's state threerules for all cases:

RULE ONE: Any sort of packing should avoid putting pressure on a piece.

RULE Two: The piece should be packed so that it cannot move around in the box during shipping.

RULE THREE: Never, ever ship any item in loose Styrofoam pellets. They make a dreadful messin your
house and they will make a mess where they are unpacked. An owner, gallery owner, or exhibit builder isgoing to
hate your piece if it makes amess he hasto clean up. Furthermore, pieces packed in loose Styrofoam "float" during
shipment. What you thought you placed in the middle of the box will probably end up on the side or bottom where it
can take damage. When you get pellets, immediately bag them in soft plastic. Dry cleaner bags or soft plastic used
for vegetables at the grocery store are best. Staple bags to make pellet pillows.

These will adjust themselves around your form and contain the mess.

To comply with those rules the best interior packing materials will be;

» Plagtic pelletswell-captured in soft plagtic bags

* Fixing the piece to asolid pand of cardboard or hard insulation



This doll is fastened to a
rigid Foameore sheet with
cloth ties.

B Encase ina specially hollowed out plece of solid Styrofoam
with or without soft inger foam:

h

e T

2

This dall s packed m a box mid!ufﬂgidmmmﬂﬂmm
The doll is held in place with pieces of finger mmmhmu
placed in a muﬂmﬂburdh-a»mdmhnsﬂwam

Note that the bass is packed separately on top of the inner box, Set-up

Instructians Mdhuﬁﬁ%w#h Wmﬁ%?m Ja-t
immediately seen.

B Juiie McCullough, Smoke and Shadow detail,
27 inches, cloth sculpture, velvet and netting.
Phota by John Nollendorf.
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Soft finger foam upholstery or mattress material can be found at some fabric stores and most upholsterers.
Hard Styrofoam panels used for building insulation can be purchased at builders supply. Cut or saw the panelsto
needed sizes. Laminate panelsif more width isneeded.

The best exterior packing will be a cardboard box in excellent or new condition, with flaps that cover the
opening entirely. Commercial shippersroutinely require double boxing for any dolls you want treated as fragile
items. That means a second box that fits exactly inside thefirst or that has alayer of packing material (paper, bagged
Styrofoam pellets) between theinterior and exterior boxes. Interior boxes can be built of Styrofoam pands. The
basic ideais that when they throw the tractor tire on top of your box in the mail truck, your box can withstand the
weight without crushing the interior box.

As you can see, packing requires specid materias. These are costly and should be figured into the price of
your piece or the shipping fees. Thisiswhat "handling fees' are. These are separate from actual shipping costs and
are a definite part of your business expense.

Jill Hamilton, Lailoken, 1 inches, paper clay head, cloth body. Photo by Jill Hamilton.

Preparing for packing: Take pieces off their stands or bases if possible. Do this especially in cases where
breakable legs are pegged into bases. Wrap a decorative base in the same way you would a doll. Use the pellet bags
or foam rubber and secure the piece so it cannot move around. Always pack bases away from/separated from the
dolls. Remove any held or attached accessories such as hats, walking sticks, baskets, or toys. Pack thesein a
separate box and plan so that it can be placed in your main shipping box without being able to move or push into
your doll figure. In some cases adoll in achair can be packed as one. When doing this| "mummy" wrap the whole
piece with kitchen plastic wrap.

When you take a piece apart to pack it, you must provide specific written instructions for unpacking—
which partsto remove first—and its set-up on thereceiver's end. This should include a photo of the piece asit
should be seen. Also include ingructions for care and cleaning. Y our instructions should be on letterhead or with
your address and the address of the receiver. Put al written material in an envelope and pack it so that it isthe first
thing seen when the box is opened.

Example 1 Porcelain or breakable materia. If the piece does not have a number of partsthat gick out in al
directions, the best mode will be to encase it in a Styrofoam mold case. Some shippers offer "blown-in" foam
packing. The pieceiswrapped in plastic and hot liquid foam is blown into the box forming a solid mold around it. It
can't move and it can take pressure.

Example 2 Breakable piece. Here you use the Styrofoam panel material to hollow out atop and bottom.
Thedoll isplaced in the hollow case. To prevent movement within the case, alayer of soft finger foam (mattress or



upholstery material) can be put over the doll.

Example 3 Breakable piece. If the pieceisrelatively flat, it can be laid againgt a Styrofoam panel and tied
down. Use along bodkin needle to punch cloth tie material through the pandl. ; Don't use wire asit can "saw" on
both doll and pand. The sides of the panel can be built up with alip higher than the highest part of the piece and a
lid placed over thetop.

Example4 Tiedown. Thisisthe onethat can goin "open air" and it will work SOT soft, lightweight cloth,
wire-armatured pieces. Here the piece is suspended within the box, or its base is secured to the bottom of the box.
No other packing is added.

B Encase in finger foam and placed in a hard-sided [dent-
procf] contziner

thketch the outline of
your dall on a piece
af 2=or-3 inch rigid
Styrafoarn insulation
Then, hollow out 2
space for it to lie in.
If the figure has more
depth, hallow out a
covering piece of
foam. add small bits
of foars rubber to
keep doll from shift-
ing, if necessary

(&1 abeve).
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Example5 Soft cloth. This seems like an easy one becauseit can't break. But skirts or wingsor jointed
limbs and molded faces could crush. Y our goal isto pack it o that it isas crispy when it comes out of the box as
when it went in. More simple stuffed figures can be bagged in plastic and laid in a box between plagtics bags filled
with stuffing or plagtic pellets (cookies, peanuts, shells, etc.) Put alayer of thin foam rubber or folded paper under
skirts and between petticoats and skirts. Thiswill help avoid wrinkling. Use white paper—newspaper can make ink
smudges. Wrap the head with kitchen plastic wrap to keep hair stylesin order.

Traveling with your dolls: Many of us take dolls to shows or conferences in our luggage. Unless your
pieces are all soft cloth, you will need to have hard-sided luggage. For instance a 28-inch Pullman rolling suitcase
can hold up to ten fragile dolls packed between layers of finger foam. Rolling, hard plastic storage boxes are also a
good consideration. | line one side of the open case with finger foam, lay the dolls so that hands or extending parts
rest between the foam fingers, then cover the whole with another layer of finger foam. This keeps pieces very
securely in place. Your main concern isto check very carefully so that when the case is closed, the foam will not
press down on any part of the piece and put it under pressure.

Modes of shipping vary. Essentially, you want the safest, fastest, and most economical. Pay alittle extra for
air and/or first class. Be sure you have registered or certified mail or shipping tracking number in case a package
must be traced. Make some callsto find out which modes are available in your areaand in the receiver's.
Commercial shippers often require a street address for delivery. Talk with the receiver about the best way for him to
get your package. He might prefer to make a drive to a shipping center or post office rather than have a package | eft
on his doorstep or roadside mailbox. Also note that when you use commercial shippers, they can pick up packages at
your door, thus saving you the hasse of carrying and standing in lines with large boxes.

Shipments going overseas may require import duty feesto be paid by thereceiver. Ask your addressee how
he wants val ue stated. Shipments going overseas for exhibit (and being sent back to you) will require special
paperwork or you will be required to pay import duty on your own pieces to get them back. Talk to your shipper
about specific requirements. Usually, thiswill require three copies of anotarized letter describing the purpose of the
shipment (for exhibit at museum X and the dates) accompanied by three copies of a photo of the piece.

Insurance: Technically, the piece bel ongs to the buyer and is his responsibility the minute he buysit.
However, insurance claims must be filed by the shipper: you. Claims for full value may result in the freight
company or post office keeping the piece. If the piece can be fixed, you might want to file a claim for part valueto
save the piece from a damaged goods auction or the garbage.
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Jane Darin, Self-portraitFeeIing II U"nti, 24 inceé, cloh. Poto by Werner Kalber.
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The Artists

If you write to the artists, please enclose a stamped envelope for their reply.
Angelique, Lawan, 2458 W. Bayshore, #7, Palo Alto, CA, 94303 Anzai, Akiko, 1609 Treehouse Lane, Roanoke,
TX, 76262 Armas, Pamela, 3435 Texas Street, San Diego, CA, 92104 Austin, Sara, 4035 Stalwart Drive, Rancho
Palos Verdes, CA, 90275 Bailey, Elinor Peace, 1779 East Avenue, Hayward, CA, 94541 Barona, Y olanda, 1217
Franklin Drive, Port Orange, FL, 32119 Bates, Jeanie, 8957 SW Arapaho, Tualatin, OR, 97062
Batte, Charles, NIADA, 272 Divisadero St, #4, San Francisco, CA, 94117
Baumbauer, Diana, 1716 Mebourne Road, L afayette, IN, 47904
Belzer, Kathryn, 12943 HWY 224, RR2, Schubenacadie, Nova Scotia, BON 2HO Canada
Bibb, Pattie, 247 Overlook Drive, Chulota, FL, 32766
Blythe, Stephanie, NIADA, P.O. Box 1806, San Anselmo, CA, 94979
Boers, Martha and Marianne Reitsma, 1890 Parkside, Pickering, Ontario, LIV 354, Canada
Boyce-Franklin, Alinda, P.O. Box 1518, Mariposa, CA, 95338 Brandon, Elizabeth, NIADA 5916 W 53rd, Mission,
KS, 66202 Brombal, Anne-Marie, 8312 Halkin Drive, Piano, TX, 75024
Calhoun, Lynne A. and Debbie McCullough, 4430 N. Rockcliff Place, Tucson, AZ, 85750
Cannon, Margery, 910 Donner Way #204, Salt Lake City, UT, 84108 Carl, Rita, Box 578, Miranda, CA, 95553
Carlson, lane, 29853 Troutdale Scenic Drive, Evergreen, CO, 80439 Carpenter. Mary Jo, 2721 Bach Avenue,
Portage, M1, 49024 Casey, lacqueline, 1930 Blairsville Hwy, Murphy, NC, 28906 Cely, Antonette, NIADA, 3592
Cherokee Road, Atlanta, GA, 30340 Chapman, Barbara, 353 Glenmont Drive, Solana Beach, CA, 92075
Charlson, Gillie, 8 Bolton Road, Adlington, Nr. Chorley, Lanes, PR 9NA, England
Chomick, Chrisand Peter Meder, NIADA, 5248 52nd Avenue, St. Petersburg, FL, 33709
Christman, Martha, P. O. Box 63. Boyds, WA, 99107
Church, Althea, 38 Hancock Street, Arlington, MA, 02174
Cinnamon, Olga Dvigoubsky, 1158 W. 23rd Street, Upland, CA, 91784
Clements, lan, PO Box 108, Y ackandandah, Victoria, 3749, Australia Collins-Langford, lan, 607 Bedfordshire
Road, Louisville, KY, 40222
Cowart-Rickman, Pamela, NIADA, P.O. Box 602, Rock Hall, MD, 21661
Creager, Richard and Jodi, NIADA, 14704-B Gold Creek Court, Grass Valley, CA, 95949
Crees, Paul and Peter Coe, 124 Alma Road, Bournemouth, Dorset, BH91AL, England,
Cronin, Nancy, 76 Andover Street, Wilmington, MA, 01887 Crosby, Diana, NIADA, 1728 Steele Road, Griffin,
GA, 30223 Cules, Patti Medaris, 9019 Stargaze Ave, San Diego, CA, 92129
Cunningham, Robert, 40 McGee Ave Apt 510, Kitchener, Ontario, N2B 2T 3. Canada,
Darin, lane, 5648 Camber Drive, San Diego, CA, 92117



Davies, Jane, NIADA, Amber, The Street, Walburton, Arundd, W. Sussex, BN18 OPH England

Doucette, Robert, 12846 Woodbridge Street, Studio City, CA, 91604 Dudley, Martha Ann, 3039 Four Oaks Drive,

Atlanta, GA, 30360 Esdinger, Dru, Rt 2 Box 630, Madison, KS, 66860 Evans, Barbara Carleton, 132 Poli Strest,

Ventura. CA, 93001 Ewing, Linda, 10736 Darling Road, Agua Dulce, CA, 91350 Feingold, Sandy, 1752 Gascony

Road, Encinitas, CA, 92024 Feroy, Meo, 3121 South 349th Street, Federal Way, WA, 98003

Finch, Margaret and Marta Finch-Koslozky, NIADA, 9 Catamount Lane, Old Bennington, VT, 05201

Fletcher, Dan, NIADA, 4761 Broadway, #2E, New Y ork, NY, 10034 Fosnot, Susan, 322 S. Madison Street,

Woodstock, 1L, 60095 Frank, Mary Ellen, NIADA, P.O. Box 02137, Juneau, AK, 99802 Garber, Valarie, 920

Hobson Street, Longwood, FL, 32750 Geer, Genie, 9236 Church Road #1046, Dallas, TX, 75231

Goodnow, June, NIADA, 2324 Ashley Drive, Oklahoma City, OK, 73120

Hamilton, Jill, 1481 Cranberry Court, Wixom, MI, 48393

Hanglik, Retagene, 533 Fairview Avenue, Arcadia, CA, 91007 Hastings, Pamela, 161 Wilhelm Rd, Saugerties, NY.
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Haukenfrers, Uwe and Juergen Peper, NIADA, AM Kidlortzplatz 116, 22850 Norderstedt, Germany

Hayes, Bronwyn, 18 Molyneaux Place, Ferrer, ACT 2607, Australia

Hennen, Margi, 300 Academy Road, Winnipeg, Manitoba, RSMOE9, Canada

Higby, Sha Sha, P. O. Box 152, Bolinas, CA, 94924

Hoel scher, Cindy, 3047 N. Payne Avenue, Little Canada, MT, 55117

Hoover, Bonnie, 26889 Lakewood Way, Hayward, CA, 94544

Hoskins, Dorothy, NIADA, 1411 Mary Ann Street, Fairanks, AK, 99701

Houck, lane, 20 Sargent Road, Sandown, NH, 03873 Housley, Sherry, NIADA, 7 Warbler's Nest, Swannanoa, NC,

28778 Huston, Marilyn, 101 Mountain View Drive, Pflugerville, TX, 78660 lacono, Maggie, NIADA, 2 Raymond

Circle, Downington, PA, 19335

Jett, Lori, 716 Byland Drive, Beach Grove, IN 46107

Johngton, Barbara, 5713 Louise Lane, Austin, TX, 78757

Justiss, Sandra Wright, 720 Maplewood Avenue, Ambridge, PA, 15003

Katin, Hedy, 8 Palm Drive, Y ankeetown, FL, 34498

Keizer, Rita, P.O. Box 790, Woodinville, WA, 98072

Kertzman, Linda, 37 West Main, Morris, NY, 13808

Kinsey, Dawn, Box 938, Three Hills, Alberta, TOM 2A0, Canada

Klawitter, Judith, 2303 River Road, Missoula, MT, 59801

Koffrie, Hennie, NIADA, Gen Kvd Heydenlaan 9A 3743KT Baarn, Netherlands

Lackey, Gail, NIADA, 11716 Emerald Road, Nampa, 1D, 83686 Lamb, Jaine, 34 Queen Street, Crillia, Ontario,

L3V 1B7, Canada Lampi, Sally, 2261 Beckham Way, Hayward, CA, 94541

Landis, Ruth Kuykendall, 1185 Arroyo Grande, Sacramento. CA, 95864

Langhorne, Helen, 2813 Glen Gary Place, Richmond, VA, 23233 Langton, Michadl, NIADA, 9 Boat Club Drive,

Stratham, NH, 03885
<

Laverick, Nancy J., 6517-D Four Winds Drive, Charlotte, NC, 28212 Lewis, Anya, 11 Burnham Street #3,
Somerville, MA, 02144 Lichtenfels, NIADA, Lisa, P.O. Box 90537, Springfield, MA. 01137 Lima, Gretchen, 1419
S. 20th, Sheboygan, WI, 53081

Lukas, Axel, NIADA, AM Kie ortplatz 116, 22850 Nordorstedt, Germany

Maciak, Heather, NIADA, 387 Glamorgan Cr. SW, Calgary, T3E 5B7, Canada

Main Street Film and Animation, 1800 W. Main St., Richmond, VA 23220

McCullough, Julie, 719 P Street, Lincoln, NB, 68508 McGarry, Priscilla, 21 Monadnock Drive, Westford, MA,
01886 McLean, Barbara, 66 East 9th Street, #1915, & Paul, MN, 55101 Meier, Anne Mayer, 124 Broadmoor Drive,
Daphne, AL, 36526 Morrison, Barbara, 717 Hiberta, Missoula, M T, 59804 Nelson, Bill, P.O. Box 579, Manteo, NC,



Spanton, Deborah, 10655 SW Collina, Portland, OR, 97219
Stem, Andrez, PO Box 559 Chauncey, OH, 4571Y

Stillwel], Tracy Page, 85 Horseneck Road, Warwick. RE, D2839

strickarz. Ethel Loh, 850 M. Almond Valley Rd, Arkport, MY, 14807

Stuart, George, MIADA, Box 308, Ofal, A, 93024
Sward. Lynne, 625 Bishop Drive, Virginia Beach, VA, 23453

Thompson, Carla, MIADA, 2008 Rourndleaf Green, Huntsville, AL,
35803

Thompson, lelene, 8605 NE Milton 52, Portland, OR, $7220
Triplett, Dee Dee. 10285 Hwy 19W, Bryson City, NC, 28712

Van der Splegel, Willamijn, Paardenmarkt 8 6981 AL, Doesburg,
Matherlands,

verhelst, Marlaing, NIADA, Burg. Suysstraat &1 ML 5037 MC.
Tilberg, Metherlands,

Wahl, Anpie, MIADA, 22275 Penn Avenue, Lakeville, MN, 35044

Walmsley, Kathryn, MIADA, 8041 Shady Road, Oldenburg, 1N,
47036

Walters, Nancy, RIADA, 690 Trinity Court, Longwood, FL, 32750

Wang. Gary, 6956 Fremlin Street, Vaneouver, BC, V6P 3W4 Canada

welch, Marcellz, 5475 Rbe 192, Andover, OH, 44003

White, Alessandra, 805 Dwight St, Ypsilanti, M1 48198
whitney, Karen, 7954 El Capitan Dr, La Mesa, CA, 91941
wiley, Mancy, NIADS, 253 Warren Streel, Hudson, NY, 12534

Warrow, Mary, 1116 MNew |ersey Avenue, Altamonte Springs, FL
32714

Wylde-Besm, Annie, 2943 Apache Avenue, Ventura, CA. 93001

The fallowing artists may be contacted via Irina Myzing, Box #303

Cio IPS, PMB, 665 Fifth Avenue, Mew York, MY 10103: Adrianova,
Olga; Avanesova, Anng, Guseva, Marina, Mareditskaya, Ima;
MNasedkina, Elena; Ovchinnikova, Ludmila; Voskressenkaya,
Svetlana; Zhurilkin, Dmitey

B (Left} Cindy Hoelscher, The Dazziing Dancer,

12 inchies, mixed media.

Phoba by Candice Christensen,

B Connie Smith, Wrginig Woal, 12 Inches,
seated, porcelain and mixed madia,

Phate by W, Donald Smith.

B Gary Wang, Untitled, 24 inches,
paper clay, mibed media.
Pheoto by Gary Wang.
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27954 Oglesby, Sandra Thomas, 1160 Glenwood Trail, DeLand, FL, 32720 Oroyan, Susanna, NIADA, 3270
Whitbeck, Eugene, OR, 97405 Patell, Colleen Ehle, 1076 Vernier Place, Stanford, CA, 94305 Paterson, Melinda,
10465 SW Lee Court, Portland, OR, 97229 Patterson, Joyce, 1010 S. Brooks, Brazoria, TX, 77422

Porcella, Yvonne, 3619 Shoemake Ave, Modesto, CA, 95358

Radefeld, Beverly Dodge, 1016 West 6th, Topeka, KS, 66601 Redemer, Barbara, 97 Hermasillo, Sonoma, CA,
95476 Richmond, Debbie, 2401 Bashor Road. Goshen, IL 46526 Rixford, Ellen, 308 West 94th St #71, New Y ork,
NY, 10025 Roberts, Ginger, Taproot Drive, Winter Springs, FL, 32708

Robinson, Donna May, NIADA, 17859 Howe Ave., Homewood, IL, 60430

Robison, Michelle, 16316 Road N, Napoleon, OH, 43545 Schneider, Karan, 339Trumbull Drive, Niles, OH, 44446
Shattil, Deb. 9200 Skyline Blvd, Oakland, CA, 94611 Shattil, Ron, 9200 Skyline Blvd., Oakland, CA, 94611
Shively, Christing, 8717 Hilltop Road, Ozwakie, KS, 66070 Skeen, Janet Kay, 10182 Quivas Street, Thornton, CO,
80260 Smith, Connie, NIADA, 167 Gayle Dr., Galatin, TN, 37066
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BarbaraChapman, Narcissa on Love Seat, 16 inches, slk-covered wire settee. Photo by Bob Hirsch.
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