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Appropriate vs Excessive

by Colette Wolff

.~ From the photographs | received, | could
E toII that the dolimaker had chosen a designer
pattorn that stuffed into a shapely well-
rounded figure. Seams and darts created
chin, cheeks and nose, all of which the doll-
maker accentuated further with needle-
modelling to indent the corners of mouth and
ayes, to outline nostrils, and to make a

crease between lower fip and chin. The

doll's features were realistically painted;

blushes of color.were added-to oreato the-

lllusion of modelling in areds where other
techniques could not actually model the
form. The doll was finished with-eyelashes
glued to eyelids, a flowing wig- .of synthetic
hair set in waves and curls, and ruffle-and-
lace-trimmed clothing.

With all the best intentions, the dolimaker

had gone too far. She employed every tech- <

nique and material at her command to make

her doll look as much like an idealized, real-

life little girl as possible. But the means and

methdds she used to"achieve her effoots. -

smothered the doll itself. B

Her doll was overstatedand overwrought. |

It was fascinating, but hardly endearing.. In
her pursuit of realism, the dolimaker had lost
sight of the goal, and the spirit was lost. -

A doll, dear reader, is a fantasy.. The cloth.

doll in particular is- make believe, let’s

pretend and play. it doesn’t matter whethor.__
the doll is for a 65 year old collector or a 5~

year old child, a cloth doi! should be a source

of comfort and a motivator of dreams. It

should enchant, and it should have soul.
Expectations of what the craft of cloth doll-

making is capable of achieving have

multiplied with the increase’in materials and
techniques at the cloth dolimaker's disposal.
In the last 50 years, cloth dollmaking has
come a long way. Designers who understand
3-dimensional fabric construction have
developed patterns that stitch and stuff into
appealing naturalistic figures. With the ad-
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~ ‘acloth doll should be
-~~~ asource of comfort’
and a motivator of dreams’

vent of polyester stuffing and stretch knits,
needlemodelling techniques allowed dolL
makers to produce figures with naturalistic
detailing. The, contemporary cloth doll is-a
ssophisticated creation compared to’'its hum- -
ble predecessors.
- Although -pattern and needlomodolllng
techniques have .expanded the soulptural
possibilities of the cloth doll, the cloth doll is
not a sculpture in the sense that the- por-

_ celain doll is a‘sculpture.. The materials and

techniques of porcelain dollmaking leénd
, themselves to, the pursuit and acgomplish-
‘ments of very realistic effects. -Body con-
tours and facial features of a porcelain doll
can duplicate every bone, musgle and tissue
formation of a real-life counterpart. Such
realism is appropriate to the medium, just as
painted features, artificial eyelashes and
acrylic or human hair wigs are appropriate to
complete the realistic portrait stated by the
porcelain sculpture.

‘The cloth doll artist chooses
materials and techniques that
are harmonious and appropri-

ate to the concept of
“. +a particular doli.’

There's harmony to porcelain, paint and
acrylic or human hair wigs just as there's
harmony to cloth, embroidery and wigs of
yarn. Artists who use cloth to cut and stuff
into a doll know that there is a point where
the materials and techniques of their craft
can't be pushed any further without calling
too much attention to themselves. The cloth
doll artist chooses materials and techniques



*hat are harmonious and appropriate to the
<oncept of a particular doll.

A cloth doll artist loves the craft as much
for what it can’'t do as what it can do, and
happily turns the limitations of the medium
into assets. Cloth doll artists create dolls
with the power of suggestion. Their dolls
stimulate imagination, inviting the person
looking at the doll to identify with it, to finish
it with a personality that the dolimaker began.

‘A cloth doll artist happily
turns the limitations
of the medium into assets.’

On the bulletin board in my studio there's
a picture of a trio of antique folk dolls that |
cut out from a magazine. They are simple,
flat constructions of muslin with arms that
stick straight out from their bodies, necks
that are too thick and heads of uneven
shape, hands identified by stumpy in-
dications for thumbs, and legs that turn up
into pointed feet. Facial features are in-
dicated with round buttons for eyes, straight
fines for mouths and curving lines for eye-
brows. Little knots of yarn spaced around

the head suffice for hair; the black doll has
pigtails that stick straight out from the head.

The dolls are homely, elumsy and cap-
tivating. Unlike the dollmaker who sent me
the photographs of her doll, that dolimaker
of long ago was true to the materials she had
to work with, true to the level of skill she
possessed, and true to the nature and pur-
pose of the doll-persons she created.

Cloth dolimaking today has come too far to
be satisfied with such naivete, except in ap-
preciation of the past and of dolis made by
children. At the other extreme it's a mistake
to burden the cloth doll with expectations it
was never meant to fulfil. Just how
"‘realistic’’ is a cloth doll meant to be?

When there’s so much to work with, it’s
not easy to know when to stop and what to
leave out, but that's the challenge.

Editor's Note: Colette Wolff, in the pattern
business for over 10 years under her
‘Platypus’ label, has been setting high
standards for quality and innovation In the
field. Her catalog of original doll and craft
patterns and kits is availabie for $1.00 from:
Platypus (CD), Box 396, Planetarium
Station, New York, NY 10024,

Beautiful
Original Handmade
Cloth Dolls

BROCHURE
$1.00 refundable
with order.
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P.O. Box 544
Seaford, New York 11783
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STUPFFING

by Colette Wolff

Every time | teach a dollmaking
class to beginners, their reaction to
“Introduction to Stuffing” is the same.
Initially, they're surprised when |
explain that there's more to stuffing
than pushing wads of it through a hole
into a cavity. They have trouble
believing that stuffing a shapely figure
doesn't happen automatically. Then
they're amazed to discover that stuff-
ing is a vigorous, not a genteel,
activity. They're astonished at the
quantity of stuffing that disappears
and continues to disappear inside the
fabric container. They're shocked at
the amount of time and care required
to stuff properly. And when they're
finished stuffing their first doll, they
express considerable respect for the
cloth dolimaker's craft! -

In dolimaking, stuffing is “where it's
at,” to borrow a contemporary phrase.
Certainly accurate cutting and precise
seaming are important, but the best
preparation is worthless unless stuff-

ing can make that flat container of

fabric approximately 3-dimensional. A
beautifully stuffed doll has pleasing
contours and a smooth surface — and
it looks and feels substantial as well.
Even a softly stuffed .doll needs
interlor stability or else it will change
shape every time it's handled.

Before the miracle of polyester, the
soft stuffed doll that's cuddly, squeez-
able and washable wasn't possible.
Cotton and kapok, common stuffings
before polyester, lumped, matted, and
quickly lost resilience. The polyester
stuffing favored by today's experi-
enced cloth dolimakers is non-aller-
genic, washable, extra resilient, and
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never bunches or shifts. It can be
packed forcefully to make a doll that's
solid and firm, or It can be compress-
ed with llmited thrust to make a doll
that's soft but sturdy.

To propel stuffing into the fabric
contalner, dollmakers have favorite
tools, like cooks have favorite knives.
Fingers are the. dolimaker's most
obvious stuffing tool, but fingers can't
reach or fit into all extremities so
stuffing tools are necessary. Knitting
needles, crochet hooks, dowels of

various diameters, pencils (the eraser’

end is the stuffing tip), wooden
(the bowl of the ‘spoon
becomes the handle), chopsticks,
screwdrivers with corners rounded,
skewers, straightened halrpins or
paper clips, tapestry needles - all have
their uses for one stuffing purpose or
another. Choose a tool that's strong

‘enough for the job, that fits into the
© cavity and is comfortable to hold. Vary

the tool you use as the size of the
cavity and the nature of the stuffing
challenge changes. '

RELATE THE SIZE OF THE PIECES
OF STUFFING YOU INSERT TO THE
SIZE OF THE AREA YOU'RE FILLING.
For example: stuff slender fingers
with the tiniest wisps of stuffing
pushed on the end of a long, thin tool
into each fingertip. Add more wisps
until the fingers are stuffed to the
palm. Pad the palm with slightly larger
bits of stuffing. As palm becomes
wrist and then arm, the size of the
pieces of stuffing inserted can In-
crease as the diameter of the inside
space ‘increases. Large pieces of

stuffing should be reserved for stuff-
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ing large body cavities such as torso
and head.

YOU SHOULD NEVER BE ABLE TO
SEE OR FEEL WHERE ONE PIECE OF
STUFFING ENDS AND THE NEXT
ONE BEGINS. Each succeeding piece
of stuffing should be worked, poked,
pressed, even forced into position
against previous stuffing to mingle
and blend the newest stuffing with the
stuffing alréady in place. The casing,
or fabric skin of the dol!, should look
and feel smooth and unbroken, as if
the stuffing were poured inside rather
than inserted piece by piece. No
lumps or bumps unless such config-
urations are designed Into the figure.
No wrinkles unless they're part of the
characterization of the doll. Build
stuffing slowly and carefully, bit by
piece, into the casing until its 3-di-
mensional potential is fully realized.

STUFF THE SHAPE YOU CUT AND
STITCHED INTO THE CASING. Under-
stand the possibilities and the limita-
tions of the pattern you're using.
Imagine, or draw if that helps, what a
) cross-section of the doll’'s body
’ should look like at any given point and
stuff that shape. If your pattern is
composed of many pieces, or if it is
extensively darted, cross-sections of
head and torso can be stuffed realis-
tically round or oval. But if the pattern
you are using has'one pattern piece for
each section and no darts, your
pattern will produce a ptllow doll, or a
“flattie” in the terminology of doll-
makers. Any attempt to produce a
head, for example, that's round when
viewed from any angle, will only result
in heavy wrinkling at the side seams
and a head that's too small for the
torso when viewed from the front.

STUFF THE CASING TO |ITS
LIMITS. Stuff each detail and part of
the figure as full as possible; stuff
unti! the threads of the seams are
visible. If your pattern pleces have
curvy outlines with lots of ins and
outs, define every bulge with thought-
ful stuffing placement. Know how
firmly you need to stuff each part of
the doll's figure to make it self-sup-
portive, to assemble and hang proper-

ly, and to survive playful handling. If
your pattern Is designed to produce a
realistically detalled figure, pack
stuffing into the casing until the fabric
is stretched tight and smooth over the
stuffing.. Stuff necks and legs, in
particular, for strength and durability.
Even simple one-pattern pillow dolls
must be stuffed firmly enough to keep
their shapes after touching and push-
ing around. (The exception: if your
casing fabric Is excessively stretchy,
you must carefully control the amount
of stuffing you insert or the doll you're
making will become a gross distortion
of itself,) .
USING FINGERS AND EYES, EVAL-
UATE WHAT YOUR STUFFING IS
PRODUCING. Constantly feel, stroke,
press and smooth with one hand to
encourage the stuffing being inserted
with the other hand into the desirable
shape. From time to time hold your
work at arm’s length to consider the
outlines of the form that's emerging.
You can’t see what you’'re doing while
you're stuffing right next to your body.
Always check your work from all sides
to judge the symmetry, balance and
proportions of the filgure. Make corre-
ctions immediately. Compare the size
and shape of ane arm with the other,
one leg to the other. Just because
both are cut and stitched from the
same pattern doesn't mean that they
will spontaneously stuff into a match-
ing pair. Complete the shaping of each
area to your satisfaction before mov-
ing on to stuff the next section.
When you have finished stuffing
and the opening Is stitched closed,
MODEL THE STUFFED FIGURE WITH
HAND AND FINGER PRESSURE.
Mould each part of the doll's figure in
your hands almost as if it were made
of clay. Smooth slight surface irregu-
larities with finger pressure and rolling
between your palms. Flatten hands
and feet with hand pressure. Accent-
uate indentations at ‘' neck, waist,
wrists .and ankles by pirehing and
squeezing. Define eye hollows by
pressing into the_head with fingers.
Even flat dolls .can acquire. subtie
shaping with flnger pressure in appro-




priate places.

TAKE YOUR TIME. Stuffing doesn’t
get faster with experience. If anything,
it takes longer the more you appre-
ciate what can be achieved with
thoughtful, painstaking work. :

And it is work. It's a rough and
THSfUm A2 NS thakcan Be stiifed
with ladylike ease and delicacy, but
stuffing a casing into a 3-dimensional
representation of a human figure with
all its hollows, bulges, indentations
ﬂ_rl'nd other. details is work. However

e superior resuly _ {he rewards of
creation, pleasure gn4 approval - are
worth every ounce 44 the offort — and

the stuffing.

Judi Waters
will be there*

... Sowill

eleanor peace bailey
and many others.

This article was originally ,,pjished, in

hat abbreviated form, ;
somew Pvigrac v in NATIONAL

special publication. NATIONAL DOLL
is a magazine. Sub-

WORLD i-mont
scriptions are Em 00 em(e’r address is c/o

House of White gi-oheS"P-0. Box 33 _
brook, NH 038742 o - BOX 7, Sea

Editor's Note: Colette Wollf, in the pattern
bysiness. . 105, 92hadO btSA sellling nig
standards for quality and innovation in the
field. Her catalog of original doll and craft
patterns and kits is available for §1.00 from:
Platypus (CD), Box 396, Planetarium
Station, New York, NY 10024.

Manteca Quilters

6th Annual Quilt Show and
Cloth Dol Exhibit;

An EVENT

to prepare for!

Jean Ray Laary,
raffle quilt designer
and guest speaker
will be there.

Location: Lindberg School,
311 E. North Street.

Dates: March 2nd and 3rd.

Time: 10 AM to 5 PM.

Inquiries:
B. Prince
404 Mylnar

Manteca, CA 95336
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The. Raggedys

Yesterday I walked through FA.O.
Schwartz, New York City's famous toy
store, and there was Raggedy Andy,
tumbling downward on bicycles beside
the escalator I was riding up. Raggedy
Ann, his significant other, waited for
him on the second floor. In three sizes
and in quantity, she filled the cubicles in
a wall of shelves. "Don't
feel sad. Everything's
going to be all right,” she
seemed to be saying, as
she’s been saying since
1914 or thereabouts
when Johnny Gruelle
painted those famous
features on an old rag
doll with a worn-off face,
and made up stories
about Raggedy Ann and
her adventures in “the
deep, deep woods” to

the cast-off doll was reincarnated by
Marcella’s father to be a companion for
his home-bound little girl.

Since accounts conflict, we don't
know whether Johnny Gruelle or his
mother thought of the name, Raggedy
Ann, and we don’t know who invented
Raggedy Andy. We do know that two
years after Marcella's death, Raggedy
Ann, Raggedjr Andy, and their cloth
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lull his ailing daughter,
Marcella, to sleep.

Because the original
Raggedy Ann was a very
private doll person with
a mission, the exact date

A Raggedy is the ultimate best friend,
never inviting comparisons aof better,
prettier, smarter, or more popular.

of her creation isn't recorded. However,
we know that Marcella Gruelle was 10
in 1912 when vaccination with an un-
sterilized needle caused a heart infection
that kept her an invalid until she died in
1916 at age 14. We also know that the
original Raggedy Ann lived in the attic
of the Gruelle house in Silvermine, Con-
necticut, a relic from the childhood of
Marcella’s paternal grandmother, before
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doll friends were introduced to the pub-
lic in a book written and illustrated by
Johnny Gruelle, who at that time
worked as a cartoonist and illustrator
for the Indianapolis Star. The little book
was an immediate success. It was called
The Adventures of Raggedy Ann, and in-
cluded stories titled: “Raggedy Ann
Learns a Lesson,” “Raggedy Ann and
the Kite,” “Raggedy Ann Rescues Fido,”




“Raggedy Ann and the Painter,” and
“Raggedy Ann's Trip on the River.”

In 1920, a Raggedy Ann doll was dis-
played with the book in the window of
Marshall Fields, a Chicago department
store. It was not the original loved by
Marcella, but a doll specially made to
look like the illustrations drawn by Gru-
elle. After it was purchased by an insis-
tent customer, the Georgene Novelty
Company manufactured the first Rag-
gedy Anns and that was the beginning.
Before he died in 1938, Gruelle wrote
and illustrated eighteen Raggedy books
and lived to see his Raggedys become a
cloth doll phenomenon.

A Raggedy has a soft, floppy, simple
and somewhat bulky figure; red-and-
white striped legs above black self-
shoes; a mop-like wig of thick, red yarn;
and (the secret of its authenticity) a
heart with the message, “I love you,”
imprinted or embroidered on the chest.
The face is delineated with black eyes, a
red nose and mouth, black smile lines
and eyebrows, and squiggly black lines
under the eyes. Raggedy Ann always
wears knee-length white drawers with a
white pinafore over a red calico dress.
Raggedy Andy wears blue pants, a red
and white checkered shirt and a cap.
With the same distinctive Gruelle-de-
signed face, the Raggedy doll-character
has been relevant for seventy-one years.

A Raggedy is the ultimate best friend,
never inviting comparisons of better,
prettier, smarter, or more popular. A
Raggedy is the ideal confidant, always
understanding and sympathetic because
the Raggedy has “been there.” Dropped
in ungainly poses, worn, dirty, aban-
doned, the spirit of a Raggedy shines
through any condition because perfec-
tion was never a part of the concept.

Over the years, millions of Raggedy
dolls in numerous sizes have been
manufactured by dozens of companies
in every quality from cheap to fine. A
Raggedy is the ultimate best friend,

Raggedys photo by Cheryl Kingsly,

R .

never inviting comparisons of bettel
prettier, smarter, or more populai
When Raggedy fever was particularl
strong in the 1970's, Raggedy image
appeared on an amazing variety c
products and the dolls were used to se
all sorts of merchandise, often pushin
unlikely relationships. The Gruelle famr
ily still holds the rights to the dolls. Th
rights to the books and subsidiary us
ages were sold to Bobbs-Merrill by

corporation Gruelle’s widow, Myrtle
set up after his death. Macmillan picke;
up the rights from Bobbs-Merrill i
1985, but let the books go out of print.

The heart of this enormous comme:
cial bonanza is still the homely, hug
gable, indestructible Raggedy Ann do
that Johnny Gruelle created for Marcell
and bequeathed to generations of chil
dren who see themselves reflected i
that face.

A Raggedy doesn’t have to be boug}t
in a store; McCall's has held the fran
chise for Raggedy Ann and Andy pal
terns since 1940. In their catalog, #244
makes dolls 10", 15", 20", and 25" tal
#3998 makes dolls 36" tall. Both pattern
include face and heart transfers. The
consoling expression, “Don't feel sad-
everything's going to be all right,” ha

never lost its appeal.
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Lenci

Mention felt-bodied dolls to a collec-
tor and the first name you’ll hear is
“Lenci.” When Elena Konig di Scavini
needed a trademark name for the dolls
she designed, she chose her childhood
pet name, Lendi, and founded a remark-
able dollmaking enterprise.

Elena Konig was born in Turin, Italy
in 1886. At the age of 20, she went to
Dusseldorf, Germany where she studied
art for several years. She married Enrico
Scavini on February 1, 1915. In 1918,
when Enrico was away in the army dur-
ing World War I, Elena and her brother,
Bubine Konig, made the first Lenci dolls
in Elena’s Turin apartment. Bubine op-
erated the steam molding machine and
Elena did all the rest of the work, in-
cluding the designing. In 1919, although
the dolls were still being made in the
apartment, they made their dollmaking
business official. When Enrico returned
from the war, he found himself a part-
ner in a dollmaking company with de-
mand already outpacing production.

In 1922, Enrico registered the Lenci
trademark in Italy and Great Britain and
the firm moved to larger quarters. In
1924, the trademark was registered in
the United States. In 1925, the business
moved again to a site where as many as
400 workers, including other designers,
were eventually employed.

The felt bodied and dressed dolls that
Elena designed were enthusiastically re-
ceived from the beginning. Their natu-
ralistically modelled and painted faces
captured expressions ‘on the fly,” as we
would say today. Her doll persons look
as if they were caught in the act of re-
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Gubriele’'s Doll Studios

sponding unselfconsdously to someone
or something provocative. They interact
with the viewer, an irresistable attrac-
tion then as now. Lenci dolls were also
artistically conceived down to the small-
est detail of figure and dress. They were
made from quality materials with supe-
rior workmanship, and they required
extensive handwork to produce.

They began with felt, backed with
buckram and other stiffening agents,
which was pressed into molds and
steamed under pressure to retain the de-
tailed modelling of head and torso. The
heads, which were fitted into a neck
socket, could swivel. Arms and legs of
stuffed felt were movably jointed to the
body at shoulders and hip. Although
some early Lencis had wigs of human
hair, most had mohair wigs and a few
had wigs of felt cut into narrow strips.
The dolls ranged in size from 4" mini-
atures to 48" display dolls, but most




were in the 9", 13", and 18" area.

The characteristic, handpainted fea-
tures of a Lendi doll include wide eyes
that glance to the side and a small, rosy
mouth with two highlights on a lighter-
colored lower lip. But it is the astonish-
ing variety of expression those features
convey, complemented by figure, pose,
and clothing, that makes Lenci dolls so
unique. They could be appealingly wist-
ful, coy, grumpy, startled, doubtful,
wondering, dreamy, or even angry.

Clothing, made from colored felt, of-
ten combined with organdy, was elabo-
rate and fanciful. The dolls were dressed
in the style of the day or in regional, his-
torical, sporty, or theatrical costume,
and accessorized accordingly. Original
with Lend, felt was snipped into blocks,
circles, strips, and shapes, and then
pieced together or appliqued to the felt
garment as trim or overall design.

A Lend doll was expensive to make
and expensive to buy, but that didn't
discourage customers. Adults bought
them for themselves, as well as for chil-
dren. Their popularity attracted com-
petitors who produced cheaper imita-
tions, some quite excellent. In the 1930s,
the Lenci factory began cost cutting to
keep up with the pressure.

In December of 1936, Elena Konig di
Scavini sold the company and the rights
to the Lenci trademark to Pilade Garella.
Garella allowed the Scavini family to
continue living on premises owned by
the factory and retained Elena as Art Di-
rector, a position she held until 1941. In
1938, Enrico Scavini died. The factory,
heavily damaged by bombings during
World War 11, was reopened by Garella
after the war but the dolls it produced
were never the same.

Elena survived the war to continue
creating dolls with her daughter, Anili,
marketing them as Anili dolls. Disillu-
sioned with the large-scale way of pro-
ducing dolls, Elena persuaded Anili to
forego quantity for quality, to limit the

A Lenci doll with an all-felt body. Head and
torso are hollow, molded under pressure into
rigid shape. Legs and arms are stuffed, with a
hand-stitched gusset where they are disc-

jointed to the torso. Fingers are separated ex-

cept for the 3rd and 4th, which are jointed.

size of the new dollmaking business so
that they could exercise complete con-
trol. Under the hands-on supervision of
Anili, the business operates that way
today, producing a limited number of
prized dolls that honor the Lenci tradi-
tion they continue. Elena was actively
involved in the making of Anili dolls
until a few years before her death in
1974.

Readers: If you have any information about
dollmakers Joan Russell or Ethel Rigby--dates,
relatives, addresses, other data--please write
to Colette Wolff, Box 396, Planetarium Sta-
tion, New York, NY 10024.
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Book Reviews—
Continued from page 18

cludes.doll-house scale. There is also a
table for.calculating the photocopy re-
ductions. Using this, you can determine
the correct size for printing your own
fabric in the same scale as your doll.

The section on laying out a grid to
make a repeat design is very important.
Antoinette emphasizes that using a grid
does not hamper the designer’s creativ-
ity, but acts as a safety net to assure the
best performance possible. Many vari-
ations in design are illustrated, as well
as step-by-step instructions for laying out
the grid on your fabric.

You will find the workbook approach
of this manual very useful. There are
work pages for you to use to keep track
of your supply sources; tables for mak-
ing exact reductions; and work pages with
spaces for your test samples of dyed fab-

ead -
Soft Sculpture Techniques
of Lisa Lichtenfels

This 60-page manual Is for the begin-
ning soft sculpture artist who would like to
leam Lisa's methods. It provides all the
essential Information that a student would
get in a 7-day basic seminar on realistic
soft sculpting.

Instructions include the anatomy of the
human skull, sculpting in baltlngi, and neadle
modeling in nylon, all shown In black and
white illustrations drawn by the artist.

To order, send $25.00 per book, (Mass.

res. add $1.25 tax), plus postage ($2.25
in LLS,, $2.45 in Canada).
Send to: Lisa Lichtenfels,
P. O. Box 90537, Springfield, MA 01109

rics, test samples from stencil making,
stamp making, fabric transfers and mar-
bling.

Attractively bound in a three-ring
binder, clearly written and illustrated with
full-color swatches, Antonette Cely’s Cre-
ating Your Own Fabric will enhance even
the most complete craftbook library.

—Gini Warren and Marlene Lacunza,

® To order Creating Your Own Fabric, or
for information on other books in the series,
send a LSASE to Antonette Cely, PO Box
52043, Atlanta, GA 30355-0143.

[ \ - Baby
. . gel Ba
L 4

. Jansen & Co.

w P.O. Box 86
Monterey Park,
California 91764

Colong Cittle Bit Intema'on-al Lity
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The Mabrys

I remember the ads for NETTI® doll
patterns that appeared regularly in
McCall’s Needlework and Crafts maga-
zine in the late 1970's and early 1980's.
Even though the pictures were tiny, the
dolls stood out because they were so neat
and harmoniously costumed. I recall
wondering who was behind the mysteri-
ous “T.E.M. of California,” the name of
the business offering the patterns.

Now I know. T.EM. is Tressa E. Mabry,
the designer of the Netti dolls. From
1975 to 1986, Tressa and George Mabry
operated T.E.M. of California, selling by
mail the patterns they published for the
dolls that Tressa designed.

Tressa and George met in 1947 when
both were engineering students at the
University of Illinois. They married and
R B e
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NETTIE® "Little Charmers” 8" Pattern

Documenting

............

moved to Southern California where
George worked in the aerospace indus-
try. Unable to work as a engineer be-
cause, at that time, employers discrimi-
nated against women engineers, Tressa
stayed home to raise the Mabry’s three
children.

In the early 1970's, the aerospace in-
dustry experienced a slowdown with
cutbacks and layoffs. Although George
was still working, Tressa, with children
grown and future uncertain, wanted a
moneymaking activity for herself. A
skilled needleworker, she turned to her
lifelong interests in fashion, apparel de-
sign, and dolls. In 1973, she placed a
classified ad in Doll Castle News for an
original cloth doll. The doll sold quite
well but she realized that she couldn’t
make enough money selling hand-
made dolls to compensate for the
time involved.

Although Tressa didn't tell
George about the doll project until
orders began arriving, he was
immediately interested. It was
George who saw the profit poten-
tial in selling patterns for dolls
rather than the dolls themselves.
He suggested mailorder and a
schedule of one new pattern every
three months as a workable busi-
ness concept. So, in 1975, T.E.M.
of California offered its first doll
pattern with another classified ad
in Doll Castle News. That pattern
for a simple, flat doll with embroi-
dered features, yam hair, and eight
different outfits was followed by a
second pattern with eight Bicenten
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A Tressa E. Mabry sketch of a NETTIE®
toddler doll showing seams from pattern
pieces assenbled to shape the figure.

nially-inspired costumes for the same doll.

T.E.M's first display ad in the Spring 1976

issue of McCall’s Needlework and Crafts,
which presented the “Netti Bicentennial
Pattern,” inaugurated ten years of con-
stant advertising involving, to quote
Tressa, “just about every needlework and
handcraft magazine that existed.”

The business was a partnership from
the beginning. While Tressa developed
the prototype dolls and their costumes
into printable patterns with instructions,
George, with his computer expertise,
organized the marketing aspects of the
enterprise. He processed orders, main-
tained mailing list and financial records,
dealt with the post office and the printer,
wrote ads, organized promotional activi-
ties, photographed the dolls, and inked

Tressa’s pencil-drawn patterns. When
T.E.M. of California began, George was
still working full-time. By 1980, when
he retired to do occasional consulting,
the business which had taken over their
four-bedroom house, had grown into a
full-time occupation for both Mabry's.

From the beginning, the Mabry's were
concerned with producing a quality prod-
uct. Patterns were illustrated with pho-
tos, professionally typeset and offset
printed. Before they went to the printer,
the Mabry’s discussed the wording of the
instructions and Tressa verified the final
version of the patterns and directions by
making the doll and costumes again.

Tressa describes her designing proc-
ess as “trial and error.” She said, “The
first patterns that I designed were made
solely for the purpose of making clothes
for my daughter’s dolls. When I was de-
signing a new pattern, I would keep
making the pieces using p aper to wels,
or similar material, and sewing them
together. I would try the paper garment
on the doll If it didn't fit quite right, I
would make some adjustments and try
another paper garment until I was satis-
fied.” She also extensively researched
the period styles which she interpreted
into doll-sized outfits.

Named to honor Tressa’s mother, Netti
dolls were made from tightly-stuffed
muslin or percale, seam-jointed at the
shoulder and hip, and wigged with yarn,
Although Tressa designed one 17" doll
and a doll-house doll, the typical Netti
was only 8" to 12" tall. The two-pattern-
piece flat doll, that modeled the original
costume collections, was replaced with
a nine-pattern-piece contoured doll in
1976. In 1981, the design changed again
to involve a centered head-gusset that
shaped the facial area with jaw and cheeks.
Appropriately modified, the basic doll
pattern became a baby, toddler, child, or
adult with features dominated by large,
often elaborately embroidered eyes, con-
trasting with the single, curving line that
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always indicated the mouth.

Netti dolls communicate with a can-
did, straight-forward expression. Never
self-consciously cute or coy, their meticu-
lous costuming is similarly, but authen-
tically, unostentatious. Tressa never al-
lowed exaggerated silhouette, excessive
trimming, or flashy accessories to over-
whelm the doll itself. While remaining
true to the essence of a costume period
or style, she understood the value of mere
suggestion—that less is more when dress-
ing such small figures.

By 1983, T.E.M. of California had pub-
lished one-hundred seventy-five of
Tressa's designs, assembled into topical
collections. Included in the “Netti Fam-
ily of Fine Doll Patterns” were Bridal,
Carriage, Trolley, Gay Nineties and
Empire collections for an 11-1/2" Fash-
ion doll; Little Charmers, Schoolgirl,
Romper, Playmates, and Recitation col-
lections for 9" childhood dolls; Pram pat-
terns for a 9" baby doll; 12" Baby, Tod-
dler, and Childhood dolls with one cos-
tume; Doll House dolls, and more.

According to an article about the
Mabrys that appeared in the June 1983
issue of Lady’s Circle magazine, their
business had accumulated a mailing list
of 30,000 names by that time. But dur-
ing that year, George's part-time consult-
ing tumed into a full-time job. Tressa
stopped creating new designs for publi-
cation, although the Mabrys continued
to run display ads for the Netti patterns
through 1986.

In 1986, George retired again. In 1989,
the Mabrys moved to a new house built
for them by their son in Hesperia, Cali-
fornia, on the edge of the Mojave Desert.
They still receive two or three inquiries
every week, some from previous custom-
ers, others from old advertisements.
Tressa says, “Whenever a major winter
storm hits the mid-section of the nation,
we can expect to receive any number of
responses from some very old maga-

"Jenny” Toddler Doll 12" Nugget Pattern

zines.” With T.E.M. of California as a
business in their past, Tressa has turned
to a different craft—miniature quilt-mak-
ing, and George is happily engrossed with
three new computers.

Acknowledgements: Thanks to Susan
Prokop of Bellevue, Washington, who sent
a photocopy of an article about the Mabrys
that appeared in Lady’s Circle magazine,
June 1983. Tressa E. Mabry answered
questions and supplied up-to-date infor-
mation.

Note: Although the Mabrys no longer
reprint sold-out patterns, they do sell the
patterns that remain in stock. Write to:
T.E.M. of California, 18275 Hercules St.,
Hesperia, CA 92345-5558. Enclose a long
SASE for a brochure of available Netti
doll patterns.
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Dolls Help To Preserve Tibetan Culture—

The Losel Dollev.

Periodically, magazines for those of
us who stitch present articles about work-
rooms—suggesting ways for organizing
materials and using space efficiently, rec-
ommending specialized furnishings, and
so on. Those same magazines carry ad-
vertisements for the latest tools and gadg-
ets we can buy to help us work better,
faster, and more accurately.

I remembered those articles during my
visits to the American Museum of Natu-
ral History in New York City to watch
four Tibetan monks make dolls. From
October 4th through November 8th, 1991,
the monks, who hﬂm@hﬂ from the
Drepung Loseling ¢ of a “livin in south-
ern India, were par g exhibit”
entitled “To Preserve Tibetan Culture:
Monks Demonstrate a Modemn Craft.”

In the Hall of Birds of the World, the
museum had built two platforms about
10 incheg highraech meagusing-abloutd
by 8 fee the display by 2olls the monks
case for of d
completed. Two monks occupied each
platform, sitting cross-legged on cushions.
Tucking a piece of cotton fabric around
their legs, they worked on their laps. If
~ they needed a solid, flat surface, they
placed an ordinary board across their
knees. Their working materials and im-
plements, many self-designed, were neatly
arranged within reach and stored in shop-
ping bags and boxes. The only electric-
ity they required powered the lighting
that illuminated the window-less room.
Bverything was economical—their move-

ments, their selection and use of materi-
als, their tools, their space—and they made
magmflcent dolls!

“Woman from Tsang with Child:"
These dolls, created by Tibetan monks,
are representative of the aristocracy
of the Southwestern reglon of Tibet.
The silk brocades are from Benares,
India. The child Is wearing a fur trimmed
hat typical of central Tibet fashion.
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Making cos-
tumed dolls is not
a traditional Ti-
betan craft, but a
recent occupation
for artisan monks
whose skills were
traditionally ap-
plied to religious
arts. Before the
Chinese occupation
of Tibet, the Dre-
pung Loseling
monastery near
Lhasa housed some
7,500 monks. In
1959, after the oc-
cupation, some of

the monks escaped to India,
relocating to land in the
south, where they spent the
next twenty years building

a new monastery and culti- | acter doll.

Tibetan Monk Adjusting Costume of a Losel Doll: ]
Lhabab, a Tibetan monk from the Drepung Loseling
Monastery, adjusts the costume on a monastic char-

vating fields. To provide for

a continuing migration of monks from
Tibet, the monastery in exile (at present,
a growing community of more than 500
monks) needed to generate funds. Hav-
ing rebuilt their institutions, the monks
also wanted to perpetuate the artistic skills
and traditions that had been ignored by
necessity during their early years in In-
dia when survival was their main con-
cem.

In 1983, Kim Yeshi, an American liv-
ing in India with her Tibetan husband,
suggested creating a sort of guild that
would commission a few monks, trained
as tailors, sculptors, painters and em-
broiderers, to make objects celebrating
Tibetan culture for sale in the outside
world, and teach apprentices at the same
time. This idea, and the monks’ imagi-
nation, inspired the Losel Dolls.

The dollmaking process developed by
the monks utilizes what works from ma-
terials they find. Figures start as sturdy
wire, shaped with pliers into a simpli-

fied skeleton. The skeleton is padded
with cotton stuffing and wrapped with a
special Tibetan paper made from the bark
of a shrub that grows in the Himalayas.
Heads are individually sculpted from a
mixture of shredded Tibetan paper and
local clay, which forms a substance that
is easily molded and almost unbreakable
when air-dried ovemnight. Since it also
shrinks 20% when dry, the original mod-
elling changes character unexpectedly,
contributing to the uniqueness of the
heads.

After painting, each head, matched in
shape, size and image to a body, is settled
over a projecting wire and the neck is
metrged into the torso with more paper.
Hands are attached last. Since the clay
substance used for heads isn’t suitable
for such delicate elements as fingers, pli-
able hands are made from synthetic resin
poured into molds carved from wood.

Heads are painted In the stylized
manner of Tibetan religious statues. At
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A Tibetan General: The doll shown
here Is modeled after a Tibetan gen-
eral from the 1930’s. His unlform Is
a biend of British style with Tibetan
elements. During the reign of the
13th Dalal Lama, the Tibetan gov-
ernment declded to modernize Its
army, using the British as models.
The soldler, being of high rank, wears
his hair in two topknots with a small
gold charm box In between, and a
sodin, or long earring, hanging from
his right ear.

the museum, Tenzin Tsonyen used Liq-
uitex acrylics and fine brushes to outline
facial features, finishing each head with
a protective coat of Krylon spray var-
nish. After assembly, he painted the en-
tire figure to match the skin color of the
head. During one of my visits, another
monk, Pema Ludrup, used a 12" metal
saw to groove a doll's head from fore-
head to back-of-neck. He pushed and
glued strands of hair into the groove for
a wig. The monks prefer real hair, thick
and black, which they buy in the Indian
bazaars near their monastery.

The monks excel at costuming and
accessorizing pairs and groupings of dolls.
With their dolls, they are creating a unique
record of Tibet's rich heritage of regional,
monastic, and ceremonial dress; traditions
that the Chinese are systematically eradi-
cating in their homeland.

Each Losel doll is a team effort, the
more complex dolls taking five to six
weeks to complete. During my four vis-
its, I watched Yeshi Gyaltzen separating
the plies of a twisted cotton thread into
strands to make a standing brush that
crowned a hat from front to back-of-neck.
He had just finished making ten pairs of
tiny boots, all different, with colored in-
sets and tiny embroidered motifs.

Yeshi Thogmey was sewing a lined,
coat-like garment. Wearing a thin-look-
ing leather thimble on his second finger,
he pinned the pieces to be seamed to the
cloth covering his knee, sewed toward
himself with a backstitch that looked like
machine-stitching, re-pinned, and contin-
ued sewing until he needed to secure the
seam. He then cut the thread with heavy,
brass-handled, forged shears about 16"
long. His fabric, which, apparently, he
never pressed, came from a collection of
used bits and pieces jumbled into a shop-
ping bag.

Pema Ludrup carved a long, tubular,
flaring form from wood, cut a paper pat-
tern that fit around the form, cut thin
aluminum to the shape of the pattern,
and, using a small hammer, proceeded
to shape the aluminum around the
wooden form. On my next visit, the alu-
minum form had become. part of a long,
decorative trumpet that collapsed like a
telescope. This time he was tapping out
aluminum ornaments using circular molds
carved into a thick board placed across
his knees.

Each Losel doll documents a facet of
the dress-culture of Tibet. Groupings of
dolls document festivals and specialized
activities; merchants and buyers at the
Lhasa market, ceremonial dancers in per-

28

The Cloth Doll » Volume 9, Number 2



formance, monks observing ritual func-
tions, and aristocrats at a picnic were
scenes on view in display cases at the
museum. The monks from the Drepung
Loseling Monastery in India are docu-
menting Tibet’s past with their dolls.

ead -
Soft Sculpture Techniques
of Lisa Lichtenfels

This 60-page manual is for the begin-
ning soft sculplure arlist who would like to
leam Lisa's methods. It provides all the
essentlal information that a student would
get in a 7-day basic seminar on realistic
soft sculpting.

Instructions include the anatomy of the
human skull, sculpting in baltingi, and needle
modeling in nylon, all shown in black and
white lllustrations drawn by the artist.

To order, send $25.00 per book, (Mass.
res. add §$1.25 tax), plus postage ($2.25
in LLS., $2.45 in Canadn),

Send to: Lisa Lichtenfels,

P. O. Box 90537, Springfield, MA 01109 |

We have a
CHALLENGE

for you!

Use our patterns
and instructions
to stitch and stuff
an 18" doll figure,
muslin-bodied
and easily-made.
YOU GIVE

THE BLANK DOLL
— A NAME AND GENDER
— A PERSONALITY

— A HISTORY

— WITH THE FACE, WIG,
AND COSTUME THAT
YOU DESIGN YOURSELF!I

CHALLENGE DOLL PATTERN —
$6.00 ppd*. Plus 1 yd. recom-
mended doll body muslin - add
$3.75. Plus The Fine Art of Mak-
ing Faces on Cloth Dolls (24-pp
booklet) - add $3.75.

*includes 32.pp PLATYPUS CATALOG, “Special Things to
Syw," with TWO COMPLIMENTARY PATTEANS Inside’
CAVALOQ ALONE - $2 00

NY Biste raasdants ndd ssles tay  Canada add 308 Fataige
{overseny) g §5 00.  U.B. funds only. Mo oredh gagds

from PLATYPUS (CD6)
Box 396, Planetarium Station
New York, NY 10024-0396

Designers Notebook
Find out more about the business of cloth dolimakingi

This newsletter-sized publication is designed to give you infor-
mation about the business of cloth doll making that we haven't |
had room for in The Cloth Doll Magazine. Included are:
Accessorizing Your Dolls, Steps to Beginning Design,

Advice for the Mailorder Pattern Business Owner, Cloth Doll-
making Classes, Dealing with Deadlines, Increasing Profits
and Cutting Costs, and Handling Complaints. The premier
Issue Is still avallable. It comes with a free bonus—the

Buttertfly Lady Doll Pattern by Jenl Haworth.

To order the Designer’s Notebook and receive the free Butterfly Lady
Pattern, Send $4.00 (Price includes shipping) to:

Designer’s Notebook—TCD, PO Box 1089, Mt. Shasta, CA 96067.
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Edith Flack Ackley

“Anonymous,” was a cloth doll-
maker, Quiltmakers are fond of saying
that anonymous was a quiltmaker, but
the anonymous cloth dollmaker is al-
most a given.

A couple of years ago at the first
Great American Quilt Festival here in
New York, the Folk Art Museum
mounted displays from their collection,
one of which included a cloth doll at-
tributed to “anonymous.” Some who at-
tended recognized the doll because of its
distinctive style as the work of Edith
Flack Ackley. Even though Ackley
wrote a book about cloth dollmaking
which takes her out of the anonymous
category, she probably hadn’t signed
her doll and the museum curator didn’t
know enough about cloth dollmaking to
make an identification. We can’t blame
the curator because cloth dollmaking is
a sub-sub-sub-sub-category in the textile
arts field, when recognized at all, and is
so poorly documented that research is
difficult,

I wanted to know more about Edith
Flack Ackley. Because I knew her hus-
band was a well-known New England
lithographer, I was able to discover the
following, not by researching Edith
Flack Ackley, but through biographies
about Stow Wengenroth, her husband.

Edith Flack Ackley was a dollmaker,
doll designer and writer who was born
in Greenport, Long Island, N.Y., in the
early 1900’s. She studied portrait paint-
ing after high school but following the
death of her first husband, gave it up for
marionette making which provided the
subject for an early book, Marionettes:
Easy To Make! Fun To Use!

20 The Cloth Doll « Spring / Summer 1990

In 1936, she met and married Stow
Wengenroth, an artist-lithographer re-
nowned for his beautiful prints of the
New England coast. During their 34
years of marriage, they lived in New
York City and then moved to Greenport,
but always spent summers in Maine. By
all accounts they were a devoted couple;
she was the most influential force in his
artistic career and he was equally sup-
portive of her dollmaking vocation.

In the mid 1930’s, Kennedy Galleries
in New York showed Wengenroth’s
prints while the Macbeth Galleries,
nearby on 57th Street, displayed Edith’s
dolls, and doll paintings by Teckla Ack-
ley, her daughter. Edith and her daugh-
ter collaborated on two children’s
books; Please, and Thank You. Teckla
also illustrated Dolls To Make For Fun
And Profit, Edith’s book about cloth doll-
making. In addition to being a doll de-
signer, Edith was a published poet. Dur-
ing the last years of her life, severely
crippled with arthritis, she seldom left
her room but continued sewing dolls,
maintained a voluminous correspon-
dence and never lost her lively interest
in the world outside. She died Decem-
ber 1, 1970.

During her lifetime, Edith Flack Ack-
ley made hundreds of dolls, all “cloth
stuffed with cotton, and faces made with
darning cotton and thread.” The No-
vember, 1934, Woman’s Home Companion
magazine offered a kit of two Ackley
dolls with bodies stamped on muslin.

Dolls To Make For Fun And Profit is
just as charming and useful today as it
was when first published in 1938. Al-
though it’s now out of print, so many
copies were printed (Mine is from the
25th printing!) that used copies are still




around. It's worth the search to have
one on your bookshelf.

If any of you can fill out the gaps in
this sketchy biography, or have infor-
mation about other cloth dollmakers of
the past whose contributions to the craft
were noteworthy, please write to me:
Colette Wolff, Box 396, Planetarium Sta-
tion, New York, NY 10024. I'll collate
the information for future articles in The
Cloth Doll.

And don’t forget to sign your dolls!

Edith Flack Ackley’s marionettes, illustrated
by Leta Bergman, from a lithograph by Stow
Wengenroth.
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THE
CLATH BOLL BOOK

Fess R cdntts A

VIRGINH

DESIGN-A-DOLL IDEAS FOR GROWN-UPS

« Contains e doll patterns with clothin
o From slm;;‘ beginner dolle 1o advance

dolls
* $14,95 ppd
* Send $2.00 for a complete catalog

display

OSAGE COUNTYY QUILT FACTORY
400 WALNUT, BOX 490
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Kaethe Kruse

Although I've designed and made
lots of dolls, I was never interested in
collecting dolls until I saw a child doll
made by the German dollmaker and de-
signer Kaethe Kruse. It was the expres-
sion on the face that got to me: sweet,
innocent, vulnerable, serious, sad—in the
process of becoming in an uncertain
world. I wanted to hold and comfort
that little doll person. I had never re-
sponded that way to a doll before.

No wonder. Kruse's life in Germany
spanned two .devastating world wars.
She had seven children. She made her
first doll in 1905 for their oldest daugh-
ter because her husband, the sculptor
Max Kruse, disliked the breakable dolis
marketed for children at that time—dolls
that he considered cold, stiff, over-
dressed and unreal.

Challenged by the dollmaker’s art,
Kaethe continued making dolls for her
children, working to create dolls that
paid attention to “the emotions as an
important part of the self,” a concept
alien to the German dollmaking indus-
try of the day, and to fabricate a wash-
able cloth doll with modelled facial fea-
tures accomplished without seams. In
1910, having developed procedures that
realized those goals, she sent a few of
her cloth dolls to an exhibition of home-
made toys presented in a Berlin depart-
ment store, and that was the beginning

.of her dollmaking career.

By 1912, Kruse was producing her
“indestructible” cloth dolls commer-
cially in a Berlin factory. As she de-
scribed the process of creating the mus-
lin head for one of her dolls, “...one has
to mould a face first, then a plaster cast
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Standing is a Kaethe Kruse doll ap-
proximately 18" tall. Seated is a toddler
boy doll irt a Buster Brown suif.

has to be made, then a reduction to the
size of a doll head, and if everything
turns out all right, a metal mould has to
be made..and because our heads are
moulded i hot forms, as one irons the
stiff collars on men’s shirts, it is a very
difficult procedure and takes in all two
or three years to complete.” Once
formed, a head was painted and chemi-
cally treated with a fixative for wash-
ability before being stitched to its
stuffed body.
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Because the making of a Kruse doll
involved extensive hand work, each doll
was a little different and the dolls were
always expensive to buy. Even with the
help of assistants, every doll passed
through Kruse’s hands about 20 times
before completion. ‘[he dolls were
dressed in removable clothing. Typical
Kruse dolls were small toddlers under
18" but some dolls were as tall as 32".
Most of the dolls were signed and num-
bered on the sole of the left foot.

Realism, as Kruse observed it in the
children of her life and times, was al-
ways her dollmaking inspiration; but it
was realism tempered by love and
understanding, sensitivity and sympa-
thy to the problems of growing up in a
difficult adult world. Many of her dolls
were modelled on likenesses of her own
children and grandchildren (one doll
named Friedebald was supposed to be a
childhood likeness of a son who died at
age 27). In order to stimulate the imagi-
nations of their small owners, she
wanted her dolls to suggest opposites,
to be both angelic and mischievous,
king’s daughter and beggar’s child. She
also intended her dolls to be teaching
tools for “little mothers.” She often put
bloomers on her girl dolls, eliminating
petticoats, to make tha dolls easier for a
child to dress and undress.

At the beginning of World War II,
Kruse’s husband died and Hitler or-
dered her factory closed because he
didn’t approve of the facial expressions
on her dolls. He wanted the world to
think of German children as ideally
happy, and her dolls didn’t communi-
cate a desirably carefree image. Kruse
fled to Bavaria where she eventually re-
sumed doll producticn at a new factory
in the town of Donauworth.

Kaethe Kruse, who was born in 1883,
died in Donauworth in July of 1968 at
the age of 85. Her Donauworth factory
is still in business, operated by her chil-
dren, but contemporary Kaethe Kruse

dolls are hard instead of soft, made of
vinyl with a fabric covering. The factory
also produces a line of simple cloth
dolls designed b d

If you have information about Kaethe Kruse or
other past dollmakers of note, Colette would
like to hear from you. Anyone interested in
helping Colette with research for future col-
umns is also encouraged to write to her. Write
to: Colette Wolff, Box 396, Planetarium Sta-
tion, New York, NY 10024.

Sketch of an wundressed Kruse doll
showing typical figure proportions and
seaming, moulded and painted head
stitched to the torso, disc-jointed arms
and legs, stitch-defined toes and fingers
with thumbs sewn on separately.
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