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The BULL RIDER

ABOUT THE COVER:

In observing the cover, you will notice the many areas that the coloring is blended
into the leather tones. Leather tones should be used, when possible, with colors to
“tie” your work together for the most pleasing effects. Leather tones and color should
compliment each other, The cover was designed to suggest some of the special
features within these pages. To name a few: special attention to eyes, eyeglasses,
portrait carving which includes hair, lips, teeth, etc. Special hairing techniques (koala
and cat), the “wet” look (bird bath), iridescent coloring (hummingbird), clothing
textures, spider webs and much more.

— NOTICE

ALL PHOTO
REPRODUCTIONS
00K




FIGURE CARVING @esse

FOREWORD

Successful figure carving is based on desire, practice, persistence, and ob-
servation. Anyone can do good figure carving if he has the desire and is will-
ing to consistantly try and improve his work, and accept constructive criticism
to that end. Constant practice is absolutely mandatory to acquire mastery and
control of the swivel knife. Complete control of your cutting is necessary to finesse
your figure carving. This can only be achieved by continued cutting practice.

INDEX
PAGE 132

OBSERVATION. . .is of great importance. When looking at a picture or scene, what do

you actually see? One should observe the hi-lights and shadows, the roundness of form, and

be thinking about how these can be converted to leather. If you are looking at a leather carv-

ed reproduction you will probably identify some of the tools used and feel more comfortable
about reproducing it. With the book or magazine picture, you will have to visualize which of the
stamping tools will create the various textures, and where and how the muscle beveling and shading
should be employed. Page 20 shows how to convert pictures into tracing patterns.

In viewing the leather carving at left, we see a rodeo
cowboy taking a high spin off the brahma bull.
Notice the hi-lights and shadows that add to the
roundness and depth. This is created by the lighting
on the subjects, as well as the dyeing and matting.
Color-shading with the dyes adds greatly to the
illusion of roundness and depth. Darker shading
away from the hi-lighted areas creates roundness. If
you removed all of the dye, you would lose most
of this roundness. Proper background matting,
continued away from the figures, also adds to the
illusion of greater actual depth.

OBSERVE the small details. Beginning with the
cowboy, note the spurs, spur buttons ?which the
spur straps fit over), and the tiny strap buckle. The
chaps are fringed, with silver conchos in the white
decorative patch. Notice the silver buckle and belt
in the trouser loops, shirt-pocket snap, and wrinkles
in all of the clothing. Fingernails (page 38) show
on the right hand. The left hand has a glove which
most all riders use for their bucking rigging. The
hat has a feather and silver concho band. The bull’s
eyes are rolled, showing a bit of the white. For
dyeing and hi-lighting eyes, see page 36. Note the
texture on the double rope around the bull’s middle.
A cow bell is always fastened to the “bull ropes”
at the bottom. The flank (bucking) strap shows
simulated stitching at the sides. The metal quick-
release buckle has a short rope attached. The bull
is branded on the left hip (see page 90). Pay partic-
ular attention to the “hairing”. Here, the dry-
brush technique shows to good advantage, bring-
ing out the hair lines. Saliva from the bull’s mouth
is created with white glue (see pages 50, 132, for
how to use). Last, but not least, the ground area is
mottled with multiple animal track imprints as
would be in a rodeo arena.

OBSERVE the light source used to photograph the
scene at left. It comes from the upper left hand
corner. It may be useful to place a lamp (or have
your working light source) in the same position to
your project and compare yours with the repro-
duction as you work, OBSERVE the comparisons.
See if your work requires alteration to show the
same beveled shadows and light-bounce from the
edges of the raised portions.

Figure carving differs from the traditional floral
carving only in the conformation and muscled
areas, where the lines are not cut. And, as the
figure is turned in different positions, these areas
are altered (see pages 18, 19, 33, 44). You will
have to OBSERVE these differences. Books,
magazines, and real life examples will aid. The
anatomy of animals (pages 16, 17) should be
of great help. OBSERVE where depressions must
be in relation to the raised portions to give the
figures proper conformation and appearance.

These are the things you must observe before you
begin your carving. You must also be thinking
about them when you are making the tracing pat-
tern. . .thinking about where the deepest cuts
should be made to bring portions of the figure into
greatest relief. . .thinking about the beveling to
form the muscles. . .thinking about what to do
with the background. . .thinking about the light-
source, which determines where to have the
hi-lights and shadows when using the leather dyes.

It is my sincere hope that | can, within these pages,
comprehensively transfer my many years of leather
carving knowledge to you. . .so you, too can
experience the Eleasure and satisfaction that | have
known. . .with Figure Carving Finesse.

Al Stohlman

LEATHER CARVINGS
ABOVE. BROWN PELICAN
LEFT: BRRHMA BULL
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Over thirty-seven years ago, during World War Il, | became
interested in tooling designs in leather. In the old days, leather
carving was a closely guarded secret and it was some years after
| had started before | discovered there were tools to stamp into
the leather. My first attempts began by cutting the design outlines
with a pocket knife, then pressing the design down with model-
ing spoons hammered from nails. Knowing absolutely nothing
about ‘“casing’’ the leather, it was a very wrist-and-arm tiring
operation.

Through the ensuing years | gradually developed what we now
call “Figure Carving Tools”. The originals were made from
nails and bolts. Their basic shape has not been changed. Twenty-
nine years ago (1952) | completed my first instruction book,
“HOW TO CARVE LEATHER". This book left a lot to be
desired, but it was a start at bringing figure carving to light so
others could share in what | had been teaching myself.

“FIGURE CARVING" was published in 1953 (it has since been
modified to up-date newer tools). This book gave better and
more detailed instructions on how to carve and stamp the
figures. We went into smaller figures where the importance of
the smaller bevelers and pointed tools were brought to attention.
Before | had thought about a “hair’’ blade, | used a lined
beveler to “hair”” the animals. This book (and How to Carve
Leather) featured dye-charts. . .my first attempt at trying to
show how | dye-shaded the figures in monotones of brown. It
is difficult to instruct, as shading is more a “‘feel’’ than simply
applying dye to fixed areas. | also introduced the “Figure
Carving Rule” (that still applies today): “ALWAYS CUT AND
BEVEL FOREMOST OBJECTS FIRST!”

“HOW TO COLOR LEATHER™ (1961) was published to add color-dyeing
and embellish on dyeing instructions. This book explains the “‘dry-brush”
technique that is so important in figure and pictorial carving, as well as
numerous other dyeing techniques, mixing color hues, etc. This book should
be a permanent addition to your collection of leathercraft knowledge.

“PICTORIAL CARVING” (1963) was published to introduce new tools and
techniques for figure and pictorial carving advancement. Up to this time |
had been hammering in trees with veiners and camouflage tools, with
unsatisfactory results. My fir trees were made with the tip of V707 stamped
veg( close together. . .a tedious operation. | developed new tools for fir, pine,
and other trees and bushes that speeded up the stamping with more realistic
results. The “hair’’ blades were introduced in this book.

“CRAFTOOL TECH-TIPS” (1969) features the step-by-step uses
of a wide variety of tools, with detailed illustrations. Included
are many of the figure carving tools, modelers, “hair’’ blades,
etc. Detailed figure and pictorial carving photos and drawings
aredcontained in this book to show how the tools are held and
used.

Much valuable information is accumulated in the above books.
You should not be without them. Therefore, to avoid an over-
abundance of duplication, | will touch lightly on techniques
already amply covered (giving reference data), and concentrate
on the new. . .within the pages of this book, “FIGURE
CARVING FINESSE".
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Thirty-seven years of experience later, my leather carving has vastly improved.
“PICTORIAL CARVING FINESSE” (1980) was introduced to bring you up to date
on my latest techniques. Fourteen new tools were created to produce still better effects
and faster stamping. This book, along with “FIGURE CARVING FINESSE" will enable
you to carve and stamp figures and pictorial scenes easier and with more realism than
ever before. Twenty additional pages of color show how to dye “life”” into your scenes.

Additional information for Pictorial Carving Finesse: As with any book that is produced,
there are always a few “grey’ areas in the instructional material. . .things accidentally
omitted, or not fully covered. One such thing is the “finessing” of tree trunks and
limbs, after stamping the foliage masses. The examples below refer to page 22 of
“Pictorial Carving Finesse”’.

TRACING PATTERNS

Tracing Patterns were not given in
Pictorial Finesse, as no two trees,
mountains, etc., are alike. Page 25
explains making patterns for trees.
Additional information is given
with the patterns (right).

Tracing Patterns for figures were
not given in Pictorial Finesse as
explained in the foreword. Now,
these figure patterns, along with all
of the figures in this book, will be

Notice in example (A) how stamping foliage presented u)lthe publication shown
_down has left the limbs and trunk appear 3t right: “FINESSE TRACING
“ridged” (at arrows). This “ridge”” must be PATTERNS”. This allows more
~ smooth-matted down as shown in (B). This room for instructional material
“would be done at step 5, page 22, shown in within the pages of this book.
“Pictorial Carving Finesse”".

FINISHES....
FOR PICTORIAL SCENES

ictorial Carving
Sipesse

jf?? 0880

. <5 TRACING
-...PATTERNS

Ficure 2
¥, (CARVING

.
- == (Tl " A ‘
¥ AL
coMPLETE SULE TRAGNG i e
PATTERNS FOR BOTH BOONS

Ak tronal :——
CONTENTS: .-

In Pictorial Carving Finesse, | failed to — T e e

mention that | do not favor applying
any leather finish to a pictorial scene,
as this leaves a sheen that reflects light
over the stamped surfaces giving an
un-natural appearance. There are
exceptions, as with the rain scenes on
pages 48 and 49 (Pictorial Carving
Finesse).

There, Tandy Coat was applied (with
sponge) over the entire scene. The
sheen actually enhances the scenes,
giving them a “wet” look and adding
sparkle to the rain lines.

My latest technique is to now apply
Tandy Coat finish (with a brush, for
control) over all of the water areas of
a scene. This gives the water a more
natural look, even if light is reflected

from it, as shown in the example at ~ NEW TECHNIQUES

right. . . - :
The new “wet” look for pictorial scenes should have appeared in Pictorial
Carving Finesse. However, it was not developed until after its publication.
| have also added a new dimension in putting “sparkle’’ to the water, as
illustrated in the river scene above.

COLOR REPRODUCTION OF These new techniques are fully explained on pages 50 to 53 in this book:

SPARKLING. WATER /S “FIGURE CARVING FINESSE".

SHOWN ON PAGE 72.
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This book is devoted to the instruction of Figure
Carving only. Although some scenes will have
pictorial backgrounds, no instructions for making
trees, shrubs, etc., will be given. This information
is fully covered in “Pictorial Carving Finesse"”
with step-by-step procedures, tools used, etc.

Within the pages of this book | will bring you up to date on all of my latest techniques for carving and stamping
figures, from insects to man. Physical limitations have to be put on the number of pages in any book, as there are
only a given number of working hours in the span of a year. . .stretch them as you may try. Obviously. . .all species
of animals, birds, fishes, reptiles, etc. cannot be included within the pages of a single volume. This would best be
served if a single volume were devoted to each. However, my own life span may not include that many years. . .so |
have condensed as much material within these pages, as possible, in an attempt to satisfy the varied needs of those
urgently desiring this knowledge.

KNOW YOUR TOOLS: Pages 6 through 12 are intended to point out special aspects of using the tools to achieve

specific results. Identical techniques may apply to a variety of animals or species. Examples: double beveling is

required at times on the human face, faces of animals, birds, the chameleon’s eye, etc. Beveling around the teeth

of alligators, dolphins, or leopards can be the same. For this reason the step-by-step stamping procedures are not given

with each reptile, bird, fish, or animal. This would drastically limit the subject matter in this book. Therefore, if

%_ome beveling, modeling, or other information is not stressed on a particular page, refer back to the “Know Your
ools”’ section.

SKIN & HAIR TEXTURES: There are many different textures for skin, scales, and hair used throughout the book.
Page 13 shows 24 examples, and the page on which the instructions will be found for making them. | have tried to
select a variety of animals, reptiles, etc., where the widest range of skin textures and hairing differences would be
used. . .from the spines of a horned lizard to the fur of the koala. Some species require a combination of textures.
You will be able to apply these to animals (though not shown in this book) by the instructions for stamping
each specific Texture No., and by observing its application.

EYES: Many people seem to have difficulty with the eyes. They are actually very simple to make once you under-
stand the proper procedures. | have devoted nine pages to this subject in an effort to end everyone’s troubles.
Step-by-step eye instructions are given for: birds, reptiles, amphibians, mammals, and humans. Page 36 shows how
to add “life” to the eyes.

ANATOMY: Many pages are devoted to the anatomy of man and animals. Eight pages deal with body structure,
hands, feet, teeth, hair, etc. which eventually leads to step-by-step portrait carving. Along with the anatomy of
animals. . .feet, claws, hooves, teeth, horns, etc., are thoroughly covered to give you a better understanding of them.

COLOR-DYEING: Twenty pages (plus covers) are devoted to color. Many color examples are shown along with
step-by-step dyeing procedures to aid you in shading the many figures.

NEW TRACING PATTERNS: The new tracing patterns are shown on the opposite page. All of the tracing patterns
(not shown in this book) will be presented in the publication (opposite) “FINESSE TRACING PATTERNS".

MAKE YOUR OWN TRACING PATTERNS: Beginning on page 20, | have made an attempt to teach you how to
make your own Tracing Patterns. | feel this is very important for you to learn. Those of us (who are fortunate
enough to be able to make new patterns) cannot possibly make all of the patterns, or series of patterns, to fit
everyone’s needs. You can make your own patterns if you will strive diligently and persist in this endeavor. This will
open up a whole new world for you, and free you from constantly searching for a printed pattern that may never
be available. Once you have a Tracing Pattern, it is not difficult to enlarge or reduce it (see pages 26 and 27).

READ. . .every page in this book before attempting a project. Often times information on one page may not appear
complete, or be fully understood until the whole of the subject has been digested. Example: If interested in eyes. . .
read all about eyes for birds, fishes, reptiles, amphibians, mammals, and humans. . .as some information is inter-
related. Be cognizant of what you are viewing! KNOWLEDGE is gained through READING and OBSERVING.
SKILLS are gained by converting knowledge into PRACTICE and PERSISTANCE. READ. . .OBSERVE. . .
PRACTICE. . .PERSIST. . .and your Figure Carving will acquire FINESSE!

Al Stohlman
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Using The New TRACING PATTERNS
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NEW
TRAC/ING PATTERNS

When an animal has intricate
color markings, such as the
zebra, a separate pattern is
given with the markings only.
The reason is to lessen confu-
sion of all of the striped lines
with the cutting lines, and
beveling and shading areas. . .
were they all to be put on
one pattern.

“FINESSE TRACING PAT-
TERNS” (publication shown
above) gives complete instruc-
tions for transferring the
stripes from the pattern to
the leather.

The NEW PATTERNS are shown
with solid black lines and shaded
areas of light and dark. Shaded
areas replace dotted lines used in
the past. Darkest shading indi-
cates the heaviest beveling or
depressions. Light shading should
be lightly beveled or modeled
accordingly.

Only the solid lines should be cut.
The “R.B.” lines on the tracings
indicate the “point of Reverse
Beveling” (see page 9). Follow
the steps below for cutting and
stamping the lion.

AFTER CASING THE LEATHER,
TRACE AND CUT THE DES/GN AS
SHOWN BELOW. CUT ONLY THE
SOLID LINES SHOWN ON THE
TRACING ABOVE. SEE FPAGE
78 FOR CARVING THE

Blc CATS.

WHERE MANE
JOINS FACE.

SEE PAGE 8

\wg\\\\\\nm“,,h ‘ TRACING |
", PATTERN

//////

GREVY’S / )/
oS ZEBRA «

)

SEE
COMPLETED
CARVED
ZEBRA ON
PAGE 89.
COLOR
REPRODUCTION
ON PRGE 62.

=2
oJinesse
~ < TRACING
. PATTERNS

. Ew.m_- < FOR THESE BUOKS

Ficuge 2
.;.F (ARVING

{iﬁ

This publication has
complete tracing pat-
terns for the books:
“Pictorial”’and “Figure”’
Carving Finesse.

ROUGH- BEVELING COMPLETED.

V00,
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COMPARE WITH TRACING
PAT7ERN. COMPLETE
WITH MODELING
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ANOW YOUR TOOLS o c u ..\ The SWIVEL ANIFE | oo oo o e o

BLADE #

The SWIVEL KNIFE consists of the cutting blade, barrel, and yoke. Enough has been previ-
ously published on using the swivel knife that it does not require repetition here (see Tandy’s
“Leatherwork Manual”, pages 23 through 31, for detailed illustrations on holding and cutting
with the Swivel Knife). The two things for proper cutting are. . .a sharp blade. . .and plenty of

cutting practice!

Figure Carving demands the most precise cutting of all. Control of the cuts is necessary for good
figure carving results. Keep the blade sharp! If you have trouble sharpening your blades at the
proper angle, use the Craftool Sharpener shown below. You can feel when the blade is not cut-
ting properly. Sharpen it however often it may be necessary. Strop the blade often (see page 2,
Pictorial Carving Finesse, for making a rouge board).

I recommend the 1/4" angle blade for figure cutting. The FILIGREE blade is excellent for
cutting very small details. The angle blades allow you more visibility and permit greater flex-
ibility when cutting curves and erratic lines. Properly cased leather (page 3, Pictorial Carving
Finesse) is important. After tracing your design, check all lines with the pattern before cutting.
Make any corrections required by altering lines with the stylus end of your modeler.

BROKEN
ARROWS
INDICRTE
DIRECTION
: F CUTS
1o

’

PRACTICE
PRACTICE /
PRACTICE !

When cutting figures, one has less
chance of distortion if all cutting is
done with the figure viewed in the
upright position, as you can keep the
figure viewed in the proper perspective.

e FIRST CUT, VERY LIGHT

=/

8018 -N

BLADE #
80/4-F

FILIGREE
ANGLE BLADES

Aermember..,
! = :

CUT FOREMOST |
OBJECTS FIRST

'\\\\\‘.‘.MIM Iy,

CUT WITH FILIGREE BLADE

C\[:\\ CUTTING TO I N CUTTING .. CUTTNG 70
_ RIGHT & AWAY ’ LEPT .

Practice cutting in all directions. You must learn to control thi
cutting in any direction to do a good job of figure carving. If you
turn the figure upside down to cut a certain line, you may cut i
slightly off and may not be aware of any distortion in the patter
until the leather is turned and viewed upright. e

CUTTING

(s DO NOT COMPLETELY CORRECT CUTTING €U .
7 s : ) JOIN CUTS AT CUTTING .. OUTSIDE~  INSIDE
5 — When making cuts for PARALLEL INTER- ON LINE CLINED e LINE
/," beaks, claws, teeth, SECTING LINES . S
currme . etc., always cut from & / )
DIRECTION the base to the point, cuTs
=% as shown at left. Do P
not quite join cuts at THAN THE
' '@'\ 4 the point. Learn to DISTANCE
\\ o5 finesse your cuts! i
ist cuts LINES.
/ CUTS CAN
7 (C) (D) Cut circles as shown JOIN AT 7,
108D ° sat left. YT ANSLE
SIMULATEL o y | .~ HARNESS R
- STTCHING X (PAGE 125) Rl The examples above s| :
3 A ARE USUALLY and correct cutting.’ )
™ (Cover; PAGE 125 ) ;_/osamv cut made on the line, not ide
A ;/54255 e outside. Compare the example:
—— MORE DEPTH, FAARE

VERY TIP OF KNIFE BLADE
For very small details (above) the tip of
the knife blade can be used as shown.
Jse caution, space the impressions
enly.

CRAFTOOL
KEEN EDGE
SHARPENER

FOR CUTTING EYES .... SEE THE SUBJECT
DESIRED : BIRDS — FISHES - REPTILES —
AMPHIBIANS = MAMMALS ~ HUMANS .

# 8118

ADJUSTS TO
ANY ANGLE

When beveling is to

this book. Practice!

'.PRvACTIAcEA:H If you have not had ,sufficieht
utting practice to control the cuts, you are
not ready for some of the detailed patterns in

continue beyond a cut

line  (heavy arrows

ahove), fade the cuts
' to a lesser depth.




; ’ ¢ E 1 B .
F897 F896 F895 F891 F890 The FIGURE BEVELERS are the most versatile of all stampin
They are actually four tools in one: beveler, shader, matter,
pointed beveler. The books: Craftool Tech-Tips, Pictorial Carving, and Pictorial Carving Finesse, show
illustrations on how these tools are used. To get the most out of these tools you must put in plenty of pra
scrap leather. Use them to bevel, tip them back and practice shading and matting with varying blows of th
while ““walking’” the tool. Learn to use the corners by tipping into confined areas. Once you learn to use these
properly, you'll be amazed how fast your work will progress, as you are not constantly changing t
shade in one operation. : R R sgpdt

CyHayk l{q:ﬂ{enﬂnné - vik.com aft T :
cee--] THhe FIGURE BEVELERS |..ANOW YOURV.T‘_

Figure Carving is actually a form of sculpturing. The cased leather; in a sense, has some of the qualit
clay. Aside from the cut lines, the Figure Bevelers form the muscles and conformation of the figure. Alwa:
with the largest tool (that will fit the area) over the entire figure before changing to a smaller tool. The figt
first beveled and shaded within the outlines. If you bevel the outlines first, you will lose some depth wh
shade the interior. Beveling and shading can be quickly roughed in (while moisture is right) to establis

The modeling tool will smooth it up later. : , 3 7 A ol

3

R.B. = REVERSE BEVELING - PAGE 9 1 The horse below is shown rough-beveled using only two tools.
D.B. = POUBLE EEVELI‘/G ---PAGE 8 ting, it was stamped in just over 4 minutes! The tool impi
CORNERS P shown at the angle used. The varying hues (on photo) indicate i
2.8. were used with light, medium, or heavy force from the mallet. Lea
SORNER o8 stamp with your tools held in any position, and to stamp.in any dire
R.B PRACTIGE) ror ‘ o
LIGHTLY! MUSCLES SHADE 1GHTLY FOR
FOR CHEEK e HEAVY pB. ‘“MusciLés
D.B. ‘ £
LIGHfL‘f 3
WALK s "’ :

18 /“P “‘.

X [ LIGHTLY

CHEEK
LINE

B weck
g MU[SCLE

| FACE VIEW ke ’

MAT

o1

OFF SIDE
LEGS MUST

BE M%TTED -
BEFORE ;
ADDING THE

MUSCLES 3

CORNER : '
OF T00L "
MING
D AA I;‘ISHTLY 1’;?: KNEES
LIGHTLY FOR '
FACE LINE

USE
CORNERS
LIGHTLY

NOSE IS ; I B : , 1 ks ;s
'FORMED 3 g & ; T TR, S e

BY SHADING
WITH THE
BEVELERS
AT ANGLES
SHOWN.

CHEEK BONE
15 CRERTED
AS AT RIGHT.

7

See pages 34 through 47 for
stamping all parts of the human THE TOOL ANGLES.
anatomy.

The smaller bevelers are use
fine details, as teeth, claws,

-\ INDIANS:
| PAGES
56,57 |
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ANOW YOUR TOOLS ......| DOUBLE BEVELING |eaceueeuenaaann-...

There are many places in figure carving where DOUBLE BEVELING is required. Double Beveling is employed where
one plane (or surface) meets another so that one surface does not appear depressed or raised above the other. Double
Beveling is simply beveling one side of a line, then beveling the opposite side of the same line (see page 8 of Pictorial
Carving Finesse, for other valuable instructions on Double Beveling). Study the right and wrong examples below, -

]’helar:iows and areas marked (D.B.) indicate Double Beveling. Use the proper sized Figure Beveler to fit the area
involved. s a7 ¢

WHEN FEET ARE STANDING
ON THE GROUND ., DOUBLE

BEAKS MUST BE
DOUBLE BEVELED

WHERE CROWN WHERE JOINING HEAD,

JOINS BRIM

NOSE § BROW )Lolfj:l.s WHERE
BEVELING NECK JOINS
CAN OFTEN BODY, A MORE
BE DONE SLOPING DOUBLE:
ey ol BEVEL (5

LISED AT THE

(PAGE 11). SHOULDER.

Almost all figures will require Double
Beveling in one place or another;
where ears join head, head joins neck,

DOUBLE BEVEL 1195 neck joins body, etc. There is most

ANY ROUGH BEVELING

Wi7H MODELER always Double Beveling around the CAN BE SMOOTHED UP
( seg paGe 11). —~——n-T face. Observe the examples here. WITH MODELER SPOON.

ADD A BIT OF MOISTURE
IF REQUIRED.

KNOW YOUR TOOLS --..| The POINTED BEVELERS |+---=-====sn2cnccncana..

The POINTED BEVELERS are designed to create relief and sharp detail i ! SHECIES, LINED
in pointed areas, inaccessible to the regular bevelers. They have smooth " ?\ T o
and textured surfaces. The smooth tools are usually used in conjunction ‘ ' . ‘“

with the Figure Bevelers on page 7. The checked tools are usually used (o0, 94 8 Fo7
with the checked Matting Tools (page 10) to maintain the checked PRl RS RES EEI

texture for contrasting effect (observe the many examples throughout I A98 EXAMPLE
this book). The lined tools are especially useful in accenting the feathers - \&f SHOWS SOME
of birds and reptile scales. Study the appllca’tlons on this page. \\\\\ )‘;gfa’gg%”’
OINTE

N
]S\ N USED,

fl

USE THE LINED TOOLS ON
THE SCALES AND WINGS AS
SHOWN BELOW AND AT RIGHT

& F909

<

ACCENTING
WING
FEATHERS

REPT/ILE SCALES:
PAGE 726

How to create
variations in hair
lengths is shown
at right. Proce-
dures are shown
with steps (A),
B), (C).

cuT : @ cuT cur

BEVEL (B) POINT BEVEL POINT BEVEL.
PoINT BEVEL ~ (C) MAT MAT
AND MAT
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dammmmmemmnene) REVERSE BEVELING |.... ANOW YOUR TOOLS

There are times when the beveling on one side of a line Do not end beveling abruptly. Where a tracing pattern
- must REVERSE, or change to the opposite side of the is arrowed with the letters (R.B.), this is to indicate the

line, to correctly portray a subject. This is executed at “point of Reverse Beveling”. . .where the beveling must
| the point (of the design) where one portion of the change sides on the line. Observe the examples

p
. design begins to recede behind the other. “Fade’’ one sented below. 1

| side of the beveling (at point of reverse) into the other.

POPPED

SUNKEN

R.B—% \

cow'’s
TAIL OVER
BACK

The importance of reverse beveling here should
be obvious with the right and wrong illustra-
tions. On face views of figures (rodent & bird
above) the Reverse Beveling around the eyes
is portrayed. Always keep Reverse Beveling in
mind when you are executing any design. . .
as many patterns will not indicate any Reverse
Beveling.

PRESS DOWN WITH
POINT ... AT ANGLE

: = CARVING and STAMP/NG ROPES

”

_ The available space here, is used to show 3
= you how to make ropes. Follow the = '
CUT THE e instructions below. Note the Reverse 2 \
KNOTTED —7 : Beveling on the square knot at the bottom -
gg”f ENDS of the page.
st DIVIDER

F910...STAMP ON POINT

/ LINE

NOTE ANGLE x

A

zan

Chremti

ON SMALL

SN NI T

WISl

i ¢ ROPES... 7.
¢ ! § HOLD TiE
: ; ; / 00L I
3 * = HAND AS
TRACE USE cur cur STAMP MAT SHOWN AND'
“cur ~ DIvVID- THE LAZY ONE BOTH PRESS IN.
ONE ERS 7O  2nd St ,.5121,?5, / / 561;:55 Wopded 5
SIDE  PARALLEL | LINE =~ CURVES WITH. e o

F310.

OF ROPE CUT LINE 7

7, IN EFEECT, IS
ERSE BEVELING.

o 2 .—;' " ”
sever kwor v N g

ROPE BEFORE
CUTTING THE )
S CURVES.




"I cannot over-stress th

relief. To best illustrate my point, .

“MATTING""!
would be the same. .
ted away from the figure.

We have the identical interpretation with leather, only we
are dealing with more thickness that permits greater depth,
if properly executed. | have carved two examples represent-
ing the image on a coin. The one at left shows the subject
beveled only. The one at right has been beveled and properly
shaded and Matted to gain the maximum illusion of depth.
The comparasions should make the importance of matting
quite obvious.

BEVELED
RIDGES

SMOOTH -

BEVELEDP RIDGES SMOOTH ~MAT HERE, TOO.

Beveling around foremost objects (A) leaves a beveled ridge.
This is undesireable and must be matted down (B) before
continuing with the beveling and shading of the figure. Here the
figure bevelers have been employed to do the smooth-matting.

On human faces
the eye sockets
must be matted
down to be in pro-
per perspective.
The examples here
show only the tools
used before any of
the other beveling.
After beveling chin
line (right), mat
the neck smooth.

SMALL FACES,
SEE PAGE 35

BI58

TURTLES ... PAGE 131

FIGURE !5 NOT STAMPED
70 BETTER ILLUSTRATE
REGULAR THE EXTERIOR MATTING,

CHECKED

BEVELERS 1
8198
B?Oh A A
8936 o . -
: ! : 4 LIGHT
! , / F8o5 - Fgo! "&ﬁ > ® {F BEVEL
 Fa90 ._/ ,

Exterior matting will generally show better definition
if the figure’s outline is first beveled, before employing
the matting tools.

10

in portance of MATTING! Without
proper Matting, your figures will not have three dimensional

are dealing with millimeters of thlckness but still the figure
gives the illusion of depth. Why? Because of a smooth, even
plane away from the figure. Translated into leather terms:
Whether textured or smooth, the effect
.the background must be evenly mat-

f( ce l

away from the beveling (B). The f igure is th
figure on page 124.

Jdook at any coin. We

| SMOOTH CHECKED

FS00
How to use these tools is clearly illustrated in the

F985. Fs396 ASS F898 F8383 F801

books: Craftool Tech-Tips, Pictorial Carving,
Pictorial Carving Finesse. The checked tools
are usually used with checked bevelers for
creating contrast. 2

BIo3e6
CHECKED
BEVELERS

MATTING
DEPTH
SHOULD BE
HERVIEST
AT BEVELED
- LINES , THEN
GRADUALLY SLOPE
AWAY FROM FIGURE

2198 — L.
F899

(C) figure is now rough- -beveled. For contrast,
checked bevelers were used around outline. Mat-
ting is completed with checked tools. Note how
this brings figure into high relief (right) as
opposed to beveled side only (left).

USE THE SMALL
CHECKED TOOLS
AROUND THE
TEETH, AS
SHOWA . ™

USE F8385,
Fasrs, F830
TO0 MAT ;
INSIDE THE
LOWER

JAW.

See page 4 of Plctorta[ Carvmg F:nesse for
matting with the small figure bevelers m
restricted areas. :

DOUBLE
BEVEL

No matter how small the detail, you must magi

rough-beveled and shaded (C). See cbmpletgg
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ROUND
SPOON -;

The MODELING tools are especially important in Figure Carving. The large
spoon is used to smooth out any rough beveling and shading in open areas
smaller pointed spoons are used in confined areas. The spoons are also use:
POINTED the beveled edges of figures, such as legs, neck, face, etc. The point of the s
2 used to round the eyeballs (page 32) and to add details of facial expr ns, tei
muscles, etc. They are also used to actually bevel and mat around very fine de
- Detailed illustrations for using the modelers are clearly shown in the books:
Tech-Tips and Pictorial Carving. Observe the additional suggestions shi

ROUND EDGES
/ AETER
BEVELING

TIP:

STYLUS
AIDING IN
RESTRICTED
' AREAS

£FOR FINE DETAILS , GRIND THE
STYLUS AND SPOON AS SHOWN.
REPOLISH ON BUFFING WHEEL .
THESE EXTRA TOOLS ARE VAL-
UABLE FOR ADDING FINESSE .

ANIMALS ® *
LIPS CAN BE
: e LIGHTLY DOUBLE

- BEVELED BY PyLL- {# ==
\ MODELING THE LIPS | W& SPOON ALONG CUT NECe™ §

f

Here, modeling spoon is used (A) begin modeling % of upper lip. (B) model =
to bevel around the bridle  2nd half. (C) model lower lip. (D) press  The Modelir
(A). Mat with spoon (B). lightly, top and bottom, to shape both lips., role in forming
Figure is ready to form. Model corners of mouth. Lightly round end Note how_the_g
Use stylus end to make of nose with modeling spoon. Add cleft is used in forming
rings in bit (arrows). under nose. st it wrinkles, and express

P wmoioss - oone-nn| 7#€ HAIR BLADES ---..--.. KNOW YOU,

The HAIR BLADES were especially designed for “‘hairing”
figures, and for other special lined effects. For hairing tech-
niques, the swivel knife is held at an angle (right) so the point
Sosi it of the blade can make distinct cuts. The Hair Lines should

conform to the natural hair growth of the figure. Long strokes

SMALL

. £ i G
of the blade are used for flowing hair, short strokes for short m{:ﬁ BEST
A hair. Overlapping(zsstrokes, each with slightly different angles, | fZ2% 7

should be used (see below) or the proper effect may not be | /sacstost = |
achieved. Combinations of both blades can be used as shown
below on spaniel and flowing hair. Study the suggestions and

examples below.

8o020-L

5 ;
3 1 =
4_\;!_: t k'si:i:m'r HAIR # INTERMEDIATE HAIR
N WITH SHORT STROKE (1). 3 :
\. gﬁggm&-ggym R, QVERL »PHgg; 2 ‘355{' Y S#FI HM:;: 5

ST e
HAIR LINES

PAGE 88

COCKER SPANIEL|”

ey
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HNOW mwr ra&bg*f‘.é.{ !F.E

This page is more or Iess a review of pages 6 through 11, W|th add_" uggestl"hs
was not presented. Very fine details require added concentratlo‘n Often a pair of
style) will be of great aid in executing these tiny details. When carving and stam

that particular page does not seem to present all of the information you feel
as the instructions for one subject generally apply to many others ‘that you may not be aware of.
ructions cannot be given for each figure, but the basic instructions throughout the b shoi IﬂN
plete any of them successfully. Read all of the copy and the huni ] {
detallmg one suhject may be interrelated with dozens of others Observe the de

The enlarged hackamore is to il
clearly show: proper cuttlng & ;
beveled details. '

\M-B

g ” 7 LACING
PRESS TP ’_ THONGS
OF VEINER
IN BY .
HAND, TO i
SIMULATE

w&s&f-mm
RopPE

cuTs TO
SIMULATE
VAT /NSIDE RAWHIDE

\WROPE LooP BR n?p.wa

FOR TEXTUR!NG'
// SMALL ROPES,

USE HAIR BLADE .

SUBJECT
FROM PAGE 123

detailed patterns; alway
complete the foremoSt
subject first, then mat away e
from it (A). Replace tracing >
pattern, trace and cut the==
figure dlrectly behind it (B).
Continue in this manner
with each receding figure or
object, into the distance.
If you cut the total pattern s S S T £
first, the cut linesof receding Do not cut the 2nd
figures would be lost in the flgure until the fore-
beveling; matting. : d

 Complete the 2nd figure.
Executmg fine de
~quires exactness and

When  “hairing”’ with

stamping tools, always

stamp hairs on) Aal emost
/|| Betal /3

: For texturmg fine nose
To insure hair lines close ~ muzzle hairs on small repro.
to a beveled'line, make the ~ ductions, make the’ short
cuts away from the beveled  cross cuts as ‘illustrated R
edge (above} the steps above

e 3

/x /’,// / / ;\‘\ , ’;’! e S,ff e
Wffe’fe r‘nd(r stamp will not Fssa FS76 ﬁgaa_ “q'loo' Ase 8070
reach the foremost leg (A), 2 Va. \/2 V2 2 STIPPLER

complete with single knife
cuts as shown at (B).

12

For very detailed work grind existing NEW
tools down, as above. '
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TEXTURES l
for SKIN.....SCALES.....HAIR

This page illustrates many of the skin, scale, and hair
textures used in this book. Each is given a Texture No,
and the page on which instructions are given for mak-
ing them. There are additional combinations of tex-
tures used on specific animals, that are given with
that specific species. These are on the individual
pages. Example: Alpaca, page 97.

Some of these textures are also used on birds and
fishes, and are shown with the species involved.
Feathers are included with the birds, pages 114
through 119.

PAGE 129

5 [43735755

TEXTURE

S

TEXTURE

s

PAGE 129 TEXTURE

PAGE /29

TEXTURE 5

13
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TEXTURES | HAIRING TECHNIQUES .. assrf Aéﬂ,{ép,;w/rhflé‘w MOISTURE CONTENT

_ The special techniques shown on these two pages illustrate a wide variety of hairing examples. Some of the tools are

- combined to create additional effects. Each example is given a Texture No. Throughout the book you‘ll notice a
Texture No. referred to on many animals. Return to these pages to see how that particular Texture No. is accomplished.

~ This eliminates constant repetition, allowing more space for additional animals. Study the instructions carefully.

~ SHORT HAIR
~ _HAIR BLADE 8021-M 8021-M

h‘
s W \m,\‘»(‘

FINE COARSE

HAIR BLADE 8020-L =2
- ——— Page 11 shows how to make the For coarse hair, use
= : short, irregular, overlapping large blade. Follow
cuts. Conform cuts to hair the same proce-
growth of animal. dures,

S e

TEXTURE No. 14

INTERMEDIATE HAIR

. COMBINATION OF BOTH
+ HAIR BLADES.

BOTH HAIR BLADES

go27-Mm T =
e : i Now make added cuts with
8020- L = Begin by hairing large blade, according to the
the figure with growth of the hair of animal
small blade.

you’re portraying.

FLOWING HAIR
THIS CAN BE A COMB -

INATION OF BOTH
- HAIR BLADES. > f
."'_ : 180,21'/‘4 . ,'

S ;_',.»'/ Make long cuts For wavy hair,- Then add hair
~-—8020-L-° = conforming tothe  first bevel as blades, follow-
e hair growth. shown above.  ing contours.

STAMPED HAIR - BRISTLY & 2o

= - -

SEE JAVELINA PIG ==z E=—=

PAGE 38 E E=-

g~ <Fs

ar AP = pEE
F926 (A) begin by stamping impressions very close together. (B)
g continue as shown. (C) cover area. (D) areas can be accented
CROWTH 1y with more force, tipping on point. Also used in combination

with other tools; see wolf, page 82.
STAMPED HAIR - MEDIUM 3 '

SEE BEARS
PAGE 87 =
"
F928 B A B s
F917
FI? é Begin stamping as above. These tools can be used in combina-

tion and are used for hairing a large variety of animals, as you ———
will note in the book. TEXTURE No. 18

STAMPED HAIR - COARSE 2% e
SEE BEARS - PAGE 86 g =
> , T ——
Folg = = == g;
Z= FoI8 B F916
Fole =

These tools are used exactly as instructed above. They can be
combined. F916 is good for making large, bushy tails. See {
opposite page. ‘

1%
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== AIRING DIRECTION —3- g ; HOLDING #he TOOL |
THIS ety
1- - >
MU.ZZLE H.AlR/_FUR i‘.’z i ) £az0 k} OO S an < < . ,(" o _LIGHT ] HEAVY
This technique is used on MALLET N/ y— : 45
many animals in this book. A,
Hold tool as at right. Force- RN

fully jab it into the leather, . ZEE
at the same time pulling 7777 TEE L
quickly upward and back-
ward (large arrows). This actually pulls up fragments of
leather. Make your jabs very close together. This can be

& pornession T TEXTURE No. 20

done quite rapidly. Use hair blades over area before using GEE FOXES..... PAGE 83
this tool. Practice on scrap. SEE TIGER..... PAGE 77

8o21- M
CLOSE-KNIT FUR = “2

£

s

8070 ¥ STIPPLER

This tool can be rapidly tap-
ped into the leather by hand,
or with mallet. You’ll note it

tends to stick to the leather For fine fur, For coarse fur, texture area
upon withdrawal. This is not  fjrst use the with nail, or similar tool.

T S X

?l:"f’:i’:a'mek :espii:lg')i'tll::iszlae small blade then Use hair blade over all nal ~ TEXTURE No. 21 P
’ . tap over with texture. Then stipple pro- SEE MONGOOSE - ... PAGE
8070. fusely with 8070 (above right). SEE KOALA ..-.... PAGE 101
F891 9 8020- L
CURLY HAIR P : & FINE ORSE
e Aot
- . LA k f :
F890 F89

.(:

First stamp the area irregularly.  For heavier curls, use F891
go25-m gozo- Make small curling cuts (B) over  and blade 8020-L as shown
the area (C). above.

2 E il ok A
: TEXTURE No. 22
DOUBLE BEVEL

SHAGGY HAIR 7 ; . e 4
ey ,}%‘% --

ELK, ETC.

Shaggy hair, at least The pointed bevel- s

in part, is portrayed er is used to rough- Double beveling is usually __empl_o¥teed

in various forms on in the shaggy hairs.  Where hairs change direction, After

many animals. “Walk* on point. roughing in the shaggy effect,
use hair blades.

WOOLLY HAIR

SEE SHEEP
PAGE 93

’

SEE LLAMA .,':‘i" BLADE |
PAGE 97 "7 g021-M
:ﬁg ;%zﬂaéﬁgveﬁm The ﬁrocedure for makij

3 V7l 4,
A the shaggy. After “hair

ALMOST DRY.

BUSHY TALS
When making tails, always angle impres-
sions outward from the center. Singl
knife cuts are usually added at the outer
edges. Study the examples in this book.

—m -

~ After hairing almost_any=af
lete th
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he ANATOMY oFf ANIMALS

Figure Carving is a form of self expression. Beveling cut
lines is a mechanical operation governed by set rules.
Beveling, shading, and modeling the muscles and areas
within cut lines is an interpretation of what you see and
feel. . .there are no set rules. The anatomy and confor-
mation of animals all vary. . .in some cases, to extremes.

and tendon structure regardless of their contours. If you
have ever skinned and butchered various animal species,
this will be evident. With heavily furred or long-haired
animals, these features may be obscured, but will
usually show in some form of depression, or hair change,
to indicate conformation (see bear below).

However, most animals have a general likeness in muscle

POINT OF

408 The animals on these pages are presented without their color markings or

hair detail, to illustrate the similarity of conformation and make you
aware of these features to aid your figure carving. Muscles are altered and
become more (or less) pronounced when the animal changes position

with r;eck or legs bent or stretched, but they are always there (see cougar
below).

POINT OF
SHOULDER
~>

The biological, or true name for various parts of the anatomy are shown
in the skeletal sketch at left. Most of us do not think of a horse’s knee
being called: “wrist”’. Nor the hock of a horse or cow being called: “‘heel”.
Therefore, we will take some liberties in identifying these parts of the
anatomy. . .as shown on the coded number chart below.

8
EL TRUE
RO KNEE
(SYIFLE ON
HORSE

TRUE WRIST
KNEE oF
HORSE

COUGAR

AND OTHER CATS

OBSERVE: The point of hip, jowls, tendons, etc., will
not be as visible on some animals as others due to
shaggy hair, heavily rounded bodies, etc. Examples:
bear and hippopotamus. Also, the withers of some
animals are not as peaked, for example, as the horse
and giraffe. Study the animal you wish to depict
before attempting to carve him in leather.

4 5 ADT VISIBLE
”’,lllllltﬂo""[

THE CODED
NUMBERS
BELOW IDEN-
TIFY PARTS
OF THE
ANATOMY
FOR YOUR
REFERENCE
1 - CHEEK
2- TEMPLE
3 - JOwL

4 - WITHERS
5~ POINT OF HIP
© - POINT OF SHOULDER
?- KNEE (WRIST)
8- £L80wW

9 - FLANK

10 - ST/FLE (‘TRUE KNEE)
11 - TENDONS
12 - HOCK (HEEL)

NOT
VISIBLE
4 [ eLAck BEAR |

AIRY
CATTLE SHOW
MORE BONE
PROTRUSION
THAN BEEF
CATTLE
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NOTE ' Before carving any animal, one should study all of the pictures available (live
;Z:C’Yf::‘;i;’:;;ﬁ’gﬁﬁ animals if possible). The key word again: “OBSERVE"! Try to look beyond the
SEE PAGES 26 AND 27 color markings. . .try to see the muscle structure and conformation. Once you

fix the anatomy of an animal in your mind, it will be easier to execute it in leather,

EVEN A MOUSE ... HAS B MOV VISIBLE 4. [nweroPotamus |

THE SAME BASIC AN-
ATOMY FEATURES AS
AN ELEPHANT, THOUGH
CONFORMATIONS DIFFER
IN THE EXTREME /

E ’ J

LABRADOR 4
RETRIEVER

8
1" 1
NOT TOO
VISIBLE 2z
'

INDIAN
ELEPHANT

Shown below are three different positions of a horse’s front and hind leg, to illustrate how the muscles are
altered in the different positions. These same muscle formations will generally appear the same on other species
of animals with similar conformations.

5 5
| HIND LEGS - 70P | ‘ BUNCHEP B

MUSCLES

10 ///////

STRETCHED
STRETCHED MUSCLES
MUSCLES ’//
i “al &
k R N\
9 ' o Yy
BUNCHED LT
1 MUSCLES "‘
- 3 g A

1A
HIR
14‘ e

BUNCHED

STRETCHED |
MUSCLES

MUSCLES

1

NOTE:
TENDONS
ARE MORE -
PRONOUNCED

7 UNDER STRESS.

STRETCHED
MUSCLES

i

1’7
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TURNING the ANIMAL Anatomy Continued

When carving animals in various positions, one may be in
doubt about some of the lines to be cut. . .which lines
have precedence over others, etc. The illustrations below
(and opposite page) are presented to aid you with this
problem. The same cutting will apply to most animals of
similar conformation. Common sense and logic will play

where a leg shows on the other side of the animal, we
know the belly line must be cut. Where the base of the |
neck fuses with the shoulder. . .will not be cut, unless

the animal is turned away from you, making the point
of the shoulder prominent. Coded numbers (page 16)
are given to help you identify the various areas. Study

an important part in determining lines to cut. Examples:

Side view shows minimum cutting.
Front leg has extended cut at top of
foreleg and elbow. Cut flank as shown.
No cut at (3). Note changes required
in quarter views, where parts of ana-
tomy overlap others.

MATTING

DouBLE
BEVEL

KNOW YOUR
TooLs /

LIGHTLY
BEVEL TO

» ROUND
"~ BELLY

REVIEW
PRGE 7

ON THESE
EXAMPLES

Bevel and shade all 3 examples as
shown above. Note beveler faces
opposite directions as (1) & (2). Bevel
heavily under jowl and lightly into a
double bevel up to ear. Bevel heavily
below point of hip and flank.

18

CUTTING THE PATTERNS

ROUGH-BEVELED § SHADED
READY FOR OUTLINE BEVELING
AND BACKGROUND

NO MODELING HARS
BEEN EMPLOYED

)1
TN 12
’_,l

" FETLOCK
A }4’
JRPHSTE'R” lrirnd

Make jowl cut (3) and where neck
overlaps shoulder. Since body is
turned, lengthen elbow cut. Make
rounded cut for belly. Cut stifle as
shown. Note different positions of
cheek & temple (above & right).

LIGHTLY BEVEL TO
DIVIDE RUMP AT
BRCKBON.

Bevel heavy under (3), under belly,
& off shoulder. Note beveling
change at flank, to round belly.
Bevel lightly to accent shoulder
points. Shade beveling at withers.
Note beveling; knees, hocks.

the examples below and on top of the next page.

Cut jowl and jaw as shown. Cut

where shoulder overlaps neck.
Since hip is predominant, make a
light, fading cut as shown. Stifle
cut now overlaps belly. Note all of
the ear cuts; three views.

DOUBLE BEVEL

Note beveling to bring hip into
prominence. Angle of bevel
changes above elbow to show
body roundness. Bevel and mat
neck above point of shoulder.
Note beveling at jowl and jaw.




Cyuayr Koxesnuka - vk.com/kozheraft
TRACING PATTERN = - €
TRACE IN THE ,
SHAPED AREAS AS
SHOWN ON EXAMPLES
ON OPPQSITE PAGE .

The tracing pattern is shown

to familiarize you with its Here, head and nose have prominence Here, tail, rump & hind legs have
relation to the carving. Use over all. Next; shoulders, front legs, prominence. Next; body, neck, head.
the tracings as a guide when body, then hips. Bevel and shade Tendons can be pressed in with the

beveling and shading. accordingly. modeler.
ADDITIONAL OBSERVAT/ONS
NOTE: . . . . i 2
BE SURE When walking or trotting. . .most animals travel with their weight on the front and back legs of
TO PUT opposite sides. This is to maintain balance. The consequence of this is that both legs (on the
g Y"of,f: same side) will either be away from each other, or together, with only one of these legs (on the
ANIMALS same side) supporting % the weight. This is best illustrated by the examples below.
IN PROPER
POSITION, |  TWALKING ... HEAD DOWN, RELAXED. HEAD AND TRIL ELEVATED, LEGS
OR YOUR HIGHER FOR FASTER MOVEMENT.
CARVING ’ b
WILL LOSE FORETOP —,. P> MANE
AUTHEN-
Ticiry/ 2
KNOW YOUR b .
SUBJECT k
oy & DAL\
B
(WEIGHT/ Ju— < = % oae .
As the animal pulls himself forward with “weighted” feet (A-B), Cwslsur / ws/am—/

the others (C-D) move forward to their full stride. The weight is
then shifted to legs (C-D), and the opposite ones (A-B) are lifted
from the ground to repeat the forward movement.

The movement of the trot is the same as the
walk, only more animated. Mane, tail, and
foretop will show movement.

PACING

ANIALE The PACER (in racing) is trained to move both
l legs together, on the same side, contradicting

AECEAREH THE most horse’s normal gait. It should be noted,
ANIMALS YOU though, a few horses pace as a normal gait. We
“ON LEATHER. once had a dog who injured his back, and found

pacing a more comfortable way to travel (not a
normal gait for canines). This confirms the
exceptions to the norm.

The natural gait of some
animals is a “pace”. This is
when both legs on the same
side move simultaneously for-
ward or backward. It is not
a common gait with most
animals.

[HARNESS RACING \- SEF PAGE 121
[ PACING )
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MAK/NG A TRAC/ING PATTERN

To make a tracing pattern from a photo or magazine
reproduction, the first thing you must do is make some
observations. First establish the light-source of the scene.
The light-source gives roundness and form to the figure,
establishing hi-lights and shadows. The darker areas (on
the animaﬂ generally indicate a depression of the con-
formation. Lighter areas in the picture usually indicate
the high (or convex) areas of the figure, presenting
roundness, accenting tendons, muscles, etc.

The shadows usually aid in interpreting the animal’s
conformation. As a rule, the darkest areas would indicate

\ |

\/ \’, )

NE S
_ 8\: LINES CLEARLY ViSIBL

o

NI

r/Eﬁ‘
ik
i)

)
‘ .
1

oY

X b

WHERE TO BEGIN ?

In viewing the photo above, you may be faced with
indecision: ““how can | be sure of which lines to cut?”’
First off. . .you can refer to other animals (throughout
this book) that have been carved in similar positions
with similiar anatomies. Next, observe the photo above.
The numbers (1) show lines distinct enough that you
can be sure require cutting. Areas (2) are questionable.
Let us rationalize: Beginning with the antlers, they
curve outward from the head. . .then the tines curve
forward. Therefore the forward tine would be fore-
most of the main beam. A light cut can be made under
this tine to indicate its prominence. At the forehead and
opposite ear, we know the ear is on the other side of the
head. . .so the forehead line should be cut. Nose:
nostrils may not be clear enough. . .study other pictures
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Wl

+. FROM PHOTOS /IN BOOKS AND MAGAZINES

the heaviest beveling and shading. However, you must
be ever alert to the animal’s conformation. Also, the
color-markings of the species must be taken into account!
Are some of the dark areas merely dark color-markings
of the animal? If you are not familiar with the colora-
tion or conformation of the species, it would be wise
to consult other pictures of the animal (in various poses)
to establish these distinctions. The viewing of a picture
. . .is a matter of interpretation through each individual’s
eyes. Try to convert the picture, in your mind, into
leather carving and stamping terms. Now, let’s make a
tracing pattern of the mule deer shown below.

)

| / \

FORKED TINES ,INDICATES A

NO ANTLERS , IN~-
DICPFTES A DOE . IT
COULD BE A BUCK,
THOUGH, IN LATE
WINTER.

," \ ,’l ;

METATARSAL
GLAND, IN-
SIDE HIND
LEGS OF
BUCK

| OF HAIR

!
‘{J oursiIpE
» HIND
| LEGS OF
MALE AND
FEMALE

CLOVEN
HOOF

"y
c“
KDE' WCLAWS

VIEW OTHER POSES AND

" PICTURES TO FAMILIARIZE
YOURSELF WITH THE ANATOMY
OF THE MULE DFER.

to determine how nostril cuts should be made. Shoulder:
the shoulder is obviously not connected to the bottom
of the neck, so a cut should continue up from the leg
a short way. Study other views of the deer. Belly: cut
belly line, as we know the opposite foreleg is on the
other side of the deer. A definite separation should be
made between the hind legs of any animal. . .make a
cut here. The outlines of the tail are indistinct. Obviously
they should be cut, as the tail lays on top of the rump.
The tail would be beveled around lightly. Numbers (3)
on hind legs show some detail of which we do not
understand. Our research pictures (at right of photo)
show what these are. On very small deer portrayals,
these would not be evident; too small to try to show
them. See page 7 for beveling hocks, etc.

NOTE: IF YOU ARE UNFAMILIAR WiTH A SUBJECT -... RESEARCH IT / SEE OPPOSITE PAGE.
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RESEARCH YOUR SUBJECT:> The Mule Deer

What do you know about the mule deer? For your figure carving finesse,
there are a few things you should be aware of.

MULE DEER: Largest of the North American species. High, branched
antlers project upward and forward. The main beam of each antler is
evenly divided at first fork and each of the tines is again evenly divided
into two smaller tines. Off-shoots of these tines occur. The brow tines
(near base of antlers) are generally not long. The base of the antlers
are‘covered with small knobby growths with grooves running up the
antlers.

The antlers loosen and drop off by mid December/January (females
do not have antlers). New antlers begin to form with a velvety fur-like
covered ball. By spring the velvet covered antlers continue to grow and
take shape (perhaps you’ve heard the expression: "he’s still in the velvet”’).
They are soft and easily damaged until summer, when the blood circula-
tion is cut off. It is not uncommon to see bucks with strips of ““velvet”
hanging from their antlers during this time (see page 95). Antlers differ
from }|1orns) in that they are shed each year (also see page 94 for antlers
“in velvet”

The mule deer is a strong swimmer. When in fast flight he ““bounces”
with all four legs, rather than gallops as with the whitetail deer. His tail is
narrower than the whitetail, and is never raised in flight or alarm. As
with all deer, he is cloven-hoofed with two small dewclaws (lateral
hooves) set above and behind each foot.

ooMPAR&}zJ
WITH. THE
WHI?’ETH[L

During the rut (breeding season) the buck deer’s neck
muscles swell larger than normal. Metatarsal (scent)
lands are located inside the hind legs below the hock
?eel) producing a musky odor, to attract females.
The rutting season generally occurs in late fall, in
northern latitudes. Tufted hairs are visible on the
outside of the hind legs (below hocks) on the male and
female deer.

Coloration: throat, inside of ears and legs are dull
white. Dark brownish-black patch on forehead and
outline of ears. Rest of face below eyes to nostril is

jaw. White rump patch and tail, with black tip. Under
belly, between front legs, is dark. During summer, the
body color is reddish-brown. Fall and winter, the body
color turns to a mixture of grey and light leather tones
with the advent of colder weather. Outside of man, the
cougar is No. 1 enemy of the deer. Wolves, coyotes,
wolverines and lynx take their toll in deep snows.

Keep these thoughts in mind when preparing your
deer scenes. Never have a reddish-brown colored deer in
a winter scene! The little details add the finesse to your
leather carving.

white. Nose is black with a black band around lower

MAKING THE
TRACING PATTERN

Tape a piece of tracing film over
the picture. With a sharp pencil,
trace carefully all around the out-
lines of the animal. Trace in the
muscles, etc. If areas are indistinct
through the tracing film, it may be
necessary to lift one side to view
the picture. Use care not to slip
film when returning it to its
original position.

Some areas of the picture may not
have distinct outlines or will be
fuzzy in muscled areas. It may then
be necessary to try to draw these
in free-hand, to complete your
tracing. Refer to the suggestions
on the opposite page. . .and to
pages 16 & 17 on animal anatomy.

If more help is needed, research
the subject via library, encyclope-
dias, books, or illustrated hunting
magazines to view more poses of
the deer.

TRACING LINES
HERE ARE ELIMINATING
FOREGROUND BUSHES.
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The TRACING PATTERN Since we are concerned only with

After tracing, remove the pattern
and place it next to the picture
(opposite page). By looking back
and forth, comparing your tracing
with the picture, make any correc-
tions on your tracing to the best
of your ability.

If you are unsure of your talents,
ask a friend to help by criticizing.
Perhaps he or she will be able to
see a line or alteration that you
are overlooking.

After reviewing pages 20 & 21
draw all lines 80 be cut) in
firmly, so they are distinct from
those that will be beveled and
shaded only. Fix these all in your
mind. . .be thinking of converting
the deer to leather via cutting,
beveling, shading & matting!

If you are satisfied with your @F

tracing, you are now ready to
carve the deer.

figure carving, background scenery
is omitted. Trace in, if you wish.
See ““Pictorial Carving Finesse” for
stamping scenery of all kinds.

T USUALLY DO NOT PUT COLOR-MARKINGS
OA/{ITRQC/NGS,.. You MAY TEND 70 BEVEL
THEM.

SKETCH IN ALL
SHADED AREAS
WHEN MAKING

; :
! : - THE TRACING
¢ 0 g # @
J ©
@ : (8) Coded anatomy numbers
3 (pages 16, 17) are shown
0 to aid in completing the
pattern, if lines for ten-

(?) dons, etc., are not dis-
tinct enough on the
picture.

ADDING FuLL LEGS TO TAKE
THE DEER OUT OF THE SNOW.

TRACKS IN SNOW
ARE NOT CUT ...
MODEL ONLY

MAKE LIGHT CUTS
WHERE LEGS DISAPPEAR
/N SNOW. LIGHTLY BEVEL

If you wish to complete the legs of your deer, to
stand him on the ground, obtain a picture of a
full deer (right). Observe the relative distances
between elbow and stifle to the bottom of the

LEG DOWN. SEE CARVING
ON OPPOSITE PAGE.

hooves. Relate this to your tracing pattern, to
sketch in legs of the proper length. Be critical,

Picture of full deer show-

re-draw if necessary to do them properly.

WITH LEFT HIND LEG
BENT, THIS FOOT COULD ALSO

22

\ BOTTOM OF HOOVES

BE SHOWN IN BENT POSITION WITH
TIP OF TOE TOUCHING THE GROUND,
OR ELEVATED ABOVE THE GROUND.,

ing legs and related dis-
tances from stifle to hock,
from hock to bottom of
foot, etc.

POINT OF
ELBow

STIFLE
e’

OF HODF

On the illustration above you’ll notice the
distance from elbow to knee, and knee to
bottom of foot are almost equal; lower
distance slightly longer. However, from
hock to bottom of foot is a much greater
distance than from the hock to the stifle.
You must relate these distances to complete
your legs as shown at left.



craft

Use the picture as a guide when
carving, stamping and dyeing
your deer.

The example below shows how
to bevel the head and antlers.
The area (2), from page 20, is
shown properly beveled to illu-
strate how the tine turns forward
ahead of the main beam.

NOTICE
CUT AND
BEVEL
OF BROW
TINE, TO
SET /T ON
TOP OF
THE

Q
DOUBLE / 7 5 BEAM

MAIN

Deer below is ready for dyeing
Although the picture does not show
any hair lines in the white color:
marking areas (face, throat, rump};
hairing should obviously be ‘done’
- ‘over the entire animal, as shown

\\\ﬁ(
\ll“\

Iy
\\m\ulmh.liu DN
\‘\\\ ) ‘

Examples here show how to
set the legs in long grass if
you do not prefer a winter
scene, or care to carve the

MORE PEER
ON PAGE 95

A
el
A R

See ‘“Pictorial Carving Finesse’” for

stamping grasses. SEE TRACKS IN
SNOW,; BACK COVER
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Another method of making tracing patterns from photos,
magazine reproductions, etc., is by using the graph
method. The graph is taped over the picture. To reproduce
the tracing pattern to the same size as the original, you
must have your tracing paper lined with the same sized
squares as the graph. The reason for using the graph here,
instead of tracing directly from the picture, would be to
prevent damage to the picture or photo by excessive
pressure from the tracing pencil.

The graph material must be of a clear substance (acetate,
plastic, vinyl, etc.) so you can see through it. The lines
on the graph should be very fine. Such graphs should
be available in art or drafting supply stores. If unavail-
able, make your own.

We made our graph on a piece of clear acetate. Use an
X-acto blade to “score” the fine lines on one side of the
film only. Measure and cut the lines very accurately. The
more exact the lines, the more accurate will be the

MAKING A TRACING PATIERN T bir s Y52k kR4 AKING A GRAPH
e '

123456789101 1213/4]
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\

W

/// 7
X-ACTO L CLEAR 1
KNIFE > ACETATE OR — _
By PLASTIC
s i
b /-/7././

\
ﬁ\_

METAL RULE OR
STRAIGHT EDGE

tracing reproduction. | recommend having the squares
no larger than %", If you are reproducing very detailed
subjects, 1/8"" squares would serve even better.

1 2 3 4 56

o

BIGHORN SHEEP

% ) W

Vit Sy /gy

. ey

- N W o !

GRAPH TAPED TO PHOTO

For faster identification of individual squares, number
and letter them vertically and horizontally as shown.
Place the graph over the picture and tape it in place,
so that it will not move.

The side of the graph on which the lines have been
scored (or printed) should be placed down. . .in
direct contact with the picture. This will eliminate
any distortion due to the thickness of the acetate, were
the scored lines to be placed up.
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| ] I
NOTE THE SMAIJL
TRIANGLES
FORMED WITHIN
" TTae SQUARES,
WHERE LINES

/ CROSS .

LINE CROSSES
ADJOINING

SQUARES
Py

; H

- - LINE CROSSES
CENTER OF SQUARE F,

L % AND LINE 8/9

(F IT WILL RID YOUR TRACING,
PLACE DOTS ON LINES WHERE
OUTLINES CROSS THEM. THEN
COMPLETE LINES BETWEEN Dors.

|

%AA rl

- ®  Notice the angle and curve of the lines within each

square. Draw them as accurately as possible, dupli-
cating the lines within the squares of the photo.

® Notice where each line, on the photo, crosses the
graph lines. Copy them as accurately as possible.

P O VO ZIR2rXNGL~ITNDTMMuuAEm ®

TRACING PAPER WITH GRAPH LINES

Lay out your tracing paper with identical graph lines,
number and letter them in the same manner. The lines
should be drawn fine, with a hard lead pencil.

Beginning is shown at heavy arrow (you can begin
anywhere). The idea is to simply follow the lines
within each square. Observe where the outline of
the figure crosses each graph line. Draw the lines
within each square first. By concentrating on individual
squares, you are not confused with the over-all pattern.



Cynnyx Koxesnmka - vk.com/kozheraft
1 2 3456 789 10111213145

If your first outline
does not appear cor-
rect, alter the lines.
Check yourself to be
sure you are drawing
in the proper squares.

If some graph
lines cover
some tiny de-
tails, carefully
lift graph from
photo on ONE
SIDE ONLY!
Be sure one
side is securely
hinged. Re-
place graph in
exactly the
same position!

1P 90 Z I rR~—=TOQT MYI N @ >

Generally, the outlines of the figure should first be established. If some outlines of the picture are not too distinct
you may have to draw them in as you think they should be. Studying other pictures of the species may help in deter-
mining where some lines should be in relation to others.

Carvirlng gnd stamgingf is COMPLETED PATTERN
completed. . .ready for
dyeing. See page 93 for M \\\\.}))’/}/ [BIGHORN SHEEP |
C?Lwngh e bignorn: and 9 % THE LINES TO BE cUT
other sheep. 5 Po ‘

‘ T,

REPRODUCTION IN THE SHADED RREAS

GOLAR PRGE 58 5 FOR A GUIDE TO
e LIGHT BEVELING AND
LR G Curs AT SHADING.
i HAIR
ENDS

CUTTING AND

ALWAYS REFER MODELIe
T0 THE P/ICTURE THE EYES OF
T0 AID IN FORM - MAMMAL S ‘
ING THE MUSCLES, BEGINS ON

PAGE 32

ETC., WHILE YOU

ARE STAMPING .
LIGHT HAIR- END

CuTS AT

HOOVES

The most difficult areas to properly ascertain, are those within the outlines. The picture may give you some guidelines
but in some cases the details may not be clearly defined, even in photographs. Therefore, it is a matter of individual
judgement and your knowledge of animal anatomy and conformation that must be applied. Sketch in these features
to the best of your ability, or have knowledgeable friends assist. Pages 16 and 17 should be of some help.
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ENLARGING the PATTERN

You can enlarge a picture or pattern to any size
desired by using the graph. If you wish your pat-
tern double size, simply draw the squares on
your tracing paper double the size of the squares
on your graph. If the squares are 1% times larger
than the graph, then your new pattern will be
1% times larger. Study the example below.

The photo of the bighorn sheep (right) is covered
with a %" square graph. The tracing below has
3/8" squares, which enlarges the picture 1%
times.

Any picture, photo, or pattern can be enlarged
in this manner. Tracing patterns are generally
easier to enlarge, as all of the lines have already
been established leaving no areas in doubt or
to guesswork.

2

o o Z

L

DRAW YOUR
SQUARES
ACCURATELY

CZITrXG~XToOoTMmMmogow>

] ﬁ;ﬁﬁ

E%?”“fraﬁL.

PATTERN
ENLARGED
1v2 TIMES

3/8" x 3/8" SQUARES
i .

ORIGINAL PICTURE

When making enlargements from
pictures, greater concentration
must be applied when dupli-
cating the lines within the
squares. Although the lines are
to be duplicated, the lines with-
in the larger squares will have to
be relatively longer since this is
an enlargement.

Observe how a pattern line
crosses a graph line. Is it in the
middle, near the middle, or
closer to an adjacent graph
line? Here, placing dots where
pattern lines cross graph lines
may be useful (See suggestion
on page 24). The enlargement
can easily be distorted if one is
not especially observant.

To make a pattern fit a specified
area, see suggestions on the
opposite page.
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—\| REDUCING the PATTERN

The design above was reduced 72 by simply
making the squares % the size of the original.
With such a large reduction, you must be
especially careful with the lines within the
. squares. However, it should be no problem
N .take one square at a time.

FITTING A SPECIFIED AREA

You can make your pattern (large or small) to fit within any
area you wish. You must first decide on the size of the area
that is to contain the full pattern, or the animal by itself.

0O Z T rxXL o~ MmO N ® >

Reduced example at left: We have measured out an area that
the elephant must fit within. Tape your graph to the original
pattern (upper left) and count the number of squares that
will accomodate the animal. In this instance, it requires 17
squares. Now, the distance you have measured off will have
to contain 17 equal squares. This may require some mathe-
matics, if your measurement converts to fractions. It is
usually possible to adjust your measurement to make it
easier to equalize into the required number of squares.

- If you wish the pattern larger. . .again determine the bound-
. aries. . .this area must also be converted into 17 equal squares
~ (for the elephant) as below.
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\€— £LEPHANT MUST FIT IN THIS AREA —>

TR

SEE ELEPHANTS ON

|
PAGES 106 € 107 '

i

!
|
|

THIS | l

| | | |
ELEPHANT ' | . j | ‘ :
P:::’;’; _1__L__27__3_,4 lSA‘s |7 (8 |9 (10 1 12 |13 |14 |15 |16 17 |

ENLARGED PATTERN........ ELEPHANT MUST FIT IN THIS AREA (17 SRUARES )——>'
THE PANTOGRAPH

The pantograph can be a useful tool for enlarg-
ing or reducing patterns. However, unless you
have a precision and finely crafted pantograph,
it may not be satisfactory for interpreting the
fine details into accurate reproductions.
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Most birds have what is called an ““eye-ring”, surrounding the eye opening (see page 114).
On birds of sufficient size, this is generally lightly cut with the knife. The eye-ring varies in
size and shape with different species, and is often of different colors which aid in bird

identification.

SEE PAGE &6
VERY LIGHT

ROUND EYE
QPENING

Cut design (A). Cut eye opening first,

deeper than eye-ring. (B)
around beak and eye line.

FOR EYE -RING

Cyn (YR X BFETTF  BIRpE fJozheraft

The eyes of birds, being round, leaves one with the desire to simply
stamp the eye in with a seeder. This should not be done, as the force
of stamping the tool (for a clear impression) will push the eye down
into the leather and it will appear sunken (see example at right). The
eye should first be cut with the knife.

The eye openings of most birds appear perfectly round, but many are
slightly elongated, though the eye ball itself is round. Birds also have
eye lids that cover the eye when sleeping, as well as tiny eyelashes.
Some birds, such as the ostrich and hornbills, have very long eyelashes.
In general, the birds you will be carving, will not be of sufficient
size to warrant portraying the eyelashes. Study the instructions on
these two pages.

USE SMOOTH
SEEDER OF
CORRECT SIZE
€ ROUND EYE

B8Y PRESSING [

FOR PROPERLY CUTTING CIRCLES / | PuPIL POWN WITH
(L HAND, AT SAME
cur EYE LINE ‘ . 3931 TIME ROTAT -
\ -\ : N ING TOOL IN
\ ‘ M= FINGERS . 1F
\ o~ = EYE IS NOT OF \»:::_“

COMPATIBLE
SIZE TO SEED-~

ER, FORM EYE
Use seeder to round eyeball (C). Now, very CAREFULLY
bevel & model lightly touch seeder to form WITH THE

pupil (D). This

is only for a guide to dyeing. i SPOON.

or G A\
MODELIN y

ROUND W/Z £932 3
ELONGATED ‘ -
OPENING 4
Sl 7 \ \ SIDE VIEW
OF THE OWL
MODEL IN THE ELLIPTICAL EYE OF
& 5 CORNERS C THE OWL, VIEWED FROM

Predatory birds (below) such as eagles, hawks, owls, etc., have a fierce look A
because of the brow line above the eyes. Bevel & shade the shape of the face, |

under brows, before completing the eyes. The eyes are also set more to the
front of the head. Study examples. g s

T

Study examples above. Step B shows proper beveling before completing the
eyes. See page 8 on double beveling. Round eyeball (C) as previously described.
Since only part of eye is visible behind beak (turned head), tip seeder on edge
to round visible part, or use modeler. AT e

§\———-/

(6165

/ /l)”ld"“ .
A

Cut the design as shown in step A. Note the fine feather cuts above beak. Beve >
under brows and shade concave of face to set eyes back, as in step B. Use .
pointed beveler to accent feathers above beak. Round eyes (C) with seeder or
modeler, as previously explained. Imprint pupils with seeder (or stylus), step
D. Note, image is too small for eye-ring.
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THE SIDE, REQUIRES A
SLIGHTLY DIFFERENT
EXECUTION.
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Since the eyes are in front of
the head, the eye is cut oval,
viewed from the side (A).
Bevel & shade face depression
(B). Model nearside  line
(arrow) inside the cut. Now
(C), open cut with modeler
and press outside of cut at
arrow. Round the eye, on this
edge, with the modeler. Step
(D()' shows the pupil elongated.
See page 9 on reverse beveling.




Cwvun
THE FRONT VIEW yHLY
When viewed face on,
bird’s eyes will no Ionger
be round (exception: the
owl). Follow instructions
at right for forming the
eyes. See instructions for
reverse beveling on page
9, for eyes.

B POUBLE BEVEL

Cut the pattern (A). Note the eye-ring
ends behind eye because of frontal
view. Bevel as in (B). The arrows show

T

»

¥ 4
<
Follow above procedures for face view of

\

\

The face view of the
owl is made as with
side view of other
birds. First bevel
and shade the shape

of the face.
S it %) Make cuts for eye as in step A. Step B,
-~ model around eyelid, inside eye-ring.
R - Use F902 inside corners of lids. Make
CJ‘Q . / light marks for pupils, between lids.
.’.’- f ': N\ \ y ’;’ (
A7 W, o A
aveh i s & ) i DYEING THE EYES
,”.-";}ZE if/;- " 3,0 - After all carving and
TING HEAD o % Py stamping, dye vyour
CeamEei (;F”o t :? (AR birds in_their natural

colors. The pupils are
generally black, but
the surrounding iris
must be dyed the
color of each species.
Observe the coloring
in books or in nature,
to best duplicate the
colors. Use care when
applying dyes.

Ostrich eyes, showing Iong 27
lashes, especially on the =’
upper lid. Complete all =
beveling and modeling be- -
fore cutting the eyelashes.

’ TO FORM QUTLINE
"HAIRS' ( ABOVE)..
MAKE SHORT CUTS
AND BEVEL WITH
F830 AS SHOWAN.
THEN MAT 0OUT-

Model around eyelids as in
step B. Make a cut at upper
edge where lids would meet.
Lower lids are longer on
most birds.

e A
O /, /o /LS

Now model outside line (arrows) to set
eyes in perspective (C), Draw pupils in
oval shape, lightly (D). See TIP on
model age 11. S

\

c/ ‘dl?/\ b/

the hawk.

Be careful with
the position of
the pupils, or
you may have a
cross-eyed bird!

ADD

“LIFE"

70 THE EYES

See page 36 for
special instruc-
tions on how to
add the lifelike
lustre and hi-
lights to the
eyes!

LINES OF FIGURE.

P o MAKE SHORT CUTS \
P e AS SHOWN ON THE P
fr " RIGHT EXAMPLE. |\ i

b4 ) i \ T

N7 / ‘/C)f

‘,_..4‘_

When making a large reproduction, more
detail can be put into the eyes. Cut the
eye opening deeper, as with the surround-
ing eye-ring. Make tiny cuts in the ring
(shown above) to simulate the eye lashes.
Bevel or model inside the eye opening to
round the eyeball. Model lines around
eyes to add characteristics of the bird
species, if applicable.

As the subject di-
minishes in size, so
will the detail. Here
theeyeiscompleted
as on opposite page.

)As the bird gets smaller, you can omit the

eye-ring. Use seeders to round eyeball and

rint the pupils, where possible. In step
DY the pupil is made with end of stylus,
as a small enough seeder is unavailable. In
step (E) the eye is rounded with S931.
The pupil is made with the point of a
household pin. In step (F) the figure is
too small to cut the eye. It is pressed in
with end of stylus.

EXECUTING THE EYE AS SIZE DIMINISHES — - - - — = — = — = — S
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e [ 7#e EYES of FISHES

Although the eyes of fishes are round, the eye openings and the
pupils are not always round. You should be aware of this when
carving your subjects in leather. Examine the picture you are
duplicating to see how the eyes are portrayed.

Most fishes do not have eyelids. Some sharks, however, do. . .
and some fishes have a form of eye-shade to control the admit-
tence of light. The eyes can act independently of each other, e :
one looking forward, the other to the side, etc. The iris of some ; S
species is camouflaged (right) to blend with their body colors. It @ 5
should also be noted that some fishes have raised or depressed
areas around the eyes. The eye-ring (on birds) is not portrayed
on fishes. Study your subject. There is more to making the eyes
of a fish than just “whomping’’ them in with a seeder!

Soas $932 - PUPIL s

RQUND EYE
OPENING

THE RIS OF SOME
FISHES ARE CAM-~-
OUFLAGED.... AS
SPECIES ABOVE.

The trunkfish (below) has

Carve fish eyes using the same procedures as with birds, on page 28. Model any protuber-  fused scales formingU a
ances around eyes and head (Br Round eyeball (C) with modeler or seeder. nghtly press 3°|'d shell around it. Use
in seeder for pupil, by hand, step (D). Z

IRREGULAR
OPENING

EYEBRLL WITH
MODELER

\‘ =
%, e/, 7

The eyes of some = '\& S <z S w4 ( PROTRUDING

fishes are very pro- = » : NN . EYES ; GROUPER

truding, as illustrated - J T 7 )i —
in the examples at r(-J A "r),, L O Egpouus

right. The protrusions SR » / X BEVEL
should be beveled L, BEVEL
before completing the SEE PAGE 8 ,/

eye itself (also see A B 7

skate, bslow), Cut the design as Bevel & model Round eye aI ' O
shown above. as above. press in pupil.

There are a variety ek s
of fish species that | skATES § RAYS |

do not have round ~ ¥y —

eye pupils, as - — ﬂ:s__—/
shown (right)_ ( E g 4{RECG$S) ; 28
@, - 4
L \ )(’ J @
4

aop “LIFE E ‘\_'/ w IREEF'
TO THE EYES > SHARK

o (PASE3€)  “WET"L0OK- PAGE 50 \"C i
T o e A b‘

EXECUTE THE

TRUNKFISH EYES
(BELOW) AS WITH
BIRDS .

DYEING THE EYES

The pupils are gen-
erally black. The
iris must be colored
as per species you -

are representing. Ob- | por7rAy 7we . -7} With protrudingeyes (angel
serve camouflaged gzis/ﬁ;.;m:éb SR = . fish) c)ioubl&d bevi: I(DD.B.
eyes at top of page. AR gl arrows) as indicated above.

30 4 J
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7he EYES of REPTILES § AMPHIBIANS l
The eyes of reptiles and amphibians are as varied among the
species as with other animals. Members of the lizard family
have eyelids, whereas snakes, vipers, etc., do not. Note also
the variations of the pupils of various species. Some are round,
vertical, horizontal. Slitted pupils are narrowest in bright
light. They open more in darkness, to allow more light into
the eye. It has been my observation that most non-poisonous

snakes have round pupils, whereas most vipers, etc., have
vertical pupils. This is not a rule. . .there are exceptions in

all species.
To avoid constant repetition, most of the eyes are executed REPTILES-AMPHIBIANS
C“R‘,’,L’;QE ,22“"‘55 as with birds and fishes. Always bevel and shape around the - PAGE 128
— head before modeling the eye and pupil. Observe the exam- -
- ples presented here.
Y by, 7o Most frogs and toads have bulbous eye protuberances. These are stamped
. WALLA same as for puffer fish (opposite page). Round the eyeballs with seeders,

upils.

where gpplicable. Notice varied p

A CENTRAL
. AMERICAN

TREE

FROG

N L/GHTLY
-/ MARK
PUPILS

The eye openings of most lizards and
related species are generally a round-
ish triangle. The eye is set down into
this area, as with most mammals.  Front, quarter, and side views of a bullfrog above,
Note also the cutting and beveling of  Double bevel at arrows (D.B.). After rounding eyeballs, 1

the eyelids. The pupils are round  lightly mark the oval pupils.
(some geckos have vertical pupils). e A g FRONT VIEWS
: MODEL EYES OF

SNAKES/AS BIRDS-"
DOUBLE BEVEL

The eye openihg of tt-le viper (below)
is round. However, on large reproduc | 7

i ‘1 " H % PROTUBERANCE
(& ctions the “round” cutting should ON TURTLE'S
. “ conform to the shape of the scales EYES...AS
INDICATED.

* directly surrounding the eye. The RORTLE

’,{( Leye is modeled down, inside the
A li‘ﬁ)‘f nd rounded. Pupil is vertical. - cHAMELEON: The chameleon has a thick, conical
O A~ o R . turreted eyelid that covers the entire orb. Each eye
[ VIPER l can be moved independently of the other, or both
I coordinated. When asleep, the eye hole will be a
all horizontal slit in thecenter of the orb.
WV i @\—

-

D.B.

T

i5le baval around the

w7,

Theillustrationsabov
e, show how the iris is
AS LIZARDS = camouflaged, foreach
BECOME SMALLER)
© CUT THE EYELIDS 7

L/GHTER, 7 7

Cut the design and D
W72

— LaOKINd;'{'f; S
: ‘«B_&CKWﬂﬁ, At 77

1._/ P A4 I/J'J Y p,
SIIEL / ‘\,;'{/1, y
,, Noa’ w" '/ !A‘{_': "
4 © 7exTURE (D)

Cut a small eye-hole anywhere in the circle you

wish the animal to be looking. Press seeder in
circle. Add modeling lines, circling around hole,

@ | GRRTER |
laiddsiieiist®®™ | SR ‘
As the snakes become smaller, the
' he ‘cut round. Make the
from the eye. Be sure

yeball with modeler

70 THE EYES

SEE PAGE 36 Alligators and crocodiles have
235 vertical pupils. The alligator's

" 'Dye the pupils black. The eyes are more protruding
iriz must é’eé’o.f,,‘ed accorl?:i- than the crocodile. Both have

ing to species represented. eyelids. ol

A SMALE EYES: ]
" AS FOR BIRDS: PAGE 2



HA _ zhcral
jggmggﬁ YN EVES of MAMMALS ,

In general, the eyes of most mammals will be executed
in the same manner. Some species (as with rodents)
have bulging eyes and may require rounding with
seeders or modeler, similar to those of birds. All mam-
mals have eyelids. Though the eye openings are usually |
not round, the eyeball (within the opening) must be ,ﬁ,

rounded. 4 » 3
The cutting of the eyes is very important. Certain pro- B ol o R
.~ cedures should be carefully followed when cutting, as WY NOTE: P
~ outlines below. | suggest the angle blade for all figure Dolphins, whales etc.. are
CARVING MAMMALS cutting. The filigree blade is best for cutting eyes and also mammals. Carve éyes
BEGINS ON PAGE 77 very fine details. Observe the instructions presented on as with other mammals.

these two pages.

——LTHE PUPlLSj_ LLCUTTING THE EVES J When cutting the eyes (large or small) the cutting pro-
cedures should be the same. Make the cuts in sequence, as illustrated below.

When carving the larger animals,
the eyes become a predominating

feature. . .special attention should Example here: horse is Note: if animal is facing in opposite direction,

be given to them. Study the facing to the left. revgrse cutting accordingly. Leny cur
examples below, notice the varia(nj- / FiRmLy 2 o E*/Eio i
tions in the pupils. This will ad
authenticity to your work. Ob- / / C O 4
serve the eyes of 6he animal you s e d
are portraying. On very small
presentations, the pupils may @ @
not be that evident to be con- Trace design to Make cuts in direction of arrows. Follow the steps
cerned with. the leather, above. Lightly cut eyelid (step D).

\\ —{ ROUNDING THE EYEBALL )

/
VERTICAL ) 44— POINTED SPOON / R
PUPILS ) ™ DA

7 > ( — — K( —
N>, LN & 57 O

L Hold modeling tool perpendicular and press point deeply in corner (E).
Next, press in opposite corner (F). With point of spoon, press inside the lids
Many members of the feline (G) & (H). Now with spoon, round the eyeball as shown in (I). NOTE: on
world have vertical pupils. In larger eyes, bevelers can be used inside the eye opening; use caution! Use
bright light theyli< will merely be modeler to round the eyeball,
slits, but in darkened areas will —{ COMPLETING THE EYE - ADDING EXPRESSION }———
become larger and rounder to :
allow more light into the eyes. LIGHT IRIS CUTS Tk i Ao e T

ROUND V" /
gpupus i . \‘/\ y > /& o
] | 8y

Make very fine cuts in corners, to indicate outer
edge of iris. These cuts also act to stop the dye
(iris color) from bleeding into the corners of the

SR

Members of th Eéni

ne family: g inf
4 Ily place pupil with stylus (K). Model
dog, wolf, coyote, and many eye. Carefu Ith st )
other animal species have round :r%untd _ema to add expression lines, etc., in (L)
pupils. nd at rignt. ‘
HORIZONTAL ' NOTE.
PUPILS i ADD

Complete all carving,
"L_[F »” beveling, and model-
ing of figure, before

70 THE EYES (l::cgmpletingh the eygs!
igure is then ready

Along with horses, most cloven Dye the pupils black. The

hoofgd mammals: cattle deer iris must be colored accor- HAIRING

moose, goat, sheep, etc., have ding to breed represented. ngg",’,ﬁgf S

horizontally elongated pupils. 14- AND 15
BOSTON b 0 0 > G SR
TERRIER

32
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CUTT/A{G SZIDE VIEW; CATS EYE TURNING THE HEAD: Below, three animals are shown with heads turned in

™~ X “\ various positions to illustrate how the eyes should appear and be cut. The eyes
D .b of canines, cats and other predatory animals are set more to the front of the
-3 face. The same cutting principles should be applied to other animal species of

X . + - gk 1 pe similar conformation. Observe the examples below.
Little of the cat’s eye is visible in side

view, since it is in front of the face.

Make cuts as shown above. Similar COLUMN COLUMN COLUMN COLUMN
cuts should be made for dog and other SIDE vIEW PART TURN /4 TURN FULL FACE

predators, in the side view. Model eye
as shown below. / )
"

A B cf
M A -

MODEL IN-  BEVEL ROUND EYE s ‘c
S/IDE cUTS FRONT  MODEL AR- ¥ &
OUND FACE. A A J f

2 o

Where partial eye is shown. . .bevel;
shape face as in (A). Spread eye open-
ings with modeler (B). Round eye-
balls (C). /

The illustrations on this page
show how to execute the eyes
for the various poses.Study them
closely. Horizontal column (1)
shows proper cutting for all eyes
and heads. Horizontal column
(2) shows the subjects completed
with all beveling and modeling,
ready for the “hairing” (see
pages 14 and 15).

Use care in columns (B) & (C)
when cutting off-side eyes. In
column (B) the eye of dog and
horse does not show, but small
cuts should be made to simu-
late the eyelashes (arrows E).
Where part of eye is visible, in
column (C), cut these very
carefully.

£ 5

Note cutting of horse’s eyes

(arrozivs F in column D). Bevel -
outside eyes at outline, as eyes . : e
are at side of head. @l eves compLeTED - == —— —— - - e s iy

W 7,

ON SMALL FIGURES, EYELIDS
AND PUPILS WILL NOT BE
PISCERNABLE,

ANIMALS IN COLUMN 2
ARE SHOWN WITH DYED
PUPILS . SEE PAGE

36 FOR DYEING
THE EYES,
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Human eyes are executed in almost the same manner as with mammals, although
the cutting may vary in small ways. Greater degrees of expression are possible
with human eyes with the aid of eyebrows and forehead and facial muscles.
The larger the eyes (carving size) the more expression can be achieved. On small
figures, detailed expression is limited.

Very accurate cutting is necessary for best portrayals. Correct beveling, shading,
matting, and modeling around the eyes and nose is of paramount importance.
This also becomes a matter of self expression. Observe a face and its configura-
tions. Try to think of it in terms of cutting, beveling, shading, etc. Follow the
instructions below for cutting, stamping, and modeling the eyes.

N/,

PORTRAIT CARVING - PAGE 45 | _STAMPING THE FACE .... COMPLETING THE EYES |
—— CUTTING THE EYES }———| _ NOTE: THE EYELIDS VARY FROM ONE INDIVIDUAL TO ANOTHER.
Cut the eyes in the direction and gfffm{fy 0y ‘ o4 U
sequence of the numbered arrows TURNED ‘&\Q-\ﬁ'\‘l\\\“' W,

below. You must trace and cut as

accurately as possible. Follow steps @ 0‘ f

A-B-C-D-E-F (at right) to carve,
stamp, and model the eyes and

DOUBLE BEVEL

adjacent areas.
Trace and cut as shown. The nose A
line is cut, as the face is slightly Bevel heavily around nose, and
TRACE : y turned. Trace in wrinkle and double bevel areas shown.
CHEEYES i eling lines.
1 L s T
sy g 395 &
Ml N N | el
SOCKET — Y TP TOOL
4 @ v 1 ON CORNER
f_g;ﬁ'_‘_{i oF ‘O Bevel lightly around brows. Now Spread lid line, and open eye
LINE 25 2 mat down the eye-sockets heavily. cuts with modeler. Bevel care-
= This is to set the eyes in the face in fully in eyes (right) by tipping
3 proper perspective. tool. Do not smash down eye.
COMPLETE
BoTTOM O O
cur ~ 3 TR
4-

CUT THE L4 4 7‘\\

EYELID

| . j Model the eyeballs round, see = Make extra cross-cuts in brows. Very
WOMENS EYES page 32. Smooth out any rough lightly cut iris outlines. Gently touch

Women's eyes are usually represented beveling and add expression seeder in place for pupils. Eyelashes
by lightly cutting the lashes. Keep lines. for man are cut on larger subjects.
the blade sharp! Eyebrows are not as 1

heavy, and fewer face wrinklesappear. | THE SIPE VIEW DOUBLE BEVEL

ROUND THE
Study the examples below. Cut the B LING
L&\\\\\&\\\“

EXTRA CUTS
ON BROW

eyelashes last, after completing all

other work. 085 e
ADD
" n 3
LIFE ¢
TO THE EVES ’l ; :
SEE . EYELASH
PAGE 36 F94! @ F895 curs
Trace and cut the pattern shown in step (1). Use pointed beveler
in corner of eye (2) and double bevel eyelid, use modeler to assist.
Bevel lightly over brow, fade beveling down nose. Lightly cut iris
. ,gne, hgr;‘ht_ly model Sll::‘e b\gew of pl(l:lpil. Complete all be\lr(elingLM).
Z mooth out any roug veling and model in face wrinkles. Last
M o ; / g
FR?OZEEZ?; s ‘,,7’3,‘}»%2’ Lip Besm . cut the tiny eyelashes. Note lower lid cuts do not quite touch the
ON THE LINE. CUTS AT LOWER LID BE- line. b
GIN JUST OUTSIQEOF THE LINE .
34 .
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The examples below show how the eyes, combined with the eyebrows and facial muscles create various moods, char-
acter, and even indicate ethnic origins. The examples are offered with one image cut and rough-beveled and shaded
(all with F895), to shape the face. See tracing patterns for lines to cut. The other image is completed and dyed to

illustrate full effectiveness. Follow carving and stamping instructions as outlined on the opposite page. Study the
examples below.

SQUINTING

SAD-TIRED
The brow, pulled down to shield the eyes, makes The raised eyebrows, heavy upper lids, and sagging
upper lid nearly covered. The eyes are nearly closed. beneath the eyes, aids the illusion. The iris should be in
The many wrinkles suggest a person who spends much upper part of the eyeball. Added wrinkles suggest
time in the outdoors.

tiredness; age.

SN = k AN o W)
\§ ™ ‘ | \ )

= i T e : y
HAPPY CYNICAL - SKEPTICAL
Raised eyebrows and round upper lids. The lower lid One eyebrow is raised, the other down, slightly closing
is almost straight with relative wrinkles underneath. that eye. Irises should be close to the upper lid. Deep
Iris should be in lower area. Rounded cheeks aid the furrows appear between the brows. Add forehead
illusion.

wrinkles as shown.

- ~ ~ —~
O @) ¢
A -
ANGRY SURPRISE - FEA

Brows are both pulled down. The top lids are nearly Raised eyebrows and wide eye openings. Wrinkle the
flat at the top. Deep furrows crease between the brows forehead, as shown. The irises should be free of the eye
aréd forehead. The irises should be nearer the upper openings, showing the whites of the eyes all around.
lids.

SO SN S
S ’-\‘ 3
SN =N i S b
(N (a
ORIENTAL POLYNESIAN
Cut No. 1, of the upper eye opening, should not ex- Eye openings are more elongated and pointed in the

tend beyond the lower lid cut nearest the nose. The corners. Upper eyelids are pronounced. Model heavily

eyelids are often heavier, as shown. Nose is flatter; under the eyes. Flatter nose; heavier eyebrows.
eyebrows sparse.

THE NOSES: Pay particular attention to the cutting, beveling, and modeling
’ around the noses. Also see page 44. 35
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| DYEING the EYES

Since the eyes of your figures are so important. . .special
attention should be given them, when coloring with the
dyes. Nothing but the best quality brushes should be
used, with well defined points. | use the red sable brushes
in sizes No. 0 to No. 000. You can dye in very confined
areas with these brushes.

In the earlier years, | used to leave an undyed area on
the eyeball (or add a spot of white) for a hi-light, to
add “life” to the eyes. My latest technique is to elimi-
nate this white spot entirely, and dye the eyeballs com-
pletely in their natural colors. Then, coat the eyeballs
with clear lacquer to give them a high gloss. If the lac-
quer is too thin, you may have to coat the eyeballs
several times to give them a hard finish. | often first

coat the eye with Tandy Coat, as a sealer. When dry,
usually only one coat of lacquer is required. This coats
the eyes with a high gloss, and gives them the natural
hi-lights, if the eyeballs have been properly rounded
with the modeler.

| feel this is an improvement, as no matter from which
direction the light source. . .the hi-light will be in the
proper place. With the old method, the white spot
(hi-Iight;)might indicate the light source to be from the
left side, when in reality you might have your figure
lighted from the right side. . .when on display. A small
detail, perhaps, but one of importance if you wish to
finesse your leather carving.

DYE/NG THE PUP/L i

The pupil should be dyed
first. Pupils are black. The
outline should be precise,
therefore use great care. On
small figures, the spirit dyes
are unsatisfactory as they
tend to “bleed” (run) into
surrounding areas, with ill-
defined boundaries. Use Cova
dye (black), or black water-
proof India ink.

uiLL PEN
& T

If you do not have a fine enough brush, or steady hand,
dip a fine-pointed pen into the dye (or ink) and apply it
to the pupil. On very small eyes, it will only take a touch
of the pen to make the pupil.

HI-LIGHTING the EYES
oo ADDING THE “LTFE”/

scraP s | pyemnG THE 1RIS |

LEATHER

Spirit dyes are usually
used for coloring the iris.
Keep a scrap of leather
handy for removingexcess
dye from the brush, be-
fore touching your carv-
ing. Be sure to use the
color for the iris, of spe-
cies you are portraying.

The lines of the iris should be
lightly cut (step J-page 32, step
F-page 34) to prevent dye from
“bleeding” into surrounding
areas. Dye with care and caution.

1| CLEAN BRUSH
| IN LACQUER
THINNER AT

7 apDiNG THE WHITE |

On most eyes (large portrayals),
a portion of the eyeball shows
that must be dyed white. For
small figures, or tiny areas, again
use the pen to transfer the white
.. .if a brush will not work.

Use Cova dye white, or a white
waterproof ink. Very fine details
can be implemented with the pen. . .
where even a small brush would
prove difficult!

When all dyeing has thoroughly dried, coat the
complete eyeball with Tandy Coat to seal the
leather pores. Allow this to dry. With small brush,
carefully coat eyes again with clear lacquer. Be
sure to keep lacquer within the eye opening. Apply
a second coating, if required, to obtain a high gloss
on the eyeball. On small figures, a single drop will
usually do. Observe the portrait above.




Cynayr Komesnura - vk.co
The ANATOMY of MAN

| wish to touch briefly on the human anatomy in the hope that it
will be of benefit to your figure carving. A whole volume could be
devoted to this subject. Since our space is limited, you could re-
search your library or books and magazines if the need arises.

In general, the male has broader shoulders and more pronounced
muscles. The reason for this would doubtless be due to more
physical activity. A woman’s waist is generally smaller, and the
hips wider. There are, of course, vast differences from the norm due
to each individual’s activities and their genetic inheritance. | am
only generalizing.

In doing nude or semi-nude figures, the positions and distribution
of muscles becomes important. The examples on this page are
presented for your awareness. The length of arms and legs should
be in relative proportion to the body. Muscles and tendons will be
more pronounced under stress, than when relaxed.

Books, magazines, and catalogs are good sources for obtaining
figures that you may require in certain positions. The figures on
this page were taken from books and modified to fit the space.
Almost any book or magazine is full of subject matter. . .make your
patterns from these. Page 20 shows how to make patterns from
pictures. How to enlarge and reduce patterns is shown on pages 26
and 27. Study the examples here.

LIGHTLY BEVEL AND
MAT AROUND- §
DOUBLE

HAIR BEFORE

FORMING THE BEVEL IN E-N e e - e =
et ARG Notice the lack of cutting within the outlines of
iff-rgzﬂw _ \ the figures above. Most of the muscles and body
FOR ARBAS o B conformations are modeled in. Cuts are made
T0 REVERSE 7 ~ under woman's breasts, and beveled. Double bevel
BEVELS aS between them. Cut and model around the nipples

""‘l‘\.aﬁ'

} 1 lightly. __
% = v
~ The muscle struc- s Tl Rl

R

; BLOWING
ture is the same on Xy - 7"1-%% f-ﬁ‘:,zng

all humans. However,
they will vary in large ;
degree with individuals ___ '/
. due to physical activ-

_ities, and positions A

\:.

of ;tress, as )
. shown at > o
Cleft. ALY
S : e
3 / AR 5N ~ 1
- AFTER BEVELING ‘l vve.BE SURE

AROUND ARMS 70 smoo7H-

AND. LEGS seuenvs N /?mrnwn)'
. FROM

. THEM

~  After all bevel- |
~ ing and matting
“ of contours, round
all parts of figures
with modeling spoon.

FIGURE IS

ALL ROUGH-
BEVELED —>
WITH F895 /{

¥

| o~

Note lack of modeling on
female forms, as opposed
to the males above and at

CARVING HANDS AND
FEET ON PAGE 38

- Running figure (left above) is shown cut and rough-

= beveled only, before use of the modeling tool. Smooth-
mat away from all overlapping parts of the body. Study
- the figures above.

y LA

oYy

/;
v
W
e
A=
\J

=

4, -\:‘ CARVING
Q‘ & SmALL
i - FACES,
Y PAGE 39

37
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HANDS and FEET

Feet, hands and fingers are the most difficult parts of the
human anatomy to portray, yet are the most expressive.
The feet and hands of women are usually smaller, and the
fingers slender and more refined. In general, men have
larger hands and heavier fingers. On this page we offer
some examples of how the cutting, beveling, and modeling
can play an important part in the formation and represen-
tation of the feet, hands and fingers. In examining your
own hand, you will notice all of the joints and the rela-
tionship of fingers in length and position to each other.
You can often use your own hand, or that of a friend, as
a model to aid your carving.

PING N =

R.B. <— POINT OF
REVERSE BEVELING

R 4

The hands, here, are shown cut, beveled, and completed with
the modeling. The tendons (top of hands) are more pronounced
when pressure is applied with the hand. After beveling
around fingers (/eft hand in step B above) you must mat down
the beveled ridge, on object, as shown in step C to give the
object a smooth plane. ;

A DoUBLE
BEVEL HERE. _
s+ soagp. 1he feet and hands, below are shown in various forms of
pnpexpression. Some of the hand signs are used by African
% bushmen to designate a certain species of game, to alert
companions, while on hunting forays. The patterns are shown
mpleted. They are presented in this manner to give you
-more examples. If you are confused with exactly which lines
- to cut see the tracing patterns.

0y N

Vet R

Cut and model small feet and
hands carefully. The nails can
be formed by pressing in tip of
modeling spoon, as above.

To put your feet i N
:hoes, look in an

I, bt v lliac ot : Py = 'L-‘,‘-vwl
QDEL LIGHTLY UNDER T —~ e —— \ 1 > - o~

FEET WHERE THEY TOU L WHERE SHOES ToUCH
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s, g CUTTING THE CONTINUED - THE ANATOMY OF MAN |,
= g - S C s //"J
= i sl Y 0 f
&/ =2 DOUBLE r”/;/ 'Dauetgd?//{j AT | S
e Y &=

. 7 :7/@ A gL!, /‘/'2,0*"’: BEVEt

2 o size of W, )’/ . _ﬂ 7 )
} s " MODELING spooNZ_ o) ;{ ' H AP\
A s ] '/ / [ fefs

A/
A3 TN
i All ears are not As the head is
/ shaped alike. turned to the
( I-:,owever,cutting front, t?‘e cut-
p the inner ear can ting changes.
BYx s f, generally follow Bevel heavily
gzﬁvg’gef “ the examples against the cut
SNl 5 M (left), beginning line, lighter to
FIGURES beLow.Cuc},?evel form ( él)\e ear,
and model as as in . Bevel
i 5 £ - P shown. Earsmust ’\ around ear (C)
: > ‘,f be double bevel- , and complete
On small figures, the eyes and mouth line are not i ed lightly where the modeling
cut until step C, after the face has been formed they join the Double bevel
with small beveler (step B). Eyebrows are single- A head A \J/ where ear joins
line cuts. Model the face, add hair, and round eyes = head.

with very small modeling spoon (D).

_ Babies’ skins are smooth,
~ with only a few fat wrin-
kles. Also note babies’
. foreheads are higher in

ratio, than adults. The

midway from chin to
top of head. ;

usually appear larger; the
eyes more sunken, with sag-
ging lids and facial muscles.

old skins that have spent a
life-time in the sun. These
can actually be cut with the
knife. Study the examples
shown here.

W/,
\

\\\\\\\\“‘

SN

s
e S—————S

! .
® (W\\.\\\l”%ﬂu/ ~— F302
The design above is cut
with % rough-beveled. Note
light double beveling where
whiskers and hair join face
and head.

o LTHE YOUNG anp he OLD

Completéd. See page 41 for
beards and mustaches.

R
| \ \\ ‘Y\_
\\' ,x):\&\‘\

eyes should be about T
With old people, the ears

Deep wrinkles predominate

Complete the eyes and all bevel-
ing, matting, and modeling. Now
add the wrinkles with the point
of your modeling spoon.

Here the figure is roughly
beveled and shaded to set
face in proper perspective.
Eye cuts will have to be
opened with modeler.

Design above is cut only.
Heavy cutting around out-
line of face and under
nose. Some of the facial
wrinkles are cut lightly.
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TEETH and LPS ~PORTRAIT SPEC/IAL FEATURES

Teeth and lips can be troublesome at times. Women's lips are usually fuller
and more pronounced than man. However, lips and teeth are not as difficult

to carve as imagined. Follow the instructions below, carefully following each
step. ’

A B
~J
ALL BEVEL-
ING AND

SHADING
WITH F895

N—r

Trace pattern, make First step is to rough Smooth-mat under nose.
cuts as above. Trace bevel and shape facial Model cleft and lightly
teeth lightly! features, as above. over top lip.

:D(r’ E

: 02
i F9

Here ther figure is completed. . . 2
Carving eyes on page 34. Hair Use pointed beveler in corner = Model teeth smooth and Mark teeth with

: 2 of mouth. Bevel inside lips, flatten underside of top  modeler, add the lip
;t:l:;é gz%e 42, . .portrait carving reveisabatel at BB, iVt Enson: el
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Trace and cut pattern. Rough-bevel in facial Smooth bevel under
Here, light cuts can be features, asbefore.Bevel nose; above lip. Model
made between teeth, to heavier outside mouth lightly over top lip; add

indicate.separations. (at left). | cleft under nose.
A ; § D ?2 z l E 3 ; F
[ Na s . 1" - y > §
Sl ] ! [ ) :& #f o7l
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Point-bevel in corner of Bevel under teeth Smooth teeth and flatten
mouth. Bevel down teeth and mat inside the underside of top lip. Cut

I/

. corner teeth and complete
under the tqp i mouth, with F890. all modeling. 4
2 : DO NOT QUITE A B ‘
JOIN CUTS‘PS \ :
H.
I SN {- L)
75£rg #
HER :\/‘\\_ ; o

Cut carefully; heavier at Bevel and shape face. Model lightly over
teeth edges and mouth Smooth mat under top lip. Model in
opening. nose. the cleft.
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WITH
TONGUE

Point-bevel in cor- Bevel between teeth Smooth teeth with

, ners. Bevel inside and mat down in- modeler, and mark
! mouth opening; side mouth. Bevel individual teeth. Flat-
Our happy girl. . . o heavier in the cor- and mat outside ten underside of top
see page 35 for mak- ners. tongue. lip. Model tongue.

40 ing happy eyes. NOTE: SEE "WET"LOOK , PAGE 53....CONCERNING TEETH AND LIPS /
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WHISKERS ~ MUSTACHES~ BEARDS \--PORTRAIT SPEC/AL FEATURES

OTHER TYPES OF A c
MUSTACHES "
BELOW
¢ HAIR Se——
STYLES —

\ PRGE 43 I

'4_3 : 1

S J
p=r =
"\\—J (A) cut pattern. (B) rough-bevel and shape face. Lightly bevel around mustache and “

. 1\ { goatee. Double bevel mouth line with modeler (C). Bevel around figure. Complete

y s J  all modeling of figure and lightly cut mustache and goatee. Study completed figure.
~ 8 ") Note how the same face is changed by: goatee, stubble, short whiskers, and hair.

AR
A

/’\“ <

(A) cut as shown. (B) rough-bevel and shape face. Bevel heavily under jaw,
and mat. Double bevel mouth line with modeler. Complete ear (see page 39).
(C) complete all modeling of face, deeper lines at nose. Bevel around figure.
Now begin cutting whisker stubble with very short “ticks” of the point of
swivel knife blade. Make cuts outwards, in direction of hair growth. Notice

cuts around the outline of the face. Place them very close together. Study
the completed figure at right.

2 & \f
! 7 b { .,s‘())
’;: J !;
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(A) here, the whiskered outline of face and jaw is made with short cuts. (B) =
bevel and shape face as described above. Double bevel mouth line; complete

ear. Use F941 under jaw to define whisker outline. (C) mat neck smooth.

Complete all modeling of face. Accent whiskers around face with F976.
I(\|pvr\: ;:ut whiskers, same as above, only with longer cuts. Completed figure
right).

(A) study the cut pattern. Note the angle of cuts around mustache, and small cuts at side of g/ ‘
face. (B) bevel-shape face as previously described. Bevel carefully under nose so as not to SRIRE
smash down mustache. Bevel around ends of mustache, and mat down any ridges on beard. /]

Use F902 and bevel outline of beard and accent hair ends in front of ear. (C) accent hair ends
under mustache with F902, lightly. Model out any marks, and double bevel lips. Double bevel,
with modeler, where beard joins side of face. Complete ear, and smooth-mat neck. Complete
all modeling on face. Draw hair blades over mustache and beard, as shown. To complete
mustache and beard, add random knife cuts as shown on completed figure at right. 41
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(A) cut pattern, observe direction of cuts. (B) point-bevel at brow. Bevel around hair as
shown. Complete matting and shaping face. Bevel around hair, round edges with modeler,
and complete hair using both blades with long, overlapping strokes (page 11). Make
eyebrows with single cut. : _— : :

’

pousLe 77

b7 = 4P CUTTNG
BEVEL CLUMPS | = flu®%y OUTLINES S5 gss :
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(A) cut the pattern. (B) bevel individual clumps of hair as shown. Mat and shape face. (C)
bevel around hair. Use hair blade in curling action shown, on hair clumps. Tip blade into
beveled cut, pull outward. Cut from opposite direction to insure “hair’’ coverage of each
?_Iump. Study the photo. Complete with a few added knife cuts as suggested on completed
igure.
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STROKES

(A) cut the pattern. (B) bevel as above. Mat and shape the fac
Lightly bevel waves in hair. (C) use hair blade and cut in direction
shown. Now, complete cutting with swivel knife as shown o
B completed figure. 7

| ADDING A COMB
{ Cut & bevel back of
comb. Make teeth with

Since we are short of space, several steps have been ADDING BRAIDS
combined. (A) after cutting, bevel and shape hair and C he: ‘Brad h :
face. (B) point-bevel flipped hair ends with F902. Use l;'t the h r?)' S blasbs ‘:WH
hair blade as shown above. Complete hair with a few | 3aP0ve; right. Double bevel a

single cuts (completed girl at left). mg%r;?;r (I:_L::use vsifthblzgggblvavciiteﬁ 4 ...,7'*

| Note direction of cuts.
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USE 8070
4 PROFUSELY,
¥ FOR TIGHTER

CURLS

(A) cut pattern as shown. (B) bevel ear, and around it. Use the hair blade only in
area shown. Now, begin stamping hair (F890) with irregular impressions, turning
tool often, as shown. Stamp fairly deep. (C) lightly bevel hair line; shade face. Tap
close impressions with 8070 all over hair. Outline with F976, as shown. Study the
completed figure.

LIGHTLY "‘-‘k"fgg‘ \
POUBLE 0 o
BEVEL -F895 h 8020-1L

(A) cut pattern. (B) double bevel areas indicated. Bevel under hair, around face;
mat and shade face. Complete ear. . .bevel and mat behind it. (C) complete hair,
using long strokes, combining both blades as described above. Add cuts to complete
~ (see completed head). : st Z:

LIGHTLY
DOUBLE
BEVEL

(A) cut pattern. (B) bevel ear. Bevel and mat around outside of ear. Lightly double , )
bevel areas indicated. Shade face. (C) bevel around figure. Add the hair cuts,
combining both blades in directions shown. Note cross-cutting above ear. Add
small cuts to complete (see right). :

CUTTING |

M,))
( W = €
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\g-? 20 NOT czg) =
™M
N e
(A) cut the pattern. Observe the cutting above face. (B) bevel under ends of hair
(on face). Complete shading face and bevel ear as shown. (C) complete hair with i STRAIGHT l

long strokes, combining both hair blades. This is exactly the same operation as
with the women’s hair on the top of the opposite page. Complete with added cuts.

HOW T0O CARVE EARS ....SEE PAGE 39 : 44
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CUTS NO LONGER
REVERSE - CoNTINUE

{ﬂwe 70 BROW

R.B.

Before we begin portrait carving, | first want to point out the different changes in cutting the face, as the head is
turned from profile to full face view. The nose and eyes require special attention. The designs above are shown cut
. . .ready for beveling and shading. Eye cut (A) is executed as on page 34. In (B) only a portion of the right eye and
lid is visible. Note the progressively longer cut at the jaw line (arrow X) as the head is turned. In (C) the nose cut is
about ready to change, as the face turns to step (D). Here the cut is withdrawn before it reaches the end of the nose
. . -opposite nostril is cut lightly. If the nose cut were continuous, the nose would appear twisted. Nose cuts in (E)
appear only at nostrils and end of nose. No cuts are made at the sides (see how long noses are cut on pages 35 & 39).
The jaw line (E) and sides of face are a continuous cut to side-burn hair, at ear. The mouth line only (in all views) is
cut, top and bottom of lips are not. When making jaw line and nose cuts, ““fade’’ cut where beveling is to continue.
nge nose cut in (D) at top and bottom. Outlines and prominent features are cut deepest. Carefully study the photo
above.

EYE CUTS WILL DOUBLE BEVEL HERE

DOUBLE BEVEL
MOUTH LINE

DOUBLE BEVEL

Here the figures have been roughly beveled and shaded to develop the forming of the face. All beveling and shading
was done with F895 (see page 7 on how to use the Figure Bevelers). Beveling is heavy at each side of nose and eyes,
to set them back into the face. Bevel firmly under nose (B-C-D-E), then mat smoothly above mouth. Shade depres-
sion at lower lip and chin. Firmly bevel at jaw cut, and mat neck smooth. Double bevel mouth line with modeler
(see page 8 on double beveling). Study the examples above. Note the heavy and light shading areas. Now open eye
cuts, to complete the eyes (below).

Figures above are completed. Complete beveling in ears. Smooth rough beveling on faces with the modeler, and
round all edges. Model lips, facial lines, and the cleft above upper lip. Model nose and around the eyes. Round
eyeballs. Cut iris and mark position of pupils (see page 34). If a little more beveling and shading is required. . .
do it. Some of the leather, around cut lines, can be forced one way or the other with the modeling spoon to
sometimes correct (or improve) an improperly cut or beveled line. Be critical. . .take your time. Complete the
hair (see page 42). Now bevel and mat all around the figures. Round edges with modeler. Check off-side eye in
(B) to see if the lines need additional modeling. Make any other final clean-ups with the modeler. . .cut the
gyelasheé (page '34). If you have studied and practiced segments of pages 34 through 44, you should be ready for
ortrait Carving!
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PORTRAIT CARVING ] * ~

If you have thoroughly reviewed and practiced the
instructions from pages 34 through 44, you should be
ready for carving portraits. On the next two pages we
will carve the portrait (at right) step-by-step.

The best method of making a leather portrait is to have
a photograph of the subject made to the actual size
desired. A tracing pattern can be made by using the
graph method (pages 24 to 27) but the actual size
photograph is best.

A photo studio can do this from a negative or can copy
an existing photo provided it is of good quality. If the
photo is too dark in the shadowed areas you may have
to do some guess work as to certain line details. A photo
studio can (from a negative) over-expose the subject to
make a lighter print, giving some of the shadowed
areas a little more detail.

Before beginning your tracing pattern, study the
photograph. Use logic in determining which lines
should be cut. Example: the chin line is weak in the
photo. Obviously the chin sticks out from the neck, so
the bottom of the chin will require a cut!

Notice the shadows of the teeth on the tongue. You
will not be concerned with this during the stamping, as
between the bottom of the teeth and the top of the
lower lip line will be matted down (see page 40). The THE PORTRAIT
light-source, coming from the right, casts a heavy i

shadow at the cheek. This line should not be cut, but
heavily beveled, as the opposite cheek line does not
indicate a cut should be made.

The eye openings and eyelids require the most exact
cutting. One has a tendency to always cut these too
large. Practice on scrap leather first, if you are unsure
of yourself.

Loose strands of hair are almost impossible to portray.
These can be tidied up when doing your carving, with-
out losing any of the character of the person. See page
42 for women'’s hair styles.

Where any of the facial features appear ““soft”, they
should not be cut. Use different beveling and modeling
strengths to portray these. After studying the photo,
you are ready to make the Tracing Pattern.

Place the tracing film over the photograph and tape it
so it will not move. Begin with the eyes and the facial
features. Draw the lines in lightly at first so corrections
can be made without too many erasures. The lines to
be cut can then be drawn in heavier, as a final step.
Beveling and shading lines can be dotted or sketched in
and shaded in varying strengths with the pencil to sug-
gest heavier or lighter beveling or modeling, as with
the pattern shown at right.

NOTE: In comparing the completed carving (step H,
page 47) with the portrait above, you’ll notice the
hair, neck, and chin lines may be more prominent THE TRACING PATTERN

since these lines are cut and beveled to acquire the . .

proper depth of the subject. This in no way takes away With Tracing Pattern completed, case your leather. When
from the character of the person. The deep shadows of the moisture content is just right for carving (see page 3

the cheek, though only beveled, still compare with the of “Pictorial Carving Finesse”) carefully trace the pattern
photo as the leather was lighted from the same side.  to the leather.

Dyeing the tooth shadows on tongue is actually not .
required. Turn the page, and let’s begin carving this portrait. . .

step-by-step!
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Cut the pattern. | recommend using the filigree angle
blade for cutting portraits. Use care at the eyes and
mouth. Cut only the bottoms of the teeth, with
slight indentations at their separation, as shown.

BEVEL OPEN
 STRANDS OF
\ HAIR AT

LEFT
eve

Continue beveling. Add more beveling to hair.
Smooth-mat teeth (page 40), neck, and around
necklace. Note matting above flipped hair ends,
on head. Now, open the eye cuts with point of the
modeling spoon.

Begin beveling. Here the figure is roughly beveled to
begin forming the face. Bevel down eyesockets and
heavily around nose (see pages 34, 35, 44). Bevel
inside the lips, around them, and the facialexpression!

Continue beveling. Use F890 & F902 to bevel and
mat the mouth, under the teeth. You may have to
file some thickness off these tools to work in tiny
areas. Bevel the outline. Note choppy beveling at
the hair ends.
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MODELING. Now smooth all beveling with the TEXTURING. Texture clothing (see page 55). Use

modeler. Smooth around nose, eyes, face, and neck. both hair blades on the hair (page 42). Pull the blades
Round all cut edges. Round eyes (page 34). Complete to conform to the curl and sweep of the hair. Use
teeth, lips (page 40). Model lines in hair and wrinkles single knife cuts where the blades will not fit.

at eyes.

ACCENTING. Use extra knife cuts on the hair at DYEING. When dyeing, place your leather next to

flipped ends, hair parting, and to stress flow of hair. the photo to aid with the light and dark areas of

Compare with step F above. Lightly cut iris (page shading. Dyeing eyes; page 36. Compare this photo

34). Make the necklace chain as shown on page 6. y¥ith ppr::jrait on page 45. Add additional shading,
if required.
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EYEGLASSES have been experimenting for years, trying to find a simple solution for adding eyeglasses

to a leather portrait. There seems to be no easy solution. | have developed four dif-
ferent methods of adding eyeglasses to your figures. Methods No. 1 and No. 2 are adaptable for leather articles that
will stand a lot of abuse (handbags, etc.). The other two are suitable for pictures that should have a lot of flexing, or
handling. | will leave it up to you to select the method you feel best suited to your talents, or requirements. The
instructions for methods No. 1 and No. 2 begin at bottom of page. . .working upwards.

IT' | - e | | [[METHOD No.1] | METHOD No.2 |

2YE FRF)MESﬂ; SILVER, OR OTHER COLOR 5
&) @EneE 577

A

EYEGLASS
REFLECTIONS

-

SUBJECTS F 1
T BEN NS B e B .
=N = > J@ Add white to eyeballs. Add a Add white to eyeballs. Coat
" = spot of white to hi-light eyes, eyes with lacquer (p. 36).
Life-like reflections are shown in photo above, with eye- since they are not modeled Rounded eye will make its
glass method No. 3 and below. By using plastic lenses, light round. own hi-light.

reflections are picked up just as with real glasses, adding
reil_ismdto _ygur wgrlé. 'I\\II T%E:bA similar leffect can 'bﬁ { ’
achieved with metho o. y coating lens area wit ’

Tandy Coat. Then apply several coats of clear lacquer. It | T, _\Pj—(

may, however, give lenses a tinted look. {y v @
2. ! | Y

Eyeglasses for Sz = _,
@ v’

small figures are e

executed in the %ﬁ o

ﬁgﬁodr?am;ﬁgwa: M ~/ %f? Dye the shading; wrinkles Dye the figure, and the eyes.

on these pages. = iy around eyes. Dye the eyes. Dye eyebrows and shadows
o Dye fine line around irises. inside frames on both carvings.
e Compare with figure (right) How to dye eyes on page 36.

i Bcl)th of t(hese fig)-

ures have plastic (acetate :
lenses; method No. 3. See top both should look alike.
photo for reflections. ‘

e’ A = =/ £
METHOD No. 1 METHOD No. 2. w

As figures become smaller, eyeglasses become | Qutline eyes: lids with dk. Continue beveling & modeling
more difficult. . .illustrated by the examples above. | brown & black to simulate wrinkles, etc., inside frames.
Unless you used magnifying glasses, frames are | the cuts. Compare with ex- Lightly cut irises, position
impractical to cut. In No. 1, the outside of frames ample at right. pupils with seeder.

is cut. A single cut is made for ear piece and over
bridge of nose. In method No. 2, the lens area is
carefully beveled down with F890 and eyes are
cut and modeled as shown. Don’t forget to cut
the eyebrows!

)
L

o D
»
@)
v

A
j
(@

2 a’e ”/’ Spread matted lines of eyes
\f ; R Y Dye light shade inside frames open and round the eyeballs
N\’ —e to match beveling; right. (see page 34).
METHOD No. 4 } ,
ﬁofr;a);:lletci:j thﬁ figure / ; / , il
eft) and make a cut . - \
over nose and for ear A 7 A\ / { ( /
piece. Cut out the small ) < \ = /

:enses and adher? in ?Iacg. To Istickdlensesf hlold }

ens in tweezers (inset) and apply a drop of clear ;

lacquer on the eye. Immediately put lens in place, (A N’ ! @ o _
press lightly and allow to dry. The lacquer will | Carve and stamp the figure Carve & stamp the figure.
hold the lens, and not impair the clarity of the | around the glasses. Cut inside  Bevel inside frames, mat down
acetate lens. Note: | have tried glueing lenses with | glass frames lightly. Ll_cr;htly as shown. Use care in beveling
white cement, but it will “cloud” the lens, | model inside frames. Trace  around frames. Clean up with

spoiling the effect! eyes very lightly. modeler.
BEGIN- METHOD No. 1 | X Zram rETHoD No.2 )
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METHOD No. 3
| cLEAR LeEnsES- BiFOCALS

- " — “ N

METHOD No.3 | 7
DARK LENSES

P
T=—

3
H//))

METHOD No. 3 is actually a continuation of method No. 2.
Here, lenses are cut out of clear acetate, fitted and glued inside
the frames. Complete your carving as instructed in method
No. 2. Be sure you have lacquered the eyes! Follow instruc-
tions below. Use a lightweight clear acetate, as used in bill-
fold windows, or even a bit heavier weight.

LEATHER

—1 =
<
SKING A\ cur Win-
TAPE DOW IN
OVERLAY
Q‘L/ PAPER

NOTE: To prevent
tape from marking
leather, cut a window
out of paper and tape
over carving as shown.

SMoDTH }/ "SCORED" LINES DOWN /
PEAR concave |
SHADER AREAR |

|
J

N
Zgﬁglsg C:, ¥

Moisten a firm piece
of leather and stamp

a depression in it, a
bit larger than your

lenses.

“SCORED" LINES UP /

@1
)

‘\\\\\\\\\1

Carefully cut out lenses
with x-acto or manicure

scissors. Remember,

side with the scored lines
(domed) is the front of the
lenses. Check with carving
for fit. Trim any adjust-
ments if required. Handle

lenses with tweezers.

PRPER

A TRPE ,// ,/ xﬁCTO BLADE

N7 WINDOW

CUT-0UT IN
4! HCE TATE

OVERLAY PAPER
Tape acetate, to paper, over the
window. Now, very carefully
“score’” a line (with knife) inside
the frames, following your cut
and beveled line. Do not cut
through the acetate!

Place the acetate in a glass of very
hot water (from tap) for about 5
minutes, to soften. Remove and dry
it. Place over the depression in
leather (scored lines down) and
“dome’ lens area with modeler.
Press firmly near scored lines with
point of modeling spoon.

7
a - vk.com/kozk

CARVED FIGURE BEFORE
ADDING| THE GLASSE.

PULL PIN
ALONG
THE
LINE

\//

Place lens in position with
tweezers. Put a blob of white
glue on a scrap of leather. Dip
an ordinary pin in the cement
and pull along edge of lens and
inside frames (in crack). Hold
in place with modeler. Do not
have excess glue. If glue gets
on lens, wipe off immediately
with damp cloth, toward
frames.

BIFOCALS :

the

METHOD No. 4
RIMLESS - BIFOCALS

METHOD No. 4. The figure is carved without
glasses or frames (above left). Glasses should be
drawn on your tracing pattern, or on an overlay
piece of tracing film. Be very accurate with your
glasses tracing.

A—Place acetate over
tracing and “‘score”
all lines; frames, ear
piece and lenses, same
as step 1 (left).

B—Add bifocals now,
if desired.

C—"Dome"”’ lenses
exactly as step 3,
method No. 3.

D—Carefully cut out
the glasses. A knife

V" BIFOCALS

INSIDE OF

w7

Draw bifocals on pat-
tern, flop over to reverse
glasses (above). Tape
acetate to pattern, align-
ing all scored lines. Now,
lightly score bifocal
lines. Bifocal cuts must
be on the /nside of the
lenses.

will be required to cut out the area between frame
and nose piece. To aid while cutting, place acetate
on firm cardboard; hold firmly when cutting.

E—Dye the frame and
ear piece only. Use
Zoes (Tandy) gold or
silver, or any other
color desired. A tor-
toise shell effect can
be had with brown
spirit dyes. Hold with
tweezers to aid in the
dyeing.

F—Apply a touch
of white glue to /n-

DYE EDGES AND
OUTSIDE ONLY

GLUE

side of frames only (at
arrows) and carefully fit
on carving with tweezers.

Hold down lightl
much glue will

with fingers until glue sets. Too
orce out at edges. This can be

removed with modeling spoon. See completed
photo at the top of the page.

DARK GLASSES: METHODS No.3 0R No. 4

If tinted acetate is unavailable, use the clear,
and score lens lines as in step 1, Turn acetate
over and dye inside with dk. brown spirit dye

.wipe off evenly. Complete glasses as instruc-
ted in steps on this page. This method was used
on the completed photo of the girl,

Carefully study all examples presented on these
pages.

SEE /INSTRUCTIONS UNDER METHOD No. 4

above.
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This shows the figure completed. Notice
the many water drops on the face, and
water running from the chin, jaw, and
ends of the hair. Reflected light also
shows the shiny wet look of the face and
hair. The hair has also been “wetted”.
See instructions below for “‘wetting”’

Cynnyr K =
. The “WET” LOOK

On these pages, some examples are shown
to illustrate how you can add the “wet”
look (or high gloss) to your carvings. This
is desirable to portray glassware, or highly
polished items, as well as wetness to your
figures. The effect is amplified when the
subject is properly drawn to suggest a
figure having just emerged from the water,
as with the examples on these pages.

Before beginning the instructions, it is
necessary for you to study the pages in
“Pictorial Carving Finesse’”” for making
“rain” and “‘snow flakes”. The procedures
for applying water drops here are exactly
as described in the above book. By avoiding
continuous repetition, this allows us more
space for fresh ideas and patterns within
the pages of this book.

Water drops are made with the white
glue, and applied as with snow flakes on
page 52 of “Pictorial Carving Finesse”.
On large figures (portrait above) the
drops should be larger than those on the
girl below. On distant figures these drops
can be omitted, but should be ““wetted”
as instructed below. All dyeing should
be completed before adding the water drops
and “wetting” the scene.

Here the figure has been completed, ready
for dyeing and “wetting’’. Observe how
the jaw and chin line has been interrupted
and vertical lines beveled and matted
(arrows). The technique, and purpose, is
identical to that for making “‘rain’’, page
47, “Pictorial Carving Finesse”’.

the subjects; adding the high gloss.

ADD GLUE WITH A FINE
BRUSH TO MAKE WATER
SPLASHES AND BEADS ON
FIGURE, BALL,AND
EXTERNAL ARERS

NOTICE AREAS OF WATER
- DROPS (GLUE APPLICATION)
- TO [NDICATE RUNNING
2/.97'5&;,35/:»5 , SPRAY,

_NO7E
INTERRUPTED
SCUTS AND

" BEVELING,

- “MATTING,
oS L FOR

WETTING THE SCENE

After applying the water drops with glue, allow to dry not require the addition of clear lacquer. The reason for

thoroughly. . .it will be transparent. Now. . .to get the
“wet’’ look, all water areas and all driblets and splashes
(made with glue) must be coated with Tandy Coat finish.
Use a fine brush, do not apply any finish to background
or areas that have not been in water. If the girl and ball
were supposed to have been totally submerged, then
coat all with Tandy Coat finish, including hair. When
Tandy Coat is dry, re-coat only the figure and ball with
clear lacquer. This gives them the gloss required to sug-
gest wetness. The water areas and water drops (glue) do

50

first coating the figures with Tandy Coat is to seal the
leather pores, preparing it for the lacquer. Also, the
Tandy Coat will not darken the leather, as would the
lacquer, if applied first. If you do not desire to high-
gloss the figures, the Tandy Coat only can be used.
Tandy Coat in itself is sufficient to add the sparkle to
the water splashes, water drops, and water areas. Use
this same technique on all of your water scenes.
Remember. .apply no finish to areas, other than
water or those that are to appear “wet”’.
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The subjects on this page are presented to illustrate some
of the many aspects of figure carving suitable for the
wet look. Most subjects, just having emerged from the
water, should appear wet. With furred or haired animals,
the appearance of their natural coats (when dry) will
differ when wet. Examples: beaver and bear.

The frog and water snake (right) are shown completed.
The water, frog and snake have been coated with Tandy
Coat. After drying, the frog and snake were lacquered to
give then} the “wet”” look. Do not lacquer the water!

-
>

PR % O
=2

Here a wet beaver is just emerging from the pool. The one behind
is shown with dry fur. Compare the difference in the hairing
direction and techniques. This, and the wetting technique aids
the illusion of wet fur. Lacquer the “wet’’ beaver.

The bear and salmon (below) have been wetted, as previously
instructed. Water splashes, from the flopping salmon, were
added with glue, coated with Tandy Coat. Notice how the
light reflects from the hair, water, etc., to suggest wetness.
Lacquer the bear and the fish.

WATER DROPS AND
SPLASHES ADDED
WITH WHITE GLYE

TEXTURE

Notice the different stamping tech-
niques for “dry’” hair (above) and
“wet’ hair (right).

5 — . ’ ,;.f . _'.
“““All of the dolphin and ocean were coated

= ™ . o K L 4 . f ;
. A‘- A‘.u'- ' >
4, - <

—

‘with Tandy Coat. The dolphin only, was
lacquered to give it the extra gloss for a
wet, smooth skin.

WET HAIR F902 .. QUTLINE CUTTING
ON HEAD IS ’aﬂ',w ', DIFFERS FOR
FORMED WwiTH 1. AR 5 7 THE “WET"
POINT OF TOOL ~—~_. \,l""”g C; 4 HAIR
3\ /4 '.\‘
HAIRING BE - y, e % = SEE
GINS ON NOSE, [ 2L = BEARS
OVER HEAD, = PAGE.
AND DOWN 86
BODY 7
-/
ROUGH-BEVEL
CONFORMATION
BEFORE
HAIRING
s
\
1
Y WALK"
POINT OF
F902 FOR
SHAGGY
HAIR
SEE
TEXTURE No.23
ON PAGE 15

BROWN BEAR-
ALMON'
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IN COLOR:
PAGE 72
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Completed. Notice the light reflections on
all “water”” and “wet’’ areas.

FADE DYE/ING
HERE ,,. TO
SUGGEST
ROUNDNESS

LEAVE FOAM
AREA NATURAL,
/NSIDE GLASS

BiE.‘BH?}L‘EB— vik.com/ ku;ol;g&rg;f; e
5 ED SEEDERS
co D EER Jﬁf?inNTEP IN FOAM
ON S/DE OF GLASS -
STAMP FoAM WITH

A lo0o 51
ety

o i

Here we show how to por-
tray a wet and cold appear-
ing bottle, with water drop-
lets running down the sides.
No label is shown on the
bottle to better illustrate
this technique.

Carefully follow the steps
below for dyeing and adding
the “frosted”” look. The
white glue is applied to make
the raised droplets and beads
of water. Study the photos
and notations.

Use the colors from

the dye chart, page

31, of the book:
“PICTORIAL

TEXTURING
CLOTH- PAGE 55

Design carved, ready for dyeing and
“wetting”’. See notations.

DRY- BRUSH FOAM
WITH WHITE: Z-1

CARVING
FINESSE".

COLOR CLOTH |
AS DESIRED ’

- DYEANITH
F-1...70
INDICATE
LEVEL OF
LiQuiD,
AND THE
8orToMm
OF THE
BorTLE

o

Begin dyeing with lightest shades. Color beer, in glass,
with C-2, C-3. Leave foam (inside glass) natural leather,
Shade bottle with F-2, F-1. Dye entire bottle with D-1
. . .be sure to “fade” all dyeing shown on photo above.

Shade sides, bottom, and handle of glass with M-2, M-3.
Add L-1 sparingly at bottom and on handle, also at side
of glass nearest bottle. Complete dark shading of bottle
with L-1, L-2. Highlight bottle and glass with white Z-1.

AFTER GLUING, APD TAN-KOTE
TO BOTTLE, GLASS, FOAM, DROPS
ON TABLE . WHEN DRY, COAT
BOTTLE AND GLASS WITH

LACQUER....NOT THE FoAm ?

ADD GLUE TO
S[/DES OF BOTTLE

......

o\
e
1 ;:1.;ch§ i j
[ R, Py i)
NIRRT
>
= =

“Frost”” the bottle (A) by brushing on the fog-mix, Z-5, as above.
Use several applications if necessary, but liquid level must still be
visible within bottle. (B) now dye in the path of the water drops.
Dye right over the fog-mix, as shown. (C) add water drops with glue.
Place along sides of water paths, and add a heavy blob at their
termination. See pattern (right) for all suggested water areas.

Black areas above suggest gluing positions,
for the water. Large areas indicate the
heaviest concentration of glue (highly raised).
Repeat applications of glue, if desirable,

52
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SPECIAL EFFECTS using the “WET” LOOK TECHNIQUES

SEE "SPARKLING'
SCENE ... PAGE 3.

Since the completion of my book: “Pictorial
Carving Finesse”’, | have developed some new =

techniques to enhance your water scenes.

In general, a leather finish should not be
applied to a leather picture, especially if
glossy, as the light-bounce will be distrac-
ting. .
viewing. | do, however, use the Tandy Coat
finish on rain scenes, as it is conducive to
the “wet”" look.

| recommend using the Tandy Coat finish |

on all water areas of your scene. Even with
light-bounce, it adds to the sheen of the
water without distraction. | failed to men-
tion this in “Pictorial Carving Finesse’’.

Adding water drops with the glue, and
creating more spray with the glue (pages
50-51) gives further realism to the scene.
Very effective sparkle can be added to your
water scenes (suggesting back-lighting) with
the addition of white dye and glue.
instructions at right.

See

Most women'’s lips should be given the wet
look. Teeth should also appear moist.
Since a dog perspires through his mouth,
it too, should be wet. Also, a healthy dog’s
nose is usually moist. Treat all of the above
with a coating of Tandy Coat.

IN COLOR, PATE 72

.unless it is properly lighted for | =

The river scene above has been carved and dyed in the regular manner.
To BACK-LIGHT. . .white dye (Z-1) is applied to all areas where
sunlight would be bouncing off the water into your eyes (sun would
be in front of you). Apply the white ﬂue over all white dye, Extra
spots of glue can be placed randomly in between and to the side areas.
When dry, brush Tandy Coat liberally over all water areas only. This
adds the sparkle to your water when properly lighted. The pattern
below shows all areas (solid black) where white and glue has been
applied (see page 3).

hPoSITION OF SUN —J PV
Ty

i T L W
R T o P U i 4“‘"""\ ADD WHITE TOTOP OF TREES

B = | DEWDROPS E

Make dew drops on spi-
der web & apple with
blobs of glue.Coat web-
bing, dew drops, and
all of apple with Tandy
Coat, since apples are

usually glossy.

R —

R it s N o SR i e

- agtEIAT =
iy . . — P

Feet standing in water can

MAKING
SPIDER WEBS
AND INSECTS..
PAGE 132

'~ show legs wetted with drops
. of glue, and coated with |
Tandy Coat. Apply Tandy

Coat to lower part of legs,
and to the water,

A sweating figure can be por-
trayed by simply coating body
with Tandy Coat to suggest
perspiration.
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TEXTURES | S CIAL EFFECTS _ :

\ s . These pages are presented to make you aware
g‘gﬁ:‘*},’fﬁge;:;;,"s;;gt‘cha;; of the folds in clothing, with the body in
over objects where various positions, and to illustrate different -
blouse pulls ~ over the methods of texturing materials when special
breasts _ below) effects are desired. Tracing patterns are not :

AR given, since these are only examples without
: the figures. Books, magazines, and mail-order
catalogs are excellent sources for clothing
patterns and additional examples showmg'
the proper fulds in clothlng : ;

These exampl
show wrinkles and
pull of the mater-~
ial with arms and -
legs in various po-
sitions. Make cuts
at heavy folds
(arrows).

e i The ANGORA effect is cut as HOOD FUR: Cut outlines
. The two sweaters shown (left). Bevel wrinkles in | (left). Bevel and complete
PLEATED MATERIAL - above are textured choppy. Main beveling; F895. | face. Bevel & mat around
Make cuts (left), stamp with tools shown. Use hair blade with short, vary- | hood. Cut fur with hair blade,

_as shown. In effect, this Bevelwrinklesbefore ing strokes. Cut deeply” with | complete with short knife
is double beveling. texturing. edge of blade. Z CUtS as shown on ﬂght si :

TEXTURING SWEATERS: All interior beveling !
must be done before texturing. All texturlng must
be done before bevelmg outlmes /

CuttheKNITTEDCABL
effect as on arm. Lightl
bevel around the ca
Stamp A 100 as show
Use F890 arounc
A100. Each trian
effect is two im
pressions of F89

“ATH "'.-RIBBING oFtbet is made bv wal

i¥7y ing F902 on its point. Stamp
shoulder ribbing first, then fro
there outwards and downward.
Study above photo.

- LACEWORK: After texturing the cloth, trace A - '
design and stamp with tools shown. Experiment QUILTING: The qunted jacket is
Wlth your tools. . Jearn to form your own deS|gns : 'I'nade _bY_S’mPW mﬂd&"“ﬁ over

ﬂ%}'

PADDED CHAIR Stamp
depressions as shown.
Stamp seeder for buttons,
model around seeder, and S L
SmOOth the be\lehng WIth x .ST!?MP’DE.S-J’GN(
the modeler. : - ON CORNER FOLD.

R e P e T _-BF.VE‘L AND. M‘AT
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TEXTURES |-SPECIAL EFFECTS  BLADE -

. 8021-M
TEXTURING MEN’'S SUITS: =

Before texturing, the suit should

be beveled as shown at left. Cuts
are made (arrow) at the heavy-
fold in arm. The outline bevel-
ing and matting of the figure is
not done until all texturing has
been completed. =

LIGHT CUTS

-~

When texturing with the hair
blades, always run the lines
conforming to the curving of
the body and any wrinkles.
Carefully study the examples.

; MAKING THE HERRINGBONE | py| the blade over the suitat  This tool is lightly
== : BN B FTHREVE o 6 angles shown, Note angle at  stamped. Notice how
CUTTING )R Vg N QR cgllar, thersj it goe's1 belhmd the angle must change
THE FUR oy U S\ 207% I AN ) the neck, and over the sleeve @ to make impressions
OUTLINES & - ‘ -
il W ﬁ? R ( O e i i ) wrinkles. conform to garment.
S curs curs lo

lHﬁRRlNG BONE [

e

~— Make 1st cuts at angle as shown - Here the blade is The large blade is
- _above. Use tip of blade; cutdeeply. used in two direc-  used, as with pin

‘Cut suit in one direction first. tions. Cut as for  stripe, Cut lines

- Then make cuts in opposite pin stripe; cross- deep. Corduroy suits

~ direction, between the 1st cuts. cut opposite way. gsually have leather
= uttons.

T | OTHER TEXTURING EXAMPLES T e

The example above shows the coat
fully furred. Bevel all of the folds
before texturing. Use pointed
bevelers around all edges, very
close together. This garment is
textured with A888, as illustrated
below.

TEXTURE No. 20

S5FE PAGE I5

Make offset checker- ~ Begin stag?ered Texture area lightly with
FOR COMPLETE e

board cuts (left). cut (upper left).  A105 (left). Space horizontal

e T Then cut in oppo-  Length is double  cuts withbladeasshown.Add
OIS N site direction for  width of blade.  to the pattern with vertical
TNE MALLET - woven effect. Alternate cutsver-  cuts (right). : s

tically. , 55 ;
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(100X ) INDIANS ' &

Volumes would be required to fully portray the lndlans
These pages refer mostly to the plains Indians. Their relatio ,
ship with the bison was life itself. Not only was the buffa
the main source of food, it also served to house, ¢clothe, and
fuel their fires. Hides were used for Iodge covers, robes moc~
casins, etc. The rawhide qui

and horse gear together,

woven buffalo hair were made into ropes and re
Bones were fashioned into tools and weapon
sorry | do not have more space to ampllfy the
ating history of Indians. Books, magazines,

are sources of knowledge and patterns for
‘your own indian designs. .

arrows or
musket balls.

n
LIFTING POLE POCKET --o*q 7
POLE T/IED FOR SMOKE'
HERE FLAP
34 / . SMOKE

¢f FLAP

; ANCHOR

Y PEGS

BUFFALO HIDE' LODGE CODVER
Hides /were stitched together with
smew.’ Tnpod frame was anchored to
ground' remaining poles put in place.
With cover rolled, a lifting pole hoisted
cover in place, cover pulled around
poles and secured with lodge pins. Te-
pee could withstand gale-force winds. / WITH BUCKSKIN.

| 8 VSR o DECORATIVE nnpw
, /J/ CRUPPER
[ W Y

\ <— TRIPOD ... BEGINNING OF'
: TEPEE ASSEMBLY. . i

TRAVO/S. POLES WER
ALSO TEPEE POLE:

. TRAVOIS: _
A commoni i X de of transporta-
tion, Poles 1 e lashed in front..

Buffalo raliHide strips wound
arotind shafts'and lashed to cross
' pieces to fo the platform. Sad-
dies  were” uBually ridden by
womer}.ﬁrris preferred light
gras staffed pads, similar
to the (@addle cloth shown on

Y PLATFORMS saddle above.

70 HAYL Fowe, SMALL
RNJ’?IMs, OR CHILDRER /
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NAVAJO Z{VOME - WEAVING a

WARRIOR

WAR
BONNET

The war bonnet was
more of a spiritual
symbol for each chief-
tain, believing it gave
him superhuman pow-
ers. For some, the griz-
zly bear hide was his
personal guardian, while
fierce predatory quali-
ties were bestowed upon
him with the eagle
feathers. Beaded designs
were personal connota-
/ tions. Make fine cross-
SHADOWS . Y 25 cuts for beads.
M-3 QUER L-4 2 ‘

xecutmg the wea(i ing scene te horizontal stwks wnthm
the vertical strands of yarn; lightly ‘bevel and mat around them. The left end of /
the bottom stick is cut, beveled and matted, as it appears on this side of the yarn. Flnely cross-
cut all of the lower portion of the completed rug. That portion of the sky, mountains, grass, behind the loorn :
yarn is not cut or beveled. . .dye them as shown. . .then cut the fine, vertical lines of the yarn. This gives the illusion
of viewing the mountains through the yarn. If the yarn was cut first, the dye would run down the cuts! .




DYEING COMPLETED

FIGURE DYEING Z'f’i?cT)]LOR - vkgom/Jkezhcraft
, | &7 . BIGHORN SHEEP

Color-dyeing figures is not as difficult as one might imagine.
“Shading” with the brushes is of paramount importance.
This requires practice, of course, to be skilled in dye applica-
tion. Pages 20 through 23 of How To Color Leather should
be reviewed and practiced to acquire this technique (also see
Pictorial Carving Finesse). When coloring your figures, you
should have color photos or color reproductions from
magazines or books for reference. . .and as a guide.

The Color Dye Chart on page 31 of Pictorial Carving Finesse
shows about all of the cclor hues required for dyeing any
figure, as well as a color index on how to mix each shade.
Applying one hue over another creates still more shades.

Any white color-markings of animals, or bright color accents
on bird’s feathers, etc., are usually dyed with Cova (acrylic)
dyes after all of the spirit dye applications. Always practice
dyeing on scraps of leather, to be sure of how the colors
will look, before dyeing your finished leather carving. And, DYE
always begin with the lightest hues, usually the basic under- BACKGROUND
lying body color. The bighorn sheep below (reduced from

page 26) is shown to begin our figure dyeing lessons. DESIRED

NOTE: The first three steps are shown cut only. This is to
better illustrate the application of the dyes. This same
technique is used throuahout the color paaes. IN ACTUAL @
PRACTICE, all carving and stamping should be completed,

before applying any of the dyes! /:, At

@ COMPLETE FIGURE

NOSE AND ALLOW L-6& TO
RUMP TO SHOW ON FACE, AS ABOVE. DRY~
BE WHITE SHOULDER, BRUSH M-3 OVER

BACK ., LEGS,
FOR HI-LIGHTS.,

ALL BROWN AREAS.
DRY - BRUSH WHITE
N AREAS SHOWN .

Dye basic body color L-6 all over, as Deepen color with L-4. Note forming of Add L-3 & L-2for strength and roundness,

above. Areas to be white should be left highlights on face, shoulder, back and legs. allowing a bit of each preceding color to

undyed. Dye the horns all over with I-1. Fade dyeing in these areas. Also shade show. Blend hues with brush. Additional
horns with L4. horn shading: L-3.

When dyeing the raised portions of your carving,
you must also dye all of the edges that have been
cut and beveled. This requires a good brush,
steady hand, and care in application. Turn the
leather so you have a good view of the raised
edge. After some practice, you will be able to
quickly egye the Fedges with«::utI getting c:ye in y
unwanted areas. Fast, sure, application of dyes i

means less errors. Practice on scrap! It should GIL-PEN CROWN,ED K‘NGL_ET

be noted: Figures are usually fully dyed BEFORE Example shows bright coloring of
dyeing the background areas. feathers, using Cova dye: white,

yellow, and red.
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The coloring of animals with heavy fur or long, shaggy hair is ideally suited to DRY’BRUSH/”G EFFECTS
the dry-brushing technique. The animals are usually dyed first to establish their

basic body colors with saturated brush, allowing the dye to run down into the hair lines. The various color shades are then added in
ever darkening hues until completed. . .dry-brushing areas where you wish the hair lines to be most prominent. Dry-brush strokes
ACROSS the direction of hair lines. Study the examples below. 7

5:'. iy % \
(;5.\ '”e.._’%a"-"””.”(’a/,,,, WOLVES VARY WITH MANY
E = " DIFFERENT COLOR SHADES .

ADD A BIT OF M-2 70O FEET
AND’ LOWER LEGS.

RRCLUAAAN
AN

Y
REMEMBER ... ,n' ~ ‘\

FIGURE SHOULD
BE CARVED BE-
FORE DYEING.
STEP 1 1S CUT
ONLY TO SHOW
CLEARLY, AREAS

TO DYE. _
O Zaz

Dye basic body colors first. M4 on head, back, tail. L-6 on legs,
upper belly, ears. Light hair and white areas should be left natural,

Now, dry-brush M-2 over all gray areas, overlapping a bit
_into the brown. Notice how the basic body hue still shows

A TOUCH OF WHITE CAN BE USED
70 “FROST " S HOULDER HAIRS .

CARREFULLY
OUTLINE EYES G
W/ITH BROWN AND
BLACK, STEPS
3 AND 4,

Dry-brushing continues with L-2, most heavily on top of head, Black (M-1) is now carefully dry-brushed over the figure. Note
back, and tail. This adds roundness and strength to the figure.

the basic color still shows in hair lines. Dry-brush a bit of white
as shown,

AFRICAN
ELEPHANT

This illustrates how dry-brushing will bring out
the wrinkles in the skin. Basic body color: M4.
Shade and dry-brush with M-2, L-2.

Here, dry-brushing with white simulates blown snow on the animal.
Basic body color: M4. Shade with: M-3, M-2, L4, L-2. Horns: |-2.
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BAS /c BODY COLORING USE COLOR DYE CHART, PAGE 31, OF "PICTORIAL CARVING FINESSE”
e J
Many animals, of different species, have very similar hair or skin coloring which should begin with a basic body color of light hue. Addi-
tional colors must be added to strengthen the hue, create roundness, and darken the shadowed areas. Aside from their basic body color-
ing, many animals have light or dark color-markings. | shall begin with some common body colors for horses, and you will see how they
can be applied to other animals. Bear in mind, that even the colors of “buckskin”, “sorrel”’, “bay”’, etc., will vary in hue from one

animal to another. So in general, you do not have to have the exact color mix unless you wish to portray a specific animal. Study the
procedures.

7 / 7
Do DYE N /I
ngg;—s T0 § S / SORREL

BE WHITE

SORREL

W

Basic  body color: H-2. Shade with K-2, allowing Add L-3 to strengthen figure Use L-1in eyes and shadow-

NOTE: More or less solvent highlights of H-2 to show as and create roundness, allow- ed areas. Dye muzzle with
may have to be used to illustrated above. Fade dye ing portions of preceding M-3. Dry-brush white for
duplicate the colors shown. near the highlighted areas. colors to show. the face marking.

BUCKSKIN WBUCKSKIN

o

By simply dyeing mane white,
Basic body color: I-1. Dye  ghade with L4 again leaving  Use L-2 on mane and sparingly | the “buckskin” becomes a
basic colors with a wet o highlights. Always test dyes  in shadowed areas. Eyes: L-1, |Palomino. Same basic body

ﬁ:“;ssh' to get into all hair 5, scrap feather first. mane: M-1, muzzle: M-3. hues.

Basic body color: F-3.Note:  Shade with F-2. Youmay have ~ Shade the deeper areas with  Shade shadows and dye mane
add more solvent to this  to add more dye to this mix. L-3. Remember to preserve With L-2. Dye mane black, muz-
mix. the highlights. zle M-3.

Basic body color: L4. Follow Shade with L-3. Be sure to Continue with L-2 for round- Complete shadowed areas with
same procYedures as above. leave the highlighted areas. Ress and to deepen the color ;\'n13 Dye mane black; muzzle
ue. 3.
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See page 32 of Pictorial Cari:;ﬁ HHJ%J‘&EWSEM& by sﬁ&JﬁthvﬂmTh{ kﬂﬁﬂ]ﬂﬁﬂﬂfftsh technique (to accent hair
lines) is explained in How To Color Leather. Dyeing of eyes; page 36 of this book. For albino animals, see the example at the bottom
of this page. The lions are shown with “buckskin’ coloring, which is not
used inside legs and portions of belly as these areas are lighter in hue.
Leave undersides natural leather, and use a small bit of white as shown.

Dry-brush a bit of
white on lions’ faces.
Use darker browns on
the mane of the
African lion.

COYOTE: Basic: I-1.
Add K-3 to head,
legs, lower side, as
shown. Dry-brush fol-
lowing colors in this
order: L-3, M-2, L-2,
Z-1. “Frost” hair with

COUGAR

Z1.
CAREFULLY
(\ OUTLINE
. EYES WITH
\\

FOX: Basic body
color, H-2. Shade
with K-2 & L-2. Dye
legs M-1.

DYE THE
' WHITE
I'”\ ( LAST.

\.‘_

COYOTES
VARY
WIDLY
IN COL-
ORATION

A

DRY- BRUSH WHITE
FOR “SILVERT/P:)

KODIAK
BEAR

The three bears are shown with the same basic coloring as the horses: (sorrel)—(bro
ing the coloration of bears.

BLACK BLACK 7 ~ _ALBINO
. 719
)
o TR
/! N
} R
Tandy Super Dyes (black & dk. brown) do not penetrate well over other dyes. Therefore, for #‘binoz hrsvea; p;g';;",i;j
black animals, the black (M-1) should be used first (step A), leaving highlights as shown. Step B, witeh P aF::a blue or pink
dye over haghhghts with M-2. Step C, use L-1 in shadowed areas and eyes. Dark brown over P P
black will intensify and strengthen the hue. ;s 6t




Again, the basic body color of an animal should be dyed first. The zebra’s basic body color is white. The shadowed areas, however,
should be a light gray. . .dye first with spirit dyes. The white is then blended into the shadowed areas with dry-brushing, controlling
the shadowed areas to be darker or lighter in hue, as you may desire. In some cases where an off-white shadow is desired, the leather

can be left natural as with the polar bear, shown below.

1 \\ \
\ FIGURES SHOULD BE COMPLETELY e =
\\\\u’/( / CARVED BEFORE DYEING. STEPS S R ;oELAgg
g A A AND B ARE SHOWN CUT ONLY, A 4
HERE, TO MORE CLEARLY o v \ -

4

\ '7741, ILLUSTRATE THE AREAS
& (A 70 BE DYE-SHADED.
A

= i

W»

—— .‘/‘

The polar bear’s hair is not all pure white. Some natural leather should
be allowed to show by dry-brushing with white over the hair lines.
Natural leather, along with M-4 depicts shadowed areas. Use the spirit
dyes first. Muzzle, M-3. Nose, M-1. Eyes, L-1.

The illustrations below show how the same figure can be dyed
into three different animals. Tracing pattern is on page 16.
CAUTION: This can only apply when conformations are very
similar. For a jaguar (opposite page), the head should be a
bit larger.

BASIC BODY COLOR: I-1.
CAREFULLY /_-r":}

| OUTLINE SHADING: L-6,
EYES mMyzz2LE: L-1,
WITH L-1

BLEND
J WHITE INTO
‘ GRAY WITH

A —
—

0

P o
c

o

>

b

DRY-BRUSH
AND /OR
DILUTING
WHITE TO
BAS/C BODY COLOR: M-1I.
/ HI-LIGHTS: M-2.

SAME AS HORSE, PAGE &1.

SHADING ¢ K-3, L-3.
DYE INSIDE SPOTS K-2
T WHITE AS

PATTERN FOR SPOTS
/S IN " FINESSE

“Finesse Tracing Patterns” shows how to transfer the )
TRACING PATTERNS !

stripe patterns to your leather carving. Dye eyes, L-1.
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When dyeing animals with spotted markings, first complete all Animals with a gray skin should be dyed as below. First dye
dyeing of the figure, as illustrated on the example below. the basic color. Then add darkening shades to create round-
ness. Notice how some of the natural leather tones have been
allowed to show through.

USE COVA DYE
OR INDIA INK
FOR SMALL

SPOTS. APPLY
W/ITH PEN. OR
FINE BRUSH,

B8AsIc: 1-1
SHADE: L-4

__

| HiPPOPOTAMUS |

The MATADOR
( BULL FIGHTER)
and

MEXICAN
FIGHTING BULL

Spots were dyed with L-1 spirit
dye. White is then dyed around the
spots. If most of the animal’s
basic body color is white, as with
the zebra, then dye the white first
and dye brown spots (over white)
with the Cova dye. Spirit dyes do
not cover well over Cova dye.

¥ AL
- STeRLMAK

The bull-fighting scene is presented
to add to your knowledge and
carving skills. The darts in the bull’s
back are called ‘banderillas”. Mucus
from the bull’s mouth is created
with white glue. Fine cuts are made
to decorate the matador’s costume.
Gild with Zoes gold. Basic body
color of bull; M-3. Shade with M-2,
L-2, and M-1. Leave high lights as
shown.’

4
A
Y
N
®
B
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The peoples of the world who live in the arctic circle and the frozen parts of the northern hemisphere have
had to adapt to the extreme conditions in order to survive. The Eskimo has handled this admirably with
nothing but nature to draw from for his housing, clothing, tools, and food. The sled dog, being able to
withstand the extreme cold, has played a vital role. Study the many notations below. The dog team on the
opposite page will give you patterns to work from. More dogs should be added for a larger sled. Different
i types of hitches are shown below. Icebergs are dyed as with the snow on the opposite page.

ESKIMOS

/ THE KAYAK IS USED
L FOR SUMMER HUNT-
Ve /NG AND TRAVEL.

FAN HITCH. ...
USED (N FLAT,
OPEN COUNTRY.

; FEATHER HITCH.... USED IN
Diagrams above (and NARROW PLACES OR TIMBERED AREAS.
at right) show meth-

ods of hooking up
dog teams to the
sleds. Sled harness is
made of walrus

hide or sealskins. v/

The igloo is made of blocks
of packed snow. Cracks are
filled with snow. The entrance
is made as shown, when snow
is deep enough.

SLED - OR- SLEDGE
( THERE ARE many TyPES )

1GLOO...
TEXTURE SIBERIAN
No> 8 HUSKY

Clothing is made of caribou and polar bear
hides and sealskins. The hood is lined with
wolf or wolverine fur, as it will not ice up
from breathing. Inner clothing is made of
soft fur or sometimes birdskins, with the
fur or feathers on the inside. This makes
excellent insulation. “Socks’’ have fur on
the inside, packed with dry grass which is
changed often.

The Siberian husky, Alaskan malamute, and Eskimo breeds
are all used in the arctic as working dogs, and are not too
different in appearance. Color markings can vary wildly.
They have a double coat of hair and can withstand temper-
atures of minus 60 to 70 degrees without discomfort. See
dry-brushing techniques; page 59.
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DYE/ING the SNOW

Cyunyk Koxesunka - vk.com/koz

The examples on this page illustrate the effectiveness of dyeing for snow. After carving
is completed, all snow areas that have depressions (such as tracks) or shadowed areas are
dyed with color mix A-6 as shown below. Dye other objects in their natural colors. Then,
“paint” on Cova white for the snow. Dilute and wash over shadows so a bit of blue shows
through. Dry-brush horizontally over the bushes. You should always practice new tech-x

’ - T
T S - . - \\
— ——

DRY~ BRUSH SNOW ON HOOVES ) LEGS,

I

SNOWING

SCENES . - 3
IN “ PICTORIAL In very cold climates, animals that winter

FINESSE" out grow heavier coats of hair or fur.
SR GG e Your animals should be carved accord-
ingly, as with the horse at right. Hair
will be void of a highlighted sheen, as it
might appear in summer.

DOG TEAM SHOWN WITH
THE FERTHER HITCH.

ANIMAL a
TRACHKS ‘
BACK COVER <
Packhorses are not always tied
< together. Often times they are turned
loose, to follow, with lead rope tied
to the pack or around the neck, as at
&£
”
Always bear in mind, any creature traveling through the snow will leave tracks. These must be beveled or modeled in. In deep
snow, clear impressions are not required. Study the examples above. See the back cover for many different animal tracks.
65
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The RUNAWAY

This scene is presented to show you that fine detail can be put
into a leather carving. If you have studied (and put to practice) all
of the pages relative to this scene: horses, harness, human anat-
omy, clothing, color-dyeing pages, etc., there is no reason you
cannot successfully duplicate this scene. Be sure to review page
12 for stamping complex designs. Carving all background scenery,
water, wagon and wheels, is covered in “Pictorial Carving
Finesse”. Also see “‘Finesse Tracing Patterns” for aid with
underwater rocks. The chestnut sorrel (left lead horse) is first
66
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dyed exactly like the sorrel at right. Then overdyed with F-2,
and shaded with L-2, & L-1. The pinto horse is dyed with L-4 &
L-2. Mane and tail is M-1. All of the metal parts: bits, rings,
snaps, buckles, chains, wheel rims, horseshoes, etc., are dyed
with M-3 & M-2, then accented with Cova white. Study the
scene above. Lines (from the bits) are run through white plastic
rings, shown here, between the teams. Snaffle bits (page 120)
are used on team harness. White of the water spray, and sky
reflection Cova colors on the water are used last.
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POLO

NOTE THE EXTENSIVE
USE OF MATTING
AROUND THESE
FIGURES.

CLIPPED GRASS:*

@) STAMP HORIZONTAL ROWS
WiTH B894, BEGINNING IN
THE DISTANCE .

. B84
COMPLETE &‘—.
WITH SHORT o
CUTS OF -
BLADE No. ;*
8020-L
Polo is a game resembling hockey, only played on horseback. The origin of the game is ( Iy GRAY
not known, but was first played by the English about 1863. Little has changed except S ; \i;
for the modernization of equipment. There are two teams, each with four players. A P S
wooden ball is struck with the broad side of a long handled mallet. / N

- N

The game is divided into timed periods called “chukkers™. Due to the fast action, horses
are changed at the end of each chukker. The horses’ legs are usually wrapped to prevent
injury from a swinging mallet. Also, tails are folded and wrapped to avoid interference

with the mallet. There are other methods of wrapping than those shown here. The manes v\
and foretops, also are usually roached (clipped) close to the horse’s neck. w
English riding equipment is usually associated with polo. Many types of bits are used to :
control the horse. A Pelham bit {page 120) is shown above. Modern players may also

wear knee pads and light gloves. The horse above is called a dappled gray. Gray tones:  zoacweD ) WHITE
M-4, M-3, are dyed first. Legs, mane and tail, are usually black. Dry-brush the white \ (Y §
spots over the gray. e «

The horseheads at right are shown to illustrate the difference between a “gray” and a
“white” horse. Most gray horses are erroneously called white, simply because their
basic body color is white. The difference is in the pigment of the skin. The skin of the ¢ .
“gray” horse is gray. The skin of the “white’” horse is pink. This shows where hair is

very short; on nose, inside ears, around eyes, etc. The white horse could be an albino b
(page 61) except for the eyes which usually have normal coloring. Generally, the white

horse will have “‘glass’ eyes (page 88) as shown at right. An “iron gray” horse would

be colored about like the polo horse above, minus the dappled spots. b

©7
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COLORING B/IRDS

Carving and stamping birds is an enjoyable experience, but
complete satisfaction will not be realized until you have learned
how to dye with color. You’ll be looking for the brightest
colored birds you can find to put them on leather.

The lyrebird (left) was a challenge to me to see if the lacy feather
effect could be created while still viewing the bird underneath.
Page 118 gives instructions for carving and dyeing this bird.

As with all dyeing, begin the lightest shades first, with spirit
dyes. The bright accents of wing bars, color patches, etc., are
usually dyed with the Cova colors as they will not bleed into
surrounding areas.

Study the suggestions presented on these pages. They will apply
to most any bird you wish to color. Iridescent coloring is
introduced on page 70.

D—Final step: add
white as shown
below.

darken head, back,
tail, and spots on

= ] C—Use L-3 to further

SUPERB LYREBIRD

B—Add F-3 to top
of head, back, tail.
Overdye M-3 on beak
and legs.

.SEE DESCRIPTION _

ECARouuA WREN
~ ON PAGE 115

TOPOGRAPHY
OF BIRDS.....
SEE PAGE 114

: 3 D—Dye eye, eye line, bars on tail,
C—Dye bars on wing with undertail coverts, primary feathers,

L-2 as shown. and accent wing bars with L-1.
_ “‘/_\-D,Kz'_ BALD EAGLE
A—Dye belly I-1. Use L4 as shown, also on eye ring. BASIC FEATHER ' \j g
Notice all of the areas left in natural leather. e S -
s 4 — W'/*

- COMMON

AFTER
DYEING

BASIC COLOR
OF FEATHERS,

e S0

N G

EULL PRTTERN INi... : Ugoe ..‘ 3 ?’g%b‘/‘;
. .

RED-SHOULDERED | Al ’o‘" ) A

HAWK
TRACING
PRTTERNS '

When barred wing and tail feathers have
distinct and wide enough bands, they can
be dyed individually without first dyeing
a basic color. Small white spots on ends
of the primary feathers will have to be dyed
over basic black. Dye the black tipped
feathers over basic rust shoulder color.

Where multiple spots appear, dye the
basic body colors first (A). Tiny white
spots are added with brush or pen
dipped in Cova white (B). This is reversed
on neck, where dark stripes are applied
over white.
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X SEE NOTE AT BOTTOM OF PAGE. Z Z

QUETZAL BALTIMORE et S DYE BARRED TR
z ORIOLE * AND WING FEATHERS
3 y 2 OVER BASIC BLUE

JAY

MEANING OF SYMBOLS BELOW :
d MALE ? FEMALE

This random selection of colorful birds is
presented with the hope that it will inspire
you to use color on your own leather carvings.
Since the male birds are usually more colorful
than the female, only males are shown on

these pages.

SO

e —— l i ek

Use the color dye chart on page 31 of “Pictorial Carving Finesse’ as a

guide. You will find all of the spirit dye hues required. The Cova dye chart

will not show all of the shades used in this book. It would be nearly impos-

ch:RaL\ElT sible, here, to show every conceivable mixture. Mix small amounts to obtain
e a desired hue. See ““How To Color Leather” for creating specific color hues.

Study the shading on these pages.

——

R N WOODPECKER

On the quail below, most of the bright flank

feathers are dyed over the basic body color,

f:l’xi‘f“ 1SA be it red, gray, beige, white, etc. Shade the

P :,fm - S body for roundness first, before adding the

TOUCH OF COVA RED RN bright or accent feathers. Use the natural
.. == : L™ leather tones whenever it is possible.

PALE PINK
FEATHERS

DYE THE BLACK LACE EFFECT
AFTER DYEING THE TAIL'S
BASIC COLOR . :

== % g
S H R AP T aee 2Bt Y - s
_ TSI G soLpeN
- “:;',}:S_‘-,;v AR . I PHEASANT
v/,ozy‘u x v x ST = ” NOTE: CROWN,
LAttt . ~ ¢ NAPE, AND RUMP
e < i FEATHERS ARE
LIGHTLY CUT BREAST, BELLY, AND ! GOLD : IRIDESCENT
BACK FEATHERS OF SCALED QUAIL ; 1 COLOR No.4 . BACK,
BELLY FEATHERS OF CALIFORNIA. >, No.7...AND CAPE,
1 . No.3. SEE
A PAGE 70.

T .-

GAMBEL'S MOUNTAIN SCALED BOBWHITE CHUKAR

CAL\FORNIA
QUAIL QUAIL QuUAIL 69

QUAIL QuAIL

X NOTE : QUETZALS . MACAWS PARROTS, WOODPECKERS, #HAVE 7TWO TOES FORWARD,B TWO BACKWARD.
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IRIDESCENT COLORS

To obtain these metallic powders,
contact any ceramic dealers/suppliers in
your area. Colors will vary from one 1 2 3 4 S S 7 8 9 iI0 1 12 13 14

manufacturer to anqt.hgr.‘ . — e SR — - e ———
The colors shown here are metallic powders. Their original intent and use These colors can be intermixed to create a multitude of
is for decorating ceramics. | have found them useful in certain areas of hues. Example: No. 9 was made by mixing equal amounts
leather carving. A few examples are shown on these two pages. They may of 7 & 11. No. 2 by blending 3 & 14. No. 5 by adding 4 to
stimulate your imagination to further usefulness. These are dry powders. 6. Red can be made pinkish by adding silver; adding gold
I have found they mix well with Tandy Coat leather finish, and are easily brightens it. Experiment with mixing the metallic powders.

applied with a brush. They can be painted on heavily or dry-brushed,

depending on the effects desired. Instructions below. COLOR CODE: 1-silver. 2-bronze. 3-copper. 4-gold.

5-green/gold. 6-1t. green. 7-green. 8-aqua. 9-blue/green.
10-It. blue. 11-blue. 12-red. 13-orchid. 14-amethyst.

AN 7
Yo < |8 - 2l o i
A B c D

(A) Carve and completely dye project in natural colors. Pour a small, clean lid full of Tandy Coat. Have a scrap of leather handy. (B)
Dip point of brush in Tandy Coat. (C) Immediately dip brush in metallic and withdraw, the powders will adhere to the Tandy Coat.
(D) Mix powders and Tandy Coat on scrap of leather. Repeated applications will be necessary to have the proper mix. You will learn
when you have too much powder, or too much Tandy Coat, when mixing. Mix thoroughly to dissolve all of the powders. Twist brush,
to form a point and apply directly to your carving. Always practice on scrap leather first when trying new techniques. A larger mix will
brush more evenly to cover large areas. Clean your brushes in water.

SOME INSECTS ARE
IDEALLY SUITED TO
THE IRIDESCENT
COLORING .

o

Do

TATUE Iridescent colors on the subjects below are indicated
S S by number. Example: cairns butterfly. . .No.5.

CUCKOO WASP
NUMBERS ¢
7-6-10-13

RING -NECKED
PHEASANT

Many birds have some
- iridescent  feathers. /
. Dye birds first with |

- their natural coloring.
- Add iridescents last.
Colors can blend into
each other.

THE WILD

TURKEY HAS
BROWNISH-TIPPED

No.13 TAIL FEATHERS.

CAIRNS BIRDWING

BRUTUS BUTTERFLY

4 MALLARD
DUCK

The gold, silver, and
copper colors can be
very effective when
representing figurines,
trophies, sculptures, etc!
Here, the color shade
No. 2 was used for the
bronze effect.

om0
et oot
NOTE: DO NOT APPLY LEATHER FINISH OVER METALLICS...]T WiLL DULL THEIR BRILLIANCE !/ gﬁziglo::\’"o
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ADDING SHEEN TO THE HORSE THE HUMMINGBIRD
(A) Dye with spirit dyes. (B) Dye body
with No. 7, throat with No. 12. (C)
Shade with No. 6 and highlight with
No. 4. Note: Throat can be brightened
by mixing 4 with 12.

The sorrel horse is an excellent example of how these
colors can simulate the sheen of summer hair.

g

SORREL
HORSE

SUMMER SHEEN

FIRST DYE
HORSE IN
NATURAL

SORREL
COLOR..

l! M\“‘\"'\"'Il\" L))
NV

%ﬁ’t

A weak mix of No. 3 is brushed
over highlighted areas, working
it into the hair lines. Use care.

bird before cutting the feathers

Use spirit dyes as
above. Eye is purple
with black at top.
Orange and brown

Now add No. 14 at
upper area. Dry-
brush No. 3 in the
upper orange/brown
area.

SEE "FINESSE TRACING PATTERNS “ FOR FULL PATTERN
AND CUTTING OF THE FEATHERS.

DYED IN
NATURAL COLORS

IRIDESCENTS
No. 7- No.l1Z2

RYBY-THROATED
HUMMINGBIRD

COLORING THE PEACOCK FEATHERS

The metallic powders are ideally suited for the peacock feathers.
Some intermixing or blending of colors will be required for some
hues. Follow the instructions below for dyeing the “eye’” of the
tail coverts. Some detail will be sacrificed on the smaller feathers
(left), but procedures are the same. Bevel and mat around the

il \\mmmmm (m

iy U

Begin adding the iri-
descents: No. 10
around the eye. No.
5 encircles the
orange/b 0

w""'“ ly
i

gﬁ.

Now complete the
feather with No. 7.
Observe the step-by-
step procedures.
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The” WET “ LOOK

See pages 50 through 53 for complete instructions
on the “wet” look.

Some other items that should have the “wet” or_hi-gloss F ';‘Z_"T’Z_HED e HJJO%L:SC"EIL":’E
look are shown here. For the glassware: {A) cut; bevel, mat. 1 4 , B 7

(B) Dye backgrotnd {any color you wish} right over the

glassware. (C) Dry-brush with Z5. (D) Carefully dye rim,

edges, highlights and cut glass effect (E) with white (Z-1).

Apply Tandy Coat and clear lacquer to glassware and all

items requiring a hi-gloss. Tea kettle is dyed in tones. of

gray, Zoes silver, and white. Chandeliers can be executed as

with the glassware,

U

. FURNITURE

CRYSTAL CUTGLASS  PORCELAIN

SPARKLING WATER

This color reproduction is from pages
3 and 53. Page 3 shows this scene in
black and white. Page 53 gives the
necessary procedures for achieving
this effect. A fisherman, or animal,
could be put in the foreground to
add personal interest.

Colors used for the water are A-6
(being most distant) A5, A4, and
some A-1 is used in foreground and
shading under rocks to indicate
depth in the stream.
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This page offers some suggestions for underwater scenes. The left side of the page (separated by the meandering broken line) shows
the subjects dyed their natural colors. Basic shark color: M4, shaded with M-2 & L-3. The area to right of broken line is completed
with a wash of A-7. Note_how it changed the hues of the shark, and also the ' man. This is the same technique as used on the moonlight
scene, page 40 of “Pl_ctonal Carving Finesse”. Dye all figures and background first, with spirit dyes. Then add any bright colors with
Cova dye, where required. Wash the whole scene with A-7, quickly.

e® e € : Vo

- &« JELLYFISH P \ B LN
\ et GANEDY
X - \ T‘\ y \; S i - M e V_,:.,&—l.' :
i o "‘_. k. YR a
—) -\t’\/

I \

DILUTE

COLORS FOR
DISTANT FISH

® © 4

Trace design. Dye Dye colors of  Apply~glue “on outlines
_ water. . .- jellyfish with  and tentacles.
: S Cova dyes.

OR BEVEL
INSIDE THE
FACE MASK.
DYE ONLY.

PHOTOSTOMIAS GUERNEI =y

In the total darkness of great ocean
depths, some fishes are distin-
guished only by luminous outlines
and dots. Dye ocean color right
over fish, then accent with Cova
dyes and paint luminous areas
with the metallic powders (see
page 70). Note: metallic powders
are the very last application.
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OPLES of the WORLD

This page offers some portraits of different peoples of the earth,
to illustrate the facial features characteristic of each race. However,
as most societies have overlapping relationships and ethnic groups
intermingle with those of neighboring countries, facial features
alone cannot positively identify a specific race of people. The
examples here are presented to give you the basic skin tones and

A NEW COLOR MIX

HERE @ RBOUT
60 PARTS OF
SOLVENT 70
1 PART OF
. CORDOVAN .

Basic skin tone: natural leather. *  Basic skin tone: 1-2.

IS PRESENTED V 557 .

i~
) s
v‘ é

. ——/‘

EASTERN EUROPE INDONESIAN AFRICAN

other color shades required to create the specific coloring shown
on the different faces below. Bear in mind, the color hues of this
reproduction may not be exactly as the dyed leather hues due to
photography, printers inks, etc., but they should be close. Some
of the color shades may require more or less solvent than the
formulas given. ALWAYS experiment on scrap leathers first.

1 MosT oF
| THE LIPS
HERE ARE
SHADED
WITH F-2
OR F-3.
ADD MORE
SOLVENT FOR
CAUCASIANS.

et

Basic skin tone: M-4, and lips.

Shading: F-8, L-7. Overdye 1-2 with L-7. Shading: M-2, L4, M-1.
Use the black cautiously.

Shading: L4.

'__) NOTE: AFTER DYEING
e BAS/C SKIN TONE,
SHADE OTHER

. HUES IN

4 THE ORDER
GIVEN .

EYEGLASSES:
METHQD No.2

. J
EAST INDIAN ESKIMO

Basic skin tone: natural leather. Basic skin tone: L-6. Basic skin tone: L-7.
Shading: F8, L7, Shading: L4, M4, L-3. Shading: L6, L3, L-2.
‘ Use L-2 sparingly.

Use the gray sparingly.

BLACK HAIR:
DYE FIRST
WITH L-2.
OVERDYE

WITH
M-1

AMAZON INDIAN (BRAZIL) MANCHURIAN
Basic skin tone: K-3, and hair. Basic skin tone: 1-2. A .
Shading: L-6, L-3, L-2. Overdye |2 with L-7. Basic skin tone: F-3.
Use L-2 on hair, sparingly on face. Shading: L4, L-3, sparingly. Shading: L-4, L-3, L-2.

Use L-2 sparingly.

74_ NOTE. COLOR MIXES INDICATED, ARE FROM PAGE 31 OF PICTORIAL CARVING FINESSE .
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DYEING A PORTRAIT

Natural leather is the perfect medium for skin tones of the Caucasian figure. After your
carving has been completed, only a few shades of dye are required to add the roundness
of form. Below, the steps are shown for dyeing our cover girl. Eyes and hair, of course, can be shaded with any colors desired. Here we
are mostly concerned with the skin tones. This requires quick application of the dyes, with the brush, to achieve the proper “fading” of
the hues. Special attention should also be given to dyeingthe teeth. Teeth are generally not pure white, especially in the shadowed corners

COLOR MIX: F-8 .... 1 PART CORDOVAN COLOR MIX: L-7 EYEBROWS - LASHES LIPS: E-2
60 PARTS SOLVENT COLOR MIX: L ~2
INNEF
“FADING " N
AREA \ ;
OF THE \ \ -
BRUSH ‘ /
A ‘ .
\ W
O L) 2 < e 1 1

INSIDE
MOUTH

v MIXE F-1'%
(sg 0Py )

&=

N

The illustrations above are cut only, to better The slightly darker hue is added to the Carefully dye the eyebrows and the

show the application of the dyes (carving face to bring out more of the shadowed eyelashes. When dyeing the lashes, the
should be completed before dyeing). Note areas. Note how it is used around the dye will usually run the eyelash cuts. A
the fading of the dye to blend it into the eyes, nose, neck and sides of face. . . very fine brush should be used here.
natural leather areas. You should put in a still allowing some of F-8 to show. Inside of mouth (F-1%) is a mix of 1
lot of practice on scrap to master this Fade the dyeing to “fuse” the hues. part cordovan, 1 part solvent.
technique.

WOMEN'S

EYES and TEETH MAGAZINES

ABOUND WITH

A HAIR .
When dyeing \ STYLES.

the eyes,
the iris
should be
darker
around

the out-
side, as
shown at
right.

White
should be
strongest
next to

the iris,

and can
fade in
intensity
toward the
corners.
Since the
eyeball is
round, great
care should be D
used when dyeing.

The separations of the teeth here are not cut, they are marked
with the point of a modeling spoon. When dyeing the teeth,
try to avoid getting dye into these separation lines. Fade the
white near the corners of the mouth, allowing natural leather
to show. ]‘his aids the illusion of the curvature of the teeth.
Strong white gives a buck-tooth appearance. We have changed the color of our cover girl’s eyes and hair.

Eyes: L-3. Hair: L4, L-3, L-2, L-1. Note the areas of darkest

hading.
shading 75
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NOTE: COLORS ARE FROM DYE-CHART, PAGE 31
COLOR-DYEING the TIGERS OF “PICTORIAL CARVING FINESSE "

SECTION (A): Dye basic color (all over) with I-1. . .except lighter areas, and areas to be white, as shown above. Fade dye into the
natural areas. SECTION (B): Overdye with H-2, allowing some of I-1 to show near lighter areas. SECTION (C): Overdye darker areas
with G-2 and shade muscled areas with L-5. SECTION (D): Dye all stripes (and areas to be black) with L-1 using a fairly dry brush.
Some of the dye will run into the hair lines for natural look. SECTION (E): Now overdye all brown (L-1) with black (M-1). NOTE:
In some instances, Tandy Super Dye black will not penetrate well over other dyes. In this case, use black India ink. . .or. . .dye the black
before using the other colors. Dry-brush Cova white (2-1) on face, and a bit on belly and inside of legs. See back cover of “Pictorial
Carving Finesse” for this tiger completely dyed. Use white in single cuts of whiskers. Study the cats below.

SEE “"FINESSE TRACING PATTERNS"”
FOR STRIPE PATTERNS OF THESE
TIGERS, AND HOW TO APPLY THEM.




A—Begin, as at right, by cutting the design. Right
side is shown rough-beveled. Notice the double
beveling below the nose and at center of head. Face
is dished (between eyes) by double beveling with
F897. The muzzle line, from eye to whiskers, is
also heavily double beveled. Bevel around, and mat
between whiskers. Bevel and mat under chin. Note
the beveling around the side of face, in the ear, and
the slight bevels at brow (2bove the eye).

B—Below: Pointed beveler, F902, is used in ears, at
brow cuts, and hair ends of cheek. The eyes have
been beveled and rounded with the modeler. Now,
completely hair tiger with 8020-L (left side of cat).
Texture over hair blade with F928 (Texture No. 18)
as shown on right side. Notice how this tool is
“fused’’ into hair blade cuts around the nose.

+ s £ 3
C—F928 is also used on the neck, under the
shown on right side of the example at left. Now use
_the pointed bevelers at hair ends around the outsi

ound the design as illustrated at left. §

for various hair end lengths.

D—The figure at right is completed, ready for dye-
ing. Texture No. 20 has been used on muzzle and
~ top of nose. F926 is used to accent on the neck
(see texture No. 17). Use the pointed bevele

top of the head, and mat around the figure. Posi-
tion pupils in eyes with S864, Now, complete
with the swivel knife. Make single cuts for mo
hairs on cheeks, brow hairs, add extra whiske
and muzzle cuts. Make additional cuts inside e:
on shaggy cheek hairs, and chin. ;

"~ E—Dye the figure. Observe the example on the
- opposite page. The nose is dyed a pinkish brown
eyes yellow. The eyes are outlines in black. Dye
all of the whiskers white. Follow the dyeing
procedures as instructed on opposite page. Also
see color pages 58 thru 75. ; ki
] BETWEEY
WHISKERS
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cougars, etc., are very similar in conforma-
tion and general appearance although the jaguar has a noticeably larger
head, in proportion, than the leopard. Some of the big cats can be inter-
changed by simply dyeing their color markings. Example: The head at
right could be a cougar, leopard, or black panther (which is actually a
black leopard). Cats do not roll their eyes (as a dog) but turn the head to
look directly at a subject. Most big cats have round pupils. The big cats
pace (see page 19) when walking. The common house cat is a good
representative for motions, positions, and actions of all cats. By studying
your pet, you can properly depict any of the big cats. Carving, stamping,
and hairing the cats (with some exceptions) are generally the same.
Study these examples.

The 5th toe (dewclaw) is loca-
' ted on inside of front legs only,
,between toes and heel. Note
its indication on the carvings OF TEET
presented. Cats can extend or

. ‘[;g;dgg_ FRONT FOOT |

I - HEEL

withdraw their claws at will.  Stamping the cougar. See “Finesse Tracing.
Bottoms of toes feet. are  Patterns” for precise lines to cut. All bevel
padded. : ; ing in step (A) is done with F895.

, LONG TUFTS
., ON EARS

MODEL, AS
BELOW.

CENTRAL- =
S. RI?ERI(_‘H

ACCENT HARIR
_ENDS. F976

B

. EXAMPLES UNDYED TO SHOW CONFORMATION AND DETAIL. .




[[Snow LeoPARD |
ASIA y

CHEETAR |

AFRICA

FASTEST
RUNNING
ANIMAL .
70 m.p.h.

- LonGER !
. EARTUETS

COMPARISON =
OF BOBCAT AND LYNX. =
LYNX IS A BIT LARGER.

2 RING, OF

AN RDULT SIBERIF
. 'TIGER mﬁﬁ
7/ OVER 700'LBS.

L .

COLOR REPRODUCTIONS : COVER, PAGE 61 g , ~EEy -’--.
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NG COLOR s i

MARKINGS OF CATS

After dyeing the -

. first
dal’k ~

brown. Then dye ™=

them with |

black, as explained:

on page 76. Dye the

body hues.
dye spots

over

small animal’s spots
with black only,
using dry-brush or
pen. No two ani-
mals are marked
alike.

80

&y TcorarD |

On each side of back-
bone, rosettes are form-
ed by four or five spots

joined together. No
spots in center of
rosettes.

A COUGAR, PANTHER, O
LEOPARD.., SEE PAGE
.. 62. DYE SMALL SPOTS —

- WITH PENS BLACK

INK OR DYE

On each side of back-
bone, irregular rosettes
appear with a spot in
center. Solid spots ap-
pe_allr on legs, head, and
tail.

Elongated . spots of
irregular shape angle
away from the back-
bone. Tail has broken
stripes. Lower legs;
solid spots.

Siesta time for the

African lions. Being

lighter and more agile

mostly females and
are

Spots - on backbone
often touch. Spots on
sides, legs, are farther
apart, vary in size.
Tail is striped at end.
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J This page shows some typical

Domestic CATS
“J (@

%3; W

poses of cats. The big cats can be
depicted in these same positions.
Hairing techniques for the Persian
(right) require special procedures.

Cut the hairs as on the lower example.
Rough-bevel nose and shape of face
as shown on right side. Hair ends are
accented with F902. If checked back-
ground is desired, use A98 on out-
side hair ends as shown. When all
rough beveling is completed, bevel
around ears and mat background.
Now “hair”” the face with long
strokes and pull over all of the long
hairs. Add knife cuts to the face and
cut the whiskers. Study the com-
pleted example.

As figures become smaller (left &
below), outlines can be cut solid.
After beveling, cuts can be made in
edges of jowl, neck, tail, etc., to
indicate coarser hairs where required.
Extra knife cuts are usually required
to complete the hairing. The whiskers
and brow hairs are alwavs cut last.

\. ool
= AT b

USE BOTH HAIR

BLADES,

WHISKERS - '
L BN 42
Y - e \ T z

WHITE. = W\ f -~ gl

A8

Begin the stamping procedures with most any animal as shown here. (A) trace, cut, and rough-bevel the figure.

(B) Mat away from the rough bevels. Use pointed bevelers to accent hair ends and use in restricted areas. Bevel
the outline. (C) Mat the background and use the hair blade as shown. (D) Complete the figure with knife cuts.

Note the many tiny cuts in ears, face, neck, chest, and tail. Compare with the photo in step (C).
81
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Members of the canine family have general characteristics,
though sizes and shapes vary a great deal. Most canines have
a dewclaw inside the front legs midway between toes and heel.
However, the hyena and African wild dog do not have them.
When depicting an animal, one should learn as much about it
as possible to be sure of authenticating his work. Study the
examples here.

3 . | RIGAT FRONT FOOT]
' _—WOLF i [ - 7 ; T '

BOTTOM

"y ff orToes, As with cats, canine
/(,"‘ J [0oT, ARE  ears have long hairs in-

PADPED  <ide, and a fold of skin

at the outer edges
- (above). b

2

(i

NOTE THE
EFFECTS OF

DRY-BRUSHING

DYE OVER

THE HAIRS RRINEC

RED FOX GRAY FOX ARCTIC FOX

The foxes’ ears play a part in controlling body temperature. Much heat is
dissipated through the ears. As a result, foxes living in colder climates have
shorter ears, as with the arctic fox (above). : e 1o

REVIEW
' PAGES 6
THROUGH 15

- n'\‘“““

1 3

Rough-bevel your figures as shown above. The
wolf’s face and legs are a combination of both
hair blades. When coarse body hairs are re-
quired with stamping tools, the hairs should
be stamped before the outlines are beveled
and matted. Turn tools to conform with the
hair growth. Always add additional cuts to
accent the hairing.

~ COLOR
REPRODUCTIO
ON PAG 59

82



Cyna

WOLVES |----on aTTACK /

“"ou,"l",‘;’h“‘ !
A %
\\ ,

POUNCING ONA
MOUSE, UNDER
THE SNOW 3

COLORING ON

FOXES CAN BE
INTERCHANGED
TO ALTER
SPECIES

NOTE DRY- BRUSH. 4 oL
EFFECT ON HAIRS = ADD A BIT OF g
A TEXTURE No.20 TO FOXES TAILS

BLACK-BACKED |
JACKAL

After applying the
basic body hairs,
add other tools and
knife cuts as re- "
quired to accent
shaggy or long hair
ends. Study these
examples.

AUSTRALIAN
wiLp poG

EFARS MUST BE SHORTENED —

TO MAKE AN ARCTIC FOX
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o : DOGS | As with other canines, dogs have similar conformatior
| though shapes and sizes vary to extremes. This page offi
as many breeds and variations in hair effects as space permits.
whole volume on dogs would barely scratch the surface. Many of
hairing examples shown here can be applied to other breeds whe
similarities occur. Study the examples presented and try to visualiz
some of the hair effects applied to other breeds. 7

| ANATOMY OF A DOG |
AGE 16 FOR EXPLAN-
CREST ';Eﬁofv_ OF THE NUMBERS

TEXTURE
TOP OF
HEAD AND MUZZLE
NECK RS
WITH AFRO
HAIR STYLE
PAGE 43 "FLEWS "
FLABBY PART

OF LOWER

LiP

TOY POODLE

A

GERMAN
SHEPHRERD

DEWCLAW
(5t T0€)

[ <ERRY BLUE
ERRIER

A7

. COLOR MARKINGS
. VARY WIDELY ON
THE MANY BREEDS

OF POINTER DOGS

L

XTURE No. 16
TEXTURE

( e

‘\ \ 1} \\\.
.A o

S

YORKSHIRE
TERRIER

AR \
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| POLAR BEARS

Due to heavy, close-knit hair, polar bears require
hairing techniques different from other bears. . .~
shown in the top example. Step (C) shows comple-
tion with combination of hair blades and added
knife cuts. Use finer texturing on more distant
animals.

USE POINTED BEVELER
F902 70 ACCENT THE
SHAGGY HAIR ENDS
AND DIRECTION
OF HAIRS 5

>
“ /) "'/”’0;“{.’:’7”; "
:/ e

SEE .
TEXTURE
F902 N EAR ' No, 23

® 7 “sppiiiih

CUT AND ROUGH- BEVEL THE CON-
- FORMATION OF THE ANIMAL . ALL
N\ BEVELING SHOWN 1S5 WITH F895

ICICLES

After all stamping and
dyeing, make icicles
with white glue. After
first application dries,
make repeated appli-
cations to build up
EER thickness of icicles.
AN Coat with lacquer for
a high gloss effect.
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1‘ > A 92'98'6 BEARS | The brown, kodiak, and grizzly are all classified as brown

bears. They all have the hump at the shoulders, and are
‘/ e ek the largest land carnivores. The kodiaks, of Alaska, are the largest. . .stand-
ing up to 10 feet tall, weighing over 1500 Ibs. The adult grizzly may weigh
over 900 Ibs. All of the above range in a wide vanety of colors from black
to yellow, brown, reddish, and beige. The “silver-tip”* grizzly was so named
because some have white-tipped hairs, giving a frosted appearance. The
black bear is a smaller species. Being lighter and more agile, they take
readily to the trees. They can also be brown in color.

The carving, stamping, and hairing of most bears is identical. Different
hairing tools are required on larger or smaller ammals St dy ; I
on these two pages.

POLAR BLACK

Profile of three bear species is shown above. Note the dlstm
of the brown’s face; receeding chin of the polar.

| THE FEET OF BEARS

Bears walk flat
their feet. Claws ar
longer on the fron
than on the bai
and remain in thi
fixed position.

NOTICE
HOW HAIRS

pad is
like that of
human. RIGHT~ HIND

4R \ RIDGES
f\‘& \ SEE Co,

BEGIN HAIRING ON
FACE. USE BOTH HAIR
BLADES. AS HAIRS BE-
COME COARSER, USE
F928 AS SHOWN ABOVE,
VEUSING " INTD THE
HAIR BLADE LINES.

AFTER HAIRING ¥

When hairing with the blades, the figure should be beveled first, as
at head. When hairing with the stamping tools, hairing should be
completed before beveling outlines. Restamp tool to take out the
ridges (see above), Stamp heavier impressions in depressed areas.



COLOR, PAGE 61

Bears shown here are in proportionate sizes. Weight ‘
are approximate for adult males.

THESE BEARS IN E}runv;;x Komesnuka - vk.c r {kuzhcraft.,-—@w.ﬁm
S e 2
9 /’:;‘

POLAR — 7300 Ib.

KODIAK - /500 /5. GRIZZLY - 300 /b.

BEING MORE DISTANT,
USE HAIR BLADES
ON ALL BEARS

~ ABOVE

The bears below were not dyed
to give you a better chance to
observe the hairing techniques.
Note how hair blades on face
and feet blend with too
F928. '

- NOTE THE
ADDITIONAL
KNIFE CUTS

GRIZ2LY, BROWN, AND BLACK
BEARS WERE HAIRED WITH
. .. TEXTURE No.I18

Z

TRACING
PATTERN
HAS COLOR
MARKINGS
FOR PANDA
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HORSES There are many breeds of horses, each with its own charac-
teristics, though all may appear the same to the casual ob-
server. The examples at right show the variances of four common breeds. The
Quarter Horse generally has a small muzzle, shorter ears, wide head, and deep
jowls. Arabians characteristically have a dished face, large eyes and nostrils. The
Morgan, other than the heavy neck, closely resembles the Saddlebred, Standard
bred, and others. Some good and bad examples of horses’ legs (affecting all
breeds) are shown at the bottom of the page. Hairing techniques for the horse
and similar type animals, are shown below, Refer to page 7 for beveling and
shading techniques.

FOR SHORT HAIR, USE SHORT, IRREGULAR ,
OVERLAPPING CUTS IN P/RECT/ON OF TEXTURE ,f

: s

HAIR GROW TH No. 14 /};
«~— 8021-Mm S
=

BLADE
§o21-M

NOTICE DIRECTION OF

/; CUrs WHERE HAIR
GROWTH Y CHANGES DIRECTION. >
D‘REC” ‘q N
5\

USE LONG
STROKES ON
TAIL r N

BLADE ' =
8020-L _ /(

" Begin hairing on
face. Note direc-

tion of lines away
from center line
TAIL: of face.
TEXTURE . . e
No.16 Continue hairing
o towards rear of
, animal and down
,-F-"Hnm “ AWAY the legs. Note the
' FROM BEVELED 1 H H
N INES direction of hair
lines.
/ CHESTNUTS" .__—'v; COMPLETE BEVELING
gfcRII?I%AIIDED gROWTHS AND MATTING AROUND
AbD _ NOTE THER ;nléigfz FIGURE BEFORE ADD-
curTs 1 LOCATION, ING THE HAIR .,
WI!TH KNIFE LIGHTLY W/TH KNIRE 2
AROUND AFTER HAIRING . f
ENDS OF , ; BT k
TAIL AND 3
FORE T0P : LIGHTLY DOUBLE - k‘ ' v' : Y
'~ BEVEL THE HOOF A When hair-
\ B o LINE S e ; g;lg at (f:ut
BLADE ge o
CUT HAIR IN 8021-M outline,
cut from
line /n- MORGAN
wards, as
shown by
arrows,
Thencom-
plete the
interior
hairing.
\ \._,"'.- AT ,.'ﬁﬁ,“, \m"\n. At IZ"Z;(SE -?gng;
8 HAIR GROWTH
AT HOOVES

ON SMALL FIGURES, HARIRING
FACE VIEW SHOWING CAN BE RESTRICTED TO THE
DIRECTION OF HAIRING MANE AND TAIL

] FRONT VIEW  |——7——{ BACK VIEW

SIDE VIEW
OF FoOT

LIGHTLY DOUBLE
BEVEL WHERE ALL FEET
OUCH THE GROUND

/ ’ {
} ‘ ’ \ WITH KORSESHOE , _
‘ \ [ The iris of most horses is dark

04 A ) | ] P - 4 > brown. On occasion, this pig-
/ A ’ Ay ' ment is missing. and the iris is

. v ’ al— ' F 2 blue-grey in color. This is refer-

A ) 2
Goop BAD BAD Be00 4, PO ERD red to as a ““glass”’ eye.

BOW-LEGGED COW-HOCKED T0o0 T00
88 TOEING IN TOEING QUT STEEP SLOPING
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MULE - DONKEY ~-BURRO - ZEBRA

[ CAPE MOUNTAIN )

The zebra is related to the horse and the wild ass. His ears are not as long as
the mule or donkey, and are more rounded. The tail is tufted. The donkey
is descended from the ass. The burro was introduced to North America by
the Spanish, and is a smaller version of the donkey. Both have scraggly,
almost tufted tails. The mule is a hybrid mammal, the offspring of a male
(jack) donkey and a female (mare) horse. . .or, from a female Gennet) donkey
and a male (stud) horse. It may be of interest that a donkey or mule will not
over eat (causing founder), or drink when overheated. Notice the difference,
from the horse, of the dropping off of the nose, straighter backs, and lack of
peaked withers of the animals on this page. The hairing techniques are the
same as with the horse. Observe all notations.

COLOR MARKINGS VARY NOTE THE SPARCE MANE

WIDELY FOR DONKEYS, % AND TAIL OF THESE
BURROS, AND MULES @‘ ANIMALS
-

NOTE :
THESE ANIMALS HAVE
CHESTNUTS*ON INSIDE
OF FRONT LEGS. NONE
ARE ON HIND LEGS OF
ZEBRAS OR WILD
ASSES. SOME
DONKEYS AND
MULES HAVE THEM,
OTHERS DO NOT.
YOUR CARVINGS
CAN CORRECTLY
OMIT THEM ON

UL
HIND LEGS OF ALL E___—E'J

OF THESE ANIMALS

THE MULE'S LEGS
ARE GENERALLY
LONGER THAN THE
BURRO AND DONKEY

TAILS OF MULES
AND DONKEYS ARE

GREVY'S . e / OFTEN TERMED :

NOTE : '
DIFFERENT ||
SPECIES HAVE ‘;
DIFFERENT

TO LIE DOW OR GET UP EQUINES
BEGIN IN SITTING POSITION

STRIPING
PATTERNS

TRACING
PATTERN
FOR THIS
ZEBRA /S
ON PAGE 5

NOTE: The hooves
of the animals on
this page tend to
have less angle than
the hoof of the
horse. See examples

(right). DONKEY  HORSE

% cH :
SEE HORSE, ON
0PPOSITE PAGE



of the fundamental characteristics of most cattle. Bulls al-
ways have heavier necks and bone construction than beef cat-
tle. The fatty hump of the brahma aids in temperature control
allowing them to withstand hotter climates. Many ranchers
cross-breed with the brahma to produce hardier cattle for
extreme conditions. Study the examples and many notations

on this page. Hairing techniques are generally the same as for

the horse.

TO LIE DOWN OR GET UP, CATTLE
BEGIN IN A KNEELING
POSITION

HOW 70 READ
THE BRANDS (S
SHOWN BY
EACH ANIMAL

The cow’s hoof is in two
parts (cloven). Two dew-
claws are at the back of
each leg as shown.

[ LONGHORN STEER |

A STEER IS A
CASTRATED BULL

ALL CATTLE
TEXTURE

BRAND:! LEFT R/8BS.

" For range cattle, calves are usually branded,
" BACKWARD [, SLASH, L"

- etc., at weaning time. Brands and earmarks are
~registered by the ranchers. Ears are cut (above) for
" quick identification. Cattle will always look at you
when riding near them. Area cowboys will know
the brand, without seeing it, simply by the ear-::
marks. Usually only one earmark is used, with™ >
each brand. A “slick’”” suggests an unbrande
animal. -

[ BRAHMA 5 :
BuULL

BRAND: LEFT
SHOULDER.,
"QUARTER CIRCLE,
OPEN A, BAR"

DAIRY COW |

- DAIRY CATTLE ARE
USUALLY NOT BRANDED.
- REG/STRATION NUMBERS
ARE OFTEN TATTOOED
IN THE EAR, OR
INSIDE THE LIP.

HEREFORD
BULL

BRAND * LEFT
RIBS, ""RAFTER,
gL

. DEWLAP 7 e
SOME RANCHERS.
CUT THE WATTLE,
FORMING A“DEWLAP

BRANDING ¢ cur BrANDS LIGHTLY BEFORE ADDING THE HAIR



Notice the similarity to cattle, of the animals on
this page. Except for some of the specialized hair
effects, these animals are much like carving and
stamping cattle. Review the hairing techniques
on pages 14 and 15. Closely observe the details
on all of the animals.

CAPE AND WATE
BUFFALO HAVE
VERY SPARCE
BODY HAIRS .
FEW NEED
BE SHOWN.ON'
PORTRAYALS HER!

MERICAN.
BUFFALO

NOTICE THE
DIRECTION
OF THE HAIR
ON HEAD
AND FACE . &
ADD EXTRA X
KNIFE CUTS -
AFTER USING
THE HAIR
BLADES

The shaggy hair of the bison and yak
are portrayed by first stamping impre
sions with F902 as shown on bisor
(right). The hair blades are then used
conforming to the hair growth. Added
knife cuts are used to complete. Study
the examples. ) :

/




UNU. L HORNS

This page shows a variety of horns and how to
execute them in leather. The same techniques will
apply to other horns of similar composition, struc-
ture, and texture. Note the many uses of the model-
“(@® ing tool. ' /
BEVEL OUTLINES

@ © ©

¥

. 4
4/ ’

.' 3 IMPRESS— '\
* - /ONS AT
/ - EDGES

( Do
P367-- END OF ToOL

(A) Trace and cut. (B) Shade
areas shown, with pear
shader. (C) Use end of
shader forcefully at

the edges to create

roundness to the (1) Trace and cut. (2) Bevel th

] hern. notches first on one side (top) then
on the other (bottom). (3) Use
SN modeler to smooth and shape

worice Tve PoiN7s  notches. (4) Model the notched

70 REVERSE THE _ edge with side of spoon to shape
BEVELING (R. 3-’_/ the horn.

4

R.B.

|GianT S;éLEj

DEEP RINGED
HORNS, BELDW

Trace and cut the spiral
horns as shown below. Note
the fading cuts at some of

the spirals. \
R.B. LIGHT CUTS
R.B.

A ¥
Aon (A) Cut rings fairly
FADING deep. (B) Model

above cut. (C) Model =~ 4 %)
under cut, as shown. 7~

STYLUS:
{ A99 FLAT END

e %
'

(1) Cut and bevel. [
(2) Press flat of i "
stylus as shown. (3) 5
Use end of stylus =~
at edges to round (3
horn, as step (C);

~ sable.

RIBBED EDGES.
NOTICE BEVELING
ON KUDU BELOW

‘
L4

USE POINT OF MODELING
SPOON TO TEXTURE THE

HORNS x -

[ o
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As with most (but not all) cloven-hoofed mammals, sheep also have dew-
claws. These act as good brakes for the wild sheep (dall, bighorn, etc.) when
traversing steep slopes. Note the difference in horns of the dall and bighorn.
The bighorns’ are more massive and tighter curled. Both rams and ewes have
horns, though ewes’ are smaller. The domestic sheep is presented to show the
techniques for stamping the wool.

,xﬂ’ﬂ}'{?r..’f”z@ AFTER BEVELING |31 4
g dy T, HEAD, TEXTURE o/ ' "%, [DOMESTIC SHEEP |
= 0 % A o e AN s CoMPLETE TRACING PATTERN
/ Y e nS S HOWN W ,% : IN "FINESSE TRACING
C LN ADD HAIR ~ R? b Tl = FATIERNS
- S PF A . s et
= /'/ _/{ ” S BLADE STROKES ‘ Pyt ’ e TEXTURE No. 24
2y, (STEP B | I i : 7
FL A ROPBS 7 B T e
//,-.;»‘, ‘/J L F "ﬁ'ﬂ"t"!' i‘; :"z_;/,u_/ AP L :

7.5,
@ LIGHTLY TEXTURE nguc(oNollesfvlzng
ALL WOOL AREAS i
WI!TH STIPPLER :

No.8070

DALL |
SHEEP
DOUBLE BEVEL

IN ERR CUT WITH
F890 (SEE ABOVE)

¥

COLOR f
~ | REPRODUCTION
| ON PAGE 58

A re

AS ABOVE, BEFORE
MODELING CURL
LINES

[ BigHoRN RAMS |

During mating season, the rams challenge each other by first rearing
on their hind legs then charging head-on with closing speeds up to 45 SEE TRACING
- _m.p.h. The erack of horns can be heard a mile away. They charge  PATTERN FOR ,

~many times until one concedes. Thick facial hides and porous double - ;,f""”’“-’ TED FEET —5
layered skulls cushion the blows. ' ik ol e L

bl 93



GROOVES
IN ANTLERS
ARE FORMED
BY BLoOD
VESSELS OF
THE VELVET
(SEE BELOW
AND TEXT ON
PAGE 21 ).

A large bull
will weigh
up to 1000 |
Ibs. or
more. They
are distin-
guished by
a heavy
mane and
have a short
tail.

USE STIPPLER
TO SIMULATE
THE VELVET

ANTLERS IN "VELVET "

Antlers (unlike horns) are shed

every year during winter. They are
re-grown each year and attain full
growth by late summer. They
increase in size each year until the
animal is mature.

o4

L (WAPITI)

,cn\mgkézhﬁgg-s?‘

Tines on antlersare not
all alike on each animal.

peldiee BHHEd — &
1

MODEL anss oF
ANTLERS WITH.
DEEP GROOVES,
AND SIMULATE
HORNY PROTUBER-
ANCES WITH
STYLUS END

larges

yngulate in the -
‘world. Long legs,
short tail & neck.

B

'FOR COLOR Full grown can
REPRODUCTIONS weigh 1500 Ibs.
SEE "PICTARIAL THEVBELL"/S A SKIN AND ~ OF mOre.

SYCARVING FINESSE".
MOOSE : PAGE 37.
ELK:....PAGE 1.

HAIR APPENDAGE , BEING
AT ITS LONGEST ON THREE
OR FOUR YR. OLD BULLS

MATURE.
BULLS

HAVE NO
ANTLERS)
A SMALLER

Moose are strong swimmers.
Can stay submerged for 3 or
4 minutes.
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NTELOPE and DEER COMPARE ANTLERS

WITH MULE DEER
The pronghorn antelope is not related to -
the antelope or deer family. It is unique '

ON PAGE 21
BROW TINES ~
ARE LONGER 1

in that it has horns, yet sheds them annu-

ally. It trots, gallops, and runs like a

horse, attaining 60 m.p.h. It is cloven-

hoofed but has no dewclaws.

There are many species of deer. Some inter-
breed producing hybrid strains. The key deer
of Florida and whitetail have similar shaped
antlers. The blacktail, coast, and mule deer’s
antlers are similar. Colorations vary from one
area to another and with seasonal changes.
Research your subject for authentic represen-
tation.

When alarmed, the whitetail will trot,
gallop, or run, throwing his tail up show-
ing the white underneath and rump. The
mule deer will trot or “bounce” with
springing action of all four legs. He does RUBBING
not throw his tail up. OFF THE

RUNNING
WHITETAIL

ALL DEER
HAVE DEWCLAWS

MULE DEER
" BOUNCING"

DOE

DOES DO NOT
HAVE ANTLERS

NORMAL ERECTED

RUMP of the PRONGHORN The horns are hollow sheaths
that grow over a blade-like
bony core. They shed after
rutting season, while new

Stiff rump hairs are control-

led by muscular discs. When A X . ‘
WHITETAIL MULE BLACKTAIL

alerted, the hairs are erected

t iwhrn of. dangor: Prony: ?0"!8 have alrgadv be!flunt_tft; TAILS and MARKINGS of THREE DEER
Lo SRS orm; m rane

horns have very insignificant hairs'Nao vef\mt RS ONETS 300 /b. 400 Ib, 200 /b,

tails. g : COMPARABLE WEIGHTS FOR MATURE DEER

95



MUSK OX and CARI

The musk ox is a hardy animal inhabiting areas from the last stands
of timber to the polar seas, the tundra of Canada to northern Green-
land. Its skin is covered with deep wool with an overcoat of long
silky hair to withstand extreme cold. When endangered, they form
a circle around the calves with all heads facing outward. Horns are
not shed. Cow’s horns are not as broad at the base.

Il"“--;55);_714|:|:nslnnsrlal-l}ﬂu:::a - vk.com/kozheraft

The caribou, or North American reindeer, has a most unusual set
of antlers. No two are alike. Large bulls have flattened palms at the
ends. Study the examples on this page.

over the face. . .usually from
one side only. It can be from
either side. Rare cases have a
brow tine on each side, paral-
leling each other. Palms and
tines can be almost any shape,
off the long, main beams.

- 7
( — VERTICAL PALM
X X G
\ \

\ )/ , The brow tine goes straight out
~

BROW
TINE.

BROW TINE

( REINDEER )

HITCH EIGHT OF 'EM
UP TO SANTA'S
SLEIGH...AND MAKE
A CHRISTMAS CARD

( SEE HARNESS: PRGE 125 )

FRINGE OF
LONGER HAIR

LARGER DEW-
CLAWS AND
HOOVES THAN

DEER \ 7 |
l. 3

Cowg have less iml?ressive, = e — ot 3 ; —
spindly antlers. Bulls shed Caitkia“the I : A% i
. : : ead team, then each succeeding one % .
R/'l'gler;fté:‘ ca‘llrlli:ter' COWS N pbehind it. Use lead team as pattern for others, % -
\ g 9. Alter antlers for easier carving, if necessary. Cut =»

“lines’”” last. For carving complex details, see >
page 12. SEE TRACING

¥

w77 j/l/;' D)} !/ PRSI\ 117777 7757 ) \ )) fmrfﬁ/vfn;osw/sl;
E’ ) U//v/,““—« IN COLOR Z et L/ )))) ')'- fivae 1

o L ////M & PAGE 595 = " )j’, PR

" N 3

FIGURE
AT RIGHT
/S ROUGH-
BEVELED,
COMPLETE
RS AT LEFT
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MOUNTAIN GOAT | s

S e

This page is presented to illustrate a variety
_hairing techniques. Review pages 14 a
You'll notice several combinations of

‘ VICuNA |

T;XTURE No 21

in clumps (as on neck
above). “Walk” F902in
.\ cuts as on remainder of
~ clumps above. Now use
- hair blade over complete
animal, followinggrowth
direction. Lightly stipple
woolly hairs with 8070,
as at left. Complete with
fine knife cuts. Texture
No. 24. 7

THE LLAMA, ALPACA, VICUNA ... ARE RELATED T0 THE CAMEL . :
NONE OF THESE ANIMALS HAVE DEWCLRWS, 97 '




[%HLMEEEIHHKH - vk.com/kozhe
P/IGS and other MAMMALS > *“;\\\‘b"‘\i"' i

Here a wide variety of textures and hairing techniques are employed.

Where coarse hair is desired, as with the wild boar, javelina, and

sloth, extra individual cutting with the swivel knife is required.
NOTE THE

Study the examples.
' - ' [ DoMESTIC PIG)
STEEP

ANGLE OF

DEWCLAWS RN
ON PIGS COMPLETE ALL.”

ADPING THE
SPARCE HAIRS

‘ WILD BOAR s

— TEXTURE No. 17 —7

Q@) cur§ LisHTLY
. BEVEL THE

ON FRONT LEG

THE JAVELINA HAS ONLY ONE
DEWCLAW ON HIND S

5

MODIFIED TEXTURE No. 12.
CUT AND “KEEL*SCALES...
 ( TEXTURE No.2, PRGE 126)
~ BEFORE UNDERCUTTING -

ALWAYS BEVEL
CONFORMATION
ADDING THE

 NOTE DIRECTION O)

~ ADDITIONAL CUTS FOR COARSE HAIR

5;.:LA ws . = —
ON BACK FEETwwd ON-ERONT

— g s



NOTICE.
| SHORT CUTS
'OF LARGE  _.

as hands. They often
their food before eating it

TEETH. NOTE: MOST
HAVE PLACEMENT AND
ETH AS SHOWN AT RIGHT =7




 — vk.com/kozhecraft

All of the animals on this page have One thing in com-

mon: All are haired with blade 8021-M, with added
These figures are undyed to show conforma-
airmg details. Colors can be interchanged on
, the kaibab and ﬂymgsqulrrel

. ‘Squirrels can be changed’ into
) by altering the tai %

SMALL MAMMALS

LEA ?’HER)‘ wwcss BATS

EA&S ﬁNp T,q;;,_

; MQTS, WWD CHUCKSS,
ROUNDHOGS ARE

T

= z THIRTEEN ~LINED
7 I CHIPMUNK \ I FRANKL/N GROUND SQUIRREL GROUND SQU[RREL




: : Cyuanyk KoxesHnka -
The unusual animals on "this page are shown to increas
your leathercraft skills, and knowledge. The platypus lay
eggs in a burrow. The young lap milk from the moth
belly that is secreted through glands. The spiny anteate
lays one egg that is immediately placed in a tempora
belly pouch for incubation, and raising of the young,

POISoNOUS
e S PR

WEBBED — 7
WITH CLAW S

EXTENDS —7 o
YOND 7DES
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BABY AN/MALS On these two pages, we present as many young animals as space
permits. As with human babies, you’ll notice many animal babies
also have larger heads and a greater distance from eyes to top of
head. With most animals, the young do not have the same color-
markings as adults. You should be aware of this when coloring

your animals. Research as many pictures and books as possible to
authenticate your work, : A

AFRICAN LION
CUBS

The young cougar cub at right
could also be dyed to repre-
sent a leopard, panther, tiger,
or lion, as at left. Other bab

animals can be interchange
this way, as with the

species, deer species, etc.

Al Y

AFRICAN W ILD
_ | poa Pup
e

T e

EOLF\R BEAR CUB |

CROCOD/ILES
GENTLY
CARRY THEIR
YOUNG TO
THE WATER

| BLACK BEAR CUB

VESS
THESE ANTEATERS WALK ON THE KNUCKLES OF
THEIR FRONT FEET, WHICH HAVE ONLY Two CLAWS.

102
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LAMB DomMESTIC

Most all fe-
lines and ca-
nines trans-

port their
young as
shown here, i

when desiring.,
to relocate
them.

HEREFORD '
; CALF"?

RACCOONS | £

103

PRAIRIE
DOG PUP

| ORANGUTAN |
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| / 7he RHINOCEROS |

. There are five species of rhinoceroses: White, Black, |
“Sumatran. The Indian, Javan and Sumatran are il
- The Sumatran has a 2nd horn that is a mere bum
‘Black rhinos are misnamed as they are both
~-species have a fringe of hair on the edges of their
' tails, The bodies are hairless with heavy skin S
/. Although eyesight is relatively poor, hearing and !
to 3 ton rhino can run 30 m.p.h. an 1 QUi
‘has the worst reputation for

i

(113

THE WHITE RHINO
HARS A BROADER
MUZZLE FOR.
GRAZING. THE
BLACK'S MUZZLE,
15 NARROWER , AS
A BROWSER .

The Indian and Java
rhinos have heavy fold
of neck skin that meet
above the shoulder, and
their skin is covered with '
rivet-like bumps, as shown

at left. 7 /

iy

“Bumps’ ARE VARIATIONS OF

TEXTURE No. 4- ... PAGE 129 ’;‘ﬁf”.}ﬁggﬁkgg éf’s“;)




._E‘?cuﬁcnﬁmméaklmmfkuzhcraﬂ
JPPOPOTAMUS | A

A male, adult hippopotamus can be 15 ft. long and weigh as much as
four tons. Most of their foraging is done at night and they must con-
sume hundreds of pounds of grasses. During the heat of the day they
sleep and loll around in the water and mud holes. The canine tusks
are fierce weapons in battle and bulls will sometimes fight for hours
until one concedes or is killed. Hippos, in water, should be portrayed
with the ““wet” look.

HIPPOS HAVE 4 - (N COLOR
?_Izgf;’, FLAT/,' . il i PAGE &3

THREAT
POSTURE

”
r 4
g TRACING -
PATTERN.
, ( ON PAGE 17
2N ’
B3 \(( :i P
e N INDENT MOLAR' .
TEETH WITH POINT
SLEEPING OF MODELING SPOON

RTINS Ly A
= Ll s e Y FR

4 s
)

YAWNING

NOTE THE SKIN g0
FOLDS AROUND
STIPPLE THE THE MOUTH

MUZZLE WITH g -

THE STYLUS

1
HIPPOS HAVE
FOUR TOES



)

AFRICAN ELEP. EY S OREHHHER o “' 7

b/

The African elephant differs in conformation from the Indian
(Asian) elephant. He is much larger, can attain a height of 13
ft. and weigh almost 12 tons. The African’s ears are larger, his
head more sloping, and is sway-backed. Despite his bulk he
can run 20/25 m.p.h. 500 Ibs. of food is required along with |
30 gallons of water per day. The trunk must bring food and
water to his mouth. He can suck in 1% gallons of water at a

time, and often sprays his ears to stay cool. Both males ( bulls) /
and females (cows) have tusks; females” are usually smaller.

SLOPING /- SWAY-BACK

SHARFPEN POINT OF
MODELING SPOON .-
ADD WRINKLES TO
TRUNK AND BODY ‘
AFTER ALL STAMPING.

Iy
W DRINKING

{ OR

\ EATING

7 d

b | COLOR
/ PAGE 59
A

EARS 5 ,/,
CAN SPAN 7
TWENTY %\
FEET AND
BE SIX FEET

TOP T0 BOTTOM

l

£AR
BECOME SPLIT

AND 7TORN A
FROM M
THORNY

BUSHES

AFRICAN
ELEPHANTS

THREAT POSTURE

The trunk performs like an arm, with
hand and fingers. If is sensitive to
temperature and texture. The lips,
on the end of the trunk, can pick a
single berry or leaf at a time.

Elephant society is matriarchal. When
young bulls reach #)uberty about 12,
they are driven off. Cows nurse and
raise the calves. The bull’s only respon-
sibility is continuation of the species.

106




A MAHOUT CLEANING
THE TEETH WITH
A COCONUT HUSK

In Asia, the Indian elephant is - ol ol
used as a beast of burden and for WORK CHORES
ceremonial functions. The female mn

elephant rarely has tusks. Note
the differences in pro-
file and face views from
the African elephant.

( ELEPHANTS ARE

There are thousands of
different ceremonial
trappings.

The Indian elephant has
only one lip on the end
of its trunk. R U
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Most of the apes travel on the ground
on all fours, using the knuckles of the
hands. They are also at home in the
trees, though swinging under the
branches rather than traveling on top
of them, as with the monkeys. The
gibbon, however, can walk on top of
the limbs much like a tight-rope
walker, in perfect balance. As with the
human face, the eye sockets must be
recessed (heavily) with matting.
Review page 34.

REVIEW PAGE 8 FOR

CREATING VARIATIONS

IN THE LENGTH OF. 33
HAIR ENDS ., '\

TEXTURE
Mo 1520

YOUNG .
CHIMPANZEES ™

The gibbon is a natural acro
bat in the trees, an arbore
alist supreme. They walk on =
the ground, on two legs,
with arms held high for
balance. . o

. DOUBLE
BEVEL LIPS

. The orangutan is very slow on

_ground but dexterous in the t
using all limbs with astonishin
& flexibility. The underparts of the
& orang are generally sparcely haired.
& Generally balding in appearance,
older orangutans can show more hair
and bulging cheeks.

THE GIBBO) If
THE SMALLEST,

MOST ﬂekdvp)f
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; iy o Primates are essentially tree

e dwellers, including mammals

347 other than monkeys and ba-
__/'M boons. This page is presented
CHIMPANZEE to increase your knowledge and

HANDS OF PRIMATES ARE better authenticate your cary:
GENERALLY LONGER THAN
THOSE OF APES. THUMBS
ARE SET WELL BACK. mals. Observe the many nota-

tions and hairing techniques.
Complete the figures before
adding the hair.

f e

(/ ‘" To0£s 0F THE GoRILLA PROFILE OF
ARE SHORTER, THE BIG A LANGUR '
TOES SET BACK, SERVE AS A THUMSB. L A

SR

" o TN
: / P58 *r“u"«f

THESE Two |
MONKEYS HAV.

PEANUT

THE BULBOUS NOSE OCCURS ON
MALES ONLY. ON OLD MALES, THE

O U RS X “ay " ]

" =S N, APPENDAGE MAY HANG DOWN o "’”’MMJ‘IW
ass] = t u,’,v/ Y OVER THE CHIN. (s ;
: ? s WooLLY |
MONKEY |
Baboons are a close knit &

society, fierce to attack
intruders. Males have
long canine teeth (Ieft)
To make the “silky”™
cape (hamadryas), stamp

\ﬁ~_ .

The mandrill (below) is a"

s tool l:mpae;snons If'Ors‘e MOST MONKEYS AND short-tailed baboon. The
5 e, e D e APES WAVE A BARE, | sides of his muzzle are
7 " vasz  hair blades over them. caLLousep rump bright blue. Bridge and
2y - a2 Use smaller tools on A4S A PADDING FOR ed. Ob-
4 47 ', 8021-M d|stant fl ures. RES7/NG,'\SLEEP/NG nose rump' are; 1
/ %) 4 9 serve color pictures when
4 vﬁg ¥ )'.i"‘\"( THREATENING S / ‘ . ‘\\\\ dyelng species.

BLADE EDZO—L
\‘.l’ )/’///74

WV

[F)MADRYAS BABOON ] LCHACMA BABOON |




PROTUBERANCES RRE
TERMINATED WITH
LONG HAIRS.

SOME CAMELS
ARE CONTROLLED .
WITH A WOODEN.
KNOB IMPLANTED
IN THE NOSTRIL .

P\ 1)
g
NOSEE LINE,
TO HANDLER

A MATURE
GIRAFFE MAY
STAND 18 ££.T0
20 ft. TALL.

SHORT MANE ENDS.
ON WITHERS , 4

TRACING PATTERNS
GIWE FULL FIGURES
RND COLOR
MARKINGS

CAMELS!
FIRST WITH
THEIR HIND .
LEGS —3 {

WHEN LYING,

[ GALLOPING

/ LEGS ARE
<) . FOLDED
A GIRAFFE il .
CAN RUN
'35 m.p. A.
il e
\. . 4
‘L - \’ "l"'x
2 A\ o NOBLES " FOLDED
; XN ) L M SADDEE N ROLL HOLDS
)‘) ' AL T \& T e

'PROFILE.I

el
¥
',-5) }

SADDLE

-
FRAME

i ‘J
BEFURE CWERING. -oniiesy g [ TRANSPORT ‘
p PADDING SKINS \y '5" ’ S ZRVDLE

ROPE GoES TR\ 4 GRASS. 1
UNDER TAIL oz \ W leg ()

CLOVEN
HOOVES, ..
NO DEWCLAWS

NOTE:
GIRRFFES AND
CAMELS PACE
WHEN WALKING.

CAMEL'S FOOT

BROAD, PADDED, '
CLOVEN HOOF. / o

NO DEWCLAWS.

L 4 SEE PAGE 15
‘ TWO-HUMP ” \‘6/& > z {—?— Wik z
7 LN . i (ONE-HUMP (v uw -
CAMEL B8~ i 1}/ My CAMEL % " smick
T R 1 P i =38 - TIE UNDER
A %8 x - BELLY

~ “ASIA \
- (SUMMER
. HARY
[ 7}
SOMET/MES
CAMELS LIE DOWN ROPE 15 TIED

110 THE TWO-HUMP GROWS LONG HRIR IN WINTER FOR LOADING § MOUNTING TO LOWER JAW.
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This page is presented for your awareness as to the differences in many o
the aquatic mammals. Though similar in appearance, many are of adifferen
species. Example: Many seals do not have external ears, whereas >
do. Also, seals cannot move their hind flippers forward, but sea li
enabling them to “walk’’ on land. These are the animals you see ir
acts, etc.

c8uLL)

ELEPHANT
SEAL

TEXTURE
No. 14-

! WALRUS i

| SEE “"PICTORIAL CARVING
FINESSE " FOR DYEIN.
WATER SCENES .

The otter is_s' own swim-
ming on_his back. Sea
otters bring a stone up,

and lay on their chest for  race uwoerRWATER it D il
cracking shellfish (above). PARTS OF FIGURE... . = e & TEXTURE
Sea otters show more A¥2 DYE Wi SrUMUSKRAT | ORTE
hisk h Yo i OTTER COLORS. WP : A T < i
whiskers than the river .- wa7zr ¥ S 2z

otter. COLORS OVER
THESE ARERA.

HAIRLESS
TAILS

LIGHTLY CUT
WITH KNIFE .

Porpoises and whales have hori- W .

zontal type tail fins. Since they = - -

are mammals, no scales are Otters have webbed feet,

depicted. ’ making them excellent swim-
BALEEN (FOOD STRAINERS) FBLUE WH'ALE_]& mers

BUOWHOUE . s e i

” i) 1 ! NOTE HEAVILY ROUNDED
— . it s . EDGES OF WHALE, PORFPOISE
— Sl il G ey SEAL,ETC. ROUND WITH
‘ / / I ) THE MODELING SPOON,

LIGHT CUTS




HE - vk, rqj" craft
FISHES The difggn]?:]g %lgisk{s%eclesﬂ s Saried': a}s{ti?o';s.e ) m]z:l[n'?nz'na]ils, ete, [MAKING F(SHSCEEER
They do not all have the same number or placement of fins. The lateral /)) > )2} ‘Y

line is usually evident on most species. . .this connects to sensory nerves, aiding the fish to f A
detect vibrations in the water. Scales vary in size and shape and some fishes have no scales, 247 yece
as with the paddlefish and swordfish. Teeth are just as varied. . .as with the fierce canines

of the wolf eel and barracuda. Observe the species you wish to carve to familiarize yourself ANOTE

with its characteristics. Fishes, generally, are not difficult to carve and stamp. Study the T,,OLg"g,‘jE;;g'g o :
suggestions presented on these pages. lllustrations below identify parts of a fish. Note ROWS OF scm.i:s‘ya v
different positions and shapes of fins. ‘ g | L

1s# DORSAL FIN Follow stamping procedures below. > )) 9}} 533
A ak N 2nd DORSAL FIN When scales are prominant, apply )))))) :
NOSTRILS .. \ f’/ x \ as suggested, using appropriate sized p y ¥ '

"d"/ A0y é tools.

STRIPED
BASS

LA s L TEXTURE No.13 |

WMAA TRACE LATERAL |
/ > LINE
CHEEK : LIGHTLY cuT il WA 550 :
GILL COVER I\ EHEES il '
PECTORAL FINS VENTRAL g TAIL r
FINS scnms:% &g o e
urs
STRIPED ’27,35’““ Ny 1 ,‘ '.,}: END HERE
BASS %‘ W i 1 . N 3 e \\
i 7> J T\ e e
s i 2 it g, O\ ) sewe /\\/9””’”’ FRON TBIE = o
s ‘Q\’o A XN EE i riry é' CUT DESIGN BEVEL ¢ “' CUTS " TO HEAD, BEGIN I3+ Row
, bl STy SPINES /

ALONG LATERAL LINE.
\ NOTE TOOL PLACEMENT

VENTRAL

oFRsuccssvaG
FINS % © Rows,
SINGLE % V406 RoLHL -
curs i ie % .
Ay  SAATI |
o TINGA
‘\;‘ 85 i i o i BEVEL \\/ COMPLETE HLL"
: LR SRS &5 \
o : SCALING BELO
‘L-uL)a‘ it K A ' ROUND EDGES, gRoUNn LATERAL LINE‘X,
\j , BEGIN SCRLING 7HIS FIN --. THEN COMPLETE

SCALES ABOVE

Small scales can be stamped with a veiner. Begin 700L IMPRESSIONS THE LINE . )
at head. Use corners of tool at fish outlines, ONHEAD

stamp impressions close together.
8020 -L 8021-m

# o -P) "D : 5

5 \ FOR "SOFT“ FiNe
: COMPLETE s é RE-ESTABLISH LATERAL LINE , &

As fish become smaller, scales can be simulated SCALING; . il ST T M?ﬁf:aoé :

with hair blades (above) same as texture No. 3, NS, sl
page 129. Generally, scales would not be visible
on small portrayals.

BEVEL ; MATv :
BACKGROUND.
DYE AS BELOW

SMALLER TQOLS CAN BE

EVEL AND MAT

LIGHT cUT USED AS SCALES FADE OUT
FOR FISHING ON THE HEAD, O 0
LINE. A ‘ -7
LARGEMOUTH S
.~ BRSS B

NOTE :

You can begin stamping from
& . either head or tail, which ever TACREAS 2 BES
ake water gives you the best view of tool Sk oA
for stamping.



This page offers a wide variety of species to aid your carving when specnfu: ﬂects i i
are desired. A whole volume could be devoted to all of the fishes. |

examples here will be helpful. You should obtain

any given species to acquaint you with all of the featur

! shark (right) all sharks do no 1ave the same shape or place

\g,‘:\%\ .5“‘ IJ i

REMORAS ATTACH TO LARGE FISH
FOR FREE R/DES 70 FEEDI/VG ﬁﬁEﬂ

- TINY KNIFE CUTS
AFTER BACKGROUMD,
MATTING

TEXTURE SKIN
WITH sTYLUS

FLOUNDERS HAVE BOTH
ON SAME SIDE OF BODY.

; " L sref.ss . O
MAKE TINY CUTS. < A WO dyfgfﬁ@ﬂ e

FOR HAIR-LIKE LEGS g
j : ) BHI.L POINT STYLUSNo. 59
S AR el L CRAB_, AND END oF MviEL//vgsrrLus

-

7 s
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THE
FEATHE

. WRIST TOPOGRAPHY
COVERTS -~ SECONDARY B’RDS OF A BIRD
COVERTS VANES NOTE:

Before we begin carving
birds, there are a few areas
of importance that should
first be established in your
mind. The major parts of
birds are shown on this

Ji’? ;, ""b
AR

A specific bird is not
shown here, as | wish
to point out areas
such as: eye line, eye
stripe, chin, etc.,
which will aid you in
identifying birds and

SECONDARIES PRIMARIES PR _SHOULDER ®  knowing where to
EAR PATCH 2 apply colors properly
THE WING FE&THERS] Forenean_ EYE % ::tﬂ;rial. descriptive
UPPER m
MANDIBLE

The feathers of different bird species vary to the
extremes. However, the basic composition and
structure of most flying birds is very much the

y TAIL
EYE

same, One of the main things | wish you to observe MANDIBLE RING CRVERrS
is the way the feathers overlap each other, especially
on the wings (top & bottom views). This becomes ‘Mf“rs,w
important if beveling is required of individual
feathers on large portrayals. And, it becomes
important in the coloring, especially on “wing bars”.
mM UPPER
OBSERVE: The feathers of the primaries, second- ve srpe A P T

aries, and secondary coverts, all overlap each other
from the body. . .outwards! The covert feathers
(front part of wing) overlap each other from the
wrist. . .toward the body! This is important when
dyeing the upper wing bar (example: lower right
of page). Notice the direction of the cuts (indicating
overlapping of feathers) on the UPPER wing bar,
and the LOWER wing bar. Study the illustrations

CROWN
R

CHIN
EYE
LINE

below and notice the overlapping of the wing THROAT The sequence at left &
feathers on the underside. . .and outside views. WRIST —> below is to illustrate
UPPER 3 where the colors of the

E”Ne. BARS | o< wing bars, etc., appear

LOWER —= from spread, to folded

- i W wing. This may aid
' Mﬁg?'f;t;' e \5 your interpretation if

APPLICREE / ® 3 your pattern has a
DARK . ‘ bird with spread wings

LARGE FEATHERS MARKKING S ) & you wish them folded.

SHOULD BE INDIvID
UALLY CcUT AND
BEVELED. NOTIC
HOW BEVELING
CHANGES ON 3
FEATHERS oM

UNDERSIDE ...
AND OUTSIDE

SHOULDER )_-\r/
Ry

wing begins
to fold, note

coio g how primaries
e fold under
sccent. e the‘second-
aries and

HOW WRIST second-

FOLDS AGAINST ary cov

SHOULDER, UNDER

THE SCAPULA
FEATHERS &

SHOULDER

FEATHERS

BECOME UPPER
SMALLER [ | EUING BA SECDNDRRY
TOWARDS | LoWER
.ég.gpws 3
E OF . .
WINGS With wing folded, note how the secondary

AXILLAR
FEATHERS

Bevel-mat inside wing
_ (arrow). This is akin
2 Sl to your arm pit.
114

feathers (on

Scapular
back) overlap the wing
feathers.

and primary feathers are stacked. Only the
edges of primary and secondary feathers
show, revealing a bit of the white and
dark markings.
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{caroLina wren | | B/RDS

COLOR DESCRIPTION :

Other than wings and tail feathers, most small birds do not have distinctive

enough head and body feathers to represent them individually. As a rule, the BROAD WHITE Bk stRe e

individual tail and wing feathers are lightly cut. The wing feather groups WHITE CHIN § THROAT. STRERKED

(primaries, secondaries, coverts) are then lightly beveled or modeled around EAR PATCH. RUFOUS BACK; HEAD.
o BUFF BELLY, SMALL WHITE

(step B). Then, after beveling and matting around the outside, the bird is
colored according to its species. The coloring will suggest some of the individ-
ual head and body feathers. Study the examples below.

WING BARS. BARRED TAIL
S WINGS . BARRED WHITE J
UNDER TAIL COVERTS. ¢

BEVEL AROUND WING .
MODEL FEATHER GROUPS
AND BODY CONFORMATION.

SCAPULARS

@ CUT THE DESIGN.
SEE PAGE 28 FOR
CUTTING THE EYES.

'f'{ 3
/| RouND BODY -
EDGES. MODEL l %gfe‘gf’ l \W
NS 3
PULL HAIR BLADE N
OVER WING AND
TAIL FEATHERS .

—

\AA /

/ g -
7 MODEL EDGES
— ! OF FEATHER
SEE G REMEMBER  \ % GROUPS.
e ""/ : BEveL A '/((%‘ ADD L :
. EV, T \ Y ITIONA
CUTING w BACK TOES . .. ;Q’( BEVELING rEATHERSY
BEAKS. R.B, M3 s (] IN FACE. ATAIR BLADE

WING §

Some birds will show more pro- 8&V&L 70 S£7
nounced individual head and s’;fscfr;c;ep
body feathers, as with the owl Wi
& eagle below. These can be "%°°
lightly cut and/or lightly
stamped with the appropriate
shaped tool. When birds are
presented larger, most all of
these feathers can be cut with
the knife.

For birds not shown in this = =
book, make patterns from books [sporrep owe |

READY FOR COLORING

. « FoLLOW STEPS
or magazines. To duplicate the CA)AND (B) AS USE DUEE 000 ;‘;afm

colors, match hues with the WITH WREN BACK ¢ BELLY. BEEIN
color chart, page 31, of Pic- sever Firrny WITH LOWER FEATHERS.
torial Carving Finesse. Brighter 70 SfPERATE &
colors can be had with Cova 7L, X

(acrylic) dyes. _’_‘;;.s

FOLLOW THE
GENERAL

YSE POINTED

TJooL To
— ACCENT LEG
y 7 ; AND COVERT
SMOOTH- MAT THE BEVEL- ; 7 FEATHERS .
ING OF LEGS, WING, AND

-
TAIL FEATHERS. /f\-:f] 1/1/’\
o |

DIRECTION OF

FEATHER
CUTS. A U848 ‘
, & USE MULEFOOT TOOL T0
——— R [ -
When larger feathers — " e/ iy fssisTMWNTH FEGTHERS 7 ik £
are displayed, the - BACKu IEOB B e Wit sty
rachis can be stamped HAIR BLADE. i A
with F121 (below). ,,Z:f, RLRIN 2 R 7
){‘, " eUT AND BEVEL OR S NG 3 e Y
TP / — Las¥” " MODEL ALL FEATHER i X : s ] ¢y B :
w7 BEFORE STAMPING < A . A | ERGLE
F B T (97 o T HE RACHIS G Sl ol
: s s
USE TO
-y SIMULATE
7% © RACHIS ON

- SMALL FEATHERS.

‘ IN COLOR
PAGE 68

ACCENT
BEFDRE RACHIS,

TH
4 BI94- FEET
OR ... HAIR BLADE
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ka - vk.comtkozhe
2 i 2 A RADESCENY

_ COLORING
PAGE 70

IN COLOR... E}'H.ﬂylt KoxesHn

COVER, AND TO0 STAMP BLURRED
PAGE 71. WING MOVEMENTS ...
5 FOLLOW STEPS AT RIGHT.

SEE TRACING PATTERN FOR

E AREAS To CUT.
BEVEL, MAT,(R)
—  AROUND IWINGS.
. “WALK" AS8 IN~

‘WARD,AS IN (B).

CROSS~SCRATCH
" LINES W/TH THE ™
PDINT OF MODEL=- " ..
NG SPOON, ().
COMPLETE BODY AND
BEGINNING OF WING
FEARTHERS WITH MUL
FOOT T0DL, AS SHOWN.

BEVEL § SHADE

: \ INSIDE WING
.. FAND DOUBLE
P BEVEL BE-

FORE Com ¥~
DOUBLE BEVEL LETING THE
INSIDE WING
k) 4 WHERE WING
RN JOINS BODY. FERTHERS .
MODELER

- Nat] L . - 7. % '
A ."/{;“ v <l : ' K* | & ”uam SCRATCHES.
}mmy}&ﬁﬁ'ﬂmﬁ S e TUMBRELLbe\RDJ

BIRDS WITH HAIR-LIKE FEATHERS 5

“«—— HAIR BLADE —>

Many birds have hair-like feathers all over, = 7/ il
or partially as with the rooster, egret, and 7 3
umbrella bird. Use the same procedures for : TEXTURE ——

other birds of like adornment. Always bevel BEVEL

& shape conformation of birds before et AND SHADE
adding feathers. '/ BIRDS BE-

2 f’e/é’ FDRE ADDING
MANY SMALL BIRDS 7HE FFATHERS .

ALS0 HAVE HAIR~
LIKE APPEARING
FEATHERS, AS
W/ITH THE

BEE-EATER

7/
BEE-EATE !
| (evrorEd = ROOST

SHORT BLADE ﬁLV {
STROKES \

n,p‘l"_l';,’ / 4;

EMU ol - 1’&

”

BEVEL SEPERARTION NOTE DIRECTION OF “HAIR"

BARE

AT BACK / FROM CENTER OF BACK . NECK 3
juddaniee, HERE —
5 g, g ; / EMPEROR
ol 0 £ PENGUIN
Ton ~ L iyl =

‘ :".;;:’
e
y, ”/,/J

Y s

s
/
/
/
/)
g/

N

/
////// (/: . ,///a%w

2y il s
/ 8020-L 1; P72
DEFINE AFTER “HAIRING | MAKE Wity EMU AND L/ ‘
OUTLINES ADDITIONARL CUTS NEAR K]W}, USE LONG = CUT THE %
WiITH ENDS OF FEATHERS. STROKES OF BLADE gg;se_;&gﬂ
POINTED 70 PROPERLY PEPICT STAMPING
BEVELER MODEL THE > THESE BIRDS. COM- /
LEGS AND As LA BINE BOTH BLADES, - NOSTRIL S
\_\‘ “:\ﬁ — TOES —“\) e : S
e R T THE UPPER

116
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HOUSE SPARROW

water, vigorously fluffing their

feathers, dunking and shaking Most (not all) land birds'
thait. haads and’ ‘taile: Feathors the water. Water drops, splashes, made

should be portrayed loosely, as

shown above.

ASSOCIATION with WATER

SONG THRUSH

Many birds spend all of their lives on or
near the water. Many are adapted to
swimming and walking underwater. When
using pictures from books, etc., for your
patterns, research the bird (if possible)
to learn all you can of its habits and
- characteristics, as well as coloring. The
flank feathers of most water birds (as
loon and teal below) will overlap the
leading edge of wings, when sitting in

mouthful of water, then raise
their heads to allow the water
to run down the throat.

with glue. “Wet” the water areas. .
see page 50.

77 -

Lcommout.oon:}

7

FEATHERS

o ‘paus.LE BEV LI

MALLARD DUCK
LANDING

MALLARD DUCKS
FEEDING

s =l

LOON FISHING, WITH
EYES JUST UNDER THE
SURFACE OF THE WATER

RED-NECKED
GREBE

BOTH MALE AND
FEMALE FERRY:
THE YOUNG ,(‘-/r"’ - Shor-
oUT... e
ABOUT..AS -

. DOUBLE BEVEL

COLORING
BIRDS...
PAGE 68

'M\,-\\\
NOTICE LEGS AND Jm‘\\ -
HEAD FORWARD,

AND BREAKING The pelican above is in a

e O power dive, his common
(ABoVE). fishing technique. As he
» e ~ hits the water (l;elow&
MALLARD DUCKS TAKE- the wings are folde
OFF WITH A SUDDEN, : :
STRONG UPWARD LEAP ./ back in streamlined po-
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EXOT/IC PLUMAG The crested heads below are shown in “display””
position. See how to color birds on pages 68

It would take a whole book to illustrate the many types of and 69. St I R s
plumage. | have chosen some of the more difficult hoping it { ROYAL FLYCATCHER
will aid you when carving similar types. The “lacy’ feathers
(lyrebird) are cut individually, one at a time. Notice how the
side cuts overlap each other. By cutting one feather at a time,
it will be less confusing. Coloring these feathers requires patience,
a steady hand, and a very fine brush. Remove all of the hairs,
but a few from an old brush if you do not have one small enough.
Practice on scrap leather first. Cova (acrylic) dyes are recom-
mended for these individual “hairs” of the lacy feathers, as they
will not “bleed” into surrounding areas. Study this page very

-

Left side is cut, right  Hair blade
sy P is beveled; matted. ~ Color (righ
supEre W\ 1® Trace and cut design as shown. V‘CT"R%%NED PIDGEO

£77777S LYREBIRD Notice the cut areas. DO NOT cut <</ ‘ 3
the body of the bird! 7 a7

STUDY THE (& r, £

TRACING 24 <8, -

PATTERN BELOW: 2T

cur TP Bevel and mat around

\ tail feathers. Bevel tip

~2Jjof wing. DO NOT

bevel bird!

‘ RULL HAIR BLADE ) : .
Left side shown cut. Make fine, |

2087-M ALONG : €
LENGTH OF TAIL Right side beveled; complete
ON OPPOSITE SIDE matted. b

OF WING

MAKE CUTS RS

 SULPHU
. CoCK

POSITION OF RACHIS . } . g . il
OF THE LACY FEATHERS. s S POSITION ; £
TRACE ONLY, ; J 31

Cockatoo shown in normal and
display position. Use hair blade
on top feathers.

MAKE SMALL
KKIFE CUTS
AS SHOWN.,

( PEACOCK TAIL COVERTS
SEE IRIDESCENT COLORING
. ON PAGE 7/

NOTE: cuT ALL RACHIS
FIRST (1). CUT THE
VANES (2) NEXT,
BEGINNING ON THE
FAR SIDE OF BIRD.
COMPLETE CUT-

TING ONE , BEFORE ]’% DPYE CUTS

CUTTING THE NEXT. WHITE, IN

SAME DIR-
/
géﬁuﬁé/{gg S / 7 1IN Ecrion curs

RACHIS vANEs = WERE MADE.

BEGIN WITH THIS
FEATHER
R

A-CUT SIDES OF COVERTS ALSOQ DYE SHRDOWS FOR RACHIS

2 ﬁﬁf%%‘%’%ﬁé’?ﬁis, Now dye the tail feathers, bird, back-

C-LINE" COVERTS, NOTE ground, and the shadows. Dye bird @

SPECIAL DIRECTION. prominently, especially around out-

D - CUT RACHIS § VANES, lines of head, body, and legs. Be sure
SHORT-cUT coveRT Tors. to dye shadows as illustrated above.

E ~COLOR THE“EYES"AND

FEATHERS. SEE PAGE

7] FOR COLORING . SEE COLOR REPRODUCTION Moisten leather lightly and cut all rachis lines

OF LYREBIRD ON PAGE 68 (see note above). Complete cutting feathers,

. then dye them as suggested, above. Use care in
118 cutting and dyeing!




Cynnyk Koxesunka - vk.com/,
[ BABY BIRDS | The outlinés of young chicks are made with
7 "short cuts (below). Bevel and mat outlines. Com-
: plete down effects with tool No. 8070 and
- “ticks” of knife blade. e A

BALD HEADED BIRDS }

Model folds and After modeling head, use

S wrinkles of head. hair blade as shown. Cut
| Cut, bevel heavy folds Cut neck ruffle as neck ruffle similar to Calif.

on head and neck. Model With animal hair. condor.

A BasAlL “ SOFT"“ APPEARING FEATHERS
| fle like h , b,

LIGHTLY CUT AND
MODEL FEATHERS
AFTER ALL BEV-

ELING AND' % PR A
MATHESS ~ # | Cut, bevel heavy folds : 7 W
218> S 4) | of head & neck. Cut & | "\ A i
FEATHERLESS,

- 2 model caruncle. Cut d 4 F I~ unsehll P
EAGLET neck ruffle. ; , wr SO

BEGIN FACE UNDERCUT AND MAT BEHIND FEATHERS.
FEATHERS, CONTINUE WITH SUCCEEDING ROWS,

After beveling, model PuII; hair blade over
individual feathers of  feathers. Accent ends
breast, as above. with knife cuts.

| UNDERCUTTING FEATHERS |

_ Undercutting feathers (eagle at left) is handled
,@;4 = exactly as (Texture No. 10) on page 129. Fo‘"":_,

== low steps at left. Begin undercutting in step (B)

- \* Note how feathers stand out sharply on
)

%’ff@r ,\\‘\\\\S\“ @f/// pleted head (D). =~
; HAIR BLADE 8021~M
7% USE TOOLS SHOWN i ya

ON TAIL FEATHERS,

= i L
CUT EXTRA FEATHERS FOR
LAST ROW. MODEL EYES, BEAK,
ADD FACE CUTS, AND RACHIS CUTS.

. DOUBLE
BEVEL

~ Trace, cut and bevel the figure
Begin cutting feathers at neck
(section A). Use slight under-
‘ cutting, from top to bottom
' of each section, and from heac
‘The ends of the head towards tail. After all under- =
feathers were undercut  cutting, join cuts (B)-(C) from
exactly as the armadil- edEge of feather. . ./nwards.
I102)Iizard (texture No. KEEP BLADE SHARP! SR s B I
. : 5 o o : 119
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ENGLISH RIDING i

Correct method of holding the reins
for “saddle seat”, thumbs up. Notice
On these pages we offer examples of Placement of curb and snaffle r
English riding equipment, and its S
proper usage in the show ring. Observe : : :
the positions of the hands and the
attachments of the headstall and reins.
The stirrup leathers are a single,
buckled strap that loops over a safety
spring bar on the tree (saddle form).
The leathers will pull free if a rider’s
foot is hung in the stirrup and the
rider falls from his horse. When not
in use, the stirrups are slid up the
leathers as shown on the saddle
below. Proper clothing is also impor-
tant for English riding events.

SNAFFLE REINS
ARE USUALLY /8"
~ WIDER THAN THE

" CURB REINS.

“ CURB REINS
.~ ARE SEWN T0-
- GETHER /N THE

, =i ~ CENTER.
BRIDLING THE HORSE - 5,;"’;};’;‘-5 A& S
EQL £ TO SHOW -
SesSsmy | ElGe
= POMMEL = S5

STRAIGHT = _ N\
RAIGHT . : \

CHAIN ~

N P
0 s7rRAP

- STIRRUP

LEARTHER

[SsTIRRUP IRON | [WEYMOUTH BIT |

BITS: Attach headstalls and reins as
shown. See position of curb chain
on horse above. The lip strap is
used to prevent horse from playing
with the bit, with his mouth.

LOO

[PELHAM BIT |

SNAFFLE B/T /5 NOT
USED WITH PELHAM

SE JOINT

ENDS OF
HEADSTALLS
AND REINS
ARE MADE
AS SHOWN
-

: = USE SNAFFLE BIT-ONLY.
, j\““"‘w «_J;UMP‘NG’ THUMBS TOWARD INSIDE /

| SNAFFLE BIT |
N

(K) o T—

ENGLISH
BOOT §
SPUR




* WEBBING
* ELASTIC
* LEATHER.

GIRTH IS BUCKLED
70 STRAPS, GUARD
SL/IPS DOWN OVER
BUCKLES. THERE
ARE MANY TYPES
OF GIRTHS. THE
SADDLE TREE
SLIPS INTO THE
POCKET POINTS .

HARNESS RACING - PAC/NG |—
) 2 = e

ATy
¥ i

RACING "D” BIT ’

o Bl 1 .:“',‘,,4“'
Bl AL

RACING
SADDLE




T} k| Hekeampecaer lnae:
WESTERN RID rsoNES M ed

manner. With thi

There are so many variances in western
saddles and gear that it is impossible to
show them all. We offer some of the
most important aspects, mainly to
acquaint you with the proper useage of
equipment and its functions. The west-
ern show ring has stipulated rules,
though they are often in conflict with
the practices of the working cowboy. If
you are uncertain of saddle or gear con-
struction and require details, photos in
magazines and saddle catalogs are good
sources for patterns. Do not always
rely on artist’s conceptions, as some
may not be properly portrayed. You
may then, unknowingly, be copying
another’s mistakes, Observe the many

P 7
NspPLIT R A
EACH ABOUT 77

LONG. CAN BE ™
ANY WIDTH. REINS CAN =
‘HANG DOWN ON EITHER SIDE
OF HORSE (USUALLY ON THE

) Shom. 1s in normal position. As rein is pulled (B) the
curb tightens, pinching jaw. From prevoius training, this teaches.
throw his head up to elude the pressure. This extreme pressure ma
force his mouth open. A horse never opens his mouth (under saddle
nless he is yawning, going to bite, or is forced open with a bit!
‘ou see many erroneous pictures of running horses, mouth open,

orse to stop. Strong pull on the reins (C) makes the horse tend to =

with a loose rein!
- _—

- | TURNING THE HORSE |

. The western horse has
- been taught to “neck”
rein. The hand holding
the reins, simply moves
in the direction the rider
- wishes the horse to turn.
- Pressure against the neck
. (of rein) signals the move.
' This permits the right
~ hand freedom for roping,
- etc.

\BITS | A few styles of bits are

d P | shown below. Curbs can be of
L S = | leather, or chain.

NOTE VARIETY OF BUCKES § SCEWS USED TO ATTACH HEAPSTALLS TO 8/Ts.

l STIRRUPS I

‘EAV
OXBOW LR
ROUND TREAD

SCREW

TAPADERDS
BoOLT AND T/IE
TP STIRRUFS

BRAIDED
(RAWH IDE

"eRAZING" BITS
ARE S0 CALLED
BECAUSE OF

MORE LEVERAGE,

SHORT CHEEK WITH HIGH PORT  "SPADE" BIT, USUALLY :
PIECES. € LONG CHEEKS.  SILVER DECORATED.  “HACKAMORE' BIT. WERAR- LEATHER
CAN BE SEVERE . NO MOUTH PIECE . IN TREAD

122



3~ arbe.com,
. LEATHER OR
. RAWHIDE
¢ "BURNER!

¥

21 j;'RoPE COILS ARE PLACED
S~ N HAND OVER REINS.
N CO/IS WILL PEEL

There are % ““b\k OFF WITHOUT
5 WY INTERFERING

many types |

X \ - WITH CONTROL
%:l . l'a'g?::é"‘» g OF MORSE .
| OBSERVE

rope is made
from fibers of %
the sisal plant.
Lariats are also 1
made of braided raw- @ * 7/
3 j T hide, rubbed with tal- =, *//
) I O I low, to keep them pli-
NG CHAPS are made of heavy | able. Modern ropes are
cowhide. Rings are fastened inside the | made of nylon, are very
wings by thongs tying conchos to the | strong, and popular with
outside. Snaps are attached to the inside | the modern cowboys. Lariats \
of leg. Chaps are worn low on hips. A | vary in length from 30’ to 60" |

. THE RIGHT
- HAND. .

§ bl

light thong ties them together in the front, | depending on the individual S"’:o"l’ﬁ';' =
so it will break if accidentally hooked on | roper, and his uses for it. HALE WAY
saddle horn. DOWN LOOR

| FOR BALANCE,
(| THIS LOOP (5
ABOUT RIGHT

Three different types of saddles [nommm AmemicAn |
and riding habits are shown below | N E

COWBOY v
x A<t e 4 ' LLY " ROPIN FOR CALVES.
illustrating some of the extremesin i 7 Yitaneren ¢ A LARGER
western riding, all with hun- BRCUND, / Long/cs USED
- H % 7 % ATTLE
dreds of modifications. o P AR

Lt MexicaN
CHARRO

/ZOVEHBE EAR ¢ RIGID EAR

(f

HACKAMORE
SHOWN PROPERLY
FITTED.

HORSE HAIR
ROPE REINS

:

I

%) | ey Sy A
3 i £ Jol 2}
nose B Q’f"," P> \./
o BAND 7 RS &
Corriona (0 B8ramwep rA K
[HEADSTALLS | By CRARETE o
]HACKAMORE |
A few common headstalls are shown above. The
throatlatch is always used with brow band.

Hackamore is used in training
young horses for reining, etc.



PACKING

Almost anything can be packed on horses or mules
by the veteran packer. This would take volumes in
itself to illustrate the many facets. Space permits only
a few examples of equipment, hitches, and the hand-
ling of animals in wilderness areas. Pack saddles are
made in many forms. The most common in use today:
the Decker, and the Saw Buck. Both serve the same
function. Study the suggestions presented on this

page.
((sAwW BUCK - PacK SADDLE |

IN COLOR: PAGE 65

CROSS PIECES MADE OF
OAK, BOLTED T0 BARS.

BREAST COLLAR
WEBBING OR

oy x Kowesnuka,zmk,com/koz
ERS QNP ANTLERS ofFA =
MOOSE. BEGIN WITH

STEFP 1 BELOW.

LEATHER

PANNIERS MADE QF
PLYWOOD - RAWHIDE ~
CANVAS or LEATHER

LEATHER LOOPS

BREECHING
WEBBING OR
LEATHER

) LATIGO NN
Al TIE e
4 (suouw

LOOSE

= SI1ZE:
26"x18"x8"

(2 requinen)

— PACKING BOXES

coTTON Q
CINCHAS 7
7,

fiss

1. SOME PACK STRINGS
ARE TIED TOGETHER
HEAD-TO- TAIL . THE LEAD
ROPE |5 PLACED
- BETWEEN THE
FOLD OF TAIL
AND SECURED
WITH A SERIES
OF HALF-HITCHES,

—

.-=A‘ A L
w o

R 2 ST 5 H CINCH
E\ 2 & COVER THE LOAD WITH A
- CANVAS . TIE WITH LASH CIN

PFCKET'NG HORSES CAN BE PICKETE
- ONE FRONT FOOT, OR WITH HALTER ..
ED HORSES SHOULD NEVER BE
ENOUGH TO OVERLAP ROPES. A

WEAR A HALTER ,AS A FOOT
CATCH IN IT WHILE ROLLING

UNCH CAN EASILY BE
i LOCATED.

N :
; swiver 7 T .
e NOSME THODS OF PICKETING A HORSE BY

s

-t

k N ' Lh;l’-{ CmeH o ,
gie Ifntlers;.owwishdast cinch; tines up-and
acK, g “ s

Ng

Meat is placed high. Sling goes around
sides, ro_‘)e_ douhl on sling and goes
throughloapgag side.

TIE.

> A
% Center of rope is half-hitched to front -

bunk, looped around back to form a sling
loop on each side. Loose ends go under

sliﬂ;r hang down as shown.

e

124 ONE FRONT F0OT, SHOWN ABOVE . . .




There are many types Sf YR Nl O SRS R e s S A S0z her ebd = e oo

though all serve the same end purpose. . .pulling a designated load or vehicle. The - -
examples on this page are to acquaint you with some of the basic hook-ups and names of various parts of th

to add the authenticity to your leather carving. Study the examples.

L — S HOLDING : :
W TE hs - ORMNAMENTAL BALLS
HO AM IS HOOKED UP ,/4 S i’g TaERINES - O e
Z ;

TO THE SINGLETREES ON TOP OF HAMES

SINGLETREE
DOUBLETREE

6l A%
CLEYIS Q,\‘ % \‘3
N 7
SINGLETREE F) i
~a S 4

B e CHRINS HOPK
R IRING HOD
DETAIL ) % Gl i

A

EROM L 21)/7
TEAM

SINGLETREE —> €~

POLE e o i s A ;
? e DECORATIVE EX- RING FOR
‘4’ HORSE H‘)‘)K”lf] S : %, : " TENSION STRAP... CLINES
YOKRE , T~ ONLY FOR THE S Ly
e 7 INSIDE LINES . A p

PLASTIC
RINGS

CHAIN :

TO LERD

DOUBLETREE 5 ¢ 3 RINGS FOR
LINES

YOKE —7
DOUBLETREE e = . 1 WITH METAL:
; ; / : BOUND EDGES

e

2} Eswesvpe A,

— > )

ses next to-the vehicle are-called “wheelers”. They usually wear-ab
g gip ole is sometimes used between the '‘swing’’ team. It can be omitte
“lead” team back to the vehicle so all of the pull is not on the tongue.
ings at top of bridles (above) but can also run free between th




@

/ ‘ _ .
TEXTURE No.1 P \))/’
,agg.%?f <

—

7

-

T
@ Cross-cut the lines for the scales as
shown above, conforming to the curve

of the body. Observe the smaller exam-

7 U854

foot tools on junction

omxeeHmMka — vk.com/kozheraft

The scales and skin textures of reptiles vary greatly among the species.
The belly scales of snakes are large and tie into the body scales, as
shown with the rattlesnake (left) and the cobra on opposite page. Some
scales are smooth and abut one another. Others are keeled and may
overlap one another. The rattler shown here has overlapping keeled
scales. Each of the scale textures is numbered, as some of these same
textures are used on other reptiles, and the Texture No. will be referred
to for stamping instructions.

Carving and stamping snakes is relatively simple. On large portrayals,
the head scales are individually cut until they can be “fused” into the
body scale cuts. All interior beveling and shading is completed before
adding the scales. The edges of the body should be rounded before
making the scale cuts. Beveling and matting around the outside of the
snake is usually done last. Study the examples on these pages.

TREE
PYTHON

PARTIAL IMPRESSIONS WI/LL BE
4~ ELIMINATED WITH BEVELING.

~fe— DIRECTION
oF ScALES | \When carving large examples,
observe the variations in the
head scales of the different

species. These scales should

Tap smooth mule- Notice howbody

cuts have blend-
cuts; smaller tools

ed into head | be individually cut after

ples at bottom of page. on small scales. _ scales above. bevel-shaping th‘:a head. Study
r - . e =~ ~_ ~_— .| the examples below. Notice
~ SRS _\’ = 1 how the body scales are cut

™ to “fuse’” into the head

scales. Complete body scales

TEXTURE Ne.1

’b"‘” % EXTUREV No.z’; |

as shown at left,

POINTED SMOOTH ABUTTED SCALES /..‘ ;\ KEELED OVERLAPPING SCALES
Follow same procedures as Same as No. 1 (left) but
above, only make cuts at more U710 F909  stamp point of F909 in cor-

angle to point scales. Use

pointed mulefoot tools.

ner of diamonds, as shown
above,

AS THE SCALES BECOME SMALLER AND SMALLER, STUDY THE EXAMPLES BELOW.

[ TEXTURN No.1)

E No.1 |

[TEXTUR

- -

RESS EDGE OF SEEDER IN 8Y HAND

As snakes become
smaller, cut the‘scales
with swivel knife or

PRESS POINT IN BY HAND

ey
RN
o oL 3 D Ny .-, ’:

TEXTURE

NO‘I\

I PATCHNOSE SNAKE | ... .~
» T, oty
il W e

ugss

PRESS POINT IN BY HAND o™ =~

B

i

-| use hair blades as g e

- shown. This is Tex- . .

= premcs — HAIR BLAPE

] gluzrg No. 3. . .page e i T | Boa consTRICTOR |
; HAIR BLADE SHOULD FOLLOW ALL HEAD SCALES ARE

No. 8021-M
126

SNAKE CONTOURS TEXTURE No.8 ( PAGE 123).



SNAKES

CONTINUED

CUTTING THE
SCALES

Cy’l—m;,rx Komesuuika - vk.com/kozher
This page illustrates some fundamental stamping procedures. -
The scaling Texture No. is shown by each reptile, where ap-
plicable. See opposite page for scaling instructions. Study
photos and pictures of whichever species you are carving.
Coloring is added after all carving and stamping is completed.

SNAKES MHAVE
FORKED TONGUES

B Y

BEGIN FIRST D0 NOT

g” 7S AS CONFORM
Hoville: TO CURVE
CONFORM - OF BODY.
ING TO THE

BoDY CURVES .

CROSS-CUT IN APPLY SCALE

0PPOSITE TooL (IFUsed) |
DIRECTION, IN DIRECTON
STUDY THE HOWN
ANGLES .

o T
O 2 e |
' y (T LN A
N
TEXTURE No. 1 oo e

Y

4= RATTLESNAKES [~

Make cuts as Complete beveling

SMOOTH-MAT ALL
BEVELED AREAS

FORM
ROUND RATTLES
B80DY WiITH
W/TH . MODELER
MODELER \
fig j
CUTS FOR < e SMOOTH- MAT
SMALL S N
TEETH - = -
o < =
Ty B Y=
T — ESess
T
- N -  C “'-\,"C ;
A v - ~ N\ - ‘
“4\“ » N N ~ . % b :

shown. Cut
carefully
around fangs.

inside mouth;
heavily in throat.
Cut the scales.

Cut and bevel design. Mat as shown to
form body. Round body with modeler
before scaling the snake.

Make scaler cuts as shown.
Com lete2 scales with Tex-
0. 2.

ture

ROUND EDGES
BEFORE
SCALING

HOLD TOOLS
AT ANGLE
SHOWN

All snake’s bodies are not round. Observe the
species you wish to carve. Bevel and mat the trian-
gular shape with tools above. Observe the angle of
the tools. Assist with modeler in smaller areas. Ex-
ample (B) is partly scaled, note angle of cuts.

SMOOTH-MAT AWAY
FROM' ALL BEVELING

—~— sscrloi‘r.'*‘",,'

ROUND BODIES
OF SNAKES WITH
MODELER....
BEFORE ADD-
ING SCALES .

When carving snakes with coils overlapping themselves, or
other objects, always bevel and mat away from foremost
sections first. Bevel numbered sections above in sequence
shown. Round edges, and snake is ready for scaling.
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Skin protuberances vary wildly, from round to thorn-like
spiny growths on reptiles and amphibians. Some species re-
quire a combination of textures. The opposite page shows a
wide variety of skin and scale textures for reptiles and am-
phibians. Some of these techniques are also used on birds and
other animals. The Texture No. will be referred to where
these situations occur in the book.

Observe the instructions and note the textures (by number)
used on the subjects. No dye has been applied, to better
illustrate the techniques.

T {GILA MoNSTER]

el g g ,'

P'ﬂ'ﬂ.’ﬂr‘r‘rn,. el /o, ’» 7 %\ N
L o o e o g 'ii’ S
g i"":’\‘%

7 BEVEL OUTLINE
~ZBEFORE “SEEDING "

suppgeve o
HERE = s
LOWER LEGS: TEXTURE No.1l

Design (top) is cut and beveled. AII single
spines on body have been completed. Note'
single spines on both upper legs. Very fine cut-
ting is required with a sharp knife. Accent be--
tween them with point of F902, carefully. Bot-
tom is completed. Body wrinkles and head are
modeled and stippled with the stylus. Tiny
scaly cuts are made on body. Legs are scaled

it fi 2 T i Design (top) is cut and
with very fine Texture No. 11 i D VR P

B R “beading” lines cut, ready for beading. Follow'
[BARKING TREE FROG | TEXTIRE instructions on opposite page. Press the seeders in

LOWER LEGS
“AND FEET...
TEXTURE tha

\, Ll X ° 2 by hand, do not use a mallet! Bottom is completed.

STIPPLE HERP

When seeders cannot be used on smaller reproductions,
cut the beaded areas as above. Use the hair blades on
very small figures.

TEXTURE
Cut and bevel the frog as in step (A). Apply the solid No. 7
beading with the seeders, as shown in (B). Press seeders in
by hand, do not use a mallet!
e 5 593( G " AR100

4
;}, 4 STIPPLE
¥ g = WITH STYLUS

STIPPLE TEXTURE No .
LEGS §8ELLY AND STIPPLE

As the subjects become smaller, techniques must

alter to maintain general impression of skin tex- Cut and bevel frog and “warts” as shown in ste7p (A). Follow
tures. As the subject becomes too small to use instructions on opposite s)age (Texture No. 7). Add body
with seeders, the stylus is used to stipple the wrinkles with modeler (B) and press in extra “warts’’ with

areas. Study the photos above. seeders, by hand. Use randomly.

128 NOTE: WHEN VISIBLE, FROGS HAVE FIVE TOES ON BACK FEET.... ONLY FOUR ON THE FRONT /
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of REPTILES § AMPHIBIANS

[ TEXTURE No.3 | [ TEXTURE No. 4 |

[ TEXTURE No. 5 |

| TEXTURE No. 6 |

CROSS-CUTTING

S

8ozi-M —7 8 )

Fine cross-cutting with
swivel knife and hair
blades is effective for
some reptile skins. The
cuttingdirectionshould
conform to the curva-
ture of the creature.
Several texture com-
binations are oftenused
on one subject (see
iguana on page 130).

80271-m

| TEXTURE No. 7 |

WART= LIKE
PROTUBERANCES
® A pilrs @ 5
& L0 48]
0 O D:, ’{‘3 d & 3
(A) Cut the shape of

protuberances (see pattern
on subjects). (B) Bevel and
mat around them. Exam-
ples: frog on opposite page,
turtle on page 131.

LIGHT, SOLID BEADING

PRONOUNCED, SOLID

BEADING
0 g ¢ @ : ®
5631 $932 5931 =
rr vy '_","’-
ﬁ’-'j’,-“?a‘f:ﬂ eyt
-’..J)),;Jj{fj‘:;:,j
bi274 Atu A 1477 2
DA T IIA A 4' A4ix
Ll 43 NOTE DIFFERENT SIZED SEEDERS
Various size seeders (A) Make cuts conforming

are used for the beaded
skin. Simply press the
seeder impressions in
by hand. Place impres-
sions very close togeth-
er, press in firmly. See
frog, opposite page.

to curves in body. Lines
can be unevenly spaced. (B)
Press appropriate size seeder
in squares firmly, by hand.
Hold at an angle to bead
along the edges of the fig-
%eg See Gila monster, page

7

S
—d

[ TEXTURE No.8 |
SINGLE -CUT SCALES

s e e S0 o
&-ﬂfﬁﬂ éﬂﬁ 8 (3 10 I

HOEeHE HRL
I3 1u‘_l" 1)

MEDILUM

With odd shaped scales that cannot be formed by
regular tools, simply make them with single knife
cuts (top examples above). Small scales are cut
lightly, more depth on medium, greater depth on
large. If desired, these cuts can be softly rounded by
going over them with the end of your modeling
stylus (lower examples above). Use Ballpoint Stylus
No. 59 on the larger scales. There are many examples
in this book using Texture No. 8; almost all reptiles,
turtles, etc.

LARGE

HIGHLY RAISED, SINGLE
ROUND BERDS

(A) Stamp proper size s
er on figure. (B) Bevel and
“mat around the seeder. Use
a modeler to assist.
Reshape seeds by round
with tool in hand. St
examples on page 1
gecko and salamander.

| TEXTURE No. sﬂ-.y

SPINY SCALES i

5

“— HEAD
OF REPTILE

These tools, stamped on
point, are effective for scal-
ing some reptiles. Begin 1st
row of impressions at head,
angling across body (see page
130, scaling a lizard). Stamp
2nd, 3rd, & continuing rows
as shown above. Note the
spacing of the impressions.

L EXCEPTIONS TO THE RULE 7

NOTE ; / : i BRI
o 10 et You have always been taught not to undercut with the swivel knife! As with most

BEST WHEN MOISTURE

CONTENT IS LOW. rules. . .there are exceptions. Study the examples here.
[ TEXTURE No. 10 | Szic, [ TEXTURE No. 11 | [ TEXTURE No. 12 | it
SINGLE, RAISED SPINES UNDERCUT SCALES BEVELED, UNDERCUT SCALES |
CUTTING . PAREREI
: @ DIRECTION  (©) \ ® :
2% / it b l, £
771 g\rf/fi ,
. > CUTTING DIRECTION E

(A) Trace. (B) Hold sharp filigree
blade at angle shown and undercut
downward. (C) Turn leather, make
undercuts upward from base of spine,
{oining cuts at top to free spine from
eather. (D) Lift spine with modeler.

i e

T . » & S N AT
S o S S S N G N S o
£ et <

Some reptiles have pronounced spiny
scales. Begin undercuts as above. Cut
fairly deep. On legs, make closer, less
deep cuts.

)
§ \ 51
’ V' WNoereyT LEGS AS INDICATED

Bevel and mat under spines. (F) Press
spoon at base of spine. See horned
lizard on the opposite page.

Q"

w\\'\

{
\\\\

—

-

Undercut in opposite direction, across
all previous cuts. See scaly swift on
page 130.

A B c D

Some reptiles have very distinct,
hard, raised scales. (A) Cut. (B)
Bevel ends lightly. (C) If scales are
keeled, mark with modler. (D) hold
blade at base of bevel and undercut
ends of scales. See armadillo lizard
gg page 130, and pangolin on page

Undercutting is also used on some
bird’s feathers. See examples on
page 119.
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REPTILES 5 AMPHIBIANS |-- CONTINUED BRFORE TEXTURING THE SKIN.

TUBERCULAR
c i

TEXTURE No.6& Asg ) PARTIAL TEXTURE TEXTURE No.3

- No. & ON HE ON BODY* LE
‘ ,?;,,@ o AD * LEGS

kS IR .

t PO /TR o L L ek
L b 3
2 5

Criog 8

¥

e
TEXTURE A
No.3 "ﬁ.} =

The gecko and salamander are presented
to illustrate Texture No. 6. The gecko also
combines Texture No. 3. When the repro-

“ '!-{;; A
ductions become too small, the raised The skifi texture of | e {/‘/ \ =
- - - guanas is similar to that 7,/ 1\
bages can e sinuladiwilh stylus e of chuckwallas, monitors, and lizards with non- 7
Feds.0n pad : spiny scales. Often as not with most reptiles, com-

binations of skin textures will be required to por- |
tray a certain species. Stamp the edge of lower tail in
sequence shown below.

TEXTURE No.3

The salamanders should be portrayed
with the “wet” look, page 50. The ex-

ample below has been dyed and “wet- 7
ted”. Salamanders have a smooth skin G @ cuT NOTCHED , (2) MODEL EDGE 7
< S ourLine (@) i @ PoINT BEV. ;
b = OUTLINE 3
OLYMPIC s s X :
{ SALAMANDER ® ~p™ =2 IIJJM
e N
“TICKS " Gaag
’fr_ TO com -
PLETE END. T i

TEXTURE No.&6. ADD SALAMANDERS

STIPPLES BETWEEN
FEET,

O8N SAVe oniy Four ? FENCE /_/“‘_{_'_.i_’éﬁ_’ .’TEX?'_URE No.9
RAISED BEAPS TOES ON FRONT SWET T F g e

(A) The lizard at right is cut
and conformation beveled.
The scaling is started at the U e .
head and down body asshown, & o T
The body and tail show seg- N e

ments of stamping, only to e

NOTE ANGLE OF TOOL
S
""‘:Pz-m

.

L1

& . 5 .——21,,';.__-_‘_:‘:-/ -2 ' _'. :
illustrate the angles of impres- ® ) —— LA E = 1 }
sions. In actuality, the stamping g S LIGHTLY ST N witW FSoz N 2o
should be continuous from the r:":.:_/' ONLEGS ?‘\ /{‘_f X gF?fﬁ‘ N i TEXTYURE 7 ]
head. See instructions for Texture ~ = = o FO0_ ) X i LIRS
No. 9 on page 129. (B) Is o \ = ?3.%____._-:,:;;,?
completed. ¢ =
* J\RMRDILLO‘ . \- = _— ,—-"'"--:.‘___.—-J
1Z i S
sl - 1. it = TEX‘?'%}:gq f’a 3
o 3. FOR L
‘/k/“-“ N, ‘{3-'573 : LIZARDS.
N R =P
Lo “4:/;’5,_\_ /4 .---/ ; —-}*
e /144 . -~ QJ ~
TEXTURE No, 11 _ P, ~J "-"'--\x““\;\:@
» ' I\‘
Z UNDERCUT

o

SEE PAGE 129

.’(’E.‘:-’f.EJIJ'.‘,;.r--E.f'/.’-‘;l"_.?~J

W o e L age ey ..t~ FORMAKING SCALES
3 AP T e e 5 AN e T A A=A TEXTURE No.J12
e A et Y i g = B : o
DESERT *}I; . ’,{/ e . —
SCALY EAis ‘f AT B = =
SWIET N X (e 7 N T4
= - : t:‘ ool 7 n‘ - —

Always bevel and shade conformation of figures
hefore scaling. Top example shows lizard with
first diagonal scaling cuts on body and legs. Lower
figure shows the undercutting completed in op-
posite direction. Carefully study the examples.
Notice the angles of the cuts on the legs and tail.
See instructions on page 129,

Before beveling the outlines and matting, the
scales should be completed. The top example
shows all of the cutting and some of the scales
completed. The lower example is completed.
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This page offers some suggestions for carving crocodilians and turtles. In
general, the tortoise is a land dweller, while the turtle is aquatic. The legs ©
the sea turtles have developed into flippers, covered with scales. Alligator
- and crocodiles look very much alike. The main difference is in the head
~ The alligator has a wider, rounder snout, and the eyes are dgenerally more
pronounced. The teeth of the ‘gator are more in line, and not as visible
‘whi e mouth is closed. The crocodile’s teeth point more outward, his %
narrower, and the large teeth are plainly visible when the mouth is closed (see
m ei%at right). Two distinct rows of ridged scales run lengthwise down the
backs of both species. 3rd and 4th rows are at the sides where the body starts
‘to round over. Crocodilians are excellent swimmers and walk and run
over the ground, mostly on their toes, with bodies well raised. Study
the examples on this page. -

s

e v

POINT WHERE SCALES

CONVERGE TD SINGLE |
RIDGE, T0 TAIL END ,Q&‘ebp?
% L
i\ T L

CUT LEGS \2:9 %
OR BODY PARTS . . ’
UNDERWATER, i AN
TRACE ONLY. oo
DOUBLE BEVEL WHER\E\-:':.\\; .
LEGS ENTER THE WATER . " -
SEE PAGE 111 FOR DYEING
PARTS OF FIGURE UNDERWATER.

b o .

———

SEA TURTLES MUST
CRAWL TO AND FROM
THE SEA. BEVEL

THE TRACKS IN P % \ - A GALAPAGOS
THE SAND. pp a2 < o - 9y TORTOISE
NOoT cur. o \ ' j = TGS gy s v
SEE PICTORIAL . i B ; ’ oA A e
CARVING - A% 7’/{ o T L TEXTURES
I:_I%ESSE" ; 2 A Z 7 NG

Vil FE o
ot - ey ZTP
7. LIGHTEY CUr PIVISION LINES o
.ON CARAPACE , AND [MOPDEL
Wi
EE
KEELED CARAPACE IS

VERY PRONOUNCED . DOUBLE BEVEL
AIRLY DEEP ON DIVISION LINES.
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MAKING SP/DE w Bs ( SEE cOoVER )
=7 | 7
1 ,/ ’

+

Trace design, Cut, bevel, Apply glue to all web lines. If desired, dye web a weak
mat around spider. Re- See page 48 of ‘“Pictorial grey, before glue, to make
trace web lines. Cut legs Carving Finesse”” for how it show up better.

as shown. to do.

P
On large insects, legs, etc., can be Ass
cut and bheveled (left). As subjects Paq ”
become smaller, less detail can be 7
executed. Generally, tiny legs,

¥ TINY cuTS
antennas, and “hair’’ effects are cut BEVEL AND MAT AS
i . . AT (A). COMPLETE CUT- CUT LEGS; “"HAIR" LEGS AFTER
A after all beveling; matting. Study T/N{GA)LEGS,' ANTENNA. ANTENNA . BEVEL/NGi' Pt
e ONLY... N the suggestions at right.
AT FEET -7
" GENERAL INDEX ¥ MAMMALS K MAMMALS
ANATOMY of ANIMALS. .. .16,17,18 ANTEATERS. ......... 98,101, 102 IBEX ...ttt it e 92
ANATOMY of MAN ...... 37 thru 44 ANTELOPE, PRONGHORN . ...... 95 JACKAL  iimien s ae sisnonia a6 ava 83
BIRDS: 58 species APES i o wasnoe 55 an aelite 103, 108 JAVELINA (PECCARY) ......... 98
. . cover, 1, 28,58, 68,70, 114 thru 119 ARMADILLO. .. .............. 98 KANGAROO . ..........c..... 101
CLOTHING: ... ocon e siior sommocws s 54, 55 BABY and YOUNG animals: KOALA: : cuvias o s savarans cover, 101
COLOR DYEING . . . .. 57thru76,133 .. ...... 101, 102, 103, 106, 108, 109 KU 5is 255055 oa o wowes 6 Go 92
DEWDROPS: o v sé smiwion 5% ow 53 BABOONS. . ............. 102, 109 LEMMING. ................. 100
ENLARGING PATTERNS . ....... 26 BADGER:. : ccuinvais v s sramsieie acs i 99 LLEAMA: . coscmrsre s maeaon s s 97
ESKIMOS . v sowi os simmaes 64,74 BATS i o sraiomiy ive o waleing oi_s 100 MANDBILL: ssosw 5% savimn a% it 109
EYES FOR: BEARS. ... ... 16, 51, 61, 62, 85, 86, 102 MARMOT . .........c.ovu... 100
BIRDS ............... 28,29 BEAVERS . ,.cowmsws s s 51,102 MINIC . 55 o wseioes ae 9 wvara sne ame s 929
FISHES: .. vawomis an smasosmina o 30 BISON, American . . . ... .. 57,91, 103 MONGOOSE: .o s se aiein ot o s 98
REPTILES/AMPHIBIANS . .... 31 BUFFALO, Cape. . vs o v0 507 64 o 91 MONKEYS ... ... ... 109
MAMMALS . ............ 32,33 BUFFALO,Water . . ............ 91 MOQSE: ... i:s wsvoness s s wess wve 65,94
HUMAN . .o on on e 34,35 BUBRO: . oo cavcian o evinsgns as, 89 MOUSE:::; iz savsnw oe va s s 17,100
DYEING “LIFE”" toeyes ...... 36 CAMELS ;. 5 swaes % v 17,19,110 MULE. . ...... .t iiin i 89
EYEGLASSES . ............ 48,49 CARIBOU . ....... ... 96 MUSK OX i.s ssmies s a6 saine 59, 96
FISHES: Includes OCTOPUS, JELLY- CATS: MUSKRBAT . icoamy o as sl s 111
FISH,CRUSTACEANS,SEAHORSE, BOBCAT ;. ssnisw sis se sl 6 5l 79 OPOSSUM. . ............. 100, 102
etC., . ... .u ... 30,73,112,113 CARACAL. .........couvun. 78 ORYX (GEMSBOK) . ........... 92
HAIR STYLES . o o wams 42,43 CHEETAH. . cv as sa mine 79, 80 OTTERS - o5 o on o waoes i 11
HAIRING TECHNIQUES. . . .11,14, 15 COUGAR .. 16,61, 62,78, 80, 102 PANGOLIN (anteater) . . ......... 98
HARNESS, for horses . ...... 121,125 DOMESTIC . ... cover, 33,81, 102 PIGS: .z a5 as soarsvavasins ws acevers 98, 103
ICICLES <= o o siavanss & sossvedes o 85 JAGUAR: .ns606 a6 v emein s 63,79 PINEMARTIN................ 29
INDIANS: ;.. 56 Gosvie ne o0 56,57,74 LEOPARDS....... 62,78,79, 80 PLATYPUS . ................ 101
IRIDESCENT coloring. . ......... 70 LIONS ... cover, 4,661,79, 80, 102 PORCUPINE ... .cuiss o s as s 929
PACKING, with horses. . . ... . 65, 124 LYNX.: o sicvwnn oo ws sosmnsn i 79 PORPOISE s i siownt i ais sianias 111
PEOPLE,of theworld . .. ........ 74 OCELOT:: suioss o5 va weses o5 78 PRAIRIEDOG............ 100, 103
PORTRAITCARVING .......... 45 SERVAL. ....... ..., 79 RABBITS: . i womvaw eus o i 100, 103
RACING, horse, harness . . . . ..... 121 TIGERBS :: weraeni ow s 76,77,79, 80 RACCOON : i waisings 86 s o' 99, 103
REDUCING PATTERNS ......... 27 CATTEE ;i i < 1,10, 16, 63,90, 103 RATS .. .. it e e e 100
REPTILES and AMPHIBIANS: CHIPMUNK. .............. 1,100 RHINOCEROUS: . <o o5 o o 103, 104
CROCODILIANS ....... 102, 131 COYOTE:.. ;= ssviscon o v s 61,83, 102 SEALS s s smvdi ali ok s s 111
EROGS 5556 55 wwmes s 31,51, 128 DEER v o v avives ob 21, 23,95, 103 SEALION. ........ ... 111
GECKO................. 130 DINGE v 50 anaienacs sos sos wmysmims s 83 SHEEP: i a0 waniva 25,58,93,97,103
GILAMONSTER . ... .: .04 128 DOGS: 13 Breeds SKUNKS o5 i va 555 65 53 sl aere 5 99
IBUANAz 6 55 smeisw o 56 130 i inas 11,17, 32, 36,53, 64, 84, 102 SLOTH, threetoed . ............ 98
LIZARDS ............ 128,130 DOLPEIN: oo woneremes s samom 32, 51 SQUIRRELS: ... co s o ot 32, 100
SALAMANDER ........... 130 DONKEY. 5 i ws e sm svaiuss s 89 TASMANIANWOLF............ 82
SNAKES . ...... 31,51, 126, 127 ELEPHANTS..... 17, 27,59, 106, 107 VICUNA . . ... e iiee e 97
TURTLES . ........... 31,131 2] U] A 94 WALLABY i o siasres o s ssers 101
RIDING, English. . . ........ 120,121 EEAND o5 o5 sowssanis 545 e wrveing 92 WALRUS: oo s smae? is e soa 111
RIDING, Western . . ........ 122,123 ERMINE (WEASEL) . ........... 99 WARTHOG .................. 98
TEXTURES, clothing. . ....... 54, 55 FERRET ...........cuun. 99 WEASEL (ERMINE) .. vvov o v s 99
TEXTURES, skin, hair, scales . . ... . 13 FOXES o:ivi00v s avavaracs 61, 82,83, 102 WHALE: @it vm oeis an o5 v5s 111
TOOLS: how to use them. ... 6 thru 12 GAZELLE: :n o vqisiss o o5 sie o 92 WILD DOG, Africa . ........ 83,102
TRACING PATTERNS (making) . . . .20 GIANTSABLE. . .. ............ 92 WILDEBEEST(GNU) . .......... 92
TRACKS, animal. . . ... BACK COVER GIBAFFE <. o wsaan 16, 19,63, 110 WILDBOAR: . s5 o dnimei M e 98
UNDERWATER, how todye. . ... .. 73 GOATS suisi s o vEREE & 92,97,103 WOLF............00o... 59, 82,83
“WET” LOOK ........ 50 thru 53,72 HIPPOPOTAMUS . ....... 17,63, 105 WOLVERINE:. .. & o6 sosives sus s wvs 99
MAMMALS HORNS (unusual) . . ............ 92 WOODCHUCK ; i, iy wursas as ova s 100
¥ HORSES .. ........... 7,18,33,56  YAK.....oooonon 91
AARDVARK (anteater) . ......... 98 . .60, 65, 66,71, 88,103, 120, 122, 124 CEBRA: v siommms ¢35 soscdie s 5,62, 89
ALPACA . ...... .. . .. 97 HYENA: o aos v s s svaresas 82
IRIDESCENT INSECT S .cicceeivcrccesrones 70
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URRED 55
WINGS...
PAGE 116

HARD-SHELLED.
INSECTS SHOULD
HAVE A “WET “LOOK.

MAKE MOSGUITO
SWARMS WITH
LIGHT CUTS, DYE

(A) Lightest colors are usually dyed first. (B) When fine detail
is required (black, here) use a fine pen dipped in india ink or
Cova dye, and draw in wing viens and outline yellow spots.
(C) Dyeing can be completed with a fine brush. White, or
other small color markings, can be dyed last with Cova dye.
Use caution!

/im\“l"ﬁ'i

UNDERSIDE OF
BUTTERFLY WINGS
ARE NOT AS BRIGHT
AS THE TOP

(A) Complete flies and other transparent-winged insects as
shown. Model in wing veins. (B) Dye insect in natural colors.
Keep dye away from wing edges (legs and body parts under 20
wings). (C) Dry-brush Cova white (or appropriate color-shade)

Y

. K Ml PIDERS HAV,
over wings as shown. (D) If insect is iridescent, add as shown. gIGHTRfEGS;E;:, .

Iridescent colors; 0. NO ANTENNA

SECARAY T

IDENTIFICATION “
OF SPECIES :

OWw:
SULPHUR BUTTERFLY.
BEETLE. 22 BLUE MUD D



ANIMAL TRACKS |
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m7 kozh e
TAIL g v ” A r’
These tracks (bottom) are drawn to marK . ]y - ’-’_ ’ 17 i
scale, all in proportion to each other. ' e ‘w! !
Front feet (F) are shown above the 317 Wy a
hind (H). The illustrations at the top ’
of the page are to show the position ,I'_J”,
of tracks for various walking animals. wJ/ | A7 1/
The tracks are not cut. Trace, bevel, . . by 1 ot ! N
and mat down with any tools that : al il 't;.r' wh Y ’ C
will fit the area. Nails can be filed 4 /i w7 . L 4. ‘=
down to make suitable tools for | ¢ ! LA A (." { ¥
very fine details. SQUIRREL RACCOON | oy ) NoTE ¢
N 1 TMULE".
RBELT FRAVEL TN ' ’” bl FooT 15
»’ v, Iy f MORE
TOES WiLL 5 o f POINTEL
DEWCLAWS WILL SHOW ON ae o~ cﬁvﬁm Bﬁ,‘;’ﬁ,’q‘r COUGAR
CLOVEN HOOVED ANIMALS ~>j & SIAANED Sy WoLFE )
WHEN RUNNING e /# s ¥ - ” /.’
' Most hoofed mammals walk ' 4 -
v \, . with hind foot placed behind ' {
pr— imprint of front foot, oroften SHEEP oW  HOR!
. et - in it (above right). PEER BISON  MuL|
=i a ELK CARIBOU ETC
et ETC.
e . i DRAG MARKS WILL BEVEL OUTLINES . SMOOTH fagse e
el APPEAR IN DEEP SNOW PEARSHADERS WORK WELL THE RIGHT FEET
Tt DEWCLAWS WHEN  WALKING 70 MAT DOWN IMPRESSIONS. ARE SHOWN BELOW.
1] ]
5 e & TR A A
cur gy W ee 4 O 8 1L WV
. > > ‘ " F ] { i, (N W B { ! » {
4 ¥ Al . ¥ » P rf i
_ 5 ¢ ’ ) p r'
" - L4
S Ty -
3 "y it J 2 ¢ '-" - 1, y
\ ﬂ./'_)-‘d (% g #'/ il Ff/"' !;.:. e B
e Tine  F f " . sat ©pt
SQUIRREL = OPOSSUM | B{BCR'I' Vs P 2 A4 6, ¢
RABBIT RACCOON LYNX _. v svow  COUGAR C%fge"l‘ﬁ /
SIZE OF WHITETAIL DEER ! NN ER, FUR WOLE
BEAVER
1017 -~ T o
I / . // /- \ r{/ ’,f
& i ] | '
i e 3 : | [
|( : | / ! |
H r : | { | f
] 2 . ) / /
A ! i ’ i i
| 7 .
DALL M. MULE 4 a f ™
SHEEP GOAT  DEER j | . {
| | / ; |
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