leachYourself:
VIS

MoV E

Jewelry Vlaking

Techniques to Take Your Projects to the Next Level

* Inspiring projects
* Step-by-step instructions

* Hundreds of color photos

Chris Franchetti Michaes






Aeach I@u[self -

wmove

Jewelry Making







| _Eac!q Yourselfii s

wmove

Jewelry Making

Techniques to Take Your Projects to the
Next Level

Chris Franchetti Michaels

%)

WILEY
John Wiley & Sons, Inc.



More Teach Yourself VISUALLY™ Jewelry Making
Copyright © 2012 by John Wiley & Sons, Inc., Hoboken, New Jersey. All rights reserved.
Published by John Wiley & Sons, Inc., Hoboken, New Jersey

No part of this publication may be reproduced, stored in a retrieval system or transmitted in any form
or by any means, electronic, mechanical, photocopying, recording, scanning or otherwise, except as
permitted under Sections 107 or 108 of the 1976 United States Copyright Act, without either the prior
written permission of the Publisher, or authorization through payment of the appropriate per-copy

fee to the Copyright Clearance Center, 222 Rosewood Drive, Danvers, MA 01923, (978) 750-8400, fax
(978) 646-8600, or on the web at www.copyright.com. Requests to the Publisher for permission should
be addressed to the Permissions Department, John Wiley & Sons, Inc., 111 River Street, Hoboken, NJ
07030, (201) 748-6011, fax (201) 748-6008, or online at http://www.wiley.com/go/permissions.

Wiley, the Wiley logo, Teach Yourself VISUALLY, and related trademarks are trademarks or registered
trademarks of John Wiley & Sons, Inc. and/or its affiliates. All other trademarks are the property

of their respective owners. John Wiley & Sons, Inc., is not associated with any product or vendor
mentioned in this book.

The publisher and the author make no representations or warranties with respect to the accuracy or
completeness of the contents of this work and specifically disclaim all warranties, including without
limitation warranties of fitness for a particular purpose. No warranty may be created or extended

by sales or promotional materials. The advice and strategies contained herein may not be suitable
for every situation. This work is sold with the understanding that the publisher is not engaged in
rendering legal, accounting, or other professional services. If professional assistance is required, the
services of a competent professional person should be sought. Neither the publisher nor the author
shall be liable for damages arising here from. The fact that an organization or Website is referred

to in this work as a citation and/or a potential source of further information does not mean that
the author or the publisher endorses the information the organization or Website may provide or
recommendations it may make. Further, readers should be aware that Internet Websites listed in this
work may have changed or disappeared between when this work was written and when it is read.

For general information on our other products and services or to obtain technical support please
contact our Customer Care Department within the U.S. at (877) 762-2974, outside the U.S. at (317)
572-3993 or fax (317) 572-4002.

John Wiley & Sons, Inc., also publishes its books in a variety of electronic formats and by print-on-
demand. Not all content that is available in standard print versions of this book may appear or be
packaged in all book formats. If you have purchased a version of this book that did not include media
that is referenced by or accompanies a standard print version, you may request this media by visiting
http://booksupport.wiley.com. For more information about Wiley products, visit us at www.wiley.com.

Library of Congress Control Number: 2012930551
ISBN: 978-1-118-08334-5 (pbk)
ISBN: 978-1-118-23660-4; 978-1-118-26154-5; 978-1-118-22274-4 (ebk)

Printed in the United States of America
100 9 8 7 6 5 4 3 2 1
Book production by John Wiley & Sons, Inc., Composition Services

Updates to this book are available on the Downloads tab at this site: www.wiley.com/go/moretyv
jewelrymaking.


http://www.wiley.com/go/permissions
http://booksupport.wiley.com
http://www.wiley.com
http://www.wiley.com/go/moretyvjewelrymaking
file:///Volumes/CompServices/Working/Consumer/9781118083345/9781118083345%20inserts/original/www.wiley.com/go/moretyvjewelrymaking

Credits

Acquisitions Editor
Pam Mourouzis

Senior Project Editor
Donna Wright

Copy Editor
Emily Hinkel

Technical Editor
Marti Icenogle

Editorial Manager
Christina Stambaugh

Vice President and Publisher
Cindy Kitchel

Vice President and Executive Publisher
Kathy Nebenhaus

Interior Design
Kathie Rickard
Elizabeth Brooks

Special Thanks...

To the following companies for granting us permission to use photographs of
their products:

e Paragon Industries (www.paragon e Otto Frei (www.ottofrei.com)
web.com)

And to Lisa Pavelka (www.lisapavelka.com) for providing the Magic-Glos and
Lisa Pavelka UV Light shown in this book.


http://www.paragonweb.com
http://www.paragonweb.com
http://www.ottofrei.com
http://www.lisapavelka.com

About the Author

Chris Franchetti Michaels is a writer and jewelry artisan specializing in
beaded designs, wirework, and metal fabrication. She is the author of several
popular craft books, including Teach Yourself VISUALLY Jewelry Making &
Beading and Teach Yourself VISUALLY Beadwork. Chris has appeared on several
episodes of the DIY Network television show Jewelry Making and is the Guide
to Beadwork on About.com. Visit her Web site www.beadjewelry.net for more
help and inspiration.

Acknowledgments

To everyone who worked on this book, I owe a big thank you. Special thanks
to Pam Mourouzis and Donna Wright, who managed to keep everything on
track and organized. Emily Hinkel's and Marti Icenogle’s fresh eyes were

truly invaluable. The production team juggled lots of material behind the
scenes, and I really appreciate their contributions. As always, thanks to my
agent, Marilyn Allen, for her continued encouragement, and to Dennis for his
patience and support.


http://www.beadjewelry.net

Table of Contents

CHAPTER 1 Getting Started 2 |

How to Use This BOOK ...ccceecerecenecenccneccneccnenes 4
Essential Tools and Supplies....ccccceecceeccneccneces 6
More Specialized Tools and Supplies ....cccceeeee. 8

Make and Use Jump RiNgS ..ccccerecenecseccsnccnees

Form Wire Links and Wraps ...ccceeceeccnecenccnnee 30
String Beads ...cccccceeccneccnncencceeccnsccnsccsecanees 34




Table of Contents

CHAPTER 4 Basic Metal Work 44 |

Pierce Metal...ccccceecenecenecnnccneccnnccnecenccnnccnnne 46
(T} T - | N 54
Bend and Shape Metal.....cccccecrernecencenccnccnens 62
Transfer a Design to Metal.....ccceeereecnecennnnee 70

CHAPTER 5 Finishing and Embellishing Metal 72

File and Sand Metal ...ccccccevecereeccneccencccencenns 74
Texturize Metal ..ccccevecenecreccneccneccnecenecseocnene 78
Polish Metal..cccceeceeceeceacceccecceennecanceeccaccacene 80
Use Metal Punch Stamps ....ccccceecenecenecenccnnes 82
Color and Stamp Metal with Inks ....ccccceeueenee 86
Paint Metal...cccceceeceeccncceccecceennecaeccecceccanens 90

Create @ Patina...ccceceererererereresesesesesesesescsese 92



Join Components with Rivets .....cccceucenecnaee 98

Make Your Own RivetS....cccceeeeereccneccseccancsss 102
Install Miniature Hardware....ccccceecenecneccnees 108
Attach Components with Tabs.....ccceceveeenaees 110
Stitch with Wire ..cccceeecernccnecrnccseccseccneccnenes 112

CHAPTER 7 Sculpting with Metal Clay 120 |

Metal Clay BasiCS..ccceeerrecrrecreccneccneccseccsncnee 122
How to Select Metal Clay....cccecenceecceccnccnens 124
Form and Shape Metal Clay....ccceeereccneccnecnns 128
Join Clay t0 Clay...ccceecerecenecesccneccneccseccsnccne 136
Attach Findings to Metal Clay ...ccceceeeeeccneene 138
Make Settings in Metal Clay ...cccceveeneccnncnns 140
Dry and Refine Unfired Clay ...ccccceeecneccnncnns 142
Fire Metal Clay .cccceeceeccecceecnecnecaeceeceeccnccnees 144

Finish and Embellish Fired Clay ...ccccceeeneeen. 150



Table of Contents

CHAPTER 8 Using Adhesives 152 |

Types of Adhesives ...ccceeeeeeccreeccrneccnncccneeees 154
Techniques for Successful Gluing.....ccccceeeee. 156
Set a Cabochon, Glass Tile, or Stone........... 158
Adhere an Image to GlasS...ccccceveeerecceseccnnes 164
Attach a Pendant Bail .....cccceeecrneccrneccnnecene 168

Types of Jewelry ReSin....cccceeccrecceeccneccancne 172
Prepare Two-Part Resin ....cccceeccreccneccneccaecens 174
Colorize ReSIN ..ccvecerecenccreccneccseccsecssccseocsene 176
ApPLY RESIN ccvvcerecerceeccneccseccsecesccseccasccnnnes 178
Cast Resin in @ Mold ...cccceuecreccneccneccaccsnccnene 184
Embed and Layer ReSin ...cccceeecreccneccneccnecen 186
Cure ReSin cuccevecereeccrecceneccsseccsseccseeccsnosnes 190

Refine and Finish ReSin .cccceeecererencececescncnne 193



CHAPTER 10 Designing with Chain 194

Types of Jewelry Chain....ccccceeeceeccneccaeccneees
Chain Design Considerations .....ccccceeeenecnnee
Cut or Divide Chain....cccceeccreccreccneccnccsnccnene
Connect and Finish Chain ....ccccceceeceecceccences
Make a Chain Tassel..cccceereecereecereccereccenencns

CHAPTER 11 Working with Leather |

Leather FActs ..cccceeveccrneccnneccrecccnecceneccenencns
Dye Leather ..ccccccvecenecenecnnccneccneccneccneccnncnes
Cut Leather..cccceceecceccecceeceeceeceaccaccecceccsosne
Pierce Leather....cccceccreeccrneccrecccnecceneccenencns
Stamp Leather...ccccceeceecercceccnecnecneceecceccaccn
Seal Leather...cccccecceeceeceeccecceeceecsoceeccaccences
Hand-Stitch Leather....cccceveccrneccrecceneccenenens
Install Leather Hardware.....cccceeevecenecnnccneee




Table of Contents

CHAPTER 12 Projects 238 |

Insect Wing Brass EQrrings ....cccceeecenccenccnnes 240
Filigree and Gemstone Ring.....cccceeecenccnncens 242
Crystal Key Necklace....ccceeereecreccneccnecsnecnene 246
Paint-Stamped Connector Bracelet............. 249
Impressed Bronze Clay Focals....cccceuecenenaee 252
Boho Tooled Leather Cuff ....cccceeernccneccnncens 256
Filigree Wrap and Tassel Necklace.............. 262
Pierced Metal Feline Necklace ....ccccceeeeneeees 265
Silver Clay Pinch Beads .....cccccvecenecnnccneccnenes 273
Mossy Resin Pendant .....ccccceeecneccneccneccnncnns 276

Mixed Verse Necklace ...cccceerererererereseseseeee 279



APPENDIX Reference Materials 292 |

Suppliers and ReSOUrCeS...cceeereceeccseccseccaenes 293
General Reference Charts ....cccceveecrneccnnecnes 295
How to Set Up a Jeweler's SaW....cccceveeeneeees 299



CHAPTER 1

Getting Started

Do you dabble in jewelry making, but find yourself itching for new
ways to express your creativity? Let this book be your guide as you
explore fresh techniques for crafting truly one-of-a-kind handmade
designs. Start with this chapter, where you can review the tools and
supplies that are used throughout the book. Then head into your stu-

dio or craft space and begin taking jewelry making to the next level.
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How to Use This Book

ore Teach Yourself VISUALLY Jewelry Making is

divided into 12 chapters. Chapter 2 is a review
of the most basic jewelry making techniques, which
are covered in detail in the first book in this series,
Teach Yourself VISUALLY Jewelry Making & Beading.
Chapters 3 through 11 explore related groups of
new techniques. The final chapter is devoted to
sample projects that show you creative ways to put
your new skills to use.

REVIEW THE BASICS

After reading about the various categories of jewelry
making tools and supplies in this chapter, read Chapter 2
for a quick review of jewelry making basics. For a more
in-depth review of these and other basic techniques, use
this book in conjunction with Teach Yourself VISUALLY
Jewelry Making & Beading, or with the companion guide-
books, Wire Jewelry Visual Quick Tips and Beading Visual
Quick Tips.

GET STARTED

Chapters 3 through 11 of this book are divided into sec-
tions that focus on related sets of jewelry making tech-
niques. You can begin with Chapter 3 and work through
each chapter consecutively, or you can browse through
all nine chapters and identify which techniques pique
your interest.
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CHAPTER

Getting Started 1

If making resin jewelry (a) grabs you more than working
with metals, feel free to begin with Chapter 9. If you
your heart is set on sculpting metal clay (b), you can
begin with Chapter 7. Do not worry about missing impor-
tant techniques, because each chapter directs you to
other chapters when there are important crossover skills
that you need to know.

TRY SOME PROJECTS

After practicing your new skills with scrap materials, go
to Chapter 12 and put them to use in some projects.
You'll get a better feel for how to perform each tech-
nique, and learn new ways of combining techniques for
more expressive designs.

Experiment with Combining Techniques



Essential Tools and Supplies

his section covers the jewelry making tools and supplies that you need for the most basic tasks:
bead stringing and simple wirework. You may already have many of them in your collection. For a
list of suggested suppliers, see the Appendix.

Bead Stringing Tools and Supplies

Read through the list below to review the most useful
materials for stringing beads. For a brief review of bead-
stringing techniques, see Chapter 2.

® A bead board (shown in the second photo on
page 4) is useful for laying out a design.

® Beading wire (a) is a strong, flexible stringing
material made up of tiny metal strands that are
woven or wound together. SoftFlex and Beadalon
are two popular brands.

e Round crimp beads (b) and cylindrical crimp tubes
(c) are tiny metal beads that collapse to secure the
ends of beading wire.

® (rimping pliers (d) are useful for collapsing and
shaping crimp beads on beading wire.

® C(hain nose pliers (e) enable you to manipulate jew-

elry cord in tight spaces. You can also use them to
collapse crimp beads and open and close jump f
rings.

® Nippers (f), or lightweight wire cutters, are good X

for trimming beading cord. /
I

® You can use findings, such as head pins (g), eye
pins (h), and jump rings (i), to connect beads and
other components. Use end findings, such as lobster ’
clasps (j) and simple hooks, to finish the ends of @
beaded strands.
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Getting Started 1

Basic Wirework Tools and Supplies

You can use wire to create your own findings and other
components. Here is a review of the most important
tools used for basic wirework; see Chapter 2 for a quick
review of wire techniques.

e Jewelry wire (a) is available in many different met-
als, sizes, and colors. To learn more about metals,
see Chapter 3.

e Chain nose pliers (see the previous page), round
nose pliers (b), and flat nose pliers (c) are all useful
for bending, shaping, and wrapping jewelry wire.

® You can straighten kinks in wire by running it
through the closed jaws of nylon jaw pliers (d).

e Side cutters (e) are wire cutters that are designed
to make a flat, or flush, cut on wire if you use
them properly.

e Needle files (f) are small metal files that you can
use to smooth jagged wire ends. They come in vari-
ous shapes and degrees of coarseness, called cuts;
for wirework, you usually need only a basic flat file
with a medium cut.

® Mandrels (g) are forms for shaping wire into curves
and loops. You can purchase them or use wood
dowels or other cylindrical objects. — —

® You can use a chasing hammer (h) to flatten and
stiffen wire on a solid block of steel called a bench
block ().

® Some simple measuring tools, such as a ruler (j)
and gauge plate (k), which you use to measure the
thickness of wire and metal sheet (see the next
section), are useful for checking wire dimensions.




More Specialized Tools and Supplies

'I'his section covers materials that have specific applications in the technique chapters in this book
(Chapters 3 through 11). For help finding these items, see the Appendix for a list of suppliers.

Metal Work Tools and Supplies

® Metal sheet (a) is flat, smooth metal that you can
cut, pierce, texturize, and embellish.

® Metal blanks (b) are plain, pre-cut metal shapes
that you can customize.

® Stampings (c) are pre-cut metal shapes that have
been pressed to give them dimension; their tops
are convex, and their backs are concave. Filigree
stampings (d) are stampings in the style of lacy
metal filigree.

e Much like wire, hollow metal tubing (e) is available
in various sizes and metal types.

® Bending pliers (f) have round nylon jaws for bend-
ing metal shapes and stampings.

® You can use a chasing hammer (see the previous
page), ball peen hammer (g), or textured hammer
(h) to add surface texture to metal sheet.

® A household utility hammer (i) and brass mallet (j)
are useful for pounding on tools that mark or
embellish metal.

® You use a center punch (k) to make a small inden-
tation in metal sheet before drilling.

e Just like with wire, use a bench block (see the pre-
vious page) to support metal sheet when hammer-
ing and using punching tools, such as a center
punch or design stamps.

e Some techniques require that you support your
bench block with a rubber hammering mat (l).



You can cut or trim metal with metal hand shears
(a), which work Llike rugged scissors. For more con-
trol over your cuts, use a jeweler’s saw (b) and

saw blades. For more information on setting up a
jeweler’s saw, see pages 299-301 in the Appendix.

Rub a stick of cutting lube (c) along your saw
blades, drill bits, and files to help them cut
smoothly and to keep them sharp.

Punch out small holes in metal sheet with metal
hole punch pliers (d) or a two-hole metal punch tool
(e). To punch out discs, use a metal disc cutter (f).

You can also drill holes using a pocket hand drill
(g) or a power drill, such as a rotary hand tool (h).
(A Dremel is shown in the example.)

Use drill bits (i) that are sold by jewelry supply
stores and intended for use with metal.

You can also purchase polishing wheels (j), which
fit into the chucks of rotary hand tools, for polish-
ing and texturizing metal.

Keep a piece of scrap wood (k) on hand to support
metal while you drill.

For more control and faster polishing and texturiz-
ing, use your drill bits and polishing wheels with a
hanging flex-shaft motor. It has a foot petal for
controlling drill speed.

Getting Started

CHAPTER

1



10

® You can wear work gloves from a hardware store to

protect your fingers from hot metal while you drill
and from scuffs while you file and sand metal.

Always wear plastic safety glasses when you ham-
mer or drill metal.

Smooth and refine the edges of cut metal sheet
with metal files. Half-round (a) files are useful for
filing the insides of curves, and flat (b) files are
good for general use. Files are labeled by their cut
number: the smaller the number, the coarser the
file. Use a coarser file, such as a 2, when you want
to remove a lot of metal; and use a finer file, such
as a 6, to remove only a small amount of metal. A
number 4 is a good mid-range cut.

® Sandpaper (c), flexible sponge sanding pads (d),

and sanding sticks (e) are for smoothing out
scratches and texturizing metal. The coarseness of
sandpaper is called its grit: the smaller the grit
number, the coarser the grit. You should keep a
medium grit, such as 120, on hand, as well as two
or more fine grits, such as 150, 320, and 600. Use
1000 or finer grit to perfect a glossy finish (see
Chapter 5).

More Specialized Tools and Supplies (continued)
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e Perform your metal work on a solid work table or,
if you want to get more serious, at a jeweler’s
bench.

e You need a wooden bench pin to support metal
while you use your jeweler’s saw. You can also use
it while filing and sanding. Some bench pins are
designed to fit into a slot on a jeweler’s bench;
others have a clamp to secure them to a table.
Purchase a pin with a slot and hole already cut out
(as shown), or use woodworking tools to cut them
out yourself.

® Use fine steel wool (a) or a metal bristle brush (b)
to add subtle texture to metal surfaces or to
remove color from raised areas. Use a metal polish-
ing cloth (c) for final polishing.

® Steel burnishers (d) and agate burnishers (e) have
solid, smooth tips that you rub against softer met-
als to smooth out scratches and pits.

11



More Specialized Tools and Supplies (continued)

e Use a rubber block (h), available from
jewelry supply stores, to support
metal shapes while you file or sand
them.

® A bench vise (i) is useful for securing
metal and certain tools while you
work. It clamps directly onto your
work surface.

® A hand vise (j), also called a peg
clamp, can be helpful for holding
smaller objects and tools.

® You can use a dapping block (k) to
dome metal.

What is a good starter set of saw blades?

12



Metal punching stamps (L) make impressed designs
in metal sheet. You can find them with letters,
numbers, and decorative designs.

Liver of sulfur (m) is a chemical that oxidizes, or
darkens, copper-containing metals, including ster-
ling silver.

You can use microcrystalline polishing wax (n) to
seal metal, preserve its oxidized color, and protect
it from moisture.

The same rubber stamps (o) that you use on paper
also work on metal.

You can stamp metal with inks (p) designed for use
with rubber stamps.

You can also apply alcohol ink (q) directly to metal
using a dauber (r) with replaceable pads (s).

Embossing ink (t) works with embossing powders
(u), which are plastics that melt to create raised,
stamped designs.

You use a heating tool (v) to melt embossing pow-
der. It is also useful for setting alcohol-based inks
and removing bubbles from uncured resin (see
Chapter 9).

Getting Started

CHAPTER

1

13
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You can paint metal with craft paints (a) that are
designed for use with metal, or with spray-on
acrylic paint (b) from the hardware store.

Optionally, use spray-on metal primer (c) as an ini-
tial coat to help metal paint adhere to your metal.

Artist brushes (d) are useful for applying paint and
some sealers, such as Mod Podge (see Chapter 8).

Rivets (e) are metal cold-connections that you
install to join two pieces of metal.

Eyelets (f) are rivets with holes.

You use an eyelet setting tool to install eyelets. A
cone-tip eyelet setting tool (g) has a cone-shaped
tip which creates a smooth, unbroken eyelet ring
(h). A flower eyelet setting tool (i) splits the eyelet
ring into “petals” (j). Always be sure to use the
correct size setting tool for your eyelets.

You can use miniature hardware (k), such as tiny
bolts, washers, and nuts, as alternatives to rivets.

Mini socket wrenches (1) are designed to fit over
hex-shaped miniature bolt heads and nuts to help
you tighten them.

A mini tap (m) is a hand tool that you can use to
create threads in metal holes for screwing in bolts.

You can use a prong pusher (n) to bend metal tabs
that hold down stones and other components.

More Specialized Tools and Supplies (continued)
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Metal Clay Tools and Supplies

® Metal clay (a) is sold in pouches and syringes. To
learn about the different types of metal clay, see c
Chapter 7.

® A Teflon work surface, like the Clayboard (b), pro-
vides a clean, nonstick surface upon which to work.

e QOlive oil (c) and lubricating balm (d) moisten metal
clay and keep it from sticking to your fingers and
work surface.

® You can slice through metal clay with a hobby knife
(e), razor blade (f), or flexible tissue blade (g).

e Use a clay roller (h) to roll out clay like pastry
dough.

e Stacked playing cards (i) and rolling guides (j)
help you roll out clay to specific thicknesses. The
greater the number of playing cards, or the larger
the “card number” on the rolling guide, the thicker
the clay sheet.

® Shape cutters (k) work like cookie cutters to cut
shapes in rolled-out clay.

® You can use clay shaper tools (1) with rubber tips to
smooth wet clay and add design details.

® An artist’s palette knife (m) is useful for picking up
and moving wet clay shapes and designs.

e Use toothpicks (n) to pierce holes in wet metal clay
and to add design details.

e Use silicone molds (o) to form clay into three-
dimensional shapes.

e Optionally, you can use an electric coffee warmer
(p) to help small metal clay designs dry faster.

15



More Specialized Tools and Supplies (continued)

® You can use a refillable butane mini torch (a) from
a hardware store to fire some types of metal clay.

e Always use your torch on a flame-proof fire brick
(from a home improvement store) or on a soldering
pad (b).

e For clay that does not fire with a torch, you need
to use a kiln (see the tip on the next page).
Purchase your own, or look for one to rent at a
local craft center.

e Use flame-proof kiln furniture, such as a kiln shelf
(c) and kiln posts (d), inside your kiln.

e Place clay designs that are not flat on a ceramic
fiber blanket (e) or a pile of vermiculite (f) in your
kiln.

e Always wear welding gloves (g) when you touch
hot fired clay or kiln furniture, and welding glasses
(h) if you need to look inside a kiln while it is
operating.

e Cover bronze and copper clay with carbon firing
media (i) in a kiln firing pan (j) when you fire it in
a kiln. Different types of carbon produce different
surface colors on the clay.

16
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Selecting a Kiln

17



More Specialized Tools and Supplies (continued)

Adhesives and Resin Supplies

® Adhesives (a) used for jewelry making include glue,
epoxy, adhesive sealer, and art glaze. (Learn more
about them in Chapter 8.)

® You can use resin (b) to apply layers of plastic to
jewelry components and to form dimensional com-
ponents in molds.

e With most types of resin, you should wear a safety
respirator mask (c) and nitrile gloves (d) to protect
your lungs and skin.

® Paper towels (e) are essential for wiping fingers
and cleaning up spills.

e Waxed paper (f) can serve as a nonporous work sur-
face for squeezing out and mixing adhesives and
for working with resin.

e Small and large disposable mixing cups (g) are use-
ful for measuring and mixing two-part resin.

e IWooden craft sticks (h), available in a range of
sizes, are good for spreading adhesives and resin
and for mixing two-part epoxy and resin.

® Use cotton swabs (i) dipped in rubbing alcohol (j)
to clean components before gluing and to remove
excess adhesive and resin before it dries.

18



Scrapbooking tools, such as a sliding paper trimmer
(a) and shape punches (b) make it easy to cut out
paper images for gluing, glazing, and sealing with
resin,

You can use a sharp hobby knife (see page 15) on
a cutting mat (c) to make detailed cuts on paper
and to scrape away excess cured adhesive.

Ready-made bezel cups (d) are perfect for framing
paper images, setting cabochons (see below) and
glass stones, and filling with resin.

You can glue clear glass tiles (e) and cabochons (f)
on top of printed images, either in bezel cups or by
themselves.

Create pendants and other components by attach-
ing gluable findings (g) to objects.

Styrofoam style craft foam (h) and toothpicks (i)
are useful for propping up shaped jewelry compo-
nents while you apply resin.

Add color to uncured resin by mixing in liquid resin
colorants or tints (j), pigment powder (k), or soft
pastel () shavings.

To protect your lungs from particles, always wear a
dust mask (m) when you use powder pigment or
dry-sand cured resin (rather than sanding it in
water).

Getting Started

CHAPTER

1

19



More Specialized Tools and Supplies (continued)

e Use resin molds (a) to form resin into three-
dimensional shapes. The molds should be labeled
for use with resin.

e Many resin molds require that you spray them with
mold release agent (b) before filling them. It keeps
cured resin from sticking to mold compartments.

e Some resins (UV resins) require that you set them
in bright, direct sunlight or beneath a fluorescent
UV light bulb (c) to cure.

e Optionally, you can seal and protect cured resin by
spraying it with resin sealer (d) or buffing it with
the same polishing wax that you use to polish
metal (see page 13).

Where can I find UV-emitting light bulbs?

lisa pavelka

R~ B
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Jewelry Chain Supplies

® You can purchase chain from jewelry supply stores
(a) or salvage it from old jewelry (b). See Chapter a
10 to learn about the various types of jewelry
chain.

e Use side cutters and wirework pliers to connect and
manipulate chain (see the section “Wirework Tools
and Supplies”).

® A basic ruler (c), cork board (d), and sewing pins
(e) are useful for measuring and dividing chain.

- d
e Hang chain from an ear wire (f) or a safety pin (g) _
to measure and cut identical, short lengths of . e
chain. Sl A _ £ 5
e : J]‘fllr]iljlﬁl'JF[J[IF'IjJ|_I_g|!|I|I]I|'_u||lilm[m|m|l|m{mrll L1
o | = =

® Ball chain findings (h) are designed to attach to
ball chain (i), and rhinestone chain findings (j) are
designed to attach to rhinestone chain (k).

® large bead caps (l) can serve as decorative tops for
chain tassels.
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More Specialized Tools and Supplies (continued)

Leather Tools and Supplies

® [eather is sold in sheets (a), and as trimmed scraps
(b), narrow strips (c), and rounded cord (d).

® Use a rawhide mallet (e) or a plastic mallet (f) to
pound on various leather tools without breaking
them.

® A regular kitchen poly cutting mat (g) makes a good
work surface when pounding on a leather tool with
a mallet.

e Use sturdy fabric shears (h) to cut light- and
medium-weight leather. Scalloped fabric sheers (i)
make decorative cuts.

® You can use a sharp utility knife (j) to cut thicker
leather.

e Pierce circular holes in leather with a leather rotary
punch (k) or leather circle punches (1), which are
available in a variety of sizes.

® You can use leather dye (m) to change the surface
color of certain types of leather.

® A household sponge (n) and lemon juice (o) are
useful for cleaning leather prior to dying. You also
use a sponge to moisten leather for design stamp-
ing (see the next page).

® Protect your hands from stains while dying leather
by wearing nitrile or silicone rubber gloves (p).

® Use cardboard (q) as a disposable work surface
when you use dye.
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You can paint leather with any craft paints (a) that
are designed for use on leather. These paints
remain flexible when dry.

Drafting-style shape templates (b) and permanent
markers (c) are useful for drawing cutting guides on
leather (as well as on metal and paper).

Use a sliding brass gauge (d) to measure the thick-
ness of your leather (and also for measuring beads
and other jewelry components).

Leather design stamps (e) impress designs in cer-
tain types of leather when you pound them with a
mallet (see the previous page).

You can seal and protect leather by applying
leather finishing products (f). (Learn more about
them in Chapter 11.)

Sturdy sewing needles and polyester thread work
well for stitching lightweight leather.

Use an overstitcher (g) to mark uniformly spaced
stitch holes that you later pierce out.

You can use specialized setting tools (h) to install
leather hardware, such as leather snaps (i), leather
rivets (j), and leather eyelets (k).

You can also install Vintaj brand Decorivets (1) in
leather as decorative elements.

Getting Started

CHAPTER

1
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CHAPTER 2

Essential
Techniques

This chapter provides a quick review of basic jewelry making tech-
niques. Use them in combination with the techniques in Chapters 3

through 11 to create your own unique jewelry designs.
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Cut Wire

M ost wirework projects require that you cut wire to a specified length and trim off excess wire
after completing a task.

CUT WIRE WITH SIDE CUTTERS

When you use side cutters to cut wire, always position the straight sides of the blades toward the wire that
you're cutting or the component that you're working on. This creates a flush cut (a), which is nearly straight.
The cut made by the tapered sides of the blades is always jagged (b).

When you trim wire, always aim the tapered sides of the blades away from you; the wire shoots out from that
side and can pose a safety hazard. It's also a good idea to wear safety glasses when you trim wire.

Straight sides of blades

CUT THICK WIRE WITH A SAW

You can cut very thick wire with a jeweler's saw.
Review how to set up a saw in the Appendix, and
learn how to use it properly in Chapter 4.

Support the wire on your bench pin when you make
the cut, using the edge of the bench pin as a guide
to help keep the saw blade straight.
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Make and Use Jump Rings Essential Techniques 2

J ump rings are important jewelry making components. They connect design elements and help
jewelry to lay properly when worn.

USE PLIERS TO MAKE JUMP RINGS
Grasp the end of the wire with round
nose pliers and rotate them away from

you to gradually coil the wire. Use your
thumb to guide the wire while you make
repeated coils at the same place on the
nose of the pliers. '

Remove the coil from the pliers, and

use side cutters to flush-cut the tip of

the first coil.Turn the cutters around to

make a flush cut that completes the

first jump ring. ’
Flip the pliers again to begin the next

ring with a flush cut. Continue this pro-

cess to cut all of your rings. Remember

that every ring needs two flush cuts in

order to close properly.
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Make and Use Jump Rings (continued)

USE A SAW TO MAKE JUMP RINGS

This technique uses a mandrel, a bench pin, and a jewel-
er's saw. Refer to Chapter 4 and the section “How to Set
Up a Jeweler's Saw” in the Appendix for more tips on
using them.

@ Hold the wire against a mandrel with an inch of wire
remaining on one side.

@ Press the wire against the mandrel with your thumb.

©® Rotate your wrist to turn the mandrel and make the
first coil, positioning your thumb against the 1-inch
wire tail for leverage.

@ Continue turning the mandrel to
make coils, positioning each new
coil against the previous coil.

Remove the coil from the mandrel.

©0

Place a tray or bowl beneath your
bench pin to catch the jump rings
as they fall free from the coil.

@ Support the coil on your bench pin
(see Chapter 1), and hold it with
your fingers, as shown (a).

@ Run the saw backward (away from
you) along the top of the first coil
a few times to create a small
groove.

© Keeping the blade in that groove,
gently saw into the first and sec-
ond coils. Allow the weight of the
saw to make the cut.

(@ Continue sawing slowly, in a
straight line, until the entire coil
is cut.

28



@ Collect your new jump rings from beneath the bench
pin.

Some jewelry supply companies sell specialized tools that
help you make jump rings more quickly. Consider pur-
chasing one if you need to make large quantities of jump
rings often.

OPEN AND CLOSE JUMP RINGS

To keep jump rings from bending or coming loose during
wear, you need to open and close them properly. To
open a jump ring, hold it in front of you using two pairs
of chain nose or flat nose pliers, with the cut in the ring
facing upward. Gently twist one end of the ring toward
you and the other end away from you.

To close a jump ring, twist the ends back in the opposite
direction, and wiggle them together until the ring is
completely closed.

Essential Techniques

CHAPTER

2
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Form Wire Links and Wraps

ith a few basic tools, you can use wire to link beads and other components, such as chains,
focal pieces, filigree stampings, and found objects.

Wire-and-Bead S

SIMPLE LINKS

(2]

(3]
o

WRAPPED BEAD LINKS

2]

Begin with a flush-cut length of
wire that is about 'z inch longer
than your bead.

Grasp the end of the wire with round
nose pliers, and rotate them away
from you to create the first loop.

String on the bead.

Grasp the other end of the wire
with the pliers, and create another
loop in the opposite direction.

Working with wire that is still on the spool, use
round nose pliers to grasp the wire about 2 inch
from the end.

Use your finger to bend the spool end of the wire
over the pliers and away from you, and then all the
way toward you again, to create a loop.

Switch to flat nose pliers (or chain nose pliers), and
use them to hold the loop so that the short tail of
wire is pointing up and passing in front of the base
of the loop.

Grasp the end of the wire tail with the round nose
pliers (or chain nose pliers), and bend the wire away
from you, over the wire at the base of the loop.
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Essential Techniques 2

@ Release the wire and reposition
the pliers so that you can grasp it
again from below, and pull it
upward and toward you to com-
plete one wrap.

@O Repeat this process to create a
total of two to four wraps.

@ Use side cutters to trim off the
excess wire as close to the wraps
as you can.

@ Flatten the end of the wire that
you just trimmed by squeezing it
down with chain nose pliers.

String on the bead.

® O

Use round nose pliers to grasp the
wire against the bead.

Bend the wire 90 degrees over the
pliers.

@ Move the pliers to the bent wire,
and create a loop there.

® Hold the loop with flat nose pli-
ers, and use the round nose pliers
(or chain nose pliers) to make two
to four wraps toward the bead.

@ Use side cutters to trim the wire,
and chain nose pliers to press it
down against the wraps.

The completed wraps
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Form Wire Links and Wraps (continued)

MAKE CONNECTED LINKS

It's easy to connect simple links to other simple links or
to jewelry components: simply open and close the loops,
as if you were opening and closing one-sided jump rings.
However, in order to connect a wrapped link, you need
to connect the other component before you wrap the
loop.

Connected simple links

Begin by making a loop (see the section “Wrapped Bead
Links”), but do not make its wraps. Slide the component
into the loop, and hold the loop with the tips of chain
nose pliers, with the component hanging down. In the
example on the right, the component is a metal feather
charm, but it could also be a clasp, a connector, or
another wrapped bead link.

Use the round nose pliers (or another
pair of chain nose pliers or your fin-
gers) to wrap the loop (a), locking the
connected component inside (b).
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Sometimes it can be helpful to make a wrapped wire link
without a bead, which is also called a wrapped figure-
eight connector. Start by making and wrapping the first
loop. Then grasp the wraps with round nose pliers, and
bend the wire 90 degrees.

Move the pliers to just past the wraps,
and make a second loop (a). Hold the
second loop with chain nose or flat
nose pliers, and use pliers or your fin-
gers to make the second set of wraps
on top of the first set (b).

a

Trim the wire end, and squeeze it down gently with
chain nose pliers to complete the wrapped figure-eight
connector.

When made with small-gauge wire, these connectors are
especially helpful for connecting jump rings and other
findings, such as clasps, to very small links of chain.

The completed figure-eight connector
33



String Beads

his is a review of how to string beads on flexible beading wire. For more stringing options, see
the book Beading VISUAL Quick Tips.

@ Beginning with a length of beading wire about 6
inches longer than your desired final length, string

on a crimp tube or crimp bead and position it a few
inches from the end of the beading wire.

@ Holding the crimp in place with one hand, use the
other hand to pull the end of the beading wire back
into and through the crimp.

©® Gently pull the beading wire until it creates a small
loop large enough to hold a jump ring.

@ Use chain nose pliers to squeeze
the crimp flat. The crimp should

now be secured over both strands
of beading wire.

@ Using small side cutters, trim the
tail of extra beading wire close to
the crimp.

How can I attach a connector
to leather cord?
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O After stringing all of the beads,
string on the second crimp and
position it close to the last bead.

@ Repeat Step 3 to begin making a
loop.

@ Switch to chain nose pliers to hold
the crimp close to the last bead,
and continue pulling the wire to
complete the loop.

© Repeat Steps 4-5 to secure the
crimp.

(@ Attach a clasp part to each loop
using jump rings.

Alternatively, you can use crimping pli-
ers to secure crimp tubes. Crimp the
crimp tube once with the pliers, then
turn the tube 90 degrees and crimp it
again (a).

Which end findings can I use
with ribbon?
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CHAPTER 3

Metal

Types and
Terminology

This chapter is an introduction to the types of metals you are most
likely to use in your jewelry designs. It covers some important termi-
nology used to describe metals and offers tips for taking care of your

metal supplies. It also discusses safety when using the techniques

covered in Chapters 4, 5, 6, and 7.
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etals are generally categorized as either non-precious or precious. Non-precious metals are rela-

tively abundant and affordable, while precious metals are rare and pricey. The most common
non-precious metals for artisan jewelry are copper, brass, bronze, nickel, aluminum, steel, and pot
metal. The most common precious metals are fine silver, sterling silver, and gold.

NON-PRECIOUS METALS

CopPER

Copper (a) is a soft, reddish metal that is
easy to cut, texturize, color, and manipu-
late. It tarnishes, or darkens, over time
when exposed to the air. It can also form a
crusty green patina, or surface color, when

exposed to moisture. b =

BRrass

Brass (b) is an alloy, or mixture, of the met- a

als copper and zinc. Brass with a high pro- sty e J

portion of zinc is bright yellow, while brass

with a high proportion of copper tends to

be reddish-yellow. This reddish brass is

sometimes referred to as jeweler’s brass, red

brass, or jeweler’s bronze. Brass is stiffer

than copper and therefore slightly more

challenging to work with. Like copper, brass naturally tarnishes over time.

BRronze
Bronze (c) is an alloy of copper and tin and has a darker hue than brass. It is available from select suppliers in
wire and sheet, and is readily available in clay form (see Chapter 7).

NIcKEL SILVER
Nickel silver (d) is an alloy of copper, nickel, and zinc. It is whitish-silver in color with a mild golden tint.
Although nickel silver is affordable and easy to bend, it can trigger an allergic skin reaction in some people.



ALumMINUM

Aluminum (a) is a lightweight metal with a silvery-white
color and a dull sheen. It typically does not tarnish or form
a patina, which limits your options for coloring it. You can
cut aluminum from drink cans and bottle tops or purchase
it in sheet or wire form from select suppliers.

STEEL

Steel is an alloy of iron and (usually) carbon. It is very hard
and rusts when left untreated. Stainless steel (b) contains
chromium, which inhibits rust. You can purchase stainless-
steel wire and findings from select jewelry suppliers.
Galvanized steel (c) is coated with a thin layer of zinc,
which also inhibits rust. You can find galvanized wire at
hardware stores, but it has a dull sheen and a utilitarian appearance. A more popular choice for jewelry is dark
annealed steel wire (d), which is easy to bend and can be polished for a worn, antique look; however, its black
coating rubs off easily, and it is prone to rusting.

Potr MetaL

The term pot metal (e) refers to any alloy of inexpensive, non-precious metals. It is typically very soft and has
a matte gray appearance similar to that of pewter (an alloy of tin, antimony, and copper). To avoid pot metal
that contains toxic ingredients, such as lead or cadmium, purchase it only from suppliers who can certify its
composition.

Ferrous metals contain iron, and non-ferrous metals do not. The most common example of ferrous
metal is steel. The other non-precious metals described in this chapter are non-ferrous.
Occasionally you may encounter a technique or application that is intended for either ferrous or
non-ferrous metals, but not for both.
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PRECIOUS METALS

STERLING SILVER

Sterling silver (a) is an alloy of pure silver and copper. By
regulation, it must contain at least 92.5 percent pure sil-
ver to be called sterling. Sterling silver is soft and easy to
work with, but it is pricey and tarnishes easily. Sterling-
silver jewelry should be marked with a stamp reading 925
or .925 to confirm its authenticity.

FINE SiLVER

Fine silver (b) contains 99.9 percent pure silver, with cop-
per making up the remaining 0.1 percent. It is very soft
for a metal and is less prone to tarnishing than sterling
silver. Fine silver is used in silver clay (see Chapter 7).

GoLp

b
gt
o
Y

—

ik

¢
= ‘%@

Gold is the easiest jewelry metal to bend and manipulate, but it is very expensive. A popular alternative is

gold-filled metal (c), in which an outer layer of gold is bonded to a non-precious metal core through the use
of heat and pressure. Gold-filled metals are graded based on the karat (proportion) of gold they contain and
the thickness of their gold layers. The thickness of a gold layer is expressed as a fraction; for example, 1/20

describes metal that is at least "z (about 5%) karat gold by weight.

Be aware that gold-filled metal is of higher quality than gold-plated metal (d), which has a very thin coating

of gold that can wear off easily.

Base metal refers to any non-precious, non-

ferrous metal or alloy, such as copper,

brass, nickel, or pot metal.



CHAPTER
Metal Types and
Terminology

auge is a number than denotes the thickness of wire or metal sheet. The larger the gauge, the
thinner the metal; the smaller the gauge, the thicker the metal.

Most jewelry applications call for wire or metal sheet
with an American Wire Gauge (AWG) between 28 (very
thin) and 12 (very thick). The American Wire Gauge Chart
in the Appendix (see page 295) provides the approxi-
mate thicknesses in millimeters of the most common
gauges, along with their suggested uses.

The wire and metal sheet that you purchase should be
labeled with its gauge. However, there may be times
when you lose track of gauge and need to measure it
with a gauge plate. Here’s how to use one:

@ Insert the metal sheet or wire into a slot along the
edge of the plate. (Do not pass wire all the way
through to the round hole.)

@ Move the metal from slot to slot as necessary to find
the one with the closest fit. The number stamped on
the plate next to that slot is the approximate gauge
of your metal.
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emper refers to the stiffness of metal. The softer the temper, the easier the metal is to bend; the
harder the temper, the more difficult it is to bend.

You can purchase most wire and metal sheet in specific
tempers, such as dead-soft (very soft), half-hard (slightly
stiff), full-hard (very stiff), and spring-hard (extremely
stiff). Most projects use metal that starts out as dead-soft

or half-hard. When you bend or hammer the metal, its I
temper naturally hardens. This is referred to as “work F o
hardening” your metal. L\ a2 -

Although it might sound counterintuitive, metal with soft
temper is stronger than metal with hard temper. That is
because the harder a metal’s temper, the more brittle it
becomes. You can accidentally weaken or even break a
piece of metal by bending or hammering it too many
times.

You can soften temper by heating
metal using a soldering torch. The tem-
perature required for annealing and the
exact technique you use depend on the
type of metal. Annealing techniques
are beyond the scope of this book, but
you can learn them in more advanced
metal work books or by taking a jewelry
soldering class.




ou need to take special precautions when working with metal to protect both your investment
and your personal safety. This section is a brief introduction to get you started on the right track.
Safety reminders, such as when to wear eye protection or gloves, are included throughout this book.

TAKE CARE OF YOUR METAL

Here are some basic tips for keeping your metal supply
organized and in good condition:

Prevent corrosion of metals by storing them away
from moisture and in airtight bags or containers.

Wrap metals that are prone to tarnish (such as
sterling silver and copper) in anti-tarnish fabric
(available at fabric stores) or enclose them with
tarnish-resistant paper strips (available from
jewelry-making suppliers).

Designate a separate container for scraps of each
type of metal that you have. You can use some scraps in future projects and send most others away to
be recycled (see the tip “Save Your Metal Scraps” on page 71).

Label your metal sheet and wire by type, gauge, and temper. The labels shown in the photo are masking
tape, which is easy to remove.

PROTECT YOURSELF

Although metal work is not inherently dangerous, you
still should protect yourself from possible injury. Here
are some important safety rules to follow:

Wear safety glasses whenever you drill, cut, ham-
mer, or otherwise manipulate metal in a way that
could cause a piece of the metal—or a piece of a
broken tool—to fly into the air.

Work in an area with good ventilation; use fans and
open windows whenever practical.

Wear protective rubber gloves when working with
chemicals.

Wear heavy protective gloves when drilling metal (which can get hot) or working with a kiln.
Keep kilns and other hot tools away from flammable materials.
Keep a first-aid kit nearby to treat any minor cuts or burns.

Be aware that not all brands and models of craft and hobby tools operate in the same manner. Carefully
read and follow the instructions that come with your tools. 43



CHAPTER 4

Basic Metal
Work

Metal work, also called metal fabrication, is the process of manipu-
lating metal to create useful or decorative components. This chapter
covers the basic metal work techniques of piercing, cutting, bending,
and shaping metal by using specialized tools. It also explains how

to transfer a design to metal sheet so that you can saw out custom

shapes.
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Pierce Metal

Piercing is the process of making a hole in metal
sheet or a premade metal component. The hole
can be decorative or it can serve as a connection
point for jump rings, a place to insert a saw blade
for sawing, or a junction point for cold connections
such as rivets (see Chapter 6).

Metal hole punches, punching pliers, and drill
bits are the most common piercing tools. The tool
and technique you select depend on the thickness
of your metal, the size hole you need, and your per-
sonal preference.

Use a Two-Hole Metal Punch Tool

A two-hole metal punch tool creates a

perfectly round hole without bending or

distorting metal. It works on soft, non-

ferrous metal sheet up to about 20

gauge (depending on the model of

punch). You can also use it to pierce d

thin sheets of plastic. ;EJ

@ Use a permanent marker to mark the
location for the hole, which usually
must be within about 10 centime-
ters of the edge of the metal (to
remain within the punch’s reach).

@ Select your preferred hole size. Most two-hole metal
punch tools have a 1.6mm punch on one end and a
2.3mm punch on the other.

@ Turn the crank on the punch counterclockwise to
create just enough space for the metal to slide
beneath the punch bit.
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@ Slide the metal beneath the punch bit, with the
mark you made in Step 1 facing up.

@ Align the mark with the punch bit. B

[

O Hold the metal in place with one
hand, and use your other hand to
turn the crank clockwise to punch
a hole. To avoid scratching the
metal, only turn the crank as far as
necessary to make the hole.

@ Turn the crank counterclockwise to
release the pierced metal.

A blank is a pre-cut piece of sheet metal that
you can alter and adorn. Blanks are available in
many shapes and sizes, both simple and ornate.
They save you from needing to saw out all of
your own shapes from metal sheet. (Sawing is
covered in the section “Saw Metal with a
Jeweler's Saw” later in this chapter).
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Pierce Metal (continued)

Use Metal Hole Punch Pliers

Metal hole punch pliers make perfectly round holes and
are available in a variety of punch sizes. You can use
them on soft, non-ferrous metal up to about 18 gauge
(depending on the model of pliers). Just like with two-
hole punching tools, the holes you make must be rela-
tively near the edge of the metal.

@ Use a permanent marker to mark the location for
the hole.

@ Slide the metal between the jaws
of the pliers. If you marked the
front of the design in Step 1,
align the mark with the punch bit
(a); if you marked the back of the
design, align the mark with the
hole (b). (This protects the front
of the metal from scratches.)

©® Squeeze the pliers’ handles
together to punch through the
metal.

@ Remove the metal from the pliers
by gently pulling down and turn-
ing the metal from side to side on
the punch bit.
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Indent Metal with a Center Punch

You typically use a center punch to create a small inden-
tation in a metal sheet before drilling. As covered in the
next section, the indentation helps keep the drill bit in
place.

@ Place the metal on a steel bench block (see Chapter 1).

@ Use a permanent marker to mark the location for the
indentation (the same place you plan to drill a
hole).

® Hold the punch perpendicular to
the metal and use a brass mallet or
utility hammer (see Chapter 1) to
tap the end of the punch one time.

@ Remove the punch to reveal the
indentation.

An automatic center punch is spring loaded at its
end. Instead of hammering it, you push it down
firmly with your hand to trigger it to punch the
indentation. You can control the depth of the
indentation by turning the end of the punch
clockwise (for a deeper indentation) or counter-
clockwise (for a shallower indentation).
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Pierce Metal (continued)

A pocket hand drill has a handle on one end and a clamp,
or chuck, for holding drill bits on the other end. You can
use it to drill holes in soft metals such as copper, brass,
and silver. Unlike hole punch tools, a drill allows you to
make holes anywhere on the metal, not just near the
edge. Pocket hand drills are also useful for piercing
unfired metal clay (see Chapter 7).

@ Select a drill bit (see “Drill Bit Size Chart” in the
Appendix).

@ Insert the bit into the chuck and turn the drill han-
dle clockwise to tighten the chuck around the bit.

@ Lubricate the drill bit by rubbing it across a stick of
cutting lube (see Chapter 1).

Place the metal on a bench block and punch an
indentation in the place you want to drill the hole
(see the section “Indent Metal with a Center
Punch”).

©® Move the metal onto a block of
scrap wood.

@O Place the tip of the drill bit in the
indentation. (The indentation
helps keep the bit from wandering
across the metal.)
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@ Keeping the drill at a ninety
degree angle to the metal, press
down gently and turn the drill
handle clockwise to gradually drill
the hole. To avoid breaking the
bit, use the minimum amount of
force necessary.

© Keep drilling all the way into the
wood block.

© Gently pull the drill bit out of the
metal, twisting it counterclock-
wise as you go. To avoid breaking
the drill bit at this stage, keep it
at a right angle to the metal.

Sizing Up to Drill Larger Holes
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Pierce Metal (continued)

Use a Power Drill

Power drills are much more efficient than hand drills.
The best power drills for making jewelry have variable
speeds that allow you to speed up and slow down the
drill bit as needed. When you use a flex shaft tool like
the one shown here, you can use its foot pedal to con-
trol drill speed while you work.

@ Use a permanent marker to mark the metal where
you want to drill a hole, and then use a center
punch to make a small indentation on the mark (see
the section “Indent Metal with a Center Punch”).

@ Place the metal on a block of scrap wood.

©® Select a drill bit (see “Drill Bit Size Chart” in the
Appendix) and slide it into the drill's chuck.

@ Tighten the chuck either by using a chuck key or by
turning the chuck bezel (the metal ring surrounding
the chuck), depending on the model of your drill. It
is important to keep the bit perfectly straight in the
chuck.

@ Put on your safety glasses and a heat-resistant work
glove. The metal may heat up from friction during
drilling.
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Hold the metal securely against the wood with your
protected hand, and insert the drill tip into the cen-
ter-punch indentation.

Position the drill so that the bit is at a ninety
degree angle to the metal. It is important to keep
the bit at this angle while drilling to avoid breaking
the bit.

Start the power drill. If your drill has variable
speeds, start with a slow speed.

Apply very light pressure as you drill. If the bit spins
in the metal without cutting through, your bit may
be dull or you may need to start with a smaller bit
(see the tip “Sizing Up to Drill Larger Holes” on
page 51). Do not press down hard with the drill; this
may break the bit.

Be patient and allow the drill to do the work. Once
it starts cutting, you can gradually increase drill
speed to save time.

Drill all the way through the metal and into the
scrap wood.

Keeping the drill bit perpendicular to the metal,
slowly pull the bit out of the metal with the bit still
rotating (at slow speed, if you have that option).

If the metal is hot, allow it to cool before touching
it with unprotected fingers.

Basic Metal Work
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Cut Metal

You can cut metal sheet and some metal com-
ponents to customize their size and shape.

The most common cutting tools are wire cutters,
metal cutting shears, and jeweler’s saws. To cut
perfectly round discs in a metal sheet, you can use
a metal disc cutter. The method you use to make a
cut depends on how precise it needs to be and the
thickness of your metal.

In addition to cutting wire, wire cutters can trim small-
gauge, narrow strips of soft metal. To review how to use
them, see Chapter 2.

The next two sections demonstrate how to cut
metal by slicing and sawing, but neither method
is perfect for making long, straight cuts effi-
ciently. If you find the need to make them often
(for example, to make cuff bracelet blanks), con-
sider buying a more specialized tool. One option
is a bench shear, which looks like a heavy duty
paper cutter. Another option is a motorized min-
iature bench circular saw designed for use with
non-ferrous metals, like the one shown here. Bench shears are sold by jewelry equipment suppli-
ers and motorized saws by hobby and woodwork suppliers.
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Slice Through Metal with Metal Hand Shears

Metal hand shears make incremental cuts in metal sheet,
and you can also use them to trim some pre-made com-
ponents such as filigree stampings. They work like
scissors.

Because it is difficult to make precise, long cuts with

hand shears, they are best for trimming small areas or

making longer cuts that do not need to be precise. (For

longer cuts, you may need to bend down the metal as =
you cut, to make space for the shears.) ’ :

After cutting with hand shears, your
metal is usually bent. You can flatten
bends using a rawhide mallet and
bench block. Place the metal on the
bench block with the curved edges of
the metal facing down, so that they
splay out against the bench block when
you hammer.

With some hand shears, the
uppermost blade is on the right
side, and with others it is on
the left side. If you are right-
handed, you may find it easier
to see your cut line if you use
right-blade shears; left-handers
may find it easier to see with i
left-blade models. Left-blade metal shears
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Cut Metal (continued)

Saw Metal with a Jeweler’'s Saw

A jeweler’s saw allows you to make precise straight or
curved cuts without deforming the metal. The technique
for getting started is different depending on whether
you saw from the edge of the metal or need to saw out a
shape from the inside. It is important to practice with
some scrap metal to become comfortable using the jew-
eler’s saw before you begin work on your projects.

For help setting up your saw and selecting the proper
blade size, see the section “How to Set Up a Jeweler’s
Saw” in the Appendix. For help marking your metal for
sawing, see the section “Transfer a Design to Metal” later
in this chapter.

SAW FROM THE EDGE OF METAL SHEET

@ Sit down at your work table with your bench pin
installed with its flat side facing up (see Chapter 1),
and put on your safety glasses. Use a chair that
allows you to work with the bench pin at about
shoulder height. (If possible, use a chair with
adjustable height so that you can use the same chair
for different tasks.)

@ If necessary, trim down your metal with hand shears
so that it is small enough to be manageable, but
large enough to provide leverage on the bench pin.

©® Lay the metal flat against the bench pin, and align
the place where you want to begin cutting at the
edge of the pin or over the cutout.

@ Slide the saw blade through a piece of cutting lube
(shown) or a piece of beeswax. This helps keep the
blade sharp and makes sawing easier.
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® Holding the metal against the bench pin and keep-
ing the saw vertical, position the upper end of the
blade against the edge of the metal in the place you
want to begin sawing. Note that for straight lines,
you can use the edge of the bench pin as a cutting
guide.

O Keeping the saw vertical, gently slide the saw
upward against the metal. (This does not make a cut
because the saw teeth point downward; but it cre-
ates a tiny groove that helps you get started cutting
in the next step.)

@ Gently slide the saw downward, keeping the blade
vertical. Start with short strokes and increase to
long ones. Remember that you are only cutting on
the downward stroke. Be sure to apply only very
light pressure; if you saw too hard or tilt the blade
to one side, the blade may break.

@ Continue sawing vertically as you gradually make the
cut. To make curves, slowly turn the metal rather
than turning the saw. To cut a corner, use short saw
strokes in place while turning the metal.

© When you finish, the cut piece of metal should fall
free.

NOTE: If you need to stop somewhere within the metal,
you can either pull the saw backward out of the metal
slowly, using short, backward saw strokes, or follow the
procedure in the section “Saw a Pierced Shape in Metal”
(on the next page) to remove the blade.
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Cut Metal (continued)

SAW A PIERCED SHAPE IN METAL SHEET

You can cut a seamless shape in metal by first piercing a
hole that you can insert the saw blade into. This type of
internal cutting is referred to as piercing with a saw.

@ Draw or transfer your desired shape onto the metal
(see the section “Transfer a Design to Metal” later in
this chapter).

@ Put on your safety glasses, and drill or punch a hole
inside of the shape by using a drill bit or punch
that is slightly wider than your saw blade (see
“Drill Bit and Hole Punch Size Chart” on page 105 in
Chapter 6). Position the hole near the outline of the
shape, but not so close that the hole touches it.

® Loosen the upper grip plates and the frame screw on
your saw (see the section “Set Up a Jeweler’s Saw”
in the Appendix).

@ Slide the frame forward to release the blade from
the upper grip plates.

@ Gently thread the blade through the hole that you
made in Step 2. Do not allow the blade to twist,
which may cause it to break.

O Re-secure the blade in the upper grip plates, adjust
the blade tension, and tighten the frame screw.
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@ Gently place the metal, with the design facing up,
on the flat side of your bench pin.

@ Hold the metal securely against the pin with one
hand, use your other hand to saw toward the shape
outline, and then gradually curve into the outline.

© Continue sawing as usual (see the section “Saw from
the Edge of Metal Sheet” on page 56).

@ When you complete the shape,
loosen one set of grip plates on
your saw and pull the blade verti-
cally to remove it from the metal.

When you saw a shape within a shape, you use
both sawing methods: sawing from the edge of
the metal and sawing a pierced shape. It is usu-
ally easier to saw the inside shape first because
it leaves more metal on the outside to provide
leverage. After the inside shape is cut, you can
saw the outside shape from the edge of the
metal.

Basic Metal Work
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Cut Metal (continued)

Create Discs with a Disc Cutter

You can use a tool called a disc cutter (see Chapter 1) to
quickly cut perfectly round discs from metal sheet.
Practice with some scrap metal until you get a feel for
how this tool works.

@ Put on your safety glasses, and place the disc cutter
on a sturdy work surface.

@ If your disc cutter has an adjustable slot size, follow
its instructions for matching the slot size to the
gauge of your metal. (The disc cutter shown in the
example is not adjustable.)

©® Slide the metal into the slot, and position the metal
so that it completely covers the hole that corre-
sponds with your desired disc size.

@ Select the punch that matches the
size of that hole, and apply a gen-
erous amount of cutting lube to its
cutting end.

@ Slide the punch into the hole so
that it rests against your metal.
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O Hold the metal in place with one
hand, and use your other hand to
pound down the punch with a
heavy utility hammer. You may
only need to hammer once or
twice, although thicker gauge
metal make take several blows.

@ Pick up the disc cutter to retrieve
the disc.

@ With the metal still in the disc
cutter, remove the punch by twist-
ing and pulling. Now you can
remove your metal.

© If needed, smooth the edge of the
disc with fine-grit sandpaper or a
sanding pad.

Unfortunately, disc cutter punches are not
always easy to remove (Step 8). When a

c punch feels stuck, try this method to
remove it:

1. Place the cutter on your bench pin,
with the stuck cutter centered over
the cutout in the pin.

2. Hold a short piece of wood dowel
vertically on top of the stuck punch.

3. Tap on the dowel using a utility hammer until the punch slides out through the
bottom of the disc cutter.
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Bend and Shape Metal

You can use specialized pliers to bend and shape
metal sheet and components to create settings,
bails, finger rings, and bracelets.

Use Bail Making Pliers

These pliers are helpful for making pendant bails and for
shaping filigree stampings.

CREATE A BAIL

This example uses a flat, brass blank to form a bail.
Alternatively, you can use a brass filigree connector with
a ring on one or both ends, or you can saw out a similar
shape in 28- or 26-gauge metal sheet and pierce holes in
the ends.

@ Grasp the center of the metal
between the barrels of the pliers.
The side of the metal that will be
inside the bail should face the
smaller of the two barrels.

@ Use your thumb to bend one end
of the metal up at a right angle,
moving toward the smaller barrel.

@ Use your index finger to bend up
the other end of the metal.
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Squeeze both ends of the metal
together, as far as they go.

Reposition the pliers and squeeze
the barrels together wherever
the curve of the bail needs
smoothing out.

Use chain nose pliers to adjust the
alignment of the front and back
ends of the bail, as necessary, and
to slightly bend back the ring(s).

Thread a jump ring or wire-wrapped
link (see Chapter 2) through the
ring(s) on the bail to attach a
pendant.

The larger barrel on bail making pliers can
serve as a mandrel for making small French
hook ear wires. Try bending a length of 22
gauge wire about % inch from one end.
Then use round nose pliers to loop the lon-
ger end, and use chain nose pliers to bend
back the tip of the shorter end.
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Bend and Shape Metal (continued)

WRAP A FILIGREE STAMPING

Most filigree stampings are soft enough to bend using
pliers. This example uses bail making pliers to create a
setting for a round, metal flower stamping. The filigree
shown has four edges; alternatively, you can use a fili-
gree with fewer or more bendable edges. Just adjust your
technique to compensate for them.

@ Select a filigree stamping with an appropriate size
and shape to hold your component.

@ With the filigree lying back side
up, center the component on the
filigree. Use the filigree motifs as
alignment guides.

® Hold the component firmly in
place, and use the fingers of your
other hand to slightly bend up
each edge of the filigree.

@ Temporarily remove the component from the filigree.

64



@ Grasp the filigree with the barrels
of the bail making pliers at the
base of one of the bends.

@ Use your fingers to bend that edge
of the filigree over the inside
barrel.

@ Repeat Steps 5 and 6 for each
bend in the filigree.

NOTE: Remember not to bend the same
area of metal more times than neces-
sary. Over-bending can fatigue the
metal and cause it to break.

@ Slide the component back into the
filigree. You may need to slightly
bend back one or more of the
edges to help it fit.

© Use your fingers and/or nylon jaw
pliers to push each edge of the fil-
igree down onto the component.

@ Use nylon jaw or chain nose pliers
to make minor adjustments in the
alignment of the filigree as
needed.

Basic Metal Work
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Bend and Shape Metal (continued)

@ Thread a jump ring (shown) or wire (for creating a
wire link, see Chapter 2) through one or more open-
ings in the filigree to create one or more loops for
hanging or for connecting other components.

The filigree setting in the example can be used as a pen-
dant, as shown, or linked with other filigree settings to
create a bold bracelet.

Some filigree stampings are softer and easier to
bend than others. When you encounter an espe-
cially stiff one, you may need to use nylon jaw
pliers, and greater force, to make some of the
bends. Try to avoid wrapping stiff filigree around
breakable components, such as glass tiles or
glass cabochons, because the extra force may
crack or shatter them.
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Use Bracelet Bending Pliers

You can use bracelet bending pliers to bend metal sheet,
blanks, or stampings. This example uses a 6-inch,
16-gauge copper bracelet blank to form a cuff bracelet.

@ Grasp one end of the metal with the pliers and
squeeze down firmly.

@ Reposition the pliers about a quarter-inch away and
squeeze down again.

©® Repeat Step 2 until the metal is completely curved.

@ Use your fingers to adjust and even out the curve as
necessary.

NOTE: If the edges of your bracelet are rough or sharp,
you should file them smooth (see Chapter 5).

Because filigree stampings are bendable, you
can also bend them into rings by wrapping them
around mandrels with your fingers. The example
on the right shows a long, narrow filigree
stamping being curved around a ¥:-inch wooden
dowel to create an adjustable-size finger ring.
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Dome Metal with a Dapping Block

You can use a dapping block to dome flat metal discs and
other small, flat metal components. Steel dapping blocks
are very sturdy and versatile. (You can even use their
punches to make tube rivets; see Chapter 6.) Wood dap-
ping blocks are more economical and are appropriate for
doming delicate components or making very shallow
domes.

USE A STEEL DAPPING BLOCK

@ Center the disc (or other small, flat
metal component) in one of the
rounded cavities, or dapping bowls.
Select a bowl that is slightly larger
than your component.

@ Select a dapping punch that is
nearly as large as that dapping
bowl, and center it vertically
against the metal disc.

@ Use a utility hammer to tap the
end of the dapping punch a few
times to bend the disc.

@ Perfect the dome shape by tapping
the punch several more times,
holding the punch at different
angles.

@ Tip the dapping block to the side,
or use your finger, to retrieve the
newly domed disc.




USE A WOOD DAPPING BLOCK
You use a wood dapping block the same way you use a
steel dapping block, except that you need to tap more
lightly on the dapping punch. The basic wood dapping
block, shown on the right, comes with just two slightly
rounded wood dapping punches.

Wood dapping blocks are good for
doming patterned metal, such as fili-
gree stampings, because the wood
does not mar the design.

When you want to make a relatively deep dome
in your metal using one of the smaller bowls on
your dapping block, use one of the larger, shal-
lower bowls first. Then move to consecutively
smaller, deeper bowls (and smaller dapping
punches) until you achieve your desired shape.
This keeps the dome round and avoids distor-
tions that can occur if you begin with a small
dapping bowl.

Basic Metal Work
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Transfer a Design to Metal

ou can draw dots, ruler lines, simple shapes, and stenciled designs

directly on metal by using a permanent marker, and sand off any stray
marks later (see the section “Sand Metal” in Chapter 5). But when you
want to pierce or cut a more elaborate design, it is a good idea to draw
it out on paper first. You can then transfer the design to metal, using the
tracing paper method explained in this section.

@ Draw or print out your design on plain paper or graph paper.
NOTE: You can download the design template shown here at www.
wiley.com/go/moretyvjewelrymaking.

@ If you do not want to destroy your original copy or printout,
place a sheet of tracing paper over the design, and trace it with
a pencil.

@ Use scissors to cut the paper to within about % inch of the out-
side edges of your design.

@ Use an artist brush to paint the back side of the
tracing paper with a thin layer of Mod Podge or
white household glue. If you use household glue,
give it a few minutes to partially dry and become
tacky. (Be sure to rinse out your brush with water.)

@ Place the tracing paper, glue side down, on the
metal sheet, and smooth out any wrinkles.
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(@ Dry the cutout with paper towels, a

Allow the glue to dry fully.

If the metal sheet is much larger than your design,
use metal sheers or a jeweler's saw to cut it down to
a more manageable size.

Follow the instructions under the section “Saw Metal
with a Jeweler's Saw” to cut out your design, using
the lines on the tracing paper as a guide. Try to saw
just outside of the lines, to leave some metal to be
removed later by filing. If the paper begins to peel,
hold it down with your fingernail as you saw, or use
an artist brush to apply more glue.

Loosen the tracing paper by soak-
ing the metal cutout in water, and
then slide the paper off with your
fingers.

clean cloth, or a hair dryer.

You can now refine the shape and
smooth the edges by filing (see the
section “Use a Metal File” in
Chapter 5).

Many metals have monetary value, even when
they are in very small or oddly shaped pieces. If
you place a container beneath your bench pin,
you can collect the metal scraps and shavings
that fall off when you use your saw. (Jeweler’s
benches have built-in drawers for this purpose.)
Store scraps of like metal in plastic containers or
bags. You might use some scraps in other
designs, and you can sell the rest to recyclers
(see “Metal Recyclers” in the Appendix).

Basic Metal Work
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CHAPTER 5

Finishing and
Embellishing
Metal

You can refine and customize your handmade metal jewelry compo-
nents by filing, sanding, texturizing, and polishing. For more design
impact, you can use metal punch stamps to impress words and designs
on metal or add distinctive color using inks, paints, or patina solu-
tions. As you read through this chapter, think about how you might

combine these techniques to develop your own original creations.
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File and Sand Metal

You can smooth and refine the shape of metal
sheet after piercing, cutting, or bending by
using metal files and sanding supplies.

Use a Metal File

Use a metal file to perfect shapes and remove jagged
edges. The following steps provide a basic approach to
filing. You can alter them slightly depending on your
design objectives and preferences.

@ Select a file with an appropriate cut and size (see
Chapter 1).

@ Optionally, rub the file across a stick of cutting lube.
This makes filing smoother and can help your file
last longer.

@ Sit at your work table with your bench pin just below
chest height.

@ With the sloped side of the bench pin facing up,
hold your work against the edge of the bench pin for
support.
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@ Begin filing by running the file
along the edge of the metal in a
direction moving away from you.

O Pick up the file, reposition it, and
run it along the metal again. Files
cut in only one direction, so you
should always file in that direction
and use long, even strokes. If you
develop the habit of lifting the file
on the return stroke you will
extend the life of your files.

@ Continue filing to achieve your
desired shape or to remove
scratches and dings. Change the
angle of the file while it is moving
to smooth outside curves or domed
areas. Switch to a round or half-
round file to smooth inside curves.

© To further smooth and refine the
metal’s surface, switch to finer-cut
files and file the same areas a few
more times.

Burnish to Smooth Out Scratches and Pits
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File and Sand Metal (continued)

Sand Metal

Sandpaper, sanding pads, and sanding blocks can
smooth out shallow scratches and stray file marks
without removing as much metal as filing. You can
also use it to prepare metal for final polishing or to
back off, or selectively remove, surface color on
raised parts of a design.

@ Select an appropriate grit of sandpaper, sanding
block, or sanding pad. The example uses medium
grit paper on a sanding stick (see Chapter 1).

Fine-grit sandpaper

@ Hold your work either against
your bench pin with the sloped
side facing up (a), or press it
against a rubber block (b).

® Rub the sandpaper against the
metal using back and forth
strokes. Move gradually and
evenly from one end of the
metal to the other.

@ Use a soft cloth to remove any dust or metal parti-
cles from your metal.

If you want to create a smoother finish, switch

to a finer grit sandpaper and turn your work 90

degrees on the bench pin or rubber block before
sanding again.
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O Sand back and forth and from end to end with
strokes that run perpendicular to the strokes
you made using the courser grit paper.

@ Repeat Steps 4-6 one or more times, depending
on how smooth you prefer the finish, using pro-
gressively finer grit sandpaper. If you plan to
polish your metal to a high shine later, finish
with a very fine grit.

Do I need to use more than one grit
of sandpaper?

Finishing and
Embellishing Metal

The piece after sanding
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Texturize Metal

ou can change the look and feel of metal by

texturizing. Hammering and brushing are two
basic texturizing methods that you can use either
individually or together in the same design. For
best results, only texturize raw (unfinished and
unplated) metal.

Create a Hammered Finish

You can create a hammered finish simply by hammering
on metal sheet with a specially shaped or textured ham-
mer (see Chapter 1). The example uses a traditional ball
peen hammer. Remember to always wear your safety
glasses while hammering.

@ Place the metal on your bench block.

NOTE: When you make a curved design, such as a cuff
bracelet, hammer the metal while it is still flat or use a
round steel mandrel instead of a bench block.

@ Hold the metal in place with one hand and use your
other hand to gently tap the metal with the hammer.

©® Tap uniformly across the surface of the metal. You
can experiment with lighter taps and heavier taps,
but keep in mind that heavier taps move more metal
and can change the shape of your metal at its edges.

NOTE: If it is important not to alter the edge shape,
then lay your shape on a piece of paper on the bench
block and draw a line around the edge before you begin
texturizing. If you see the line is being covered by the
edge as you tap, you will know you need to use lighter
taps or stop texturizing in that area.

@ Hammer as much as necessary to achieve your
desired look, but avoid over-hammering, which stiff-
ens the metal and can make it brittle.
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Create a Brushed

You can create a brushed finish by rubbing metal
with fine steel wool or brushing it with a wire
bristle brush.

When you use steel wool, tiny bits of steel fibers
break off and create metal dust. To avoid the mess,
you can use it wet, either under a faucet or sub-
merged. With this approach, it is best to tear off and
use one small piece of steel wool at a time, because
it rusts easily and must be discarded after use.

When you use a metal bristle brush, select one with
bristles harder than the metal you are brushing. You
can brush copper and silver with a brass brush, but it
is better to use a steel bristle brush on brass and
bronze.

Brushing Metal with a Rotary Tool
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Polish Metal

Polishing is the process of removing oxidation, or tarnish, from metal and for bringing metal to a
shine. However, it does not remove scratches or pits; always sand your work first if you need to
eliminate surface imperfections.

Use a Polishing Cloth

Jewelry polishing cloths are made of very soft fabric
that is embedded with a polishing compound, usually il
one called jeweler’s rouge. Jeweler's rouge is a waxy, . A
mildly abrasive substance that you can also buy in '
stick form. To make your own polishing cloth, apply
a small amount of rouge to a soft flannel cloth.

Polishing leaves a thin residue of polishing com-
pound on metal. A small amount of residue helps to
protect metal from future oxidation and keeps it
looking shiny longer; but too much residue looks
waxy and can even leave red or gray marks on skin
and clothing. To remove residue, buff metal with a
clean piece of white felt.

How does a rotary tumbler polish metal?
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You can polish metal more quickly, and achieve
a brighter shine, if you use a handheld rotary
tool (see Chapter 1) with a polishing wheel. Many
polishing wheels are made of felt; you spin them
against a stick of polishing compound before
buffing your metal. Some jewelers begin with a
coarser polishing compound called tripoli, then
clean the metal to remove all residue, and follow
up with a new polishing wheel and jeweler’s
rouge to perfect the finish.

Another style of polishing wheel is made of rubber.
These wheels work without polishing compound
and come in a range of grits from coarse to fine.
You may need to wear gloves with these wheels,
because they tend to heat up metal quickly.

Be Extra Careful When Polishing Chain
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Use Metal Punch Stamps

etal punch stamps allow you to impress num-

bers, letters, and decorative shapes into metal
sheet by hammering. You can intensify stamped
words with lowlights by oxidizing or painting them
(both techniques are covered later in this chapter).
With any stamping project, keep scrap metal nearby
to practice on while you work.

Basic Metal Stamping Technique

@ Place the metal on a bench block on top of a
solid rubber hammering mat (see Chapter 1).

@ Optionally, use a ruler and permanent marker
to draw a straight line to use as a design
guide. (You can sand off this mark later using
fine-grit sandpaper.)

©® Select a punch stamp and hold it vertically
against the metal. The example uses a 3mm
lowercase letter punch stamp.

@ Make sure that the letter (or design) is pointing
in the correct direction. If your punch stamp
has a groove on one side, the groove normally
should face away from you.

NOTE: If your stamps are not marked, consider
marking them yourself with paint or correction fluid
to indicate which side is “up” on each stamp.
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@ Tilt the stamp and locate the bottom edge of the
letter. With shiny metal and proper lighting, you
might see the letter’s reflection in the metal.

O Align the bottom of the letter with your guide
line, if you drew one. (Do not use the flat edge
of the stamp shank for alignment unless your
stamps are specially designed for this.)

@ Bring the stamp back to vertical and hold it
perfectly straight.

@ Pound once on the end of the stamp with a
heavy utility hammer or a brass mallet. Your
goal is to hammer hard enough that the letter
evenly impresses into the metal, but lightly
enough not to distort or groove the metal.
(This takes practice; see the FAQ on page 85.)

© Remove the stamp to reveal the impression. You
can now continue stamping a word, phrase, or
design. Optionally, you can oxidize or paint
your design when you are finished (see the
sections “Paint Metal” and “Create a Patina” in
this chapter).

NOTE: If your metal becomes domed, tap it a few
times on the bench block with a raw hide hammer to
flatten it.
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Use Metal Punch Stamps (continued)

Center a Stamped Word or Phrase

The traditional approach to centering a stamped word
or phrase involves starting at the center point and
then stamping outward in both directions. However,
with longer words and phrases, it's often easier to use
paper sticky notes as guides. The following example is
a variation of the sticky note technique recommended
by designers at Artbeads.com.

@ Place a stack of several sheets of sticky notes on a
bench block.

@ Use your hammer and punch stamps to stamp out
the word or phrase on the sticky notes, just as you
would like it to appear on the metal. Experiment
to find your desired spacing and alignment.

@ Use a ruler to find the center point of the word or
phrase, and mark it on the sticky note.

@ Remove the sticky notes and place your metal
directly on the bench block. You may want to tape
your metal in place to hold it securely while you
stamp.

@ Use a ruler to find the approximate center point of
the metal, and mark it with a permanent marker.

@O Place the top sticky note on your bench block and
align the center point mark on the note with the
center point mark on the metal. (You may need to
cut or fold the note first.)
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@ Tape down the sticky note (if necessary), and stamp your word or phrase onto
the metal using the note as an alignment guide.

How can I improve my metal stamping
technique?
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Color and Stamp Metal with Inks

lcohol inks add soft, translucent color to metal

and other nonporous surfaces. You can also cre-
ate interesting effects by applying inks on top of
paint (see the section “Paint Metal”). It is a good
idea to work on a nonporous craft mat and to wear
latex gloves when you work with stamps in order to
avoid stains.

Color Metal with Alcohol Ink

The most durable type of ink for coloring metal is alco-
hol based. The example in this section uses ink appli-
cator pads, but you can also apply ink directly from the
bottle and dab off the excess with a crumpled paper
towel.

@ Clean the metal with mild dish soap and water or
with rubbing alcohol and allow it to dry. It is
important to remove any oils or other solvents that
can repel the alcohol ink.

@ Apply a few small drops of alcohol
ink to a clean ink applicator pad.
Use a small applicator (a) on small
areas and a large one (b) to cover
large areas.

NOTE: You can use rubbing alcohol to
remove stray alcohol ink marks or
stains.

@® When you use a large applicator,
you can optionally add more colors
(as shown in b) to create a mottled
effect.
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@ Dab the applicator on the stamp-
ing in the places you want to add
color.

NOTE: If you are applying more than
one color with a large application pad,
you can twist the pad as you stamp to
blend the colors together. If you think
the colors are too bright or you are
not happy with the results you can
squirt some blending solution onto the
pad and stamp over the colors again.
This will lighten up and blend the col-
ors even more.

@ Optionally, apply a different color
to another part of the stamping
using a different small applicator
(to avoid muddying colors).

O Allow the ink to dry for at least a
few minutes before working with
the metal or brushing on a non-
solvent craft sealant, such as Mod
Podge (see the tip on this page.)

Small applicator

Only Use Non-solvent Craft Sealant with

Alcohol Inks

Finishing and
Embellishing Metal

CHAPTER

5

87



Color and Stamp Metal with Inks (continued)

Stamp Metal with Ink

SIMPLE STAMPING

You can stamp metal with the same rubber stamps
and inks that you use to stamp paper. Always clean ST -
your stamps while the ink is still wet using a lint- < x5 R b 1
free cloth and water or stamp cleaner.

The most popular inks for stamping metal are sol-
vent-based (such as alcohol ink), because they are
more permanent. However, you can also use pig-
ment or fluid chalk inks if you heat-set them with
a heating tool after stamping (see Chapter 1).

STAMPING AND EMBOSSING

Embossing powders create raised, textural ink stamp-
ings on metal (and other nonporous surfaces, such
as glass). For ease of use, select an embossing ink
that comes in a dauber bottle, ink pad, or marker.

@ Clean the surface of the metal with rubbing
alcohol to remove any oils.

@ Rub the metal with a dryer sheet (as shown) or
an anti-static bag (to help keep stray powder
from adhering outside of your design).

©® Apply embossing ink to the surface
of the stamp using a dauber or
stamp pad. The example uses clear
ink and dauber bottle.

@ Stamp the design onto the metal
and use a lint-free cloth to clean
your stamp.

@ Tap enough embossing powder over
the design to cover it completely.
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@ Pick up the metal and tap it over a tray or
plastic container to remove excess powder.
(You can pour the extra powder back into the
embossing powder bottle for reuse.)

@ Optionally, use a dry cotton swab to pick up
any stray powder outside of your design.

@ With the metal on your work surface, use a
heat tool to melt the powder. Hold the tool 5
or 6 inches above the metal and heat the
design evenly until the powder turns shiny.

© Give the design at least a few minutes to dry,
and allow the metal to cool before touching it.

(@ Optionally, you can use an artist
brush to color the spaces inside
the design with alcohol ink.
(Then clean your brush using
alcohol ink blending solution or
rubbing alcohol.)

@ When all the inks are dry, brush
on a non-solvent based sealant,
such as Mod Podge.

89



Paint Metal

You can use acrylic or enamel paint to add
opaque or semi-translucent color to metal.
Paint also works well for accenting metal punch
stamp designs. Always select a paint that is
intended for metal (see Chapter 1), clean the
metal before painting, and seal it when dry.

Create solid or mottled color by apply-
ing acrylic paint with an artist brush,
sponge applicator, or dauber. Use a
lint-free cloth or paper towel to
remove excess paint while it is still
wet. You can also remove paint from
raised accents or surfaces, as shown
in the example on the right.

Alternatively, you can allow the paint
to dry and then sand the raised sur-
faces to back off the color. You can
also use a sanding pad (a) or sandpa-
per to add a brushed finish to raised
surfaces that you previously wiped
clean.

When the paint is completely dry, be
sure to seal it with a sealant made for
acrylic paint, such as Krylon Clear (b).
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Spray Paint Metal

CHAPTER

5

To create solid color, you can use enamel spray paint
that you find at hardware stores. Follow these steps
for best results.

@ Clean the metal by rubbing it with alcohol and
lay it out on newspaper in a well-ventilated area.

@ Spray the metal lightly for a few seconds using a
sweeping back-and-forth motion to create an
even coat.

©® Allow the first coat to dry for at least a few min-
utes, and then spray again to create a second,
light coat.

@ Work gradually, one light coat at a time, to avoid
drips.

Once you achieve your desired coverage, allow
the metal to sit undisturbed for an hour or more
until the paint is completely dry.

@ Use the same process to apply clear spray enamel
as a sealant, or brush on a clear enamel sealer
such as DecoArt Gloss Enamel Clear Medium.

Optionally, you can better protect against peeling by
beginning with one or more coats of enamel primer,
using the same method you use to apply paint.
However, keep in mind that even with primer and
sealant, paint can be more prone to scratching and
chipping than inks.
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Create a Patina

atinas form naturally on bare metals when

they are exposed to air over time. You can
speed up the process by applying certain chemi-
cals. This section covers some of the most popu-
lar patina solution techniques. With all of them,
remember that you need to begin with raw,
unfinished metal.

Oxidize Metal with Liver of Sulfur

The best way to darken copper and copper-containing
metals, such as sterling silver, is to oxidize it using a

chemical called liver of sulfur, which is sold by jewelry
making suppliers. Liquid and gel formulations are the

easiest to use.

@ Set up your work area in a well-ventilated location
and put on latex gloves. (Liver of sulfur solution
smells like rotten eggs and its fumes are unhealthy
to breathe.)

@ Clean the metal in soapy water or with rubbing
alcohol. It is important to remove all oils from the
surface of the metal.

@ Fill a small container with warm water. The water
should be steaming, but not boiling. (Cooler water
results in duller patina colors and lengthens the
time it takes to create a patina.)

@ Following the directions on the liver of sulfur con-
tainer, add a small amount of liver of sulfur to the
water and allow it to dissolve. (You usually need a
smaller amount for copper and a slightly larger
amount for sterling silver or bronze.)

NOTE: The solution shown here is opaque because the
liver of sulfur is aging and starting to degrade. Your
solution should be translucent if you use a fresh bottle
of liver of sulfur.
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@ Use tweezers or your gloved fingers to dunk the
metal into the liver of sulfur solution and swish it
around for a couple of seconds (see photo on the
previous page). Alternatively, you can apply the
solution to select areas using an artist brush (this
is especially useful for darkening metal punch
stamp indentations).

® Remove the metal and rinse it well in clean water,
either in a bowl or under a faucet.

@ Optionally, repeat Steps 5 and 6 to create a darker
patina. As the metal becomes more oxidized, the
patina will turn from gold, to amber or brown, to
red, to purple, to blue, to green, to gray, to black.

© Allow the metal to dry before sanding, brushing,
or polishing.

© Optionally, protect the new patina by buffing the
metal with polishing wax, such as Renaissance
Wax. (Use wax in a well-ventilated area, and fol-
low all the directions on the container.) You can
also shine the finish by buffing very lightly with a
polishing cloth; however, only do this sparingly to
avoid removing too much color.

A

() After you finish, pour some baking soda into the s S A 3
liver of sulfur solution to neutralize it. When the
fizzing stops, you can discard it down a drain (if a: Bead with no patina
approved by your local public works department) b: Bead with full patina
or into a bucket of cat litter to throw out with c: Patina backed off

your regular trash.

How is liver of sulfur different from blackening solution?
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Create a Patina (continued)

Create a Blue-Green Patina on Copper or Brass

Natural blue-green patina is called verdigris. You can
create it by mixing common household ingredients.

@ Clean the metal to remove any dirt or oils, and place
it on an old cookie sheet.

@ Working in a well-ventilated area (or outdoors),
combine the following ingredients in a spray bottle;
two parts white vinegar, one and one-half parts no-
suds ammonia, and a half part kosher or sea salt.

@ With the bottle closed, shake the mixture for about
twenty seconds.

@ Spray the metal liberally with the
mixture.

©® Allow the metal to sit undisturbed
for at least 2 hours.

O Check the progress of the patina.
Optionally, repeat Steps 3-5 for a
darker green color.

@ When the metal is completely dry, seal it with
metal polishing wax or clear acrylic spray. (It
is important to seal verdigris because it is
prone to flaking and can even be toxic if left
unsealed.)

The sealed stamping
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Create an Antique Patina on Brass

Brass is more difficult to oxidize than copper and
sterling silver because brass contains zinc, which is
resistant to corrosion. For a rich brown patina, try
the following household method that uses heat.

@ Clean the brass to remove any dirt or oil.

@ Place the brass on a roasting rack or metal sol-
dering screen (shown) in a roasting pan or on a
cookie sheet.

@ Combine one part sea salt or kosher salt and three
parts apple cider vinegar in a spray bottle, and
shake the closed bottle until the salt dissolves.

Spray the brass liberally.

Place the cookie sheet in a kitchen oven set to
400°F and bake for about 30 minutes.

® 0

O Check the patina. If you'd like it to be darker, use
an oven mitt to remove the pan from the oven,
spray the brass again with the solution, and place
it back in the over for another 20 or 30 minutes.
(Do not stand directly over the brass when you
spray it; there will be a small burst of hot steam.)

@ Repeat Step 6 as many times as you'd like for a
darker finish. (This may require experimentation.)
If salt builds up on the brass between coatings of
spray, allow the brass to cool, and then rinse it
under water before applying more spray.

© When you achieve your patina, allow the brass to
cool completely, and then rinse it in clean water
and allow it to dry completely.

© Optionally, brush, sand, or lightly polish the
antiqued finish and seal it with a coat of metal
polishing wax.

The stamping with polish wax
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Joining
with Cold
Connections

Cold connections are techniques for joining metal and attaching com-
ponents without using adhesives or solder. The most popular cold
connection methods are installing rivets, using miniature nuts and

bolts, creating metal tabs, and stitching with wire.
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Join Components with Rivets

ivets are short lengths of wire or metal tubing

that work like nails to hold jewelry components
together. They also can serve as purely decorative
elements on sheet metal and metal blanks. You
can buy readymade rivets from jewelry making
suppliers or make them yourself. As a general rule,
use readymade rivets with posts that are about
/s inch longer than the combined thickness of
the components being joined.

Install Readymade Solid Rivets

Solid rivets are made from wire, rather than from metal
tubing.

@ Lay out your design by stacking and pre-positioning
the components that you want to join together.

@ Use a marker to place a dot on the top component
in the places you want to install rivets.

@ Optionally, use a marker to mark the locations of
the edges of the top component on the bottom
component.

@ Remove the top component and
pierce one of the marked dots
(see the section “Pierce Metal” in
Chapter 4) to create the size hole
recommended for your readymade
rivets. The rivets in the example
use 1.6mm holes.

® Reposition the top component on
the bottom component, and use a
fine tip marker to mark the bottom
component through the hole.
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® Remove the bottom component
and pierce it through the dot
with the same size hole.

@ Place the rivet, head down, on
a bench block and stack on the
pierced components. (The rivet
head should face the front of
the design.)

@ Pick up the rivet and components
and, if necessary, use side cutters
to trim the rivet end so that it
extends 1 inch from the compo-
nent. (Always wear safety glasses
when you trim rivets, and aim the
rivet end away from you when you
make the cut.)

© Slightly flatten the rivet end using
a medium-grit sanding stick or a
smooth (fine) cut metal file.

(@ Place the components on your
bench block with the rivet head
facing down.

@ Use the ball end of a small ball
peen hammer (see Chapter 1) to
tap evenly around the edge of the
rivet end, gradually flaring the
metal outward.

@ Check to see whether the rivet is
secure. If not, hammer just a little
more and then check again.
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Join Components with Rivets (continued)

®
14)

Use the flat side of the hammer to lightly tap
straight down on the new rivet head to flatten it.

To install a second rivet, pierce both components
through a second marked dot. For heavier gauges or
multiple layers of components, you may need to use
a power drill (see the section “Pierce Metal” in
Chapter 4). You should always complete at least two
rivets to stabilize your piece before piercing the
remaining marked holes.

Pierce the holes for any remaining
rivets, and perform Steps 7-13 to
install them.

Optionally, finish by sanding with
medium-grit sandpaper to smooth
out the surfaces of the rivet heads.

Use Washers to Rivet Soft Materials

Front

Back
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Install Readymade Tube Rivets

The rivets in this example have flat heads and hollow
tubes for shafts. An alternative style, called an eyelet, is
open all the way through. To attach either style you
need an eyelet setting tool. The example uses a punch
style, round setting tool that you tap with a hammer
(see Chapter 1). Be aware that tube rivets are available
in a range of lengths, as well as diameters. Because they
are more difficult to trim down than solid rivets, you
should select a tube rivet that is approximately s inch
longer than the thickness of your component(s).

@ Perform Steps 1-7 of the section “Install Readymade
Solid Rivets.”

@ Select an eyelet setting tool designed for your size
of rivet, and place the tip of the tool in the rivet
tube end. (The example uses a “4s-inch tube rivet
and a Yie-inch eyelet setting tool.)

©® Holding the setting tool vertical and straight, use a
utility hammer to tap lightly on the tool until the
edges of the rivet tube bend all the way back.

@ Use medium-grit sandpaper to
smooth the sharp edges of the
rivet end.

The photos on the right show the
sanded rivet end (a) and the head of
the installed rivet (b). Notice that this
style of eyelet setting tool, called a
cone tip, curls back the edges of the
rivet. Some setting tools split the
edges into a flower shape.
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Make Your Own Rivets

H andmade rivets have a more custom look than
readymade rivets, and you can adapt them

to fit your designs. You can make them from wire
or metal tubing in any soft metal, such as copper,
brass, or sterling silver. Rivets take practice, so
spend some time experimenting on scrap metal
first.

Make a Solid Rivet

@ Trim a length of 16-, 14-, or
12-gauge wire about % inch
to 1inch long.

@ Clamp the wire vertically in a
bench vise or hand vise (see
Chapter 1), with about s inch of
wire protruding (a). Alternatively,
you can grasp the wire with utility
pliers (b).

® If you use a hand vise or pliers,
rest that tool against your bench
pin for support.

@ Use the ball end of a lightweight
ball peen hammer to tap lightly
and evenly around the edge of the
wire end. The goal is to push
metal away from the center. The
wire should then look like this (c).
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@ Perform Steps 1-7 of the section “Install Readymade
Solid Rivets.” Use “Drill Bit and Hole Punch Size
Chart” on page 105 to select the correct size drill bit
or punch.

O Thread the wire through the pierced holes. It should
fit snugly; use a twisting motion to insert it if
necessary. (If it still does not fit, sand the wire
lightly until it is just narrow enough to slide
through the holes.)

@ Holding the wire in place with your thumb, use
side cutters to trim the other end so that it extends
Y16 inch from the surface of the components.

© Slightly flatten the end of the wire using a medium-
grit sanding stick or sanding pad.

© Place the components and wire on
a bench block with the trimmed
end of the wire facing up.

(@ Use the ball end of the ball peen
hammer to tap evenly around the
edges of the wire, as you did in
Step 4.
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Make Your Own Rivets (continued)

@ Use the flat end of the hammer to
tap lightly straight down on the
wire to flatten the rivet head.

@ Turn the components over and
lightly tap straight down on the
other rivet head.

@® Finish by sanding to refine the
look and shape of the rivet heads.

The completed rivet

How do you use a riveting hammer?
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Determine the Drill Bit and Hole Punch Size

Drill Bit and Hole Punch Size Chart

Wire/Tubing Gauge (AWG*) Drill Bit Size Metal Punch Size

16 #55 1.25mm

14 #52 1.5mm or 1.6mm

12 #46 2.0mm or 2.3mm

10 #38 2.3mm

8 #33 or #30 2.3mm slightly enlarged with a round needle file

* American Wire Gauge

Use the chart above as a starting point for determining which drill bit or two-hole metal punch size you need
to make your rivets, based on the gauge of your wire or metal tubing. Because the widths of drill bits, hole
punches, and even wire tend to vary slightly depending on their manufacturer, you should always experiment

on scrap metal before piercing the metal for your project.

As a general rule, the wire or tubing must fit very snugly in the pierced hole. To achieve the right fit, it is
better to pierce a hole that is too small than one that is too large. If necessary, you can either enlarge the
hole using a round needle file, or narrow down the wire by sanding.

Make a Rivet Hinge

105



Make a Tube Rivet
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Make Your Own Rivets (continued)

This type of handmade rivet is a tube that is open on
both ends (just like an eyelet). The open rivets can be
used as connection points for jump rings and bails. Use
the chart on the previous page to select the correct size
of drill bit or hole punch for your tubing.

@ Pierce the rivet holes in your metal, following
the standard technique from the section “Install
Readymade Solid Rivets.”

@ If necessary, file the holes very lightly with a small,
round needle file until they are just barely large
enough for the tubing to slide through.

@ Slide the tubing through the stacked holes, stopping
when it protrudes by no more than s inch on the
other side. (You can also experiment with shorter
lengths.)

@ Saw the other end of the tubing to a matching
length (see the section “Cut Metal” in Chapter 4).

@ Optionally, lightly sand flat both ends of the tubing
(see Step 8 of the section “Make a Solid Rivet”).
This is only necessary if you are unable to make
a smooth, straight cut in Step 4.
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O Make sure that the tube is centered in the hole
and place it vertically on a bench block.

@ Insert the tip of a cone tip eyelet setting tool
(see Chapter 1) into the tube end.

@ Holding the setting tool straight and vertical,
gently tap on it several times with a utility hammer.
This slightly flares the end of the tube.

© Turn the metal over and repeat Steps 7 and 8 on
the other tube end.

(@ Select a steel dapping punch
that is slightly wider than the
tube end.

@ Holding the punch straight and
vertical, lightly hammer it several
times to further flare the tube
end (a).

@ Turn over the metal and repeat
Step 11 on the other tube end.

® Switch to the next size larger
dapping punch, and repeat Steps
10 and 11. (b).

@ Use a chasing hammer to tap and
flatten each tube end.

(® Finish by sanding with a medium
or fine-grit sanding stick or
sanding pad.
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Install Miniature Hardware

You can also join metal and other materials by
using miniature nuts and bolts. They are not as
permanent as rivets, but they have a unique look
and are easy to install.

You can buy miniature bolts with hex heads, which are
flat, hexagon shaped tops, or in other head shapes with
screwdriver slots. Brass bolts are soft enough to saw
down to any length with a jeweler's saw, but steel bolts
usually are not.

Here is a simple technique for joining components using
brass hex head bolts.

@ Mark and pierce your holes as you would to install
a rivet. (Use a #53 drill bit for the popular 0-80 size
bolts.)

@ Slide the bolt through the holes.

@ Slide the matching metal washer onto the bolt.
(This keeps the nut from bending or marring your
jewelry component.)

@ Twist the matching nut onto the bolt end with
your fingers.




CHAPTER

Joining with Cold
Connections

@ Tighten up the nut by holding the hex head with a
mini socket wrench (see Chapter 1) and twisting the
nut with a second mini socket wrench. (If you use
bolts with slots, use a mini-screwdriver to hold the
bolt head instead.) If you do not have a socket
wrench, try using two pairs of flat nose pliers.

O If the end of the bolt is too long,
saw it down to just a few threads
past the nut.

@ File or sand the sawn bolt end to
flatten and smooth it.

For a tighter fit, you can use a tool
called a tap to thread your bolt holes
so that the bolts actually screw into
them. With this approach, you use a
slightly smaller drill bit (#55 for 0-80
bolts), and then twist the tap through
the holes (and back out again) to cre-
ate the threads. Check with your mini
hardware supplier for the correct size
of tap to use with your bolts.

The installed brass bolt Threading a hole with a tap
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Attach Components with Tabs

'I'abs are flat prongs that fold over other compo-
nents to fasten them down. You can cut your
own prongs out of soft metal sheet. The example in
this section uses 26-gauge copper sheet.

@ Trace the outline of the component on paper, or use
a matching shape template to draw it.

@ Mark the places where you want to make tabs. Graph
paper can help you keep uniform sizes and spacing.

@ Decide on the width of your tabs and calculate their
length: for thicker components, such as cabochons,
the tabs should be at least 1'% times the depth of
the component at its edges. Tabs can be shorter for
flatter components, such as metal stampings.

Draw in the outlines of your tabs.

® 0

Optionally, draw one or more additional tabs to
remain flat and use as connectors.
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@O Transfer the design onto the metal
and saw it out (see the sections
“Transfer a Design to Metal” and
“Cut Metal” in Chapter 4).

@ Temporarily center the component
on the cutout to see how it fits. If
the cutout (not including the tabs)
is larger than the component, cut
down the cutout with the saw or a
metal file so that it is the same
size as, or just smaller than, the

component. The metal on the right needs to be trimmed
@ File and sand to refine the edges down to fit the cabochon.

of the cutout (see the section “File
and Sand Metal” in Chapter 5).

© Center the component on the
cutout again and hold it firmly
in place.

(@ Use the fingers of your other hand
or flat nose pliers to slowly bend
each tab upward at its base and
then up and over the edge of the
component.

@ Use nylon jaw pliers or a prong
pusher (a) to gently squeeze or
push down the tabs a little more.

@ The component should now be secure under the
tabs. (If it is loose, you may need to experiment
more to find the correct size of cutout and the cor-
rect size and number of tabs.)

In the example on the right, the entire piece was sub-
merged in liver of sulfur to darken the copper (see the
section “Create a Patina” in Chapter 5), and the connec-
tor tab at the top was pierced to attach a bail.
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Stitch with Wire

You can stitch components together using wire
the same way you use thread to stitch fabric.
The key is to use dead-soft temper wire, rather than
half-hard or hard wire. Some stampings are pierced
in ways that make them amenable to stitching.
With other components, you need to drill your own
holes, as shown in the example below.

Make Basic Wire Stitches

@ Pierce both components in the places where you
want to make stitches. Just like with rivets, stacked
holes should align perfectly (see the FAQ below). The
holes you pierce must be large enough for the wire
to pass through them at least twice; you can test
this with a piece of scrap metal.

@ Stack the components and align the holes.

How can I pierce matching holes in two
components?
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(3]

(6]

NOTE: Keep in mind that the more times
you bend the wire, the more likely it is
to become stiff and break. If your wire
does break, fold it over on the back of
the metal and begin where you left off
with a new piece of wire.

7]
(8]
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Cut a length of small-gauge wire for the stitches. It
is easiest to use no more than about 10 inches of
wire. (The example uses an 8-inch length of
24-gauge copper wire.)

Feed the wire through the first set of holes and then
through the second set of holes.

Pass through the first set of holes
again, and firmly pull both ends of
the wire to complete the first stitch.

Optionally, stitch through the same
two holes again for added durabil-
ity (if your holes are large enough).

Flatten the stitch by squeezing
both sides with chain nose pliers.

Pass the wire through the next
unstitched hole, and then through
the previous hole, and firmly pull
both ends of the wire to tighten
the stitch.

Repeat this for each stitch, using
chain nose pliers as needed to help
push and pull the wire through

the holes.
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Stitch with Wire (continued)

(@ Optionally, pass twice through the last stitch for
added durability.

@ Use side cutters to trim the wire ends to within a
few millimeters of the back of the component you
are stitching through.

@ Use chain nose pliers to flatten down both wire tails
against the component.

® The stitching is now complete. Notice that the wire
tails on the back of the component are not joined to
the component, and they may be a little sharp. It is
a good idea to conceal them within your design,
such as by riveting the stitched component onto
another component. In the example, the stitched
metal is simply layered over another piece of metal,
and joined at the top with a jump ring.

Try Other Types of Sewing Stitches with Wire
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Make Beaded Wire Stitches

You can add color and texture to wire
stitches by stringing them with small
beads. Simply pick up one or more
beads after passing the wire though
to the front of the design, and before
stitching it back down.

What is beaded cagework?
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Stitch with Wire (continued)

( Stitch Filigree Stampings with Wire w

You can also use wire stitches to join two stacked fili-
gree stampings. It is best to use raw, uncoated wire for
this, because the wire tends to get a little scratched.

@ Trim a length of small-gauge wire for the stitches.
Shorter lengths are easier to work with than longer
lengths. (The example uses 8 inches of 24-gauge
copper wire.)

Use chain nose pliers to bend over 1 inch of wire
at the end, and fold that tail over in a narrow
“U” shape.
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® Align and stack the stampings. In the example, the
top stamping has been domed with a wood dapping
block (see the section “Dome Metal with a Dapping
Block” in Chapter 4) to match the curve of the bot-
tom stamping.

@ Hold the stampings together with your fingers and
slide both wire ends through adjacent holes in the
stampings. You can think of the wire as a staple
going through the stampings.

@ Cross the wire ends and pull them
in opposite directions.

@ Stitch the longer wire end through
the stampings again, to double the
stitch for durability.

@ Keeping the stampings aligned, pass the longer wire
up through both stampings in the next place you
want to make a stitch.
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Stitch with Wire (continued)

© Pull the wire firmly with your fin-
gers or chain nose pliers, and push
it from behind to take up any slack
in the wire.

© Make single or double stitches through both stamp-
ings. The wire may fold as you pass it through the
stampings; pull it firmly and use chain nose pliers
to keep it straight.

@ Use nylon jaw pliers to straighten any kinks in the
wire (see Chapter 2).

Pull the wire firmly and move to the next place you
want to make a stitch.

@ Continue stitching until the stampings are securely
attached.
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@® Trim both wire ends close to the
back of the bottom stamping, and
use chain nose or nylon jaw pliers
to press them flat.

@ The stampings are now stitched
securely.

Back view Front view

Wrap a Stamping to Conceal Wire Ends
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CHAPTER 7

Sculpting with
Metal Clay

Metal clay has the look and feel of modeling clay, and you can shape,
sculpt, stamp, and mold it into highly customized jewelry components.
After it dries, you use a butane torch or a kiln to convert it into solid
metal. This chapter covers the most basic information and skills you
need to create simple metal clay components. If you decide to get
more involved with metal clay, you can explore more advanced applica-

tions by reading books devoted to metal clay or by taking a class.
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Metal Clay Basics

M etal clay is made up of microscopic particles
of real metal bound together with an organic
binding ingredient and water. It is available in sil-
ver, gold, bronze, copper, and steel.

Most silver and gold metal clay is manufactured under one
of two brand names: Precious Metal Clay (PMC) and Art
Clay. Each brand has slightly different characteristics, and
you should never mix different brands of clay together.

The primary brands of copper clay are made by Metal
Adventures and Art Clay. Metal Adventures also manufac-
tures bronze clay. You can also find specialty metal and
binder powders, such as Hadar’s Clay, that you moisten
to create your own metal clay.

The simplest form of metal clay, called lump clay, is pack-
aged in a pouch that locks in moisture. When exposed to
air, metal clay gradually dries out. You can keep it soft by
occasionally kneading in a drop or two of distilled water
as you work. When you finish sculpting, you need to
allow the clay to dry before you can fire it into solid
metal. As metal clay dries, it first becomes leather hard
(a), which is soft enough to carve with a knife because it
still contains a bit of moisture. This is the best stage for
refining the clay (see the section “Dry and Refine Unfired
Metal Clay”). Eventually, the drying clay becomes bone
dry (b), which is free of moisture. The time it takes for
clay to dry is affected by room temperature and humidity;
it can range from hours to days. You should keep an eye
on drying clay and occasionally check its progress.
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Firing works by sintering the clay: burning out its organic
binding ingredient and fusing the metal particles. When
the binding ingredient disappears, the clay turns to
metal and shrinks. How much it shrinks depends on its
formulation (see the section “How to Select Metal Clay”).
Clays with a high degree of shrinkage, called high-shrink
clays, are useful for making finely detailed, small
designs. Low-shrink clays are often better for pieces that
need to be a certain size.

Before firing After firing

Fired metal clay contains pure metal. Silver clay typically
becomes 99.9 percent silver (fine silver), gold clay
becomes 22 karat gold, and copper and bronze clay
become various densities of those metals. You can finish
and embellish fired metal clay just like you do other
handmade metal components (see Chapter 5).

Silver Bronze Copper

When do I need a kiln to fire metal clay?
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How to Select Metal Clay

M etal clay is available in a variety of formulations that have slightly different characteristics. You
need to understand those characteristics in order to select the best clay for a given project.
You should also become familiar with the types of metal clay specialty products that can help you
achieve various design effects.

Important Metal Clay Characteristics

SUGGESTED FIRING METHOD(S)

You can fire all metal clay using an electric :f::(\;:\{nea‘ “:;;W;‘;_x eo“;‘f; “"“w:;“'l]lable

kiln (see the tip “Selecting a Kiln” in ainer Wt c\nf;‘“"' preces 00T rts t°:9t:1?3:m:°°ff.ll

Chapter 1), but only certain formulations are s ©Y 9‘10 cainer-\fyou sreatean object by o

recommended for torch firing (see the section L'f‘e::‘:gedto adjus® ) ik Pis also (iseq (o capture ©'8

“Firing Silver or Gold Metal Clay with a W B 6“‘?:2._ A [Siver - -

Torch”). Refer to the manufacturer’'s recom- o g‘;fe folowind 0:“ 1\'\00‘3::;5 ]

mendations to determine if a particular metal & :°1550“\‘-a“ “\;ebetweenA MC+ 50 F "Og{c:

clay can be torch fired successfully. If you ::-\g waroP over e ‘g: 1560 E 220 c

have a mini butane torch but not a kiln, be ) cestha‘a‘e“?\‘;; (09" e’

sure to choose a torch-friendly formulation. ceS‘-“"d?‘ rothe IO Gleces™ W %¢
e acco™ 09 workfort A 3hou“—:q 1200 F 650 (C:
adule W L e and MO e 200 110 F 600

FIRING TEMPERATURE - nour © 155 yare o ¥ =

Some metal clay formulations require higher e (a9 o\ B as PMC+

firing temperatures than others. When you aeee pa{maed ( 7‘25

embed components such as glass or stones in ~ica s ande® s, ATy

your clay, you are limited to the highest

temperature that those components can tol- Metal clay package inserts

erate without damage. Clays that fire at comparatively lower temperatures than others are called low-fire clays.

SHRINKAGE DURING FIRING

Metal clays that contain a higher proportion of binding ingredient tend to shrink more during firing than
clays that contain less binding ingredient. Shrinking may be desirable when you want to create a very small,
but highly detailed, design. It can be undesirable when you want to make a larger design using less clay.
Always plan for your clay’s degree of shrinkage when you design a piece.

STRENGTH

Metal clay formulations differ in the densities of their metal particles. Denser clays typically are stronger after
firing than lower density clays. You should select a stronger formulation for designs that need to support the
weight of other components or that may be prone to excessive wear.

Firing time and temperature also affect clay strength. Generally, the longer a piece is fired and the higher its

firing temperature (within the limits recommended by the manufacturer), the stronger the piece becomes.
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DRYING TIME

Art Clay produces a line of silver clay, called Art Clay Slow Dry, that uses a special binding ingredient that
takes longer than usual to dry out. You may find it helpful if you live in a dry climate or if regular clay dries
too quickly for you. Be aware, however, that because this clay dries differently, it should not be formed into
shapes thicker than about 3 millimeters. Art Clay Slow Dry also should not be combined with any other types
of clay, unless specifically recommended by the manufacturer.

PRICE

Lower density metal clay with higher shrink rates can cost less per unit than higher density, more advanced
formulations. However, keep in mind that you need to use more high-shrink clay than low-shrink clay to cre-
ate the same size design.

COMPARING FORMULATIONS
“Metal Clay Kiln Firing Schedules” in the Appendix provides the recommended firing methods and firing sched-
ules for some of the most popular metal clay formulations, as well as their typical shrink rates and suggested

uses. For more details or for information about other formulations, contact your metal clay supplier or visit its
Web site.

Use Syringe Clay for Extra Precision
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How to Select Metal Clay (continued)

Metal Clay Slip or Paste

Most metal clay projects require you to use a diluted form
of metal clay called slip or paste. Examples of when and
how to use it are provided throughout this chapter.

WATER-BASED SLIP OR PASTE

Use regular, water-based slip or paste to join wet clay and
to fill cracks and pits. You can make your own water-based
slip by storing clay scraps in an air-tight container, dilut-
ing them with distilled water, and stirring them with a
plastic palette knife or clay shaper tool. (Optionally, add
a few drops of white vinegar to protect against mold.)

You can also buy readymade water-based slip or paste.

OIL-BASED SLIP OR PASTE

This type of slip or paste is made with oil rather than (or
in addition to) water. You can use it to fill larger cracks
and gaps, join fired clay, or bond metal clay findings to
fired clay. Just like with water-based slip or paste, you
can buy a readymade oil-based formulation (usually called
“paste,” rather than “slip”) or make your own. Be sure to
follow the manufacturer’s safety recommendations for
using oil-based paste, and only fire oil-based formulations
in an area with good ventilation.

What is the recipe for making oil-based slip?
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Metal Clay Specialty Produ

You can use these optional products to achieve special
design effects.

METAL CLAY PAPER AND SHEET

Metal clay paper and metal clay sheet are thin, flexible
sheets of clay that you can fold, cut with scissors, and
punch into shapes using paper punches. They are avail-
able in the same formulations as lump metal clay; but
unlike lump clay, they do not contain water, and require
no drying time.

METAL CLAY ACCENT SLIP

Silver and gold accent slip is a gold or silver alloy that
you can use to add color to fired metal clay. Some for-
mulations are a powder that require mixing with water
and/or glycerin, and others are pre-mixed in paste form.
Once mixed, you can paint them onto other metals (such
as gold onto silver or silver onto copper and bronze) to
create an accent of silver or gold. Once painted with
accent, pieces need to be refired.

CORK CLAY

Cork clay is a nontoxic compound made from real cork.
In more advanced applications, you can use it as a base
for making hollow designs, such as beads. You apply
metal clay to the cork clay, and the cork clay burns away
during firing in a vented kiln. You can also use other
combustible objects with your clay, such as pieces of
cereal and leaves.
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Create Flat Shapes in Metal Clay
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Form and Shape Metal Clay

You can form and shape metal clay by rolling it flat, cutting, texturizing, stamping, and pressing it
into molds. Optionally, you can then join it with other clay shapes or attach findings or other fire-
proof components. Do not worry if your wet clay shapes are not perfect; you can refine them after they
dry and add finishing details after firing. All of those techniques are covered later in this chapter.

ROLL A SHEET OF METAL CLAY

Many metal clay projects begin with a rolled sheet of
clay. The rolling tools used in this example are
introduced in Chapter 1; they are available for purchase
at www.cooltools.us.

@ Coat your fingers, work surface, and the blade of a
hobby knife or a tissue blade with a thin film of olive
oil or lubricating balm (a). (The example below uses
The Clayboard as a work surface; lubricating any
Teflon surface is optional.)

NOTE: Some clay manufacturers recommend
that you use olive oil, and not lubricat-
ing balm, with their clays. An example

is Hadar’s Clay.

@ Use the knife or blade to cut a small
chunk of fresh clay.

@ Wrap the remaining clay in plastic
wrap and seal it in an air-tight
plastic bag.

@ Use your fingers to shape the cut
clay into an approximate sphere.

How should I store unused clay?
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@ Place the clay on your work
surface.

@O Place equal stacks of playing cards
on either side of the clay (a), or
position a rolling guide over the
clay (b). The example uses Clay
Thickness Rolling Frame number
six, which is equal to a stack of six
playing cards.

@ Lightly press down on the clay
with a roller tool, and slowly roll
back and forth to start flattening
the clay.

© Keeping rolling out the clay gently
until it flattens to the thickness of
the stacked playing cards or the
rolling guide.

© The sheet is now ready for cutting
or texturizing (covered later in
this chapter).

Adjusting Clay Moisture Content
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Form and Shape Metal Clay (continued)

CUT A FREEHAND SHAPE IN CLAY SHEET

Optionally, you can texturize your sheet of clay before
cutting out shapes (see the section “Texturize and Shape
Metal Clay”).

© Apply a generous film of olive oil or lubricating balm
to the blade of a hobby knife, razor blade, or tissue
blade (see Chapter 1).

@ Gently cut into the clay sheet, taking care not to
scratch your work surface more than necessary. You
can drag through (a) or press into (b) the clay to
cut straight or curved lines. Tissue blades (as shown
in b) are soft enough to bend into soft curves.

©® Use a palette knife (c) or the edge
of a playing card to gently remove
the cutout shape and place it on
another work surface.

@ If your shape needs a hole, such as
for attaching a jump ring or bail,
you can use the tip of a hobby
knife (d) or a toothpick to mark
its location (see the tip “Piercing
Metal Clay” on page 132).
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CUT A SHAPE WITH A SHAPE CUTTER

You can use a small cookie cutter or a shape cutter
designed for polymer clay to punch shapes in a sheet
of clay.

@ Applying a generous film of olive oil or lubricating
balm to the edges of the cutter.

@ Press the cutter all the way through the clay.

@ Pull the cutter straight up to remove it. (Do not
drag the cutter across your work surface, which can
distort your clay shape.)

@ If the clay shape sticks in the cutter, use your finger
or any narrow, blunt tool to push it out over a clean
work surface. Some models of cutters have a spring
loaded button that pops the clay out for you (as
shown on the right).

@ Optionally, use a hobby knife or toothpick to pierce
one or more holes in the shape.

CUT A SHAPE WITH A SHAPE
TEMPLATE

You can also cut exact shapes in rolled
sheets of clay by cutting along the
inside edge of a shape template or
stencil. Be sure to apply lubricating
balm to your cutting tool and the back
of the template first. For intricate
shapes, make individual, incremental
cuts, moving toward the inside of

the shape.
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Form and Shape Metal Clay (continued)

Make a Metal Clay Snake

You can use clay snakes (also called ropes) to make bails
and design elements that have an organic look. Syringe

clay is often best for making tiny ropes. For larger ones,
try the method below.

@ Coat your fingers with a thin layer of olive oil or lubri-
cating balm.

@ Use your fingers to shape a lump of clay into an
approximate sphere.

® Slowly roll the clay between your index finger and thumb
so that the sphere begins to narrow and lengthen.

@ Continue rolling the clay, repeatedly
moving it gently outward toward
the ends of the forming snake.

@ Keep rolling and shaping the snake
with your fingers until you achieve
your desired shape and length.

® You can now cut the snake, attach
it to another piece of clay (see
“Join Clay to Clay”), or curl it back
onto itself.

Piercing Metal Clay
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Texturize and Shape Metal Clay

TEXTURIZING CLAY
You can add interesting surface textures and patterns to
metal clay by pressing solid objects into wet clay. Just
be sure to coat the object with olive oil or lubricating
balm first. You can experiment with all kinds of textural
objects, including metal screen, filigree stampings, but-
tons, and sea shells. You can also buy texture plates that
are designed for metal or polymer clay, or use metal
punching stamps or antique printing blocks and letter-
press stamps.

SHAPING AND SMOOTHING CLAY

To create indentations and grooves, or
to smooth and shape small areas of
wet clay, try using clay shaper tools (a)
dipped in water. These have long, nar-
row handles and small rubber tips in
various shapes and sizes. You can also
use an artist brush dipped in water to
smooth rough surfaces (b). Disposable
wet wipes are useful for smoothing
rough surfaces and edges.

Can I Carve Metal Clay?
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Form and Shape Metal Clay (continued)

Mold Metal Clay

You can use molds to create solid, dimensional shapes
with metal clay.

@ Select a mold with relatively shallow indentations.
(Deep indentations can cause the clay to stick.) The
example uses a silicone mold, which you can pur-
chase or make yourself (see the tip “Make Your Own
Resin Molds” in Chapter 9).

@ If you are not using a silicone mold, coat the inside
of the mold with olive oil or lubricating balm to serve
as a release agent, which keeps the clay from stick-
ing. (Metal clay typically does not stick to silicone.)

©® Apply a thin coat of olive oil or lubricating balm to
your fingers and palms.

@ Shape a ball of metal clay that is just large enough
to fit inside the mold, rolling the clay in circles
between your palms. (If you use bronze or copper
clay, you may need to condition it well first; see the
tip on the next page.)

@ Press the clay into the mold, and
use your fingers to push it all the
way into the design.

® Turn the mold over and remove
the clay. With a silicone mold,
gently flex the mold to pop out
the clay. With stiff molds, you
may need to use a clay spatula or
other thin tool to gently pry out
the clay.
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@ Optionally, use an artist brush
dipped in slip to fill cracks, or a
shaping tool to smooth surfaces.
You can trim off excess clay with
a hobby knife or razor blade.

© The completed design is now ready
to dry, or to join with another
piece of wet clay, as covered in
the next section.

Alternatively, you can use a rubber
stamp as a mold by pressing clay down
onto the stamp. Press a second stamp
into the top of the clay to create a
design on both sides.

LU

Conditioning Bronze and Copper Clay
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Join Clay to Clay

Some metal clay projects involve joining two or more pieces of clay before firing. The method you
use to join them differs slightly depending on the type of clay.

JOIN WET SILVER OR GOLD CLAY
Wet silver and gold clays join together
with distilled water.

@ Flatten and smooth the two sur-
faces that you plan to join. The
example uses a clay smoothing
tool.

@ Use an artist brush to coat each
surface with a small amount of
distilled water.

©® Gently press the surfaces together
with your fingers.

@ Use the wet artist brush to smooth
and blend the seam all along the
join.

If your join fails to hold, it may be
because one piece of clay has dried
out. In that case, try using slip
instead; follow the steps under the sec-
tion “Join Wet Bronze or Copper Clay.”

’ !f S \-I ié':"

Why did my bronze or copper clay turn black?
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JOIN WET BRONZE OR COPPER CLAY
Wet bronze and copper clays join together with slip.

@ Smooth the two surfaces that you plan to join.

@ Use a soft artist brush or syringe to apply a thin
layer of slip or paste to one or both surfaces. Use
bronze clay slip for bronze clay, and copper clay slip
for copper clay. (See the section “Metal Clay Slip or
Paste” on page 126.)

@ Wait a few seconds for the slip to adhere to the clay,
and then press the two surfaces together.

@ Hold the two surfaces together
with your fingers for several
seconds, until the clay sticks
together by itself.

@ Blend and smooth the seam all
around the join by using an artist
brush dipped in water or slip.

Bronze and copper clays do not adhere as readily as sil-
ver and gold clays. If you have trouble getting a join
to stick, try using thicker, water-based slip or (if
recommended by the clay manufacturer) switch to
oil-based slip (see the section “0Oil-Based Slip or Paste”
on page 126).
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Attach Findings to Metal Clay

You can attach findings to wet or fired metal clay and fire them in place to permanently attach
them. Be sure to use solid metal findings of the same type of metal as your clay: fine silver for
silver clay, solid bronze for bronze clay, and solid copper for copper clay.

For best results when attaching findings, use a low-
shrink formulation of clay, such as Art Clay Silver 650.
The example on this page uses an embeddable jump ring
made for metal clay. It has a notched post that you sink
into the wet clay.

@ Use your fingers, pliers, or tweezers to press the
finding into the clay. For embeddable findings like
the one shown, make sure that the post is com-
pletely covered with clay.

@ Use an artist brush or syringe to
apply thick slip or paste to the
base of the finding.

©® Allow the clay to become leather
hard, and then fill in any gaps
around the base of the finding with
slip. This step is important, because
the clay shrinks back during firing.

@ Allow the slip to dry completely
before firing.

Attaching Simple Findings to Wet Clay
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Attach a Finding to Fired Clay

You can attach findings to clay that is already fired by
torch soldering, which is best to learn by taking an
introductory metal work class. Another option is to join
the clay and the finding by firing a second time in a
kiln, as described here. The example on this page uses a
fine silver, padded ear post with silver clay.

@ Make sure that both the metal clay and the finding
are free of any dirt or oils. Wipe them with rubbing
alcohol if needed.

@ Apply a generous amount of
syringe clay, or readymade paste
or slip, to the part of the finding
you want to fuse to the metal clay
piece. (The example uses syringe

clay.)

@ Press the finding onto the metal
clay piece and hold it there for
several seconds.

@ Allow the syringe clay, paste, or
slip to dry completely.

Fire the piece in a kiln according
to the schedule recommended by
the manufacturer of the syringe
clay, paste, or slip that you used.
If you made your own slip, use the
firing schedule for the clay that
you used to make it (see the sec-
tion “Fire Metal Clay”).
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Make Settings in Metal Clay

You can also set stones, glass, and ceramic pieces
in metal clay when it is still wet. Your only
limitation is that the components must be heat
resistant at the temperatures at which you fire your
clay. To be on the safe side, use low-fire (low tem-
perature) metal clay when you plan to add stones,
glass, or ceramic pieces. It is also a good idea to
use a kiln so that you have better control of firing
temperatures and avoid thermal shock (cracking as
a result of rapid temperature change).

Heat-resistant stones that can withstand firing include
most cubic zirconia and other laboratory-made stones, cer-
tain glass stones, and many ceramic tiles. Natural gem-
stones are more likely to discolor or break. Try to purchase
stones from a metal clay supplier who can ensure their
heat resistance.

SETTING FLAT BACKED STONES

Use this method for attaching stones that are flat on the
back. The example uses a cabochon of moonstone, which
typically is safe to fire at lower temperatures.

@ Press the stone down onto the clay surface.

@ Use syringe clay to create a ring
around the edge of the stone so
that the top of the stone is just
barely below the surface of the clay.

@ Use an artist brush dipped in water
to smooth the syringe clay seams.

@ When the clay dries, add slip to
even out the ring of clay.

When the clay is completely dry, fire it
at the lowest temperature allowed by
your clay formulation (see the section
“Fire Metal Clay”).




SETTING FACETED STONES

Use this method to set faceted stones that do not have
flat backs. For best results, use a low-shrink metal clay.

@ Press the stone into the clay until the clay surface is
just above the girdle (the widest part of the stone)
and the top of the stone is level. For a larger stone,
you may need to scrape out a small hole in the
clay first.

@ Allow the clay to dry completely and then fire in a
kiln at the lowest temperature required for your clay
formulation (see the section “Fire Metal Clay”).

Keep in mind that all metal clay shrinks to some degree
during firing. The goal with setting faceted stones is to
press them deep enough into the clay that they are not
pushed out during firing. This is why you push them in
so that the girdle is below the surface of the clay in
Step 1.

How can I ensure that concave or convex clay
holds its shape while it dries?

Sculpting with
Metal Clay

After firing

CHAPTER
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Dry and Refine Unfired Clay

hen you finish sculpting your design and attaching any findings or stones, you are ready to
allow your clay to dry. When the clay is leather hard (with the texture of stiff, thick leather),
you can refine its shape by gently filing and sanding.

DRYING METAL CLAY

You can allow metal clay to dry naturally by leaving it
exposed to the air. The time it takes to dry depends on
the moisture content of the air; it dries quickly in dry
climates and slowly in humid climates. Metal clay that is
not completely dry (i.e., bone dry) before firing may
break, form surface bubbles, or fail to sinter.

To dry clay more quickly, you can set it on an electric cof-
fee warmer (as shown) or other warm surface, such as the
top of your kiln while you fire other pieces. Only speed up
drying with small designs, however, because larger designs
may warp. Another option is to use a food dehydrator,
which dries clay evenly and prevents most warping.

REFINING METAL CLAY

Once your clay becomes leather hard, you can refine its
shape by filing and sanding (see Chapter 4). You can tell
that clay is leather hard when it becomes firm, but is
still soft enough to indent with your fingernail. Many
clay artists use sponge-pad sanders (a) at this stage. You
can also use smooth (fine) cut files, a hobby knife, or an
agate burnisher to gently scrape and carve the clay. It's
best to do as much refining as possible when the clay is
leather hard, because it is more difficult to refine after
firing. This is especially true with bronze clay, which
resists filing and drilling once fired.
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Keep in mind that leather-hard metal clay is very fragile. File and sand it more gently than you would metal
sheet, and support thin pieces with your fingers or a rubber block to keep them from breaking. After refining,
use a soft bristle, dry artist brush to remove any clay dust from your pieces. (See the tip on the last page of
this chapter for advice on keeping some of your refining tools separate from others.)

MAKING REPAIRS

If your dry clay cracks or breaks, you can repair it by applying water-based slip or paste, or syringe clay to fill
cracks or to adhere pieces back together. You can also fill large cracks and crevices with oil-based homemade
slip. Allow the new slip, paste, or clay to dry completely before firing.

Rehydrating Dry Metal Clay
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Fire Metal Clay

You can fire small pieces of low-fire silver and gold clay with a butane mini torch. Using a kiln
is easier and gives you better control of the firing process. You can also kiln-fire clay multiple
times, or for extended periods of time, without damaging the clay. Remember that you must use a
kiln to fire clay formulations that require very high temperatures, or bronze and copper clays that
fire at varying temperatures (called multi-stage firing).

Always fire metal clay in a well-ventilated area and away
from any combustible materials. Follow all instructions
and safety precautions that come with your mini

torch. It is a good idea to avoid bright lighting, which
can make it difficult to see the color of the metal as

you work.

FIRING SILVER OR GOLD CLAY WITH A TORCH

@ Make sure that the clay you want to fire is bone dry;
pressing into it with your fingernail should not cre-
ate an indentation, and it should no longer be cool
to the touch. When in doubt, allow
the clay to dry naturally for another 24 hours, to
avoid warping during firing.

Place the clay on a fire brick or soldering pad (see Chapter 1).

®0

Set a timer for 3 minutes for a piece that weighs about 15 grams or less, or for 5 minutes for a 16-25
gram piece.

Light your torch (following its written instructions) and begin moving the flame back and forth over the
clay, keeping the torch head about 2 inches away from the clay. The goal is to keep the entire clay piece
heated as evenly as possible.

@ Allow the binder ingredient to burn off (which may create a small puff of smoke) and the clay to become
hot enough that it glows peachy-orange.

Keep the torch sweeping back and forth across the clay and watch the clay closely. If it turns red or shiny
(which means the metal is melting), immediately pull the torch back by a few inches, and then continue
firing at a distance that keeps the metal glowing peachy-orange without melting.



@ When the timer goes off, pull the torch away and
turn it off.

© Allow the clay to cool completely before touching it.
It will have a dull appearance; silver metal clay looks
like it has a powdery white coating. This is because
the surface is somewhat jagged on a microspospc
level. You will burnish it smooth later, which closes
the surface pores and creates shine.

Torch firing may require some experimentation. It is a
good idea to take notes on firing time and on the results
of trying slightly varying techniques.

Sculpting with

Metal Clay
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Fire Metal Clay (continued)

FIRING SILVER AND GOLD CLAY IN A KILN

The example in this section uses a Paragon SC2 digital
kiln. Be sure to read and follow the use and safety
instructions that come with your kiln. (For help choosing
a kiln model, see the tip “Selecting a Kiln” in Chapter 1.)

@ To best protect against warping, make sure that the - {
clay you want to fire is bone dry; see Step 1 of the : — |
section “Firing Gold and Silver Clay with a Torch.” ke )

@ 1If your clay pieces have flat bottoms, place them
directly on a kiln shelf (a). (To learn more about kiln
equipment, see Chapter 1.)

©® Place any non-flat, delicate, or hollow clay pieces on
a ceramic fiber blanket (b), or press them into a shal-
low pile of vermiculite from the hardware store for
support. (Place the blanket or vermiculate on top of
the kiln shelf, not directly on the floor of the kiln.)

@ Arrange the clay pieces so that they are not touch-
ing one another. (It is fine if they are very close.)

Optionally, for more even heating in taller kilns,
place four kiln shelf posts on the floor of the kiln.
Arrange them so that one post supports each corner
of the soldering pad or kiln shelf.

s
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O Center the kiln shelf in the kiln, either directly on the
floor of the kiln or on kiln shelf posts, as shown. Be
careful not to touch or push the kiln's temperature
sensor (called a thermocouple), which protrudes from
the back wall of the kiln.

@ Close the kiln door securely, and then plug in and
turn on the kiln.

NOTE: To avoid possible injury, learn and follow all of the
safety precautions in your kiln's manual. Never look into
the kiln while it is firing without wearing the recom-
mended protective glasses, and do not touch the inside of
a hot kiln.

© Follow the steps in your kiln’s instruction manual to
set your kiln to an appropriate firing schedule for
your formulation of metal clay (see “Metal Clay Kiln
Firing Schedules” in the Appendix). If your kiln does
not have an automatic shut-off, set a timer to alert
you when firing is complete.

© After firing, allow the clay to cool. You can open the
door of the kiln after it turns off to speed up cool-
ing, and (optionally) you can remove the clay from
the kiln with tweezers or with your hands protected
by heat-resistant, leather gloves.

When the clay is cool, it is ready for finishing (see the
section “Finish and Embellish Fired Metal Clay”).

Sculpting with
Metal Clay
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Fire Metal Clay (continued)

FIRING BRONZE AND COPPER CLAY IN A KILN

Most bronze and copper clays are susceptible to heavy
oxidation (tarnishing), which can weaken the clay’s
structure and cause it to break. To protect against over-
oxidation during firing, fire these clays in carbon firing
media (or “carbon”). Remember to always wear a dust
mask when pouring or sifting through carbon.

@ Fill a kiln firing pan (see Chapter 1) with about
1 inch of carbon.

@ Place the clay pieces on top of the carbon, keeping
them at least a %2 inch away from one another and
from the sides of the firing pan.

©® Cover the clay with another 1 inch layer of carbon.

Experiment by Test Firing
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@ Place the lid on the firing pan and set it inside the
kiln, being careful not to touch the kiln's thermo-
couple. For optimal heat distribution, place the fir-
ing pan on four kiln shelf posts.

@ Carefully follow the firing directions provided by
your metal clay supplier when setting your kiln's
ramp speed, firing temperature, and hold time (see
“Metal Clay Kiln Firing Schedules” in the Appendix
for examples).

O After firing, allow the clay and the
firing pan to cool completely, and
then retrieve the clay using gloved
fingers or a slotted spatula.

After proper firing and cooling (a), the
clay should be ready for any needed
repairs (see the FAQ below) and for
finishing (see the section “Finishing
Fired Metal Clay”). Save your carbon in
the firing pan for reuse.

Can I repair clay that breaks during firing?
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Finish and Embellish Fired Clay

You can finish and embellish fired metal clay using the same general techniques that you use with
other metal (see Chapter 5). The process differs slightly in that you always need to brush fired
metal clay to smooth its surface and to prepare it for adding a patina.

FILING FIRED METAL CLAY

When clay finishes firing, it naturally has a granulated,

matte finish. Before you begin smoothing this finish by
brushing and burnishing (see below), use a metal file to
refine any uneven edges or shapes (see the section “Use
a Metal File” in Chapter 5).

BRUSHING FIRED METAL CLAY

Next, smooth the rough finish on the surface of the clay
by brushing with a wire bristle brush (see the section
“Create a Brushed Finish” in Chapter 5). You can use
either a brass bristle brush or a steel bristle brush; each
creates a slightly different finish. Experiment to discover
which you prefer.

Naturally, brushing results in a brushed (streaked, satin
like) finish. For some designs, brushing alone may create
your desired look.

SANDING AND BURNISHING FIRED
METAL CLAY

For a smoother finish, use medium and
fine-grit sandpaper, sanding blocks,
or sanding pads on your clay (see the
section “Sand Metal” in Chapter 5).
Optionally, you can create a smooth,
mirror-like finish by rubbing the clay
with a burnisher (see the tip “Burnish
to Smooth Out Scratches and Pits” in
Chapter 5).
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POLISHING FIRED METAL CLAY

You can also polish fired metal clay the same way you
polish other metal (see the section “Polish Metal” in
Chapter 5). The example on the right shows a jewelry
polishing cloth, but you can also use a rotary tool with a
polishing wheel or even a tumbler.

CREATING A PATINA AND ADDING COLOR

Only use liver of sulfur or blackening solution (see the
section “Create a Patina” in Chapter 5) to darken clay
that you have brushed or smoothed with a burnisher.
Metal clay with a rough or matte finish tends to absorb
patina solution, making it difficult to back off by brush-
ing or sanding. Bronze and copper clays typically develop
some patina during firing. The color of the patina differs
depending on which type of carbon you use.

Keep Bronze and Copper Clay Tools Separate

Sculpting with
Metal Clay
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CHAPTER 8

Using
Adhesives

Adhesives open up lots of creative possibilities for jewelry mak-
ing, from joining jewelry components to sealing printed images. Use
this chapter to become familiar with the characteristics of glues and

glazes, and then explore the most popular methods for using them.
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Types of Adhesives

here are five main categories of craft adhesives. Each has its own benefits and limitations: some
emit fumes while others are nontoxic, some need mixing while others do not, and some cure

(fully harden) faster than others.
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MULTI-PURPOSE CRAFT GLUES
These glues are the most versatile
and the most popular for jewelry
making. They include rubber-based
glues, such as E6000 (a) and G-S
Hypo Cement, and polyurethane
glues, such as Gorilla Glue. They
are simple to use right out of the
bottle (they do not require mixing
like epoxies do), but tend to have
strong odors. It is important to
use them only in well-ventilated
areas and to work efficiently to
minimize your exposure to their
fumes. Although some of these
glues can cure within an hour,
others take between 24-72 hours
to cure, depending on air tempera-
ture and humidity.

NONTOXIC MULTI-PURPOSE
GLUES

You can use these glues as alter-
natives to traditional multi-
purpose craft glues if you want

to avoid their odor and fumes. The
tradeoffs are that these glues may
not bond as well to jewelry com-
ponents as do glues like E6000,
and they may not be suitable for
use with all materials. EcoGlue
Craft (b), which takes about 24
hours to cure, is one popular
brand recommended for use with
wood and ceramic. (EcoGlue is also
a type of white glue; see the sec-
tion “White Glues and Adhesive
Sealers” on the next page.)

TWO-PART EPOXY ADHESIVES
These adhesives require that you
mix two equal parts of product, a
resin and a hardener. You can buy
them in tubes, where you squeeze
out the resin and hardener sepa-
rately, or in syringes (c), which
extrude equal parts automatically.

Some jewelry crafters favor these
glues for their strength and dura-
bility. Like other traditional glues,
they tend to have a strong odor
and are potentially toxic. You
should only use them in areas with
very good ventilation. They are
available in a range of cure times,
from minutes to days.
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CYANOACRYLATE GLUES

This category includes the “instant bond” glues, such as Krazy
Glue (a), Super Glue, and Bead Fix. They come with precision
applicators and dry extremely quickly. In jewelry making, they
are best for securing knots in cord or tacking down light-
weight components. Because they do not fill gaps in non-
porous surfaces, you can only use them on metal, glass, and
plastics when the surfaces you are gluing fit together per-
fectly. Cyanoacrylate glues bond quickly to skin, so be careful
not to touch them before they set.

ART GLAZES

Art glazes are thick sealers that look similar to resin (see
Chapter 9). You can use them to create a clear, glass-like
finish on paper or fabric. Popular brands include DG3 (b) and
Amazing Glaze. These products are easy to use and give off
much less of an odor than most resins. However, they typi- £ ;
cally are not waterproof or as durable as resin. -

WHITE GLUES AND ADHESIVE SEALERS

White glues, such as Elmer’s Glue (c) and Crafter’s Pick, are
useful for temporarily bonding paper to metal (see the section
“Transfer a Design to Metal” in Chapter 4) and for bonding _ d
paper to paper.

You can also use adhesive sealers, such as Mod Podge (d), to
bond paper with paper, as well as to seal printed images and
coat fabric. Unlike glues that you squeeze from a bottle, you
typically brush adhesive sealers onto surfaces with an artist
brush or sponge brush. They go on milky and dry clear. Both
white glue and adhesive sealers are nontoxic and low odor.
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Prepare Surfaces

156

Techniques for Successful Gluing

o0 ensure a strong adhesive bond, you need to prepare your surfaces and use the proper applica-

tion technique. Always begin by reading the instructions that come with your adhesive; they may
alert you to additional procedures that the manufacturer recommends. More detailed application
methods are covered later in this chapter.

It is a good idea to score smooth, nonporous surfaces,
such as metal, before gluing. This gives the adhesive
more surface area and a rougher texture with which to
bond. Lightly sand these surfaces with a sanding pad (a)
or file them with a metal file (see Chapter 5).

It is also important to clean surfaces before gluing, in
order to remove any oils, solvents, or dust that can
inhibit adhesion. You can clean most metal, stone, glass,
ceramic, and plastic surfaces with rubbing alcohol (b).
Wipe soft or very porous surfaces, such as fabric or
paper, with a clean, lint-free cloth instead.

Keep in mind that many printed images also require that
you seal them with an adhesive sealer (such as Mod
Podge) or a clear acrylic spray (such as Krylon) before
you can coat them with art glaze. This helps to keep the
ink from running and bubbles from forming in the glaze.
Learn more about sealing images in the section “Set a
Cabochon, Glass Tile, or Stone.”
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Apply Glue, Sealer, or Art Glaze

Some glues are packaged in bottles or tubes that have
precision applicator tips. You can apply those directly
from the bottle or tube. With others, including two-part
epoxies, you need to squeeze out a small amount of
product first, and then apply it to your jewelry using a
toothpick or craft stick. You can use waxed paper as a
disposable surface for the glue while you work.

E6000 applied to a pendant blank with a craft stick

Adhesive sealers (such as Mod Podge) are typically best
applied by brushing. You can paint them onto surfaces
using an artist brush. To minimize brush marks, apply
multiple, thin layers, and allow each layer to dry
between applications. For especially thin paper, like
magazine clippings, adhere the paper to card stock first
to minimize curling.

Art glazes are thicker than brush-on
sealers, and you can apply them
straight from the bottle. Squeeze out
a small amount and use a toothpick or
craft stick to spread it evenly across
the surface of your jewelry. Use the tip
of a toothpick to push out any bubbles
that form. By applying multiple layers,
you can use art glaze as an alternative
to resin (see the FAQ “What are the
differences between art glaze and

resin?” on page 181 in Chapter 9).
DG3 applied from the bottle A craft stick spreading the glaze
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Set a Cabochon, Glass Tile, or Stone

ou can use glue to set a glass or gemstone cabochon into a readymade bezel cup (see Chapter 1).
The technique differs depending on whether you have an opaque cabochon or a clear cabochon
that you want to glue on top of an image.

Glue a Cabochon into a Bezel Cup

The glue used in this example is a two-part epoxy adhesive.
If you do not mind a longer cure time, you can use a multi-
purpose craft glue, such as E6000, instead. Whichever you
use, be sure to work in an area with good ventilation.

@ Select a bezel cup with an interior diameter that
matches or is just slightly larger than your cabochon.
The example (a) uses an 18mm x 25mm blue lace
agate cabochon and a matching pendant bezel.

@ Clean the bezel cup with alcohol to prepare it for glu-
ing (see the section “Prepare Surfaces” on page 156).
The bezel in the example is pre-textured, so it does a
not require scoring.

©® Squeeze out equal parts of two-part epoxy onto a piece of waxed paper, and stir them together with a
craft stick for the time recommended by the glue manufacturer.

@ Use a craft stick to coat the entire inside surface of the bezel cup with a thin layer of the glue.
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@ Press the surfaces firmly together and hold them for
several seconds.

@O Use a cotton swab dipped in rubbing alcohol to wipe
away the excess glue that squeezes out from beneath
the edges of the cabochon.

@ After the epoxy has hardened, you
can remove any small areas of
excess glue by rubbing them with
a cotton swab dipped in acetone
nail polish remover.

@ Set the cabochon and bezel aside
and allow them to cure for the
time recommended by the glue
manufacturer.

Where can I find images to use in jewelry?
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Set a Cabochon, Glass Tile, or Stone (continued)

( Cover an Image with Glass W

When you glue a clear, domed glass cabochon or tile over
an image, it becomes magnified. This example uses a
domed cabochon to cover an image in a bezel cup. (See
the Appendix for a list of suppliers.)

@ Select a printed image that fits within your bezel
cup. The example uses postage stamps and an oval
bezel cup on a ring blank.

Sealing Printed Images
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@ Decide which portion of the image
you want to use, and cut it out to
match the shape and size of your
bezel cup. In the example, a per-
manent marker is used to trace
around the cabochon. The shape is
then cut out with scissors.

@ Wipe the inside surface of the bezel cup and the
back of the glass with rubbing alcohol to remove
any dirt or oils, and allow them to dry.

@ After sealing the image (if neces-
sary; see the tip on the previous
page), use an artist brush to paint
the back of the image with a thin
layer of adhesive sealer, such as
Mod Podge.

@ Position the image inside the
bezel—front side up—and push it
down with your fingers to remove
any air pockets.

O Allow the glue to dry for several
minutes.
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Set a Cabochon, Glass Tile, or Stone (continued)

@ Apply a thin layer of clear, multi-purpose craft glue
to the glass, and use a craft stick to spread it evenly
across the entire surface. The example uses E6000.

@ Set the glass aside and wait for the amount of time
recommended for your brand of glue. With E6000,
wait about 5 minutes.

NOTE: When you work with a tube of glue that was previ-
ously opened, it may be thick enough (from exposure to
air) that you do not need to wait the full recommended
time. Use your best judgment based on the glue’s
consistency.

© Press the glass into the bezel firmly, pushing out
any trapped air bubbles beneath the glass.

( Hold the glass down against the image for several
seconds.

@ Use a cotton swab dipped in
acetone nail polish remover or a
citrus-based solvent to wipe away
any excess glue around the edges
of the glass.

@ Set the piece aside in a warm
place, and allow it to cure.
E6000 typically cures within
24-72 hours.
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Bezel Set a Crystal Stone

HOW TO SET A RIVOLI

You can use glue to set Swarovski
Rivoli crystal stones in bezel cups that
are designed to fit them. Use the tech-
nique described in the section “Glue a
Cabochon into a Bezel Cup,” earlier in
this chapter. For more accurate appli-
cation, use a glue with a precision
applicator tip, such as G-S Hypo
Cement (shown).

HOW TO GLUE A FLAT BACK RHINESTONE

Flat back rhinestones, as their name implies, have flat
backs. You can use multi-purpose craft glue to glue them
to just about any other flat surface. Use a toothpick to
apply the glue to the rhinestones, and (if necessary)
tweezers to pick up and place them. The tweezers shown
on the right have broad tips and are called pear! cup
tweezers.

Glue Fabric Under Glass
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Adhere an Image to Glass

With this technique, you do not need a bezel
cup; you glue the front of the image directly to
the back of the glass. The example in this section
uses a 2 inch by 1 inch rectangular glass tile. You
can create a pendant or brooch by gluing findings
to the glass when you finish.

@ Select an image that fits beneath your glass.

@ Clean the underside of the glass with rubbing
alcohol to remove any dirt or oils and allow the
alcohol to dry.

@ Position the tile over the image, and trace around
the glass with a fine-tip permanent marker.

@ Cut out the image on the inside of the traced line.
Make the cutout slightly smaller than the glass. The
example uses a sliding paper trimmer (see Chapter 1).

@ Unless you know that your image does not require
sealing, apply sealer now. (See the tip “Sealing
Printed Images,” earlier in this chapter.)
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O Apply a thin, even layer of clear,
multi-purpose glue to the entire
underside of the glass. The exam-
ple uses E6000.

@ Wait for the time recommended
for your brand of glue.

©® Working on disposable cardboard
or waxed paper, press the glass,
glue side down, onto the image.

© Keep pressing with your fingers, 6 8
very firmly, to push out as many
air bubbles as you can. Some excess glue may
squeeze out from beneath the tile; you can remove
it after it cures.

(@ Allow the tile to sit undisturbed until the glue
begins to set. With E6000, wait about 2 hours
before completing Step 11.

@ Turn the tile over and brayer the back of the image
by rolling a pen over its back surface, as if you were
using a rolling pin.

@ Turn the tile over again, and check for any unsightly
air bubbles. If you find them, brayer the back of the
image again. (You can also use your finger tips to
push air bubbles to the edge of the glass and out.)

(® When the air bubbles are removed, allow the tile to
sit until the glue cures. With E6000, this usually
takes around 24 hours.
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Adhere an Image to Glass (continued)

@ Working on a cutting mat, use a sharp hobby knife
to cut away any cured, excess glue from the edges
of the glass.

(@ Select a sheet of sturdy decorative paper to cover
the back of the image. The example uses designer
photo mat paper.

(@ Cut the paper to the dimensions of your glass. It
should be large enough to cover the back of the
image, but should not extend beyond the edges
of the glass.

(@ Use white glue to adhere the back
side of the paper to the back of
the image. (The example uses
Crafter’s Pick.) Press it down firmly
and evenly with your fingers.
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@ Allow the glue to dry, and then apply two coats of
adhesive sealer or clear acrylic spray to the decora-
tive paper, allowing the sealer to dry between coats.
The example uses Mod Podge.

When the sealer dries, you can glue on a finding; see the
next section “Attach a Pendant Bail.” Keep in mind that
paper-backed glass pendants are never waterproof, and
you should always protect them from moisture.

NOTE: If your Mod Podge remains tacky after drying,
coat it with a clear acrylic sealer, such as Krylon.

How can I adhere an image
to a wooden tile?

Using Adhesives

CHAPTER
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Attach a Pendant Bail

lue-on pendant bails are available in lots of

different styles and finishes. They are highly
versatile and allow you to convert just about any
small object into a pendant.

In this example, a silver-plated bail is
glued to an image under glass.

@ Clean the bail pad with rubbing
alcohol, and allow it to dry.

@ Apply a thin, even layer of multi-
purpose craft glue to the bail pad.
The example uses E6000.

@ Wait for the period of time recommended by the glue
manufacturer. With E6000, wait about 5 minutes.

@ Press the bail pad firmly against the back of the
pendant.

@ Check the position of the bail, and slide it slightly
left or right if necessary for centering.
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@® Use a dry cotton swab or a tooth-
pick to remove any excess glue
from around the edges of the
bail pad.

@ Allow the glue to fully cure. For
E6000, this usually takes at least
24 hours.

The pendant is now ready to string onto cord or chain.

If you want to hang a long pendant horizontally, you
can attach two bails, as shown on the right.

Attach Other Findings by Gluing
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CHAPTER 9

Making Resin
Jewelry

Resin is a liquid form of plastic that dries to a hard, glass-like con-
sistency. You can use it to seal printed images, fill bezel cups, cre-
ate embedded collages, and cast dimensional shapes in molds. This
chapter covers the most popular, beginning-level resin jewelry making

techniques.
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| Epoxy Resin |

everal types of resin are popular for jewelry mak-

ing. Each has its own unique characteristics. Use
this section for help selecting the right resin for a
given application.

Epoxy resins require that you mix two equal parts of
product together. They cure over time when exposed to
the air. There are two primary types: coating resin and
casting resin.

COATING RESIN

Epoxy coating resin is best for applying in relatively thin
layers. It flows easily and magnifies images and objects
beneath it. It goes on clear, and you can colorize it like
you do other epoxy resins (see the section “Colorize
Resin”). Envirotex Lite is one popular brand.

CASTING RESIN

Epoxy casting resin is thicker and more versatile than
coating resin. You can layer it over images and use it to
fill bezels, but it also works well for making dimensional
shapes (up to about 6 ounces in volume) using molds.
Like coating resin, casting resin goes on clear, and you
can colorize it (see the section “Colorize Resin”).
EasyCast and ICE Resin are two popular brands.

Epoxy coating resin and casting resin both come
in two parts.

EnviroTex Lite*
HIGH GLOSS FINISH
Frese utifies

OME THICK COAT
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| Other Types of Resin |

POLYURETHANE RESIN

Polyurethane resins, such as Amazing Casting Resin or
Smooth-Cast, are used for making large castings, such as
bangle bracelets. They are available in clear, tinted, and
opaque colors, and you can alter their color using spe-
cially formulated colorants. Although polyurethane resin
is not used in this book, you may like to try it if you pur- | -
sue more advanced resin work. 5
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UV RESIN

UV resins are one-part resins that do not require mixing.
They also tend to be nontoxic and odor free, and you
can use them to coat images and fill bezel cups. You
cannot apply them in thick layers, but you can apply
multiple, thin layers if you cure each layer between
applications. These resins only cure under longer-wave
UV light; you can expose them to intense sunlight or use
a special UV light bulb. Magic-Glos is a popular brand of
UV resin.

lisay/pavelka

A

Although many epoxy and polyurethane resins are
low-odor, they are not nontoxic. When you work
with them, always wear nitrile gloves and safety
glasses, and work in a well-ventilated area. It is
also good to wear a safety respirator mask with a
fume filter, which you can find at a hardware
store. You do not need a respirator for nontoxic
brands of UV resins; however, you may still want
to wear gloves to keep resin off of your fingers.

173



Prepare Two-Part Resin

wo-part resins become activated when you mix a resin part with a hardener part. The simplest

two-part resins use a 1:1 mixing ratio, which means that you mix equal parts of each. Always
wait to mix your resin until your other components, such as images set into bezels, are already pre-
pared; mixed resin that sits for too long in its mixing cup begins to harden.

This example uses Envirotex Lite epoxy resin. Be sure to
read and follow the directions that come with your brand
of resin.

@ Feel the outside of the resin and hardener bottles
with your bare hand to check their temperature. They
should feel slightly warm to the touch.

@ If the bottles feel cool, place them in a bowl of
warm tap water for a few minutes. The resin must be
room temperature (about 75°F/24°C) for successful
mixing.

©® Put on your safety gear (see the tip “Important Resin
Safety Gear” on the previous page).

@ Open both bottles and slowly pour an equal amount
of each component into separate, clean resin mixing
cups (see Chapter 1). Use the measurement marks on
the cups to match your proportions. Equal propor-
tions are essential for proper mixing. (This may take
a little practice.)

Unlike epoxy resin, polyurethane becomes hot when you
mix it. Because it can soften or even melt plastic cups,
polyurethane resin manufacturers usually recommend that
you use paper cups instead.

TIP
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@ Carefully pour the hardener into
the cup containing the resin part.

O Use a craft stick to scrape the
sides of the hardener’s mixing cup
as clean as you can. Your goal is
to preserve the 1:1 ratio of hard-
ener and resin. If this ratio is off,
the resin may not harden.

@ Use the craft stick to stir both components together
for 1-2 minutes (or for whatever length of time is
required for your brand of resin). You can minimize
excess bubbles by stirring the mixture slowly. Keep
in mind that in order to set properly, the resin must
be thoroughly blended.

@ As you stir, occasionally scrape the sides of the cup,
and scrape the craft stick against the edge of the
cup to incorporate any built-up resin back into the
mix.

© To ensure complete mixing, pour
the mixture into a third, clean
mixing cup or other plastic
container.

@ Use a clean craft stick to stir the
mixture for another minute (or for
whatever length of time is
required for your brand of resin).

The resin is now mixed and ready to
use.
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Colorize Resin

ptionally, you can add opaque or transparent color to mixed resin. The color medium you should

use depends on the type of resin and your desired effect. You can color an entire batch of resin
by adding color directly to the mixing cup, or you can pour a smaller amount of resin onto waxed
paper, and mix it there.

RESIN COLORANTS AND DYES

To create simple, even color, you can use a liquid resin
colorant or tint. Colorants typically create solid colors,
and tints create translucent colors. To ensure compati-
bility with your resin, it is best to select a colorant or
tint that is produced by your resin’s manufacturer.

You use these liquids by applying a tiny amount to a
toothpick or craft stick, and then gently stirring the
color into the resin. For more intense color in epoxy
resin, repeat this process until you achieve your desired
hue. UV resin should generally only be lightly colored to
avoid problems with curing.

PIGMENT POWDERS

Pigment powders are multi-purpose, concentrated colors
in powder form. They are available in a broad range of
hues, and some have a metallic sheen. To use them, put
on a dust mask or safety respirator (see Chapter 1),
scoop up a small amount of powder onto a toothpick or
craft stick, and stir it into the mixed resin.

Although pigment powders work well with epoxy resin,
they are not recommended for polyurethane resin and
some UV resins.
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METALLIC POWDERS

You can make resin look like sparkling metal by stirring
in a small amount of metallic powder, such as the gold
metallic powder shown on the right.

ARTIST PASTELS

You can also use scrapings from soft pastels to add color
to epoxy resin. Use a hobby knife to scrape tiny frag-
ments of the pastel stick into the mixed resin, and stir.
Be sure to use only soft pastels, and not oil pastels
(which can inhibit curing). Pastels are usually not rec-
ommended for UV or polyurethane resins.

Resin manufacturers recommend that you dis-
pose of used mixing cups. However, some resin
artists do successfully reuse their cups after
wiping them clean with a generous amount of
rubbing alcohol. If you clean your cups, be sure
to scrape out all of the unused resin onto card-
board or newspaper first, and throw it away.
Never pour resin into a drain.

Making Resin
Jewelry

CHAPTER

9
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ou can apply thin layers of resin using a craft

stick and thicker layers by pouring. This sec-
tion covers some of the most interesting resin
applications.

| Cover an Image with Epoxy Resin

Covering images in bezel cups or bottle caps is one of
the most popular uses of resin. It works with epoxy resin
and UV resin. The example uses Envirotex Lite, a coating
epoxy resin.

@ Select a printed image that fits within your bezel
cup or bottle cap. The example uses a tiny image of
Abe Lincoln.

@ Decide which portion of the image you want to use,
and cut it out to match the shape and size of your
bezel cup or the inside of your bottle cap.

The most accurate way to cut out an image
depends on the size and shape of your bezel cup.
Paper punches used for scrapbooking are best for
common sizes and shapes. To cut rectangles, you
can use a sliding paper trimmer with measure-
ment marks. For other shapes and odd sizes, look
for a shape template that is just slightly larger
than your bezel, and use a permanent marker

to draw the shape onto the image. Then use
scissors to cut it out.
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@ If necessary, seal your image with
Mod Podge, clear acrylic sealer, or
packing tape (see the tip “Sealing
Printed Images” on page 160 in
Chapter 8).

@ Wipe the bezel cup or bottle cap
with rubbing alcohol to remove
any dirt or oils.

@ Use an artist brush to apply a thin,
even layer of Mod Podge to the
back side of the image (or the
inside of the bezel cup).

@O Press the image down flat into the
bezel cup or bottle cup, and push
out any air pockets.

The time that it takes two-part resin to begin to
thicken after mixing is called its working time or
pot time. Different brands and types of resin have
different working times. Check with your resin
supplier or manufacturer to confirm the working
time for your brand. The working time for
EnviroTex Lite is typically about 25 minutes.
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Apply Resin (continued)

@ Cover your work surface with a sheet of waxed paper.
Optionally, tape down the corners with masking
tape.

© Set down the bezel cup or bottle cap on top of the
waxed paper.

© After mixing your resin (see the section “Prepare
Two-Part Resin”), apply it to your image. Use a craft
stick as a scoop for small areas or pour the resin
directly from the mixing cup for larger areas.

(@ Coat the entire image, using a craft stick to spread
the resin so that it adheres to all inside edges of the
bezel cup or bottle cap.

@ Plug in your heating tool (see Chapter 1) and turn it
on. (You use this tool to remove bubbles.)

@ Pass heat quickly over the resin, holding the heating
tool several inches over the surface of the resin.
Repeat this a few times, until all air bubbles rise to
the surface and dissipate.

® Allow the resin to sit undisturbed for 5-10 minutes
and check for bubbles again. If more appear, repeat
Step 12 to eliminate them.

The resin is now ready to cure (see the section “Cure
Epoxy or Polyurethane Resin”).
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COATING AN IMAGE WITH UV RESIN

You can coat an image with UV resin the same way
you apply epoxy resin, with the following important
exceptions:

Seal images by covering them with packing tape on
both sides, and use a glue like E6000 to adhere
images to bezel cups; never use water-based sealers
or glues.

Avoid working in direct sunlight or under incandes-
cent lights, which can cause UV resin to thicken
prematurely.

To create a dome of UV resin on an image, apply
multiple thin layers, curing each layer before apply-
ing the next.

Use direct sunlight or a UV emitting light bulb to
cure UV resin (see the section “Cure UV Resin,”
later in this chapter).

Art glazes are adhesives and
sealers (see Chapter 8) rather
than true resins. You cannot
apply glaze as thick as you
can resin, and cured resin
tends to be stronger and more
water resistant than glaze.
However, art glazes have less
odor than resin, and they do Cured art glaze Cured coating resin
not require mixing or special

lights to cure. You can also increase their thickness by building up incremental layers of glaze,
allowing each layer to cure between applications.
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Use Resin Like an Enamel

You can use resin to create the look of colored glass
enamel on textured metal jewelry components, including
fired metal clay (see Chapter 7). The example below uses
epoxy casting resin on a steel alloy stamping.

@ Mix your resin and color it with your choice of color-
ing medium (see the section “Colorize Resin” earlier
in this chapter). The example uses Pearl brand
metallic pigment.

@ Use a cotton swab dipped in rub-
bing alcohol to clean the surface
of the jewelry component.

@ Use a toothpick or craft stick to
apply the resin.

@ 1If you overfill an area, use a paper
towel to absorb the excess.

©® When you finish applying the resin, use a heating
tool to remove air bubbles (see Steps 11-13 of the
section “Cover an Image with Epoxy Resin”).

The resin is now ready to be cured (see the section “Cure
Resin” later in this chapter).
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Colored resin creates a thick coating on smooth or tex-
tured jewelry components, such as stampings and find-
ings. This example uses epoxy coating resin.

@ Wipe the component with rubbing alcohol to remove
any dirt or oil. The component shown is a large,
brass bead cap.

@ If the component is dimensional
(like the bead cap) and not flat,
support it with toothpicks inserted
into craft foam so that its upper-
most side is relatively flat.

@ Use an artist brush (reserved for use
with resin) to apply a coat of mixed
and colored resin to the surface of
the component. In the example, the
resin is colored with metallic pigment
powder (see the section “Colorize
Resin” earlier in this chapter).

@ Wash out your artist brush with rubbing alcohol
between applications.

@ Use a heating tool to remove any bubbles (the way
you do in Steps 11 and 12 of the section “Cover an
Image with Epoxy Resin”).

O Allow the resin to cure (see the section “Cure Resin,”
later in this chapter), and repeat the above steps to
coat any remaining surfaces of the component.

In the example on the right, each petal of the bead cap
was coated and cured separately.

183



Cast Resin in a Mold

You can cast resin in molds to create solid resin
components and objects. For best results, use a
mold that is labeled for use with resin or a multi-

purpose silicone mold; other molds may stick per-

manently to the resin when it cures.

@ VUnless you are using a silicone mold, brush or spray
the mold compartment(s) with mold release agent
(see Chapter 1).

@ Use your gloved fingers to spread the mold release
agent evenly in each compartment.

©® Allow the mold release agent to dry.

@ Pour resin into the mold, filling the compartment(s)
that you want to use.

@ Optionally, add any objects that you want to embed
in the resin (see the next section). Be sure to place
them face down, as the bottom of the mold compart-
ment is the front of the design.

@O Use a heating tool or toothpick to remove any bub-
bles that do not dissipate on their own within a few
minutes. (See Step 12 of the section “Cover an
Image with Epoxy Resin.”)

@ Allow the resin to cure (see the section “Cure
Resin”). Remember that thicker molds take longer to
cure than shallow molds.
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© When the resin has cured (it should
be completely solid), release it by
gently pushing on the back of the
mold.

© If the resin is difficult to remove, cool it in a refrig-
erator for several minutes, and then try again. (If it
still does not release, the resin may not be fully
cured, or you may be using a mold that is not
intended for resin.)

You can now wet-sand the back edges of the resin to
smooth them, and (optionally) drill a hole for stringing _
(see the section “Refine and Finish Resin”). P2

You can use small, decorative objects as models
to make your own molds. Two of the most popu-
lar mold-making products for resin are liquid sili-
cone and silicone putty. Just like with epoxy
resin, these products require mixing to prepare
them for use. You then apply them to your model
object and allow them to cure. Silicone molds
also work with metal clay (Chapter 7). Always
carefully follow the instructions that come with
your mold-making products.
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ou can embed objects in resin to create sealed

collages and unique, dimensional designs. You
can also apply multiple layers of resin to create
background effects.

HOW TO SELECT EMBEDDABLE OBJECTS

There are two important rules for selecting materials to add to resin. First, they must be completely free of
moisture. Moisture can inhibit the curing process or cause cured resin to become sticky over time. You can
embed natural materials such as leaves and flowers if they are completely dry.

Second, objects must not contain or be coated with an oil or any chemical that may react with your resin.
(Check the information pamphlet that comes with your resin to identify these.) For example, water-based
glue, sealer, ink, or paint can keep UV resin from curing properly.

Epoxy resin can dissolve some types of plastic. Before coating or embedding plastic, it's a good idea to
test your resin on a sample piece.

HOW TO PREPARE OBJECTS FOR
EMBEDDING

You can embed clean, nonporous mate-
rials that do not bleed color when wet,
such as glass spheres (a), glitter (b),
and metal. Porous objects, such as
spices (c), dry leaves (d), and materi-
als that run, such as some fabrics and
dry flower petals, must be sealed to
avoid clouding or streaks.
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Use the same type of liquid sealer that your resin manu-
facturer recommends for sealing images on paper.
Multiple coats of water-based glues and sealers work well
with epoxy resins. With UV resins, you may need to use a
specific brand of art gel (for example, Diamond Glaze
tends to work with Magic-Glos resin), or coat objects with
clear, liquid polymer clay and bake them in an oven.

You can use tweezers to hold onto small objects.

HOW TO SUSPEND OBJECTS IN RESIN

One way to embed objects in resin is to stir them into

the resin before you apply it. This works especially well
when you want a random distribution of small objects,
such as flakes of glitter (a).

With larger objects, or for more precision, you can layer
them into the resin instead. This example layers glass
seed beads in epoxy resin in a bezel cup. You can use
the same process to suspend objects in resin molds
(see the section “Mold Resin”).

@ Beginning with an empty bezel cup or an image
glued into a bezel cup, apply an initial thin layer of
resin.
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Embed and Layer Resin (continued)

@ With epoxy resin, set the component aside and allow
the resin to thicken. (This usually takes about 10 or
15 minutes.) With UV resin, cure the first layer of
resin under UV light (see the section “Cure UV
Resin”).

@ Use tweezers to place an object, or objects, onto the
first layer of resin (see the section “How to Prepare
Objects for Embedding,” on the previous page).

@ If an objects rolls or slides out of
position, dab it with resin to tack
it down.

i 4

@ With epoxy resin, gently push on
each object with a toothpick to
push out any air beneath it.

O Apply a second layer of resin that
either fully or partially covers the
embedded objects, depending on
your design preference.

beads

@ Optionally, repeat Steps 2-6 to embed more objects
at different depths. (If you are working in a mold,
remember that the objects that are closest to you
while you work become the deepest objects in the
finished design.)

The resin is now ready for curing (see the section “Cure
Resin”).
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HOW TO CREATE A COLORED BACKGROUND

You can use layering to create a colored background
beneath a layer of clear resin. In a bezel cup or bottle
cap, apply the colored resin as the initial layer, allow it
to cure, and then add a second layer of clear resin. In a
mold, apply the clear resin first.

In this example (a), clear resin is being applied on top
of a layer of resin colored with blue pigment powder.
Next, a metal and crystal component is placed into the
clear resin (b).

Tiny glass spheres (called “glass
beads”) are sprinkled into the resin for
accent (c) before another coat of clear
resin is applied to completely fill the
bottle cap (d).

The result (after curing) is a dimen-
sional design with a bright background
and a clear, glassy finish. You can glue
on a bail (see the section “Attach a
Pendant Bail” in Chapter 8) to create
an eye-catching pendant.
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Cure Resin

hen resin cures, it hardens into solid plastic.

The method you use to cure resin depends on
the type of resin you have. Check the directions
that come with your resin for its recommended cur-
ing time. Keep in mind that the thicker a resin layer
is, the longer it takes to cure.

Epoxy resin and polyurethane resin cure
over time when exposed to warm air.

@ Find a flat, level surface where your
resin can remain undisturbed. The
air temperature normally needs to
be at least 72°F/22°C for proper
curing.

@ To protect the resin from dust,
cover it with a clean, cardboard
shoe box.

2

@ After waiting the time recommended by the resin manufacturer, gently touch the resin with the tip of a
toothpick to check its hardness. If it feels soft or sticky, allow it some more time to cure, and then check
it again. The Envirotex Lite epoxy resin used in the example cures in about 24 hours.

@ When the resin is fully cured (completely solid), you can refine and finish it as needed (see the section
“Refine and Finish Resin”).

NOTE: Poured resin (shown) typically does not require refining, but you optionally can finish it with a sealer.
Molded resin usually requires some sanding.
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Cure UV Resin

UV resin only cures under intense ultraviolet (UV) light.

@ Find a flat, even surface where your curing resin can
remain undisturbed. If it is a sunny day, this can be
outside in direct sunlight; otherwise, you need to
use a UV light bulb (a).

@ If you are using a bulb, set up your UV lighting. You
can use a fluorescent UV light bulb like the kind sold
at pet stores for reptile terrariums.

@ Place the resin outside in direct sunlight or beneath
the UV bulb.

Allow the resin to sit for the time recommended by
your resin manufacturer. The example uses Magic-
Glos, which often cures in 5-15 minutes, depending
on thickness.

@ Check the resin by touching it with a toothpick, just
like you would with epoxy resin (see the section
“Cure Epoxy or Polyurethane Resin”). If it has not
fully hardened, allow it to cure under UV light for a
little while longer.
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O When the resin is fully hardened, you can optionally
add and cure another layer of UV resin to make the
resin thicker and more domed.

The UV resin is now cured. Some brands of UV resin
remain tacky after curing; with those, you need to wipe
the cured resin with resin cleaner or rubbing alcohol.
Magic-Glos (when properly cured) does not leave such a
residue.

Here are some of the most common resin mistakes, and how to avoid them.

* Resin fails to fully cure, or remains sticky. With epoxy resin, this is usually due to
improper mixing. Warm your resin bottles, measure out equal parts, and take the time to
fully mix them (see the section “Prepare Two-Part Resin”). With UV resin, this is usually
caused by insufficient UV lighting; try using a stronger UV bulb.

® Resin bubbles or clouds while curing. This is often caused by liquids or chemicals in
paper or embedded objects. Try sealing images and objects using the type of sealer recom-
mended by the resin manufacturer, and make sure that they are completely dry. See the tip
“Sealing Printed Images” on page 160 in Chapter 8 and the section “Embed and Layer
Resin” in this chapter. Cold or humid conditions can also cause epoxy resin to cloud.

e Images run or are blurry. This is also caused by insufficient sealing. If brush-on and
spray-on sealants do not fix this problem, try using clear packing tape instead.
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ou can refine and finish cured resin using many of the same techniques that you use to finish
metal (see Chapter 5). Start by sanding any rough areas and drilling any holes that you need,
and then (optionally) seal or polish the resin for a shiny finish.

SAND RESIN

Use waterproof sanding pads to smooth any rough
edges on cured, molded resin. To protect your lungs
from resin dust, sand the resin under water (a) (called
wet sanding). Alternatively, you can wear a dust mask
and dry sand your resin. Just like with metal, begin
with a coarse grit and progress through finer grits. Try
to avoid black colored sandpaper, which can stain resin,
and be careful not to sand any areas that you do not
want to have a brushed or matte finish.

DRILL RESIN

You can drill through cured resin using a pocket hand
drill or a power drill (see Chapter 4) at a very slow
speed, to keep the resin from melting. Be sure to wear
a dust mask.

For smaller or deeper holes, it helps to secure the resin
in a peg clamp while you drill (b). Use sheets of felt,
leather, or rubber bumpers to protect the resin from
scratching. Be aware that you may not be able to drill
through solid, embedded objects, such as glass beads.

SEAL OR POLISH RESIN

You can shine resin and fill tiny scratches on its surface
by sealing with clear acrylic spray or resin finishing
spray, or by polishing with microcrystalline polishing
wax (c; see Chapter 1). As always, be sure to check with
your resin’s manufacturer to confirm which products are
safe and appropriate for use with your brand.
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CHAPTER 10

Designing
with Chain

Chain is a stylish and highly adaptable jewelry making material.

You can purchase it from most jewelry making suppliers and at bead

stores, or reclaim it from old jewelry that you find at thrift stores or
in your own collection. The method you use to connect chain to other
jewelry components depends on the type of chain you use and your

style preferences.
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Types of Jewelry Chain

hain is available in many different styles, sizes, and lengths. Understanding the terms defined in
this section can help you make informed decisions when shopping for, or designing with, chain.

NAMED STYLES

Here are some of the most common chain a
styles: A - - - -~

b

® Ball chain (a) is made up of small, hol- N p——
low metal balls linked together with ‘,S:—',-“-(-“‘*y—'s,F-,:!“",."“('—‘;""{"‘;"“.,’_‘(""{"‘;""f"'"‘,f"‘{"“f"
short lengths of wire. You can buy spe- acliaadiade - T
cial clasps and connectors that attach
to ball chain by fitting over the metal
balls (see the section “Attach Findings

to Ball Chain”).
o (able chain (b) has straight links that

cross at right angles. (Cable chain is the fff%’:ﬁﬁﬁﬂffw
not the same as jewelry cable, which is - < e
made of tiny, wound metal strands.)

® Curb chain (c) links are twisted so that
the chain lies relatively flat. This is the
most common chain for making charm
jewelry (see the section “Attach
Charms with Jump Rings”).

e Disk and loop chain (d) consists of flat
disks connected by rings. The disks can
serve as base pieces for gluing decora-
tive components.

® Figaro chain (e) is a type of curb chain with alternating sets of shorter and longer links.
® Figure-eight chain (f) contains links that are shaped like wire figure-eight connectors.

® Maille chain (g) is made by intricately connecting jump rings using chain maille jewelry techniques.
(The example shows Byzantine maille chain.)

® Peanut chain (h) links are shaped like outlines of peanut shells.
® Rolo chain (i) is cable chain with especially thick or wide links.

® Rhinestone chain (j) is comprised of linked rhinestone settings. You can attach findings by using spe-
cially designed end pieces (see the section “Attach Findings to Rhinestone Chain”).
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DESCRIPTIVE CHAIN TERMS

Some styles of chain are further described by these com- ;‘éé' f&
mon terms: s A
g
® Beading chain (a) is metal chain with tiny links. It K%
is usually cable style and is narrow enough to fit Qe
through the holes of some beads. a‘ﬁ'&:ﬁ. bE ¢ d
e Drawn chain (b) refers to chain with long, oval links. "ﬁ%’;ﬁ '
® Round chain links (c) are smooth with no edges, R
much like round wire.

o Flattened chain links (d) have flat sides, as if they
were hammered.

CHAIN SIZE

Chain size refers to link size. It is typically given in mil-
limeters and indicates the length (or both the length
and width) of each link in the chain. Occasionally you
may also see chain size stated as “links per inch.” Larger |
chain contains fewer links per inch, and smaller chain :
contains more links per inch.

13881

T
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CHAIN LENGTH

You can buy jewelry chain that is pre-cut and finished
with clasps (ready to wear), or uncut in bulk (also called
footage chain). Bulk chain is sold in one continuous
length, often longer than you need for a given project.
You need to measure out and separate this chain your-
self and attach the findings. Bulk chain is typically
packaged in spools and measured in feet or meters.
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Chain Design Considerations

hen selecting chain for a new design, you should think beyond its style, type, size, and length.
Also consider the material the chain is made from; its strength, flexibility, and its compatibility
with other jewelry components.

CHAIN MATERIALS

Most jewelry chain is made of precious or non-precious metal (see Chapter 3). Try to avoid metal chain that
contains nickel (a common skin allergen) or lead (which can be toxic). If you purchase plated or coated chain,
be aware that the finish may rub off over time.

Some chain is made from alternative materials, such as
plastic (a), wood (b), or polyester (c). These chains can
be more challenging to separate and connect, and so you
may need to devise creative ways of dealing with them.
Options include tying them with string, wrapping

them with wire, and attaching pinch bails (see the tip
“Attach Findings to Polyester Chain with Pinch Bails”

on page 207).

Keep in mind that thin or narrow metal
chain can tangle easily. Whenever possible,
store it by hanging it up or laying it out
flat. To untangle a knot in metal chain, try
lubricating it with liquid dish soap and
then gently teasing the knot apart.




CHAIN STRENGTH

A chain’s strength depends largely on the size and thick-
ness of its links and the material from which it is made.
Heavier chain made of high-quality metal is best for
heavy components, such as large pendants. Thin chain,
such as beading chain, may not be strong enough to
safely hold heavy components unless you use more than
one strand. Additionally, chain with closed links is stron-
ger than chain with open links, which can pull open if
snagged or stretched (see the section “Cut or Divide
Chain” to learn more about open and closed links).

CHAIN FLEXIBILITY

Chains with wide links generally are more flexible than
chains with narrow or small links, or with links or seg-
ments that fit closely together. It is important to con-
sider flexibility when planning designs that need to
drape a certain way when worn, or that incorporate more
than one style or size of chain. For more elaborate
designs, you may need to experiment with several differ-
ent types of chain to find just the right combinations.
You also can make chain jewelry more flexible by using
connectors, such as jump rings, that are large enough to
allow for movement.

CHAIN COMPATIBILITY

The style and size of a chain can limit your options for
using it with other jewelry components. For example, if
the links in a cable chain are very small, your jump rings
or wire may not fit through them—or, if they do, they
may fit so tightly that your jewelry becomes stiff. You
can learn more about attaching chain to other jewelry
components in the section “Connect and Finish Chain.”

CHAPTER
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Divide Open-link Chain
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Cut or Divide Chain

n order to shorten a length of chain, you must

disconnect one of the links. The technique you
use depends on whether your chain has open links
or closed links.

Open links have cuts that allow you to open them using
pliers. To determine whether a chain has open links,
inspect a link carefully and look for a cut, or use two
pairs of chain nose pliers to gently twist both sides of a
link in opposite directions, as if you are opening a jump
ring (see the section “Open and Close Jump Rings” in
Chapter 2).

@ Lay the chain out straight beside a ruler or yard
stick, leaving a space of about a '/ inch between the
chain and the ruler.

@ Locate the mark on the ruler that denotes your
desired length, and press one finger against the
chain on either side of the mark. (This holds the
chain taut.)
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@ Use chain nose pliers to grasp the
link that is one link past your
measurement mark.

@ Release the chain and carefully lift
the chain with the pliers.

@ Pick up a second pair of chain
nose pliers and use both pliers to
gently twist each side of the link

. .l!lll|l|l||||||'n
L iy
in opposite directions to open it. o

-pencil allowance on all o
> i ?

O Remove the length of chain that
you are separating.

@ Use both pairs of pliers to close
the open link by twisting the
sides back toward each other.

The divided chain

You can give a necklace or bracelet adjustable
length by designing it so that you can secure
the clasp (usually a lobster or hook clasp) in
more than one place along the chain. If the
clasp is too large to fit through the chain links,
try spacing larger jump rings along the chain
instead. The jump rings must be large enough to
accommodate the clasp and small enough gauge
to pass through the chain links. In the example
on the right, the jump rings are spaced about 1
inch apart.
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Cut or Divide Chain (continued)

Closed links (sometimes called soldered links) do not have
cuts, and you cannot open them with pliers. The only
way to separate a closed-link chain is by cutting and
removing a link.

@ Lay the chain out straight beside a ruler or yard
stick, leaving a space of about a % inch between the
chain and the ruler.

@ Locate the link that is one link past the mark on
the ruler for your desired length.

@ Use side cutters to carefully cut through the
center of that link.

@ Remove the cut link with your fingers or chain
nose pliers.

How can I keep the chain straight while
making a cut?
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Sometimes you may want to cut multiple lengths of
chain to exactly the same length. With long lengths

of chain, you can simply repeat the basic technique for
cutting chain as many times as necessary. But for shorter
lengths, it is often easier to use the following approach:

@ Cut the first length of chain (see the section “Cut
Closed-Link Chain”).

@ Slip one end-link of the chain onto a safety pin or
the straight portion of an ear wire. (The example
shows a French hook ear wire.)

@ Slip the end of the next chain that you want to
shorten onto the pin or wire alongside the first chain.

Hold up the pin or wire so that the top two links are
aligned evenly side by side.

Holding the pin or wire steady in one hand, use side
cutters in the other hand to cut through the link on
the second chain that is one link past the bottom
link on the first chain. (It may help to rest your
elbow on your work table to keep your hand steady.)

O Repeat those steps for each length of chain that you
want to cut. If the safety pin or ear wire becomes
too full with chain, remove all but the very first
chain before continuing.

203



Attach Findings with Jump Rings
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Connect and Finish Chain

Once you select your chain and separate it to
your desired length, you can connect it to
other jewelry findings and decorative components.
Chain with traditional links can accommodate jump
rings and wire loops. Others, such as ball chain and
rhinestone chain, require specially designed con-
nector components.

The simplest way to attach a finding to a chain link is

to use an unsoldered jump ring. This method only works
with chain links that are wide enough to accept jump
rings that cannot be pulled open easily (that is, which
have a large enough gauge). The following example
shows a lobster clasp attached to a length of cable chain.

@ Gently open the jump ring using two pairs of chain
nose pliers, or one pair of chain nose and one pair of

flat nose pliers (see the section “Open and Close
Jump Rings” in Chapter 2).

@ Slip the finding onto the jump ring.

©® Holding the jump ring with one pair of pliers, use
your free hand to slip the last link of the chain onto
the jump ring with the finding.

@ Use both pairs of pliers to gently close the jump ring.
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Attach Charms with Jump Rings

You can make charm jewelry by attaching charms to
chain links using the same basic technique that you use
to attach findings. Twisted

@ Lay the chain flat on your work surface and take the
time to eliminate any twists.

@ Decide on the density of charms for your design. For
a higher density, you can attach one or more charms
to each link; for a lower density, you can skip an
equal number of links between charms.

@ With the chain still on your work surface, attach the
charms to the links with jump rings.

To ensure that your jewelry lies properly when
worn, try to be consistent with the placement of
your charms. If you attach one charm to each
link, always attach it on the same side. If you
want to attach two charms per link, always either
attach them on the same side, or attach one
charm to each side of every link.
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Connect and Finish Chain (continued)

Some chains have links that are too small to accommo-
date sturdy, unsoldered jump rings. As an alternative,
you can use small-gauge, wire wrapped bead or figure-
eight links in place of jump rings (see the section “Form
Wire Links and Wraps” in Chapter 2). Simply attach the
finding to one loop of the wrapped link and the chain
link to the other loop (see the section “Make Connected
Links” in Chapter 2). To keep your jewelry sturdy, use
the largest gauge of wire that fits through the links on
your chain.

How can I keep chain from twisting as I add
charms?
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Connect Large-link Chain

You can get especially creative when attaching compo-
nents to chains that have very large links. One approach
is to thread links with ribbon, lace, or cord. In this
example (a), a vintage Lucite chain is tied with ribbon.

You can also use wrapped figure-eight links to connect
large chain, such as the wooden chain shown here (b).

You can use a finding called a pinch bail (nor-
mally used as a pendant bail) to connect other
findings to polyester chain. Use two pairs of
chain nose pliers to open the prongs on the
bail, slide it over a link of the chain, and then
use the pliers to squeeze the prongs closed. You
can then attach a finding, such as a clasp, to
the bail with a jump ring. (Optionally, you can
slide the closed jump ring into the bail before
closing it down over the chain link.)
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Connect and Finish Chain (continued)

Attach Findings to Ball Chain

ATTACH A BALL CHAIN CLASP

The most common ball chain finding is a special-purpose
component called a ball chain clasp. It is a small metal
tube with rounded ends that is split down one side, with
an opening at the middle.

@ Select a ball chain clasp that is the correct size for
your chain. The example shows a 2mm ball chain and
a 2mm clasp.

@ [Insert the first ball on the chain into the opening in
the middle of the clasp.

©® Keeping the ball within the tube,
pull the chain firmly toward one
end of the clasp until the ball
snaps into the end of the tube.

@ Loosen the other end of the clasp
by inserting the tip of round nose
pliers into the small hole at the
end and gently prying the side of
the tube open, as shown. This
makes it easier to insert and
remove the other end of the chain 3
when clasping and unclasping.

@ Repeat Steps 2 and 3 with the other end of the
chain to clasp the chain.
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ATTACH A RING CONNECTOR TO BALL CHAIN

In order to attach jump rings to ball chain, you need to
use a ball chain ring connector (sometimes called a hang-
ing loop connector).

@ Select a ring connector that is the correct size for
your ball chain. The example uses 2mm ball chain
and ring connector.

@ Slide the last ball on the chain into the cup on the
ring connector, aligning the straight wire between
the last two balls on the chain with the slot in
the cup.

©® Pull the chain firmly away from
the ring-end of the connector
until it snaps into place.

@ Use chain nose pliers to squeeze
the connector cup closed.

@ Use a jump ring or split ring to attach a finding,
such as a clasp, to the ring on the connector.
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Attach Findings to Rhinestone Chain
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Connect and Finish Chain (continued)

Rhinestone chain connectors are available in two popular
styles: box-end and V-channel. Box-end connectors attach
to the ends of chain and have either small connector
rings (for attaching jump rings) or square ends (for use
with ribbon, lace, or fold-over box clasps). V-channel
connectors join two separate lengths of rhinestone chain
and hold them together in a “V” shape. You can use
them as decorative accents and to help necklace chains
lie flat when worn.

ATTACH A BOX-END CONNECTOR

@ Select a connector that matches the size of the
rhinestone settings in your chain. The example
shows a 4mm box-end connector used with chain
made up of 4mm square rhinestones.

A box-end connector

@ Optionally, place a tiny drop of multi-purpose
craft glue (see the section “Types of Adhesive” in
Chapter 8) to the inside of the flat square pad of
the connector.

@ Place the first rhinestone setting onto the flat
square pad on the connector, between the prongs.

@ Use chain nose pliers (as shown)
or a prong pusher (see Chapter 1)
to gently squeeze or push down
the prong on each side of the
connector.

The squared ring on this connector
works especially well with a fold-over
box clasp (a).
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ATTACH A V-CHANNEL CONNECTOR
V-channel connectors join two sepa-
rate lengths of rhinestone chain.

@ Slide the last three rhinestones on
one chain into the recessed chan-
nel in the V-channel connector.

@ Grasp the chain and connector
with chain nose pliers.

©® Holding the pliers at a 45-degree
angle to the connector, as shown
(a), gently squeeze down each
prong on this part of the connec-
tor against a rhinestone.

@ Slide the last two rhinestones on the second chain
into the other part of the connector.

Repeat Step 3 to squeeze down the remaining con-
nector prongs.

(]

The V-channel connector is now securely attached.
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Make a Chain Tassel

You can make chain tassels to use as a jewelry
accents or focal elements. The example below
uses a large bead cap as the tassel top and lengths r?'@’ﬁm?
of chain for the tassel fringe. 4

@ Select a bead cap that is wide enough to hold your
desired size and number of chain segments and also
long enough to hide the wire loop in Step 3.

@ Select a length of wire with a small enough gauge
to fit through the end links on all of your chain
segments. This wire normally should be at least
8 inches long.

@ Use round nose pliers to create
the initial, unwrapped loop of a
wrapped wire connector (see the
section “Wrapped Bead Links” in
Chapter 2). Make the loop large
enough to hold one end link on all
of the chain segments, and small
enough to fit inside the bead cap
without showing from the side.

@ String all of the chain segments
onto the loop.
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@ Using the basic wire wrapping
technique from Chapter 2, wrap
the loop closed.

O Thread the wire into the bead cap,
as shown,

@ Pull the wire until the wraps touch the inside of the
bead cap.

@ Use round nose pliers to grasp the wire where it
emerges from the bead cap.

© Make a second loop, either
wrapped or simple (see the
techniques under “Wire-and-Bead
Links” in Chapter 2), against the
edge of the bead cap.

(@ Attach your tassel to a ribbon
(as shown), a finding, a beaded
strand, or another length of chain.

213



CHAPTER 11

Working with
Leather

Leather is an interesting and versatile jewelry material because you
can cut, pierce, color, stitch, and stamp it with ease. Leather crafting
is an ancient art form that covers a wide array of specialized tech-
niques. This chapter focuses on the basic leatherwork skills that are
most helpful for designing and crafting casual leather jewelry and

jewelry components.
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Leather Facts

his section covers some important leather traits and terms. Understanding them can help you
select leather for your jewelry projects. For suggested leather suppliers, see the Appendix.

VARIETIES OF LEATHER

The most common variety of craft leather is bovine, from
cattle or oxen that are raised for meat. You can also find
leather from other common animals, such as goats and
deer. More exotic leathers, such as snake, shark, and
ostrich, are also available, but they may be more expen-
sive. Take care to avoid leather that may be from
protected animal species.

LEATHER TANNING PROCESSES

Leather is created from animal hides through a process
called tanning. Most craft leather is tanned using one
of two processes. Vegetable tanned leather (sometimes
called tooling leather) (a) is treated with plant tannins,
and chrome tanned leather (b) is treated with salts of
the chemical element chromium.

It's best to choose vegetable tanned leather when you
want to stamp or dye the leather, or when you want
thick leather with a natural color and appearance. Be
aware that new vegetable tanned leather is stiff but
becomes softer with use.

You typically cannot dye chromium tanned leather, and
it doesn’t work well for stamping; but it is available in a
broad range of colors and is smooth and supple from the
start. When selecting leather for jewelry, keep in mind
that some people develop skin allergies from the chemi-
cals used in chromium tanning.

Bovine leather
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LEATHER SHAPES AND SIZES

Leather sheet (a) is typically sold by the square foot or
square meter, but not always in rectangular sheets like
fabric yardage. When you work with leather sheet, you
need to cut it down to your desired shape and size (see
the section “Cut Leather”). Alternatively, you can pur-
chase readymade leather pieces to alter, such as bracelet
bands (b). Leather is also available in narrow strips (c)
and rounded cord (d). You can even find premade clasps
made from leather (e).

LEATHER THICKNESS

Leather thickness is described by its weight per unit

(often by square foot), rather than in inches, millime-

ters, or gauge. Under the American standard, which is

used in this book, each ounce of leather represents a

thickness of about Ys inch, or 0.4 millimeter. Leather e R T e
is often labeled with a narrow range of these weights
because it naturally varies in thickness. (For some com-
mon leather weights and their actual thicknesses, see
“Leather Weights and Uses” in the Appendix.)

% Gl A -
S

¥

You should select lighter-weight leather when you want
soft leather that behaves like sewing fabric. Choose
thicker leather for stamping or for bolder designs that
you join by hand stitching. Keep in mind that any
leather hardware that you use, such as snaps or rivets,
must be the correct size to work with the thickness of
your leather.
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Dye Leather

You can change the color of vegetable tanned leather (but not chrome tanned leather) by stain-
ing it with leather dyes. Because dye can cause leather to shrink slightly, you typically apply it
before cutting it down to its final shape.

HOW TO DYE BROAD SURFACES
The example below uses Eco-Flo water-based leather dye to cover a large area of leather. It begins with a
wash of lemon juice, which helps to dissolve any oils that can inhibit absorption of the dye.

@ Dampen a household sponge with
clean water.

@ Apply a generous amount of lemon
juice to the damp sponge, and
wipe down the entire top surface
of the leather.

©® Rinse the sponge with clean water
and squeeze it out.

@ Use the damp sponge to wipe the entire top surface
of the leather again. This helps to rinse and dilute
any excess lemon juice.

©® Allow the leather to dry to the touch. This may take
a few hours or longer, depending on temperature and
humidity.
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When the leather is dry, place it on a sheet of clean
cardboard in an area where you have good ventila-
tion. To keep the leather free from oils, minimize
touching its top surface with your fingers.

Put on a pair of disposable rubber gloves.

Follow the application directions on your bottle of
leather dye. With Eco-Flow, begin by applying a
small amount of dye to a soft, clean cloth, and rub-
bing it into the top surface of the leather using a
circular buffing motion.

Allow the dye to dry, and buff it
with a clean cloth to remove any
dye residue.

For more intense color, apply one
or more additional coats of dye,
allowing the dye to dry and
buffing between applications.

CHAPTER
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The dry leather
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Dye Leather (continued)

@ Optionally, apply dye to the back side of the leather.
Because this side is suede, it absorbs more dye and
has a rougher texture; dab the cloth onto the leather
with a stamping motion for best results.

@ If the back side of the leather is dyed, wait until it
dries, and then rub it gently with a clean, dry, terry-
cloth towel. This helps to prevent dye from staining
skin when your jewelry is worn.

The leather is now ready for use in a project. Once
you've completed any stamping, painting, or other sur-
face embellishment, it's a good idea to seal the dyed
leather to preserve its finish (see the section “Seal
Leather”). Keep in mind that your leather may feel stiff
after dying, but it will soften over time.

Can I use rubber stamps on leather?




HOW TO DYE DESIGN DETAILS

You can dye select areas and design details, such as
design-stamped impressions (see the section “Stamp
Leather”) using an artist brush. It generally is safe to
dye small areas after cutting your leather, because it
causes only minimal shrinkage. After applying dye, clean
your artist brush with rubbing alcohol.

HOW TO DYE LEATHER EDGES

You can also dye the edges of cut leather so that it
matches the dyed surface. The edges have a texture sim-
ilar to the back side of the leather, and so they require
more dye than the top surface. Use a dabbing motion to
press the dye into the leather.

Can I paint leather?

CHAPTER
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Cut Leather

U nless your leather is pre-cut, you need to trim
it to the dimensions that your project requires.
The method you use depends on whether the cut is
simple or intricate, as well as on the thickness of
the leather. To protect your work surface, always
cut on a sturdy, self-healing cutting mat or a
kitchen poly cutting board when you use a knife

or rotary cutter.

To draw cutting guide lines on leather,
you can use a permanent marker with
a straight edge or a shape template.
Use sturdy fabric scissors (a), a rotary
cutter tool (b), or a hobby knife (c) to
cut light- and medium-weight leather.
In example a, the guide is drawn on
the back side of the leather, and in b,
on its top surface.

In c, a hobby knife is used to trim the inside corners
of the design. You can also use a hobby knife to trim
away suede fibers along the edges of a shape after you
cut it out.
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Cut heavy-weight leather with a sharp utility knife or a
large rotary cutter. It may take more than one swipe
with the knife or cutter to slice all the way through; be
very careful not to cut your fingers. When you cut out
shapes (rather than straight or curved lines), you may
need to poke the tip of a utility knife through the
leather and use a sawing motion to complete the cut.

You can make decorative cuts and borders on light- and
medium-weight leather using sturdy, scalloped fabric
shears (see Chapter 1).

To learn how to pierce holes in leather, see the next
section.

Only Laser Cutters Make Perfect Cuts

CHAPTER
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Pierce Leather

You need to pierce, or cut holes in, leather to
install many types of hardware, including leather
snaps and rivets. You can also pierce holes in prepa-
ration for stitching leather (see the section “Hand-
Stitch Leather,” later in this chapter), or to make
holes that are purely decorative.

You can use a rotary leather punch (a) to pierce small
holes in light- to medium-weight leather the same way
you use a paper punch to pierce paper. Metal hole punch
pliers (see Chapter 1) also work well on lightweight
leather. These are quick and easy approaches to making
holes relatively near the edge of leather sheet. To make
holes in thicker leather, or in thinner leather further in
from the edge, use a circle punch instead.

@ Place the leather on a kitchen poly cutting board.
(A harder surface can damage your circle punches.)

@ Optionally, use a permanent marker to mark the
location of the center of the hole that you plan
to punch out. (Or, you can impress the leather with
the tip of a fastener setting tool; see the section
“Install Leather Hardware.”)

@ Select a circle punch tip that matches the diameter
of the hole you want to make.

@ Insert the punch tip into its handle and tighten it
down. (The Tandy punch set shown in the example
includes a tightening wrench.)
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@ Center the circle punch over your mark (if you made
one), and hold the punch against the leather in a
vertical position perpendicular to the leather.

Plastic

O With your other hand, use a large rawhide or plastic mallet

mallet (see Chapter 1) to pound the end of the
punch firmly and pierce the hole.

@ If necessary, use your fingers to push the cut circle
of leather out of the new hole.

If you need to make large circular holes in thick leather,
consider investing in a set of heavy-duty leather die
punches, which are more substantial versions of the
circle punches used in this section.

How can I pierce leather that is too

thick to punch through?
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Stamp Leather

You can stamp impressed designs into vegetable-
tanned leather similar to the way you stamp
metal sheet (see Chapter 5). For best results, and
to avoid marring your leather, always use design
stamps that are designed for leather. Start out by
practicing on leather scraps to refine your tech-
nique. (For help, see the tip on the next page.)

@ Select a piece of vegetable tanned
leather that is thick enough to
accept your design stamp. The
example is 7-8 ounces.

@ Moisten the entire bottom surface
of the leather with a wet house-
hold sponge.

©® Repeat Step 2 on the top surface
of the leather. To avoid spotting
and encourage even drying, try to
keep the darker color (from the
water) even.

@ Allow the leather to dry just to the point that it
returns to its original color and then place it on a
very solid work surface. For smaller designs (includ-
ing most jewelry) you can use the same bench block
that you use for metalwork (as shown on the right).
Alternatively, use a thick granite or marble slab or
tile from a leather supplier, countertop company, or
stone supplier.
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@ Select a design stamp and hold it
vertically against the leather in
the place you want to stamp.

O While holding the stamp straight
with one hand, use a mallet (plas-
tic or rawhide) in the other hand
to pound firmly downward on the
end of the stamp one time. (See
the tip on this page.)

NOTE: It's a good idea to wear hearing
protection, such as ear plugs or safety
ear muffs, when you stamp leather.

@ Remove the stamp to reveal the design.

© Optionally, continue stamping to create a more
elaborate design. If the leather begins to dry
before you finish stamping, repeat Steps 2-4 to
remoisten it.

© When you finishing stamping, allow the leather to
dry completely before adding further embellishments
or sealing (see the next section).

The stamped design after drying overnight

Perfecting Your Stamping Technique

227



228

Seal Leather

t is important to seal and finish natural, vegetable-tanned leather after dyeing, painting, or

stamping. Left unfinished, its porous surface is prone to moisture damage, shrinkage, and stain-
ing. Leather finishing products include wipe-on liquids, sprays, and waxes. They can create a range
of surface finishes from matte to high gloss.

HOW TO APPLY A WIPE-ON FINISH
The example on this page uses Eco-Flo leather finish.
Always read and follow the directions that come with
your type and brand of leather finish.

@ Ensure that any dye or paint that you applied to the
leather is completely dry.

@ Lay the leather out on a piece of clean cardboard in
an area with good ventilation.

@ If indicated on the label of your finish bottle, shake
the bottle well before opening it.

@ If you are using Eco-Flo finish,
apply a small amount of finish to
a clean, damp, household sponge.
(For other types of finish, follow
the application directions on the
bottle.)

@ Rub the finish into the leather
using a circular buffing motion.
Cover the entire surface and work
the finish into any stamped
designs.
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O Allow the first coat of finish to dry. With Eco-Flo,
this may take several hours or more, depending on
air temperature and humidity.

@ Repeat Steps 3-5 to apply a second coat of finish.

A second coat has been applied

© When the second coat is completely dry, use a soft,
clean cloth to buff the entire surface of the leather.

LEATHER SPRAY FINISH

Leather finish is also available in aerosol spray. You use
it the same way you use general-purpose acrylic sealers
such as Krylon. For safety, only use leather spray finish
in a well-ventilated area. It is also a good idea to wear a
safety respirator (see Chapter 1) when applying it.
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Hand-Stitch Leather

ou can stitch leather the same way you sew

fabric. You can use a sewing machine, with a
strong needle, to sew very lightweight, chrome
tanned leather. For thicker leathers, and for a more
handmade look, use hand stitching instead. There
are many traditional hand stitching styles and tech-
niques; this section provides a few examples that
are commonly used for jewelry.

BASIC STITCHING

To stitch lightweight leather, you can
use a sturdy hand-sewing needle and
polyester sewing thread or woven nylon
beading thread. In the example on this
page, a basic backstitch is used to
stitch the leather shape. Keep in mind
that if you rip and remove stitches
from leather, the needle holes remain
visible.

With medium- and heavy-weight
leather, you need to pierce stitching
holes in the leather first (see the sec-
tion “Pierce Leather”). To space the
holes evenly, try using an overstitcher
(a): roll it slowly over the leather, one
notch at a time. Then use the indented
marks (b) as stitching guides. Use a
double overhand knot (c) to secure your
thread or other stringing material, such
as a leather strip, when you start and
finish stitching. With thick stringing
materials, you can stitch with large, Button and carpet thread stitched
blunt-end needles called harness nee- with a large sewing needle
dles which are sold by leather suppliers.

230



WHIPSTITCH EDGES

This technique adds a finished look to the edges of
heavy-weight leather. The example on this page is deco-
rative, but you can use the same technique to join two
stacked, matching shapes of leather, or to stitch a
leather shape onto a larger background.

First, use an overstitcher (see the previous page) to mark
your stitch holes, and then pierce them out. (Optionally,
install an eyelet in each hole; see the section “Install
Leather Hardware.”) Begin each stitch from the back side
of the leather, coming up around the edge of the leather
with each stitch. Use a double overhand knot to secure
the last whipstitch.

With flat stringing materials, such as leather strip and
ribbon, you can glue the ends onto the back of the
leather when you finish stitching (a). With cord or twine,
stop after the first stitch and use a square knot to tie
the loose end and the working end together on the back
side of the leather.

CHAPTER
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Ribbon stitched with a “big eye” needle

231



232

Install Leather Hardware

Hardware is the term used to describe findings
and decorative metal components that are
designed for use with leather. Snaps, grommets,
and rivets are the most common. They are available
in varying widths and lengths; always follow your
supplier's recommendation for which sizes of hard-
ware to use with your weight of leather.

HOW TO INSTALL LEATHER SNAPS

You can use a snap setting tool set and leather snaps to
create clasps for leather bracelets, necklaces, and col-
lars. Be sure to design your jewelry long enough to com-
pensate for the shortening that occurs when you overlap
the leather to close the snap.

@ Start by measuring the thickness
of your leather with a sliding brass
gauge (see Chapter 1) to make
sure that it is thick enough for
your snaps; see the FAQ on the
next page for help.

@ Use the tip of the snap setting
tool to indent the location where
you want to install the top half of
the snap.

Setting tool Snap Capped

top post

.y O & @
anvil — @' ‘e
Snap  Socket
bottom

Leather snap parts and tool kit
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@ Pierce through the mark, using a circle punch that
is the same diameter, or slightly smaller than, the
diameter of the snap posts (see the section “Pierce
Leather”).

@ Overlap the leather and use the tip of a hobby knife
to mark the location of the hole for the bottom part
of the snap.

@ Pierce the second hole.

O Insert the top snap post, called
the snap top, through the first
hole, with the smooth cap facing
outward.

@ Place the snap anvil (which comes
with snap setting tool sets) on a
bench block (shown) or on a thick
granite or marble tile, with its
concave side facing up.

Is my leather thick enough for snaps?
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Install Leather Hardware (continued)

(8]
o

Place the leather on the anvil, with
the flat snap top facing down.

Slide the underside piece of the
snap, called the snap bottom, over
the stud post, and push it down
against the leather.

Position the tip of the snap setting
tool in the end of the snap top
post.

Holding the tool vertical, use a
plastic or rawhide mallet to tap
its end.

Continue tapping until the snap top
post has curled over just enough to
hold the stud in place (a).

Insert the capped post (see

page 232) through the second
hole. Push it through the leather
back to front.

Place the leather and capped post
directly on the bench block or
stone tile.

Slide the receiving end of the
snap, called the socket, over the
capped post.

Use the mallet and setting tool
(Steps 10-12) to pound down the
capped post until it holds the
socket securely in place (b).

The snap is now installed and
ready to use (c).

Plastic
mallet
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HOW TO INSTALL LEATHER RIVETS

You can use rivets to join two stacked pieces of leather
or as purely decorative elements. Select rivets with post Setting tool
lengths designed for the thickness of your leather. The
rivets in this example have domed tops.

@ Pierce your leather in the place you want to install a
rivet. Use the circle punch size that is recommended
for use with your rivets.

Leather rivet parts and tool set

@ Insert the post of a rivet bottom
up through the bottom of the
leather.

@ Insert the post of a rivet top down
from the top side of the leather.

Squeeze the two rivet parts
together with your fingers.

Place the leather on a bench block
or stone tile, and position the cup
of the rivet setting tool over the
rivet cap, as shown.

@O Use a plastic or rawhide mallet to tap the end of the
setting tool until the rivet is securely installed.
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Install Leather Hardware (continued)

HOW TO INSTALL LEATHER EYELETS

You can use leather eyelets to reinforce and beautify
pierced holes. Select eyelets with post lengths designed
for the thickness of your leather, and select an eyelet
setting tool designed for your size of eyelets.

@ Pierce your leather in the place you want to install
an eyelet, using the circle punch size recommended
for use with your eyelets.

@ Insert the post of an eyelet
through the hole, down through
the top of the leather (a).

@ Turn the leather over, and place
it on the eyelet anvil that comes
with your eyelet setting tool (on
top of a bench block or stone
tile), with the eyelet ring aligned
with the concave ring on the top
of the anvil (b). (The anvil is
optional, but especially helpful
for setting larger eyelets.)

Joining Leather by Gluing
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@ Position the tip of the setting tool
in the end of the eyelet post, and
use a mallet to pound down the
post until its top edges flare out-
ward enough to hold the eyelet
in place.

Here is a view of the back of the
installed eyelet (c); the front looks
like the example in the second
photo on the previous page.

HOW TO INSTALL VINTAJ DECORIVETS

Decorivets, made by Vintaj, are metal adornments that
you can attach to lightweight leather, fabric, and other
materials. They have small prongs that you pass through
the material and then fold over using chain nose or flat
nose pliers. To install them in leather, use a hobby knife

first to make slots for the prongs. w R

Can I install fabric snaps in lightweight
leather?
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CHAPTER 12

Projects

Here are some basic projects to help you put your new skills to use.
Each features two or more of the many techniques covered throughout
the book. For general help finding the tools and materials used in the

projects, see “Suppliers and Resources” in the Appendix.
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Insect Wing Brass Earrings

Practice sawing out metal shapes while you cre-
ate these simple, yet chic, brass earrings.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER
Chapter 2:

e “Make and Use Jump
Rings”

Chapter 4:
® “Pierce Meal”
e “Cut Metal”

e “Transfer a Design to
Metal”

Chapter 5:
e “File and Sand Metal”
® “Polish Metal”
Chapter 6:

e “Install Readymade
Tube Rivets”
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TOOLS AND MATERIALS
For more information about these supplies, review Chapter 1.

About 4 square inches of
24-gauge brass sheet

Rubbing alcohol and a cotton
cosmetic pad

Tools necessary to transfer a
design to metal, such as a
pencil, tracing paper, Mod
Podge, and an artist brush

A jeweler's saw and #5/0
saw blade

A rawhide hammer
Center punch
Beeswax or cutting lube

A power drill, a #53 drill bit,
a block of wood to drill on

A #2 cut flat metal file and
a #3 or #4 cut knife-edge
shaped needle file

® A 200-grit sanding stick or

a medium-grit sanding pad
A rubber block

A utility hammer

A bench block

Jewelry polishing cloth

Two size Ys-inch short brass
eyelets

An eyelet setting tool for
Yie-inch eyelets

Two pairs of chain nose pliers

A pair of 1'%-inch long,
gold-plated, long kidney
ear wires



CHAPTER
Projects 1 2

How to Make the Insect Wing Brass Earrings

@ Use the cotton cosmetic pad to
wipe the brass sheet with alcohol.

@ Transfer the pattern (a) to the
brass by gluing with Mod Podge
(see page 70). Either trace the
pattern onto tracing paper, or
download and print it on regular
paper at www.wiley.com/go/
moretyvjewelrymaking.

©® Install the saw blade in your
jeweler’s saw, and run it through
beeswax or cutting lube.

o

Saw out each shape, and hammer it with the rawhide
hammer (on the bench block) as necessary to flatten
any bends.

Use the center punch, drill, and drill bit to indent
and pierce each black dot.

Remove the pattern paper from the brass sheet.
(Peel it back; soak it in water first if needed.)

File to smooth and shape the edges of each shape.
Use the needle file for the inside curves.

@ © o o

Using the rubber block for support, sand each shape
on both sides. Finish by sanding diagonally to create
the angled brushed finish.

© Polish each shape on both sides with the jewelry Q

polishing cloth.

Use the utility hammer, eyelet setting tool, and bench
block to install brass eyelets in each pierced hole. a

Use the chain nose pliers to open and close the loop
on each ear wire as you attach the wings to the ear
wires. Do this the same way you open and close
jump rings.
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Filigree and Gemstone Ring

U se this project to learn a variation of the basic
rivet-setting technique.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER TOOLS AND MATERIALS
Chapter 4: ® A '/»-inch dapping punch from a steel dapping
block set

e “Bend and Shape Metal”
® A bench vise with cushion grips

Chapter 5:
o “File and Sand Metal” ° A /-inch long, Vintaj darkened brass nail-head
rvet
Chapter 6: ® A 64mm by 21mm Vintaj Diamond Trellis brass
® “Join Components with Rivets” filigree stamping
Chapter 8: e A 6mm antiqued-brass finish, heavy-gauge

e “Techniques for Successful Gluing” pronged bead cap

e “Set a Cabochon, Glass Tile, or Stone” ® A '/s-inch diameter miniature brass washer
e Side cutters

e A small ball peen hammer

® A medium-grit sanding pad

e Nylon jaw pliers

® A %.-inch diameter wood dowel

® A 6mm amethyst (or other) gemstone cabochon

® Rubbing alcohol and cotton swabs

® G-S Hypo Cement glue
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Projects 1 2

How to Make the Filigree and Gemstone Ring

@ Secure the dapping punch vertically in the
bench vise.

@ Slide the rivet into the bead cap and through Y,
its hole.

@ Slide the center hole in the filigree stamping over
the rivet end, with the top of the stamping facing
the bead cap.

@ Position and hold the bead cap on the ball end of
the dapping punch.

@ Slide the washer over the rivet shaft. (It keeps the
rivet from slipping through the filigree.)

@O Use the side cutters to trim the rivet shaft about
‘16 inch from the washer.

Use the small ball peen hammer to form the rivet
head against the back of the brass washer. Be
patient, make numerous taps, and aim carefully to
keep from flinging the washer off of the rivet.
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Filigree and Gemstone Ring (continued)

@ Lightly sand the completed rivet head to remove any
jagged edges.

© Center the stamping perpendicular to the wooden
dowel, and use the dowel as a mandrel to bend the
stamping into a ring (a).

(@ Use the nylon jaw pliers to adjust the curve and
align the ends of the stamping.

@ Use a cotton swab and rubbing alcohol to clean
the inside of the bead cap and the bottom of the
cabochon, and allow each to dry.
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Projects 1 2

(® Use the G-S Hypo Cement to glue (b) the cabochon
into the bead cap.

Optionally, use pearl cup tweezers, as shown
below (c).

® Allow the glue to cure before wearing your new ring.

You can make this ring with other styles of bead caps.
Just make sure that the hole is the right size for the
rivet and the cup is large enough for your stone.
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Crystal Key Necklace

his vintage key looks almost magical with a fac-

eted, rock crystal tip and a band of luxurious

velvet ribbon.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER

Chapter 5: °
® “Oxidize Metal with Liver of Sulfur” °
Chapter 8: °
e “Techniques for Successful Gluing” °

Chapter 10:
)

e “Connect and Finish Chain”
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TOOLS AND MATERIALS

A stiff, 20-gauge, brass-finish head pin
A 4mm by 7mm faceted rock crystal rondelle bead
Side cutters

A 3mm-diameter rubber ear wire safety sleeve (designed
for optional use on French hook ear wires)

An old, hollow key with an inside barrel diameter of about
3mm (or s inch) or slightly larger

Rubbing alcohol, cotton swabs, and a cotton cosmetic pad
G-S Hypo Cement glue

1inch of *%s-inch-wide, flat velvet ribbon in the color of
your choice (the example uses brown)

Sharp scissors

Nontoxic, multi-purpose white craft glue

A toothpick and craft stick

1mm copper ball chain in your desired necklace length
A copper ball chain clasp for 1mm ball chain

Liver of sulfur

Fine steel wool



CHAPTER
Projects 1 2

How to Make the Crystal Key Necklace

@ Slide the bead onto the head pin.

@ Use the side cutters to trim the
head pin, if necessary, so that it
fits all the way into the key barrel.

©® Slide the ear wire safety sleeve
onto the head pin and position it
against the bead.

@ Use the rubbing alcohol and cot-
ton swab to clean the inside of the
key barrel (as best you can), the
bead, the ear wire sleeve, and the
protruding part of the head pin.

® When all of the components
are dry, fill the key barrel with
G-S Hypo Cement glue, almost
to the very end of the key.

@ Push the head pin and ear wire sleeve into the key
barrel until the bead touches the end of the key.

NOTE: Most key barrels are deep enough to hide the
entire ear wire safety sleeve. If your barrel seems too
short, you can shorten the safety sleeve by cutting it in
half with wire cutters.

@ Use the same cotton swab that you used in Step 4
to remove any excess glue around the edges of the
bead.
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Crystal Key Necklace (continued)

Use scissors to trim a 1-inch length of ribbon.

Use a craft stick to coat the back of the ribbon with
a thin layer of white craft glue.

(@ Wrap the ribbon around the key barrel, with the back
of the ribbon facing the key.

© 0

@ While the glue is still wet, make any needed adjust-
ments to the placement of the ribbon.

Attach the ball chain clasp to the ball chain.

Use the cotton cosmetic pad and rubbing alcohol to
wipe down the entire clasp and chain.

Use liver of sulfur to darken the copper, and back off
the color with fine steel wool.

Slide the key onto the chain.

@ 0 606

Attach the ball-chain clasp to the open end of the
chain to complete the necklace.




Paint-Stamped Connector Bracelet

Embellish these shapely metal blanks with craft

paint, stamps, rivets, and ribbon accents.

Techniques, Tools, and Materials

TECHNIQUES BY
CHAPTER
Chapter 2:

® “Make and Use
Jump Rings”

Chapter 4:

e “Pierce Metal”
Chapter 5:

e “Paint Metal”
Chapter 6:

e “Make Your Own
Rivets”

Chapter 8:

e “Techniques for
Successful Gluing”

CHAPTER

12

Projects

TOOLS AND MATERIALS
® Rubbing alcohol and cotton swabs

e Five to seven 34mm Vintaj dark-
ened brass Open Georgian Drop
stamping blanks (five are enough
to make a 7-inch bracelet)

® Lumiere metallic craft paint in your
choice of colors (the example uses
metallic gold mixed with white)

® A ceramic or plastic dish

® An artist paint brush

e A floral design rubber stamp

® A piece of scrap cardboard

® Clear acrylic spray sealer

e A fine-tip permanent marker

e 1.25mm metal hole punch pliers

e A 6mm Vintaj darkened brass
blossom bead cap for each
stamping blank

e A small ball peen hammer

About 4 inches of 16-gauge round
brass wire

Side cutters
A bench block
Sharp scissors

*/s inches of *s-inch-wide, flat
velvet ribbon for each stamping
blank, in the color of your choice
(the example uses pewter gray)

Nontoxic, multi-purpose white
craft glue

Two pairs of chain nose or flat
nose pliers

A 5.25mm Vintaj darkened brass
jump ring for each stamping
blank, plus two more for the clasp

A 12mm Vintaj darkened brass
lobster clasp

A 9mm Vintaj darkened brass
figure-eight connector ring
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Paint-Stamped Connector Bracelet (continued)

How to Make the Paint-Stamped Connector Bracelet

@ Use rubbing alcohol and a cotton
swab to clean the surface of each
blank.

@ Pour a small amount of paint into
a dish. (Optionally, you can make
your own color by adding a second
color and mixing.)

Use the artist brush to coat the
rubber stamp with paint.

@ Gently dab the rubber stamp on
scrap paper to remove any excess
paint.

Press the stamp down firmly on one of the blanks.
Repeat Steps 3-5 on the remaining blanks.
Allow the paint to dry completely.

Arrange the blanks, stamped side up, on a piece of
cardboard, and carry them outside.

© 0000

Following the directions on the can, apply one to
three coats of clear acrylic spray.

(@ Use the marker to draw a dot on each blank in the
place where you want to install a rivet. You can cen-
ter the dots or place them randomly. (Just do not
place any dots near the bottom tips of the blanks,
which you need to pierce later.)

@ Use the hole punch pliers to pierce each dot.
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CHAPTER

Projects 1 2

@ Use the flat head of the ball peen
hammer to flatten each bead cap
on your bench block.

® Using the method described under
“Make Your Own Rivets” in Chapter
6, use the wire, ball peen hammer,
side cutters, and bench block to
attach each flattened bead cap to
a blank, using the holes you
pierced in Step 11.

@ Use the scissors to cut a *-inch
length of ribbon for each blank.

(@ Trim the tips of the lower two
corners of each ribbon segment,
as shown (a).

(® Coat the back of each segment with
a thin layer of white craft glue.

@ Wrap each ribbon around the open
portion of each blank, front to
back, and press down the ends.
The ribbon should fold over each
connector like a shawl (b).

(@ Use the hole punch pliers to pierce the bottom tip
of each blank to make it into a connector.

(@ Use the pliers to link the blanks together with
jump rings.

@) Use the pliers to attach the clasp and figure-eight
connector to complete the bracelet.
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Impressed Bronze Clay Focals

se rubber stamps and bronze clay to create

these elegant focal pieces. You can use them as
pendants, earring drops, or connectors.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER
Chapter 2:

e “Make and Use Jump
Rings”

Chapter 5:
e “Paint Metal”
Chapter 7:

e “Form and Shape
Metal Clay”

® “Dry and Refine
Unfired Clay”

® “Fire Metal Clay”

® “Finish and Embellish
Fired Metal Clay”
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TOOLS AND MATERIALS

Olive oil or lubricating balm
(if you use Hadar’s Clay, only
use olive oil)

Bronze clay
Distilled water

A Teflon working surface and
Teflon cards

A number 6 metal clay rolling
guide (or 12 playing cards)

A metal clay roller
Rubber stamps
Metal clay lubricating spray

Large, round shape cutters or
round plastic lids from house-
hold product bottles (such as
aerosol bottles)

Toothpicks

A pocket hand drill and #53
drill bit

A #2 cut metal file

Fine- and medium-grit sanding
pads

An electric kiln and kiln accesso-
ries, including a kiln firing pan
and coconut shell carbon

A brass bristle brush

Lumiere paint in the colors of
your choice

An artist paint brush
Clear acrylic spray or Mod Podge

Jump rings and your choice of
chain, clasps, or other findings



CHAPTER
Projects 1 2

How to Make the Impressed Bronze Clay Focals

@ Apply a thin coat of olive oil or lubricating balm to
your fingers, the Teflon work surface, and the roller.

@ Press a lump of bronze clay between your fingers
until it feels silky-smooth. (If it cracks, work in a
few drops of distilled water; see Chapter 7.)

Place the clay on your Teflon work surface.

-

Place the rolling guide over the clay, or place stacks
of six playing cards each on either side of the clay.

@ Select a rubber stamp, and coat it with a thin layer
of lubricating spray.

Press the stamp into the clay as many times as you'd
like to create a pattern.

@ Apply a thin coat of olive oil or lubricating balm to
the edges of a shape cutter or plastic lid.

@ Press the cutter or lid into the clay
to create flat, lenticular shapes.
When deciding on sizes, remember
that the shapes shrink by up to 25
percent when fired.

© Using a Teflon card, carefully pick
up each shape and place it on
another Teflon card to dry.
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Impressed Bronze Clay Focals (continued)

(@ Use a toothpick coated in olive oil
or lubricating balm to pierce holes
for attaching jump rings (a).

@ Allow the shapes to become
leather hard, and then use the file

and sanding pads to gently refine
them (see Chapter 6).

@ Wait at least 24 hours for the clay
to become bone dry.

(® Fire the shapes in carbon in your
kiln, following the schedule rec-
ommended on the bronze clay
package insert.

@ When the shapes have cooled,
flatten them with a rawhide ham-
mer (b) and brush them with the
brass brush (c).

(® Use the hand drill and drill bit to pierce through the
indentations that you made in Step 10.

Use an artist brush to coat the top surfaces of the
shapes with a generous amount of paint (d).
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@ Allow the paint to dry, and then use the fine-grit
sanding pad to back off the color from the raised
areas of each design.

(@ Seal the shapes with a few coats of Mod Podge

(as shown), or spray them with clear acrylic sealer.

(Recall that the latter is waterproof, and the
former is not.)

@ Allow the sealer to dry completely, and then use
jump rings to attach your new focal pieces to jew-
elry chain or ear wires.

Avoid Cracks in Bronze and Copper Clay

CHAPTER

Projects 1 2
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Boho Tooled Leather Cuff

Explore what you can do with leather stamps,
metal eyelets, and paint while designing this
rugged cuff bracelet.

Techniques, Tools, and Materials

TECHNIQUES BY

TOOLS AND MATERIALS

CHAPTER ® Enough 5 to 7 ounce vegetable ® A rotary leather punch
Chapter 11: tanned tooling leather to cut a 1%- e A K134 Craftool stamping design tool
o “Dye inch wide band with the circumfer- (available from Tandy)
Lezther” ence of your choice plus 1 inch
e A nylon head mallet
o “Cut ® (lean water y
u o ® A bench block (or slab of granite or
Leather” ® Lemon juice (to prepare the leather marble)
o “Pi for dying)
erce e Lumiere craft paint in opaque white,
Leather” ® A clean household sponge (for pre- metallic olive, opaque black, and
o “Stamp paring and wetting the leather) pearl white ' '
Leather” ® Eco-Flo leather dye in coco brown e A ceramic or plastic dish
e “Seal ® (lean, lint-free cotton cloths e Toothpicks and cotton swab
Leather”

e “Install
Leather
Hardware

”
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® Rubber gloves
® A sturdy ruler
e A utility knife with a new blade

® A sturdy cutting mat or poly kitchen
board

® A sliding brass measuring gauge

e A Craftool overstitcher with a size 5
wheel

® Masking tape, a brass gauge, and
a fine-tip permanent marker (for
marking the overstitcher line)

Tandy Super Shene clear spray leather
finish
Scrap cardboard

Ten Volcano Arts brand extra-long,
Ys-inch eyelets for each inch of your
bracelet band (for example, 70 eye-
lets for a 7-inch band)

An eyelet setting tool for “s-inch eyelets

A Y:-inch diameter, silver-tone Tandy
Line 20 snap

A Tandy line 20 snap setting tool kit



CHAPTER
Projects 1 2

How to Make the Boho Tooled Leather Cuff

@ Following the directions in Chapter 11, apply two
coats of dye to the bottom and top sides of your
uncut leather.

@ When the dye is dry, place the leather on a sturdy
cutting mat or poly kitchen board.

Use the ruler as a cutting guide to cut out a rectan-
gular bracelet band that is 1% inches wide and

1 inch longer than your desired band circumference
(to accommodate the overlap used by the snaps).
Hold the ruler down firmly against the leather while
you cut.

@ Dye the edges of the leather, and
allow it to dry overnight.

@ After moistening the leather for
stamping (see Chapter 11), place
one end of the band on the bench
block (shown) or stone slab.

@® Beginning with a line of stamps
down the center of the band, use
the design stamp and nylon mallet
to cover the entire band with
stamped impressions. Your line
may not be perfectly straight; just
do your best, and try not to over-
lap stamped impressions.
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Boho Tooled Leather Cuff (continued)

@ If you stamped too hard when making any of the
impressions, the undyed leather may show through.
Go back and re-dye those areas, using a cotton swab
as an applicator.

© Allow the band to dry overnight.

Apply masking tape to the back side of the band,
and wrap it over the edges.

Set the brass gauge at ' inch, and hold it there
with your thumb.

Use the gauge to make an indented line that is s
inch from the edge of the band.

® © & ©

Repeat Steps 10-11 on the opposite edge of
the band.

® Trace the indented lines with
a fine-tip permanent marker.

Role the overstitcher along
both lines.

258



CHAPTER

Projects 1 2

({® Use scrap leather to find the cor-
rect rotary punch setting for your
eyelets.

@ Without removing the tape, use
the rotary punch to pierce a cen-
tered hole over each overstitcher
mark. (Leaving the tape on makes
it easier to see the overstitcher
marks on the suede side of the
leather.)

@ Carefully remove the tape.

({® Shake the bottle of metallic olive Lumiere paint,
and pour a generous amount into a ceramic or
plastic dish.

@ Add a squirt of opaque white paint, and use a
toothpick to mix the two colors together.

@I Dip a clean cotton cloth into the
paint, and wipe it quickly over
the entire top surface of the
bracelet band.

@ Quickly use a clean part of the
cloth to buff the band, removing
excess paint and leaving a thin,
translucent layer of paint behind.
The paint may be dry to the touch
during this step.
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Boho Tooled Leather Cuff (continued)

@) Squeeze a separate, small amount of opaque black
paint into a dish.

@B Use the tip of a clean toothpick to apply black paint
to the raised, leaf-shaped surfaces in the stamped
pattern

@0 Squeeze a separate amount of pearl white paint into
a dish.

¢ Use a clean toothpick to apply dots of pearl paint to
the circle and oval accents in the pattern.

@D Set the band aside for a few days to allow the paint
to set.

Place the band on a sheet of cardboard in an area
with good ventilation (preferably outdoors).

¢® Following the directions on the can of leather spray
sealer, apply a total of three coats of sealer first to
the bottom side, and then to the top side, of the
band.

@) Allow the final coat of sealer to dry completely.
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Projects 1 2

€ Use the eyelet setting tool and
mallet to set an eyelet in each
of the pierced holes (a). Push in
each eyelet from front to back.
Depending on the actual thickness
of your leather, some of your eye-
lets may be slightly too long; tap
their backs lightly with the mallet
to flatten them down (b).

€) Use the *s-inch cutting tube on the rotary punch
and the snap setting kit to install the snap (see
Chapter 11). Overlap the ends of the band by 1 inch,
and center the top snap hole about 2 inch from the
end of the band.

NOTE: If your band feels stiff, gently bend it to soften
the leather. Remember that vegetable tanned leather

becomes softer with use. The Lumiere paint is flexible
and should not crack.

The cuff bracelet is now complete. Although the eyelets
in the project are decorative, you optionally could stitch
through them with leather cord, leather strip, ribbon, or
bead stringing wire.
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Techniques, Tools, and Materials

262

Filigree Wrap and Tassel Necklace

U se your filigree bending and chain-tassel mak-
ing skills to assemble this romantic necklace.

TECHNIQUES BY CHAPTER
Chapter 2:

e “Cut Wire”

e “Make and Use Jump
Rings”

® “Form Wire Links and
Wraps”

Chapter 4:

e “Bend and Shape
Metal”

Chapter 10:
e “Cut or Divide Chain”

e “Connect and Finish
Chain”

® “Make a Chain Tassel”

TOOLS AND MATERIALS
e A 20mm Vintag brass filigree bead

e A 29mm round vintage Lucite

cabochon

Bail making pliers
Nylon jaw pliers
Flat nose pliers
Round nose pliers

Vintaj 3.5mm by 2mm ornate pea-
nut chain in your desired necklace
length

Two Vintaj 5.25mm darkened
brass jump rings

A 12mm Vintaj darkened brass
lobster clasp

A 9mm Vintaj darkened brass
figure-eight connector

2 inches of Vintaj 2mm curb chain

An 8mm Vintaj darkened brass
foliage design bead cap

A Vintaj 19mm six-petal darkened
brass flower blank

A steel dapping block and dap-
ping punch set

Rubbing alcohol and a cotton
swab

An artist paint brush
Lumiere paint in metallic bronze

About 4 inches of 24-gauge
bronze-colored copper craft wire
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How to Make the Filigree Wrap and Tassel Necklace

@ Use flat nose pliers to gently pry back each lobe of
the filigree bead.

@ Use the bail making pliers, nylon jaw pliers, and flat
nose pliers to wrap the filigree around the cabochon
(see Chapter 4).

@ Cut a length of peanut chain to your desired total
necklace length, less 1 inch for the clasp (because
the clasp takes up 1 inch of the necklace).

@ Thread the chain behind one lobe of the filigree.

Center the pendant on the chain.

©0

Attach the lobster clasp and
figure-eight connector to the
chain ends with jump rings.

@ Thread the curb chain through the
filigree lobe on the opposite side
of the pendant, and center the
chain there.

© Place the bead cap in a medium-
size bowl in the dapping block,
and use a “A-inch dapping punch
to slightly open the bead cap’s
petals.
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Filigree Wrap and Tassel Necklace (continued)

© Starting with a large bowl and
progressing to smaller bowls and
punches, dome the flower blank
until its petals come together.

(@ Clean the outside surface of the
flower with rubbing alcohol, and
paint it with the Lumiere paint.

@ Cut nine 2'-inch segments of peanut chain for the
tassel.

@ Use round nose pliers to create a loop with the
24-gauge wire, slide all nine chain segments into
the loop, and wrap the loop closed.

(® Pass the unwrapped end of the wire up through the
stacked flower stamping and bead cap. Pull the
wraps on the loop all the way through the holes in
both the flower and the bead cap.

@ Make a wire loop at the top of the
tassel, and slide the links at both
ends of the 2mm curb chain onto
the loop.

@ Wrap the loop closed, making
wraps on top of the wraps from
the previous loop.

@ Enjoy your completed necklace.
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CHAPTER

Pierced Metal Feline Necklace Projects 12

Embossing powder serves as a textural background

in this modern, pierced-design pendant.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER
Chapter 2:

e “Make and Use Jump Rings”
Chapter 4:

e “Pierce Metal”

e “Cut Metal”

e “Transfer a Design to Metal”
Chapter 5:

e “File and Sand Metal”

e “Stamping and Embossing”

® “Polish Metal”
Chapter 6:

e “Make Your Own Rivets”

TOOLS AND MATERIALS

About 2%/ square inches of 26-gauge sterling
silver sheet

About 2% square inches of 24-gauge copper
sheet

Rubbing alcohol and a cotton cosmetic pad

Optional: Tools necessary to transfer a design to
metal, such as a pencil and tracing paper

Mod Podge and an artist brush

A center punch, power drill, a #52 drill bit, and
a #34 drill bit

A block of scrap wood (as a drilling surface)

A jeweler's saw, #8/0 saw blade, and a #5/0 saw
blade

Beeswax or cutting lube (to lubricate your saw
blade)

A bench pin
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Techniques, Tools, and Materials (continued)

TOOLS AND MATERIALS

266

Pierced Metal Feline Necklace (continued)

A fine-tip permanent marker

A #2 cut flat metal file

A set of basic needle files

A bench vise with cushion grips

A medium-grit sanding pad
and narrow strips of 200-grit sandpaper

Fine steel wool

Black embossing ink and embossing powder
A heat tool

Clear acrylic spray sealer

A scribe

About 5 inches of 14-gauge copper wire

A small ball peen hammer

A bench block

About a %2-inch 8-gauge copper tubing

A utility hammer
A cone-tip eyelet setting tool
*/2-inch and "/»-inch dapping punches

At least 2 inches of 14-gauge sterling
silver wire

Bail making pliers
Two pairs of flat nose pliers

2mm black leather cord in the length of your
choice

Two 2mm, sterling silver or silver tone coil
or gluable cord ends

Two 5.25mm, 16-gauge jump rings and the
sterling silver lobster clasp of your choice

E6000 glue
Jewelry polishing cloth

Dryer sheet or anti-static bag



CHAPTER
Projects 1 2

How to Make the Pierced Metal Feline Necklace

@ Use the cotton pad to wipe the sterling silver sheet
with rubbing alcohol, and allow it to dry.

@ Either trace the pattern below onto tracing paper,
or download and print it out on regular paper (see
www.wiley.com/go/moretyvjewelrymaking).

@ Use the artist brush to glue the pattern onto the
sterling silver sheet with Mod Podge, and allow
it to dry.

@ Use the center punch, drill, and #52 drill bit to
pierce a hole inside of the cat outline.

Install your #8/0 saw blade with it running through the pierced hole. ° ° .

©0

Support the sterling silver sheet on the bench pin, and saw out the inside
of the cat shape.

@ Remove the saw from the sterling silver sheet by loosening the saw blade
(see Chapter 4).
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Pierced Metal Feline Necklace (continued)

@ Install the #5/0 saw blade in your
saw frame, and saw out the rect-
angle outline surrounding the cat.

NOTE: Alternatively, you can use a
bench shear or a mini bench circular
saw (see the FAQ “How can I make
long, straight cuts in metal sheet”
on page 54).

© Use the center punch to make an
indentation through each black
dot in the pattern.

(@ Peel the pattern paper away from
the sterling silver.

@ Use a fine-tip permanent marker
to trace the outline of the sterling
silver rectangle onto the copper
sheet.

(@ Use the #5/0 saw blade to cut out
the rectangle in the copper sheet.

® Use the #2 flat file to smooth and
refine the edges of both rectan-
gles. For straight edges, try run-
ning the metal over the file, rather
than the other way around (a).
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@ Use the needle files to smooth and refine the inside
edges of the cat cutout.

(@ Optionally, secure the sterling silver rectangle in the
bench vise, and use narrow strips of sandpaper to
smooth the cat shape, as shown.

(@ Use a sanding stick or sanding pad to refine the
top surface of the sterling silver rectangle and both
sides of the copper rectangle, and to give them
each a brushed finish.
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Pierced Metal Feline Necklace (continued)

@ To further refine the brushed finish on the sterling
silver, rub it with fine steel wool.

Polish the top of the sterling silver rectangle with a
polishing cloth.

@ Rub one side of the copper with a dryer sheet or an
anti-static bag.

@) Use the dauber on the embossing ink bottle to coat
the copper with ink.

@ Sprinkle on black embossing powder, tap off the
excess, and set the remaining powder with the
heat tool.
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@ When the embossing powder is cool, spray it with
two coats of clear acrylic sealer.

¢® Pierce one of the side indentations in the silver
using the drill and #52 bit.

@@ When the sealer is dry, gently stack the silver on
top of the copper, and use a scribe to scratch the
embossing powder through the pierced hole in the
silver (a).

@ Remove the silver, and use the center punch
and drill to indent and pierce the copper on the

scratch mark. .
The copper with two coats of sealer

@ Use the copper wire, vise, small ball peen hammer,
and bench block to create and install a rivet through
the pierced hole (see Chapter 6).

@) Drill a hole and install a second rivet adjacent to the
first rivet.

NOTE: If metal dust falls on your feline, gently brush it
off with a dry cotton swab.

@ Drill holes through the remaining four indentations
that run along the sides of the rectangle.

@) Create and install rivets in each of those holes.

€) Use the drill and the #34 drill bit to pierce the top,
center indentation in the sterling silver, drilling all
the way through the copper.

€ Use the copper tubing, bench block, utility hammer,
cone-tip eyelet tool, and dapping punches to create
and install a tube rivet through that hole.

€ Use a file to round off the corners of the pendant.
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Pierced Metal Feline Necklace (continued)

€® Use the 14-gauge sterling wire,
the smaller side of the bail making
pliers (a), the saw, and the #5/0
saw blade (b) to make one large
jump ring (see Chapter 2).

€ Use both pairs of flat nose pliers
to install the jump ring through
the tube rivet, and close the jump
ring securely.

€ String the jump ring onto the leather cord.

€ Use the chain nose pliers and,
optionally, E6000 glue to attach
the ends to the leather cord (if
you use coil ends, see page 34 to
review how to attach them).

€) Attach jump rings and a clasp to
the coil ends to complete the
necklace.

Gluable cord ends attached
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hese organically-shaped, solid silver beads are
easy to make. You shape them with your fingers
and refine them with sandpaper and metal files.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER TOOLS AND MATERIALS

Chapter 4: e Teflon work surface
® “Pierce Metal” e OQlive oil or lubricating balm

Chapter 7: e Optional: Metal clay lubricating spray
e “Form and Shape Metal Clay” ® A 16-gram package of PMC3 silver clay
® “Dry and Refine Unfired Clay” e A tissue blade and hobby knife
® “Fire Metal Clay” e A toothpick
® “Finish and Embellish Fired Metal Clay” @ An artist brush and PMC3 slip

® Plastic wrap

e Distilled water

® A medium-grit sanding pad

® A pocket hand drill and #54 drill bit
® An electric kiln with kiln furniture

® A brass bristle brush or bristle brush wheel and
rotary hand tool

A power drill with a #61 drill bit
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Silver Clay Pinch Beads (continued)

How to Make the Silver Clay Pinch Beads

@ Optionally, coat your Teflon work surface with a thin
layer of olive oil, lubricating balm, or clay lubricat-
ing spray.

@ Coat your fingers with a thin layer of olive oil or
lubricating balm.

Roll the clay between your fingers to form a thick
snake, and then use a lubricated hobby knife or tis-
sue blade to cut the snake into four or five pieces.

@ \Wrap all but one piece gently in plastic wrap.

@ Use your fingers to shape the
remaining piece into a pinched,
rectangle shape.

® Smooth any cracks as you shape
the clay; add a few drops of dis-
tilled water and knead it into the
clay if it feels too dry.

@ Coat the tip of a toothpick with
lubricating balm or olive oil, and
press it through the center of
the shape.

Gently set the clay down to dry.

© 0

Repeat Steps 5-8 to create three or four more beads,
removing one piece at a time from the plastic wrap.

(@ Monitor the beads as they dry, and use slip to fill in
any cracks that form.
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@ When the beads are leather hard,

18]

Try linking your completed beads with
wire and connecting them to chain, or
stringing them with accent beads on

use the sanding pad to smooth
their ends.

Fold the sanding pad over and use
it to smooth the curved (pinched)
sides of each bead (a).

Use the pocket hand drill and drill
bit to refine the holes that you ini-
tially made with the toothpick (b).

Set the beads aside to become bone dry. Remember

that because these beads are much thicker than a
rolled-out clay, they need more time to dry. If any

moisture remains in the clay, the beads may crack or

break during firing. O e

When the beads feel warm to the touch and appear _ \
to be bone dry all the way through, place them on a F
ceramic fiber blanket on a kiln shelf inside your kiln.

Fire the beads according to the schedule recom-
mended on the silver clay package insert.

When the beads have cooled,
brush them manually with a brass
bristle brush (as shown), or with
a powered rotary hand tool.

If needed, refine the pierced holes
by drilling through them with the
power drill and the #61 drill bit.

bead stringing wire.
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Mossy Resin Pendant

Suspend fluffy, dried moss and art stick shavings
in resin to create a truly unique pendant.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER
Chapter 8:

e “Attach a Pendant
Bail”

Chapter 9:

® “Prepare Two-Part
Resin”

e “Colorize Resin”
e “Cast Resin in a Mold”
e “Cure Resin”

e® “Refine and Finish
Resin”

276

TOOLS AND MATERIALS
® A respirator, nitrile gloves, and
safety glasses

e Cleanup supplies, such as paper
towels and rubbing alcohol

® Resin mold release agent

® A resin mold of your choice (the
example uses a 1%-inch teardrop
mold)

® Two-part epoxy casting resin
e Six clean epoxy mixing cups
e Wood stir sticks

e Optional: A heating tool

e A small tuft of dry reindeer moss
from a hobby or craft store (used
for making dioramas)

e Small, sharp scissors

A white artist color stick (which
is a solid stick of the “lead” in a
colored pencil)

A hobby knife
A #2 grit flat file

Fine- and medium-grit sanding
pads

A dust mask
Optional: Clear resin sealer spray

Rubhbing alcohol and a cotton
cosmetic pad

A craft stick or toothpick
E6000 glue

A silver-plated Aanraku brand
large pendant bail



How to Make the Mossy Resin Pendant

CHAPTER
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Always use your safety gear when working with epoxy
resin; see the tip on page 173.

@ Coat the inside of the mold with mold release agent.

@ Use mixing cups and stir stick to prepare at least a
half ounce of two-part epoxy casting resin. (Consider
making more than one design at a time, because
left-over resin is not reusable once it hardens.)

The empty mold cup

@ Pour just enough resin into the mold to fully coat
the entire bottom of the mold cup.

Remove as many bubbles as you can with a tooth-
pick or heat tool (see Chapter 9).

® Gently arrange one or more small tufts of reindeer
moss on the resin. (Use your fingers to break the
moss into small enough pieces.)

@ Use scissors to trim any long pieces of moss that
stick up out of the mold cup. (Wipe your scissors
with rubbing alcohol if they touch the resin.)

@ Allow the resin to cure. Resin and moss have been added
© Mix a new batch of resin.
[ o ; '-‘_r
© Use the hobby knife to scrape ?'-“: g
small pieces of the color stick into i E,

the resin, and gently stir with a %
craft stick to distribute them.

@ Slowly pour the flecked resin into
the mold until the mold cup is
almost completely full.
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Mossy Resin Pendant (continued)

@ Remove any bubbles, and allow
the resin to cure.

@ When the resin has hardened,
push on the back of the mold to
remove it.

® Wearing a dust mask (or with your
resin held under water), use the
file and sanding pads to smooth
and refine the back edges of the
pendant.

@ Optionally, seal the pendant by
spraying it with clear resin seal-
ant. (Do this outdoors or in a
well-ventilated area.)

(® Use a cotton cosmetic pad and
rubbing alcohol to clean the back
of the pendant and the flat tab on
the gluable pendant bail.

(@ Use a craft stick or toothpick to
glue the bail to the back of the
pendant with E6000.

@ Allow the E6000 to dry completely, and then string
your pendant onto the ribbon, cord, beaded strand,
or chain of your choice. Hand-dyed silk ribbon is
used in the example.

278



CHAPTER

Mixed Verse Necklace Projects 12

his eclectic design shows how you can combine

materials and techniques for artistic results. It
incorporates the Paint-Stamped Connectors and
Crystal Key from earlier in this chapter, plus some
new metal, ribbon, clay, and adhesive elements.

Techniques, Tools, and Materials

TECHNIQUES BY CHAPTER TOOLS AND MATERIALS
Chapter 2: Chapter 6: e About 2' square inches of
e “Make and Use Jump Rings” e “Make Your Own Rivets” 24-gauge brass sheet
. . ® About 2'% square inches of
Chapter 4: Chapter 7: 24-gauge copper sheet
® “Pierce Metal ° C:jorgw and Shape Metal e Supplies needed for transfer-
e “Cut Metal” ay ring a design to metal, such
Chapter 5: e “Dry and Refine Unfired as tracing paper and a pencil
. Clay” .
e “File and Sand Metal” ® Scissors

e “Fire Metal Clay” :
o “Texturize Metal” ® Mod Podge and an artist

e “Finish and Embellish Fired paint brush
® “Polish Metal” "
: Metal Clay ® A center punch
e “Use Metal Punchin :
Stamps” ng Chapter 8: ® A power drill, #33 (or s-inch)
e “Techniques for Successful drill bit, a #61 drill bit, and
® “Color and Stamp Metal Gluing” block of scrap wood to drill
with Inks” on
Chapter 10:

® “Create a Patina”

o “Cut or Divide Chain” 1.25mm hole punching pliers

® “Connect and Finish Chain”
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Mixed Verse Necklace (continued)

Techniques, Tools, and Materials (continued)

TOOLS AND MATERIALS ® A number 6 metal clay rolling guide or 12
e A jeweler's saw, #6/0 saw blade, beeswax or playing cards

280

cutting lube, and a bench pin

e Metal clay roller
A large ball peen hammer e Olive oil or lubricating balm (if you use Hadar’s
A #2 flat metal file Clay, only use olive oil)
A bench block ® A rubber stamp
A set of lowercase letter stamps and, optionally, e A large, textured natural seashell
other design punching stamps e Metal clay lubricating spray
Rubbing alcohol and a cotton cosmetic pad e A tissue blade
Liver of sulfur and blackening solution e Bronze clay
Fine steel wool ® Electric kiln and kiln accessories, including a
A fine-tip permanent marker kiln firing pan and coconut shell carbon
Scissors and card stock ® A set of teardrop shape cutters for metal clay
About 1 inch of 8-gauge copper tubing ® Toothpicks
Tools for making a tube rivet (see “Make a Tube ® A #2 cut metal file
Rivet” in Chapter 6) e A 200-grit sanding stick
E6000 glue e Fine- and medium-grit sanding pads
A cotton swab ® A rubber block
A sharp hobby knife ® Tools and supplies needed to make the connec-

A Teflon metal clay working surface

tors in the “Paint-Stamped Connector Bracelet”



49-strand, flexible beading wire

Two size #2 Beadalon gold-tone crimp beads

About 144 Japanese 3.4mm drop beads in
cream Ceylon

Tools and supplies needed to make the key in
the “Crystal Key Necklace,” without the ribbon

About 4 inches of *:-inch flat velvet ribbon in
antique gold

A rotary leather punch
A */i-inch, flower eyelet setting tool

A */i-inch eyelet in antiqued brass or
bronze finish

Projects

A utility hammer
Chain nose pliers and round nose pliers

A length of Vintaj brass 2mm curb chain that
is your desired necklace length less about 5
inches

Eight Vintaj 5.25mm brass jump rings

A 15mm vintage-style resin flower cabochon
(or similar small resin cabochon of your choice)

One link from a length of Vintaj darkened brass
10mm ring chain

Pendant patterns

CHAPTER

12
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How to Make the Mixed Verse Necklace
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Mixed Verse Necklace (continued)

MAKE THE PENDANT
The pendant is a hinged book of metal pages where you can stamp out words or phrases. The pages fan out to
display the stamps.

@ Wipe the brass and copper sheet with rubbing alcohol and allow each to dry.

Either trace the patterns on the previous page onto tracing paper, or download and print them out on
regular paper (see www.wiley.com/go/moretyvjewelrymaking).

(2]
@ Use scissors to separate the A and B patterns from the C and D patterns.
(4]

Use the artist brush and Mod Podge to glue the A
and B patterns onto the copper sheet, and the C and
D patterns onto the brass sheet.

®

Allow the Mod Podge to dry completely.

@O Use the center punch to make indentations through
the black dots on the B and D patterns.
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@ Use the hole punch pliers to pierce a hole within the
keyhole outline on the D pattern.

© Set up your saw and saw blade,
and run the blade through bees-
wax or cutting lube.

© Support the copper sheet with
your bench pin, and saw out both
shapes.

( Place the brass sheet on the
bench pin, and saw out the inside
of the keyhole and both shapes.

@ Peel back and remove the patterns
from all four pieces.

Use the large ball peen hammer
(and the bench block) to tap
evenly across the top surface of
the brass shape with the keyhole.
Stop tapping when you achieve
your desired texture.
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Mixed Verse Necklace (continued)

® Use the file to smooth and refine the edges of each
shape.

(@ Use the sanding stick or a sanding pad to further
smooth the edges and flat surfaces of each shape.

The shapes after filing and sanding

(@ Use the letter punching stamps to stamp out the
words of your choice on the top surfaces of each
shape except the shape with the keyhole. The
example uses a short poem.

(@ Optionally, use design punching stamps to add your
choice of accent designs.

Wipe each shape clean with rubbing alcohol, and
allow it to dry.

@ Use liver of sulfur to darken each
copper shape and blackening solu-
tion to darken each brass shape
(see Chapter 5).

(@ After rinsing each shape and
allowing it to dry, brush it with
steel wool to back-off the
excess color.

NOTE: Alternatively, you can color the
letters with a black permanent marker,
and back-off the ink.
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@) Use the #33 drill bit to pierce the
indentation in the shape that has
the keyhole.

@ Stack the keyhole shape on top of
each of the other shapes, and use
its hole as a template to mark
them with a fine-tip marker.

@) Use the center punch to indent
each new mark.

@B Use the #33 drill bit to pierce each
new indentation.

@0 Use scissors to cut out a scrap _
of card stock. AR e ' 5

Slice into the scrap about half
way, as shown.

@» Slide the bottom shape and the
scrap of card stock onto the cop-
per tubing.

@) Slide the remaining two shapes
onto the tubing, making sure they
all face the same direction. The
tubing should fit snugly.

NOTE: If your tubing does not fit, use
a round needle file to slightly enlarge
the hole.

¢d Following the directions under
“Make a Tube Rivet” in Chapter 6,
rivet the shapes and card stock
together with the tubing.

@) Tear the card stock off of the rivet
and out of the pendant.

The cardboard adds space, enabling the shapes to fan out
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Mixed Verse Necklace (continued)

€) Clean the front of the keyhole shape and the bottom
of the resin flower with rubbing alcohol, and allow
each to dry.

€ Use E6000 to glue the flower onto the front of the
keyhole shape.

€ If you see any excess glue around the edges of the
flower, remove as much as you can using a cotton
swap dipped in rubbing alcohol.

€® Allow the pendant to sit undisturbed until the
E6000 cures.

€ If necessary, use a sharp hobby
knife to carefully cut away any
remaining, excess glue from
around the edges of the flower (a).

€ Use the #61 drill bit to pierce the
indentation on the bottom of the
lowermost shape (b).

MAKE THE CLASP AND BOTTOM DROP
The clasp and decorative drop at the bottom of the
pendant are made with bronze clay.

@ Using the olive oil or lubricating balm, Teflon work
surface, and roller, roll the clay out to six cards
thick. Use either a #6 metal clay rolling guide or
two stacks of six playing cards each to achieve the
correct depth.

@ Select a rubber stamp, and coat it with a thin layer
of lubricating spray.

@ Press the stamp into the clay.
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@ Coat the seashell with a thin layer of lubricating
spray, and press it into a different area of the clay.
For best results, roll it gently as you press down.

@ Coat the edges of the 10mm teardrop shape cutter
with olive oil or lubricating balm, and press out a
shape in the rubber-stamped part of the clay (a).

O Use the 14mm and 21mm teardrop cutters to cut
out the toggle ring (b).

@ Coat the tissue blade with olive oil or lubricating
balm, and use it to cut out the toggle bar. Make
the top of the bar 12mm long, and try to match its
width to that of the toggle ring.
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Mixed Verse Necklace (continued)

@ Use a toothpick coated with
olive oil or lubricating balm to
pierce a hole in all three shapes,
as shown (a).

© Allow all three shapes to dry to
leather hard, and then use your
files and sanding pads to very
gently refine them.

(@ Set the shapes aside until they are
bone dry, and then fire them using
the kiln, kiln accessories, and
carbon.

@ Use the drill, #61 drill bit, and
block of wood to refine each hole
that you pierced with the tooth-
pick before firing.

@ Support each shape with the rub-
ber block, and use the brass bris-
tle brush to remove any oxidation.

CREATE THE ACCENTS

The necklace accent pieces include paint-stamped con-
nectors, a crystal key, ribbon, and a strand of pearles-
cent drop beads.

@ Follow Steps 1-19 of “Paint-Stamped Connector o

Bracelet” to create a chain of three stamped
connectors.

@ Using the bead stringing wire, crimp beads, and drop
beads, string a beaded strand that is half as long as
your desired total necklace length, less 1 inch.




(3]
o

Follow Steps 1-7 of “Crystal Key
Necklace” to create the key.

Use sharp scissors to cut two
lengths of velvet ribbon: one
3 inches long and one 2 inches

long (a).

Fold-over about % inch of each
ribbon, and use a toothpick and
white craft glue to glue down
these ends (b).

Fold-over about % of the opposite
end of each ribbon, but make
these folds at 90-degree angles,
as shown. Use the white glue to
tack them down (c).

Use the rotary leather punch to
pierce a 3mm hole near the flat
ends of each ribbon. If necessary,
use the tip of the craft knife to
pop out the circle (d).

Use the eyelet setting tool, bench
block, and utility hammer to
install the eyelet through the
holes in both ribbons (e).

a

(2]

Projects
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Mixed Verse Necklace (continued)

© Use the chain nose pliers and round nose pliers to
create a wrapped link containing two drop beads,
with the bronze-clay drop threaded onto one loop
(see Chapter 2).

(@ Divide the brass curb chain into a segment that is
the length of your beaded strand from Step 2 plus
about 2 inches (a).

@ Divide a second length of curb chain (b) into a seg-
ment that is your desired, total necklace length less
the length of the first segment and the length of
the three paint-stamped connectors (which are
about 4 inches long).

ASSEMBLE THE NECKLACE
Here are the steps for joining all of your components
together.

@ Use a jump ring to connect the shorter segment
of curb chain to the toggle ring.

@ Use another jump ring to connect the other end
of that chain segment to the linked, paint-stamped
connectors.

@ Use a third jump ring to connect the longer segment
of curb chain to the loose end of the linked, paint-
stamped connectors.




o

© 0

Use two pairs of pliers to pass the
open 10mm chain link through the
tube rivet in the pendant and
through the eyelet in the stacked
ribbons.

Close the 10mm chain link (a).

String the crystal key and the
10mm chain link onto the longer
segment of curb chain (b).

Use a jump ring to connect one
end of the beaded strand to the
10mm jump ring (c).

Use another jump ring to connect
the loose end of the longer seg-
ment of curb chain and the loose
end of the beaded strand to the
toggle bar (d).

The necklace is now complete.
Optionally, create a twist on one side
of the necklace by rotating the toggle
bar two or three times.

CHAPTER

Projects 1 2
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Appendix: Reference

Suppliers and Resources Materials

M ost of the jewelry making tools and supplies used in this book are available online from suppli-
ers listed in this section. Recommended metal recyclers are also listed.

GENERAL SUPPLIES
These suppliers stock jewelry making essentials, including beading and wirework supplies. Some also carry
more specialized tools and materials.

® Artbeads.com (www.artbeads.com)

Fire Mountain Gems & Beads (www.firemountaingems.com)

JewelrySupply.com (www.jewelrysupply.com)

Rings & Things (www.rings-things.com; $50 minimum order)

METAL WORK SUPPLIES
These suppliers carry a variety of general metal work tools and materials.

e (Contenti (www.contenti.com)
e Otto Frei (www.ottofrei.com)

® Rio Grande (www.riogrande.com)

METAL CLAY
These suppliers specialize in all things metal clay.

e (ool Tools (www.cooltools.us)
e MetalClay.com (www.metalclay.com)

e Metal Clay Supply (www.metalclaysupply.com)

METAL RECYCLERS
e Rio Grande (www.riogrande.com)

® G & S Metals (www.gsgold.com)

ADHESIVES AND RESIN
These suppliers carry inventories of craft adhesives and resins, and related supplies.

Blick (www.dickblick.com)

Resin Obsession (www.resinobsession.com)

Rings & Things (www.rings-things.com; $50 minimum order)

Lisa Pavelka (www.lisapavelka.com; UV resin and light)
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Suppliers and Resources (continued)

CHAIN, STONES, SETTINGS, AND STAMPINGS
Although you can find chain, gemstones, and settings at just about any general supply shop, the suppliers
below carry especially interesting treasures.

® B'Sue Boutiques (www.bsueboutiques.com)
e Jan’s Jewelry Supplies (www.jansjewels.com)

® The Beadin’ Path (www.beadinpath.com)

LEATHER SUPPLIES
You can harvest leather from old clothing, belts, and handbags. For new leather, and the tools and supplies
you need to work with it, visit these suppliers.

elLeatherSupply (www.eleathersupply.com)

JoAnn Fabrics and Crafts (for fabric shears and snaps; www.joann.com)

Tafurious (http://thingumabobs.etsy.com)

Tandy Leather Factory (www.tandyleatherfactory.com)

SPECIALTY ITEMS
Finally, here are some resources for unusual and hard-to-find jewelry supplies, organized by item.

BotrLe Caps PosTAGE STAMPS
® Just Becuz (http://justbecuz11.etsy.com) e artypharty (http://artypharty.etsy.com)

e U.S. Postal Service Postal Store (http://shop.
CLEAR GLASS CABOCHONS AND TILES

usps.com)
e Beadaholique (www.beadaholique.com)
® Sun and Moon (http://sunandmooncraft PRINTABLE IMAGES (DowNLOADS)
kits.etsy.com) e Beadjewelry.net (www.beadjewelry.net/collage_
sheets)

COLLAGE SHEETS

® Pixeltwister (http://pixeltwister.etsy.com)
® Resin Obsession (www.resinobsession.com)

e Stampington & Company (www.stampington.com)  RiBBON AND LAcE
® Beadaholique (www.beadaholique.com)

ObbpirIes
e PULPmiscellania (http://pulpmiscellania. Vintace Finps
etsy.com) e (ool Vintage (http://coolvintage.etsy.com)
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Appendix: Reference

General Reference Charts Materials

his section is a collection of information charts that are referenced throughout the book. Use
them for help selecting the best accessories and supplies for a given project.

WIRE GAUGE (AWG) AND DRILL BIT SIZES
These charts provide the inch and millimeter equivalents of some of the most common, general-use wire
gauges and drill bits.

American Wire Gauge Chart

Gauge Thickness
Inches Millimeters
28 0.013 0.321
24 0.020 0.511
22 0.025 0.644
20 0.032 0.812
18 0.040 1.02
16 0.051 1.29
14 0.064 1.63
12 0.081 2.05
Drill Bit Size Diameter
Inches Millimeters
#76 0.020 0.51
#60 0.040 1.02
#55 0.052 1.32
#53 0.059 1.5
#50 0.070 1.78
#47 0.079 1.99
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General Reference Charts (continued)

METAL CLAY TYPES AND USES
This chart lists some of the most popular formulations of metal clay, along with their recommended firing
methods, the percentage that they shrink when fired, and their suggested uses.

Metal Clay Types and Uses Chart
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Formulation Firing Method(s) Estimated  Suggested Uses
Shrinkage

PMC

PMC Standard Kiln only 28-30% Small designs with intricate detail and no heat-
sensitive inclusions, such as glass stones.

PMC + Kiln or torch 12-15% Designs that do not need small, intricate details.

PMC 3 Kiln or torch 12% Designs with heat-sensitive inclusions, such as
glass stones, ceramic tile, and some gemstones.

PMC Pro (09% silver  Kiln only 15-20% Designs that need extra metal strength, such as

and 10% copper) finger rings.

PMC 22K Gold Kiln or torch 12-17% Luxurious gold components or for accents on PMC+
or PMC 3 (join before firing, and fire no hotter
than 1650°F).

Art Clay

Art Clay Silver Kiln or torch 8-10% Good all-purpose clay.

Original Formula

Art Clay Silver Kiln or torch 8-10% Use Low Fire when including heat-sensitive inclu-

650/1200 Low Fire sions; use Slow Dry in dry climates.

and/or Slow Dry

Art Clay 22k Gold Kiln only 15% Luxurious gold components (currently cannot be
fired with Art Clay Silver)

Bronze and Copper Clay

BRONZclay Kiln only 20-25% More economical and rustic designs than silver or

COPPRclay Kiln only 20-25% gold clay.

NOTE: This chart lists some of the most popular metal clays and is not inclusive of all brands and types that

are available.



METAL CLAY KILN FIRING SCHEDULES

Appendix: Reference
Materials

Use this chart for help determining which firing schedule to use for a particular formulation of metal clay.
Because these schedules may change if the manufacturers alter their formulations, it is a good idea to double
check them by reading the information sheet that comes with your clay. It's also recommended that you
experiment with test pieces, because each kiln fires a little differently.

Metal Clay Kiln Firing Schedules

Formulation Firing Schedule
PMC
PMC Standard 1650°F for 2 hours.
PMC + 1650°F for at least 10 minutes;
or 1560°F for at least 20 minutes;
or 1470°F for at least 30 minutes.
PMC 3 1290°F for at least 10 minutes;
or 1200°F for at least 20 minutes;
or 1110°F for at least 45 minutes.
PMC PRO Fire enclosed* at 1400°F for at least 1 hour.

PMC 22k Gold

1650°F for at least 10 minutes;

or 1560° for at least 30 minutes;
or 1380° for at least 60 minutes;
or 1290° for at least 90 minutes.

Art Clay

Art Clay Silver Original Formula

1600°F for at least 10 minutes;
or 1560°F for at least 20 minutes;
or 1472°F for at least 30 minutes.

Art Clay Silver 650/1200 Low Fire and/or Slow Dry

1435°F for at least 5 minutes;

or 1380°F for at least 10 minutes;
or 1290°F for at least 15 minutes;
or 1200°F for at least 30 minutes.

Art Clay Gold 22k

1814°F for at least 60 minutes.
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General Reference Charts (continued)

Metal Clay Kiln Firing Schedules (continued)

Formulation Firing Schedule

Bronze and Copper Clays
BRONZclay For pieces no thicker than 3mm (enclosed*):
Ramp 500°F/hour to 1550°F and hold for 2 hours.

For pieces thicker than 3mm (enclosed*):

Ramp 250°F/hour to 1550°F and hold for 3 hours
COPPRclay Stage 1: (Shelf fire**)

Ramp at 500°F/hour to 560°F and hold for 15 minutes.

Stage 2: (Enclosed*)

Ramp full speed to 1750°F and hold for 3% hours.

* Fire in carbon, enclosed in a kiln firing pan.
** Fire normally (on a kiln shelf, exposed to oxygen).

NOTE: This chart lists some of the most popular metal clays and is not inclusive of all brands and types that
are available.

LEATHER WEIGHTS AND USES

This book uses the American leather standard in which thickness is described in terms of approximate ounces
per square foot. Under this standard, each s« inch (typically written as a fraction) of leather constitutes one
ounce. Most leather sheet that you buy is labeled with a range of ounces, because leather thickness natural
fluctuates. Use the chart below for help selecting the best weight of leather to use for a project.

Leather Weights and Uses Chart

Commonly Labeled Thickness in Inches Thickness in Description and Uses

Weights in Ounces Millimeters

1-2 1/64-1/32 0.4- 0.8 Very light; used as garment leather.

3-4 3/64-1/16 1.2-1.6 Light; used as upholstery leather.

4-5 1/16-5/64 1.6-2 Light-medium weight; used for wallets and
handbags.

6-7 3/32-7/64 2.4-2.8 Medium; used for cuff bracelets and handbags.

8-9 1/8-9/64 3.2-3.6 Heavy; used for rugged cuff bracelets and belts.

9-10 9/64-5/32 3.6 Very heavy; used for thick belts and harnesses.
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Appendix: Reference

How to Set Up a Jeweler’'s Saw Materials

Setting up a jeweler’s saw involves selecting a blade, installing it, and adjusting its tension.

Select a Saw Blade

The size of saw blade you use mainly depends on the gauge (or thickness) of your metal. Use the table below
for help selecting a blade. (Remember that you can use a metal gauge plate to determine your metal’s gauge;
see Chapter 1.) Where you have the choice of more than one size for a given gauge, select the smaller blade if
you need to make intricate cuts (such as tight, inside corners). Keep in mind, however, that smaller blades
break more easily during use than larger blades.

The chart also lists the smallest size of pierced hole, based on drill bit size, that a given blade fits into. This
is helpful when you want to saw out a pierced shape without removing more metal than necessary (see “Saw a
Pierced Shape in Metal” in Chapter 4).

Saw Blade Size and Metal Gauge Chart

Blade Size Metal Gauge (AWG*) Smallest Pierced Hole (Drill Bit Size)
7/0 or 8/0 26 80
6/0 24 79
5/0 22-24 78
4/0 22 77
3/0 22 76
2/0 20-22 75
1/0 18-22 73
1 18-20 71
2 16-18 70
3 14-18 68
4 12-14 67
5 8-12 65
6 6-8 58

* American Wire Gauge (Brown & Sharpe)
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How to Set Up a Jeweler’s Saw (continued)

Install a Saw Blade

This section outlines the two most common approaches for installing a standard saw blade. Whichever you
choose, make sure that (after installation) the saw blade is tight enough that it rings when you strum it with
your fingernail. If it does not, you need to readjust the frame to increase the tension. It's a good idea to
wear safety glasses when installing a new blade.

APPROACH 1: PULLING THE
BLADE TAUT

This method for installing a
blade in your jeweler's saw Frame end
involves pulling the blade taut. Frame screw

@ Insert the blade into the
gripping plate that is clos-
est to the handle, and
tighten that gripping plate.
Make sure that the blade’s

\ i 9
teeth are facing away from fw\@@{f ' | Handle
the saw frame and pointing . 1

downward toward the han- Gripping plates

dle (so that the saw cuts
on the down stroke). With
very small blades, you may
need to run your finger
gently along the blade to
determine which direction
the teeth are pointing.

Insert the other end of the blade into the other gripping plate, and tighten the second gripping plate.

®0

Loosen the frame screw and use both hands to widen the frame as far as it will go, pulling the blade taut
in the process.

@ Rest the frame end against your leg or work surface (with the saw handle pointing down) to preserve the
tension, and re-tighten the frame screw.
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Appendix: Reference
Materials

APPROACH 2: “SPRINGING” THE BLADE TAUT

Before using this method, make sure that your frame is adjusted so that the space between the gripping
plates is slightly shorter than the length of the saw blade. (If necessary, loosen the frame screw, adjust the
frame, and then re-tighten the frame screw.)

Insert one end of the blade into the gripping plate nearest the handle, and tighten that gripping plate.

Position the saw between your chest and a solid work table or bench, with the blade facing upward and
the handling touching your chest.

Lean forward to push the ends of the frame toward one another.

Insert the second end of the blade into the other gripping plate, and tighten that gripping plate.

00 O09

Lean back and release the pressure on the blade to allow the blade to “spring” taut.
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A brass

accent slip, 127
adhesives

adhering an image to glass, 164-167
adhering an image to wood, 167 bronze, 38. See also metal clay
applying, 157 brushed finish for metal, 79

attaching a pendant bail, 168-169 burnishing, 75, 150
attaching findings, 169
covering an image with glass, 160-162 C
gluing fabric under glass, 163
gluing flat back rhinestones, 163
for leather, 236
preparing surfaces for, 156
setting stones into bezel cups, 158-159, 163
supplies, 18-19, 293
types of, 154-155
adhesive sealers, 155, 157
alcohol inks, 86-89
aluminum, 39
art glazes, 155, 157, 181
artist pastels, 177

about, 38
insect wing earrings, 240-241
patinas for, 95

cabochons, 110-111, 158-159

cagework, 115

carving metal clay, 133

casting resin, 172

chain
attaching findings and charms, 204-206, 207, 208-211
compatibility with components, 199
connecting large-link, 207
cutting or dividing, 200-203
descriptive terms for, 197
flexibility of, 199
lengths of, 197
materials composing, 198

B polishing, 81

bail making pliers, 62-66 size measurements, 197

bails, 62-63, 168-169, 207 strength of, 199
ball chain, 196, 208-209 supplies, 21, 294
base metal, 40 tangling, avoiding, 198
beaded cagework, 115 tassels, 212-213

beaded wire stitches, 115 types of, 196
bead stringing, 6, 34-35 charms, attaching to chain, 205, 206

charts, general reference, 295-298
coating resin, 172
cold connections

bending and shaping metal
bail making pliers for, 62-66

bracelet bending pliers for, 67
dapping block for, 68-69 miniature hardware for, 108-109

rivets for, 98-107
stitching with wire for, 112-119

mandrel for, 67

bezel cups
for covered images, 160-162, 178-180 tabs for, 110-111
setting stones into, 158-159, 163 coloring metal, 86-89. See also patinas
blanks, 47, 62-63, 249-251 colorizing resins, 176—177, 189
boho tooled leather cuff, 256-261 connected wire-and-bead links, 32
box-style connectors for rhinestone chain, 210 copper. See also metal clay
about, 38

bracelet, paint-stamped connector, 249-251

bracelet bending pliers, 67 patinas for, 92-93, 95

cork clay, 127
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crystal key necklace, 246-248

cuff, boho tooled leather, 256-261

curing resins, 190-192

cutting. See also cutting metal
images from paper, 178
leather, 222-223

cutting metal
chain, 200-203
discs with disc cutter, 60-61
jeweler’s saw for, 56-59
long, straight cuts, 54
metal hand shears for, 55
pierced shape in metal sheet, 58-59
snipping strips, 54
transferring a design for, 70-71
wire, 26, 54

cyanoacrylate glues, 155

D

dapping block, using, 68-69
designs. See also images
dyeing leather with, 221
transferring to metal, 70-71
disc cutter, using, 60-61
doming discs with a dapping block, 68-69
drilling
drill bit size chart, 105, 295, 299
leather, 225
metal, 50-53
resin, 193
dyeing leather, 218-221

E

earrings, brass insect wing, 240-241

embedding objects in resins, 186-188

embossing powders, using, 88-89

epoxy adhesives, 154, 157

epoxy resins, 174-175, 178-180, 190. See also resins
eyelets, 101, 236-237

F

fabric, gluing under glass, 163
fabric snaps, installing in leather, 237
ferrous metals, 39

filigree stampings
attaching single bead to center, 116
beaded cagework, 115
concealing wire ends, 115, 119
filigree and gemstone ring, 242-245
filigree wrap and tassel necklace, 262-264
making rings from, 67
stitching together with wire, 116-119
wrapping, 64-66, 119, 263
filing metal, 74-75, 150
findings. See also specific kinds
attaching to chain, 204, 206, 208-211
attaching to metal clay, 138-139
attaching with adhesive, 169
fine silver, 40. See also metal clay
firing metal clay
carbon firing media, 148
copper or bronze, in a kiln, 148-149
kiln firing schedules, 297-298
manufacturer's recommendations, 124
multi-stage firing, 144
shrinkage during, 123, 124
silver or gold, in a kiln, 146-147
silver or gold, with a torch, 144-145
temperatures for, 124
weight requiring kiln firing, 123
focals, impressed bronze clay, 252-255
French hook ear wires, making, 63

G

gauge of metals or wire, 41, 295, 299

glass tiles
adhering an image to, 164-167
covering an image with, 160-162
gluing fabric under, 163

glues. See adhesives

gold, 40. See also metal clay

grit of sandpaper, 76, 77

H

hammered finish for metal, 78
hand-stitching leather, 230-231
hinge, rivet, 105
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I shapes and sizes, 217

images. See also designs stamping, 226-227

adhering to glass, 164-167 tanning processes, 216
thickness, 217, 298

tools and supplies, 22-23, 294

types of, 216

weights and uses chart, 298
liver of sulfur, 92-93

adhering to wood, 167

coating with UV resin, 181

covering with glass, 160-162

covering with resin, 178-180

cutting out, 178

finding, 159

sealing, 160, 179 M
impressed bronze clay focals, 252-255
insect wing brass earrings, 240-241

metal clay. See also firing metal clay
adjusting moisture content, 129
attaching findings, 138-139

J basics, 122-123

carving, 133

characteristics, 124-125

jeweler's saw and blades
blade size and metal gauge chart, 299

installing a blade, 300-301 chart of clay types and uses, 296

using, 26, 28-29, 56-59 conditioning bronze or copper clay, 135
jump rings creating flat shapes, 128-131

for adjustable-length necklace, 201 cutfcing shapes, 130-131

attaching findings and charms with, 204-205, 206 drying, 125, 142

finishing and embellishing fired clay, 150-151
joining clay to clay, 136-137

making and using, 27-29

K molding, 134-135
kiln paper and sheet, 127
firing copper or bronze metal clay, 148-149 piercing, 132
firing schedules, 297-298 refining unfired clay, 142-143
firing silver or gold metal clay, 146-147 rehydrating dry clay, 143
selecting, 17 repairing, 143, 149
weight of metal clay requiring, 123 selecting, 124-127
setting stones, 140-141
L shaping and smoothing, 133, 135
laser cut leather, 223 silver clay pinch beads, 273-275
layering resins, 189 slip or paste, 126, 127
leather snakes or ropes, 132
coil ends for cord, 34 storing unused clay, 128
cutting, 222-223 syringe clay, 125
dyeing, 218-221 tarnished bronze or copper clay, 136
gluing, 236 texturizing, 133
hand-stitching, 230-231 tools and supplies, 15-17, 293
installing hardware, 232-237 metal files, 74-75, 150
painting, 220, 221 metal hand shears, 55
piercing, 224-225 metallic powders, 177
sealing, 228-229 metal punch stamps, 82-85
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metals
gauge of, 41, 299
non-precious, 38-39, 40
precious, 40
recyclers, 293
temper of, 42
metal work. See also metal clay; projects
bending and shaping metal, 62-69
burnishing, 75
care and safety, 43
coloring and stamping with inks, 86-89
cutting metal, 54-61
filing and sanding metal, 74-77
gauge of metals, 41, 299
metal punch stamps for, 82-85
miniature hardware, 108-109
painting metal, 90-91
patinas, 92-95
piercing metal, 46-53
polishing metal, 80-81
rivets, 98-107
stitching components with wire, 112-119
tabs for attaching components, 110-111
temper of metals, 42
texturizing metal, 78-79
tools and supplies, 8-14, 293
transferring a design, 70-71
types of metals, 38-40
miniature hardware, installing, 108-109
mixed verse necklace, 279-291
molding metal clay, 134-135
mossy resin pendant, 276-278
multi-purpose craft glues, 154

N

necklaces.
adjustable-length, 201
crystal key, 246-248
filigree wrap and tassel, 262-264
mixed verse, 279-291
pierced metal feline, 265-272
nickel silver, 38
non-ferrous metals, 39

non-precious metals, 38-39, 40. See also specific kinds
nontoxic multi-purpose glues, 154

P
painting
leather, 220, 221, 259-260
metal, 90-91, 183, 249-251
patinas, 92-95, 151
pendants. See also necklaces
attaching a bail, 63, 168-169
filigree setting as, 66
mossy resin, 276-278
piercing. See also piercing metal
leather, 224-225
metal clay, 132
piercing metal
drill bit and hole punch size chart, 105
matching holes in two components, 112
sawing a pierced shape, 58-59
techniques for, 46-53
transferring a design for, 70-71
pigment powders, 176
pinch bail, 207
pinch beads, silver clay, 273-275
polishing
metal, 80-81, 151
resin, 193
polyester chain, attaching findings to, 207
polyurethane resins, 173, 174-175, 190. See also resins
pot metal, 39
precious metals, 40
projects
boho tooled leather cuff, 256-261
crystal key necklace, 246-248
filigree and gemstone ring, 242-245
filigree wrap and tassel necklace, 262-264
impressed bronze clay focals, 252-255
insect wing brass earrings, 240-241
mixed verse necklace, 279-291
mossy resin pendant, 276-278
paint-stamped connector bracelet, 249-251
pierced metal feline necklace, 265-272
silver clay pinch beads, 273-275
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R

recyclers, metal, 293
reference charts, 295-298
repairing metal clay, 143, 149
resins
art glazes as alternatives to, 157, 181
casting in a mold, 184-185
coating an image with UV resin, 181
colorizing, 176-177, 189
covering an image, 178-180
curing, 190-192
embedding objects in, 186-188
layering a colored background, 189
making molds for, 185
painting a component, 183
preparing two-part resin, 174-175
refining and finishing, 193
reusing mixing cups, 177
safety gear for, 173
supplies, 18-20, 293
troubleshooting, 192
types of, 172-173
using like enamel, 182
working time for, 179
rhinestone chain, attaching findings to, 210-211
rhinestones, flat back, 163
rings, 67, 242-245
riveting hammer, using, 104
rivets
installing in leather, 235
joining components with, 98-101
making a hinge, 105
making and installing, 102-107
Rivoli crystal stones, setting, 163
rotary hand drill
drilling leather, 225
drilling resin, 193
using on metal, 52-53, 79, 81
rotary tumbler, 80

S

sanding
metal, 76-77, 90, 150
resin, 193

scraps, saving metal, 71
setting stones
into bezel cups, 158-159, 163
in metal clay, 140-141
side cutters, using, 26, 54
silver, 40. See also metal clay
snaps, installing in leather, 232-234, 237
spray finish for leather, 229
spray painting metal, 91
stamping leather, 226-227
stamping metal
with ink, 88-89
with metal punch stamps, 82-85
paint-stamped connector bracelet, 249-251
steel, 39
sterling silver, 40. See also metal clay
stitching leather, 230-231
stitching with wire
basic stitches, 112-114
beaded stitches, 115
concealing wire ends, 114, 115, 116, 119
filigree stampings, 116-119
other stitches for, 114
stringing beads, 6, 34-35
supplies. See tools and supplies
syringe clay, 125

T

tabs, attaching components using, 110-111
tanning processes, 216
tassels, chain, 212-213, 262-264
temper of metals, 42
texturizing metal or metal clay, 78-79, 133, 150
tools and supplies

adhesives and resins, 18-20

basic wirework, 7

bead stringing, 6

jewelry chain, 21

leather, 22-23

metal clay, 15-17

metal work, 8-14

suppliers and resources, 293-294
tumbling metal, 80



U cutting wire, 26

UV resins, 173, 178, 181, 191-192. See also resins jump rings, 27-29

stitching components together, 112-119
v tools and supplies, 7
V-channel connectors for rhinestone chain, 211 wire-and-bead links, 30-32
verdigris, 94 wire gauge chart, 295
Vintaj Decorivets, installing in leather, 237 wrapped figure-eight links, 33

wooden tiles, adhering an image to, 167

W wrapped links, 30-31, 33, 206
white glues, 155 wrapping a filigree stamping, 64-66, 119, 263
wire-and-bead links, 30-32
wirework

beaded cagework, 115
bead stringing, 6, 34-35
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