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LeArn how to tAP into your 
own creativity by focusing on one bit of 
design at a time with this terrific e-book 
on jewelry design.  Many accomplished 
jewelry designers begin with a sketch, 
working out technical and aesthetic 
details on paper before committing to 
metal, stone, bead, or the medium of 
their choice – so start out with a primer 
on papers, pens, and a few other of the 
artist’s basic drawing tools. 

what to sketch? review the elements and principles of design, 
then explore form and texture in metal in detail. See how one 
simple idea can quickly translate into more than a dozen out-
standing jewelry designs, and use that example to create varia-
tions of your own. You’ll also want to delve into color: learn the 
basics, find great tips on using gemstones in your jewelry design 
palette, and discover great tips for designing with vividly colored 
beads that you can apply to vivid colors from any source. 

then see how these terrific ideas have been put into prac-
tice by professional jewelry designer artists. try a polymer clay 
earring project that demonstrates an easy and inexpensive way 
to exploit contrast in color and shape, or an organic copper 
pin with silver accents inspired by color, texture, nature, and 
the subtlety of Asian design. with the design ideas and tips in 
Guide to Jewelry Design: Ideas and Tips for Handcrafted Jewelry 
to Make You a Better Jewelry Designer, you’ll soon be creating a 
wonderful array of ever more pleasing designs of your own, and 
taking greater satisfaction as you turn them into jewelry you 
can be proud to wear or sell.

Merle white 
editorial Director, Interweave Jewelry Group
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Drawing and 
Design Tools
A pen can be mightier than  

a hammer

BY heLen I. DrIGGS

I started my professional artistic career as 
a graphic designer. I have made objects 

all my life, but the way I made money was 
to design and produce detailed illustrated 
diagrams and create retail advertising 
layouts. after almost 22 years of deadline 
drawing what other people wanted, I 
decided to go back to art school to use 
my hands to make art that I wanted with 
no deadline. That’s when I discovered 
metals. I never abandoned my training 
as a draftsman or my ability to think in a 
diagrammatic way, because these skills are 
an integral part of my success as a creator 
of 3D objects.

The thing all object creators have in 
common is the amount of thinking we 
do — because critical thinking is about 
75 percent of the work. after that, there 
seem to be two schools of makers — the 
ones who go straight to the metal with a 
hammer, and the ones who go straight to a 
sketchbook with a pencil. admittedly, I go 
both ways, but sketching equals think-
ing for me. I’ve trained myself to get the 
moving, spinning, intangible thought in 
my brain to go down to my hand and out 
in the form of a drawn line. If I can get that 

thing from my head to my hand and draw 

it successfully in several views, the reality 

of making the object is easier. I’ll have 

conquered any fabrication issues on paper 

instead of expensive metal, and my hands 

feel like they’ve already made the object at 

least once by the time I get to the bench.

everyone can draw. If you think you 

can’t, you’re wrong — you were probably 

just as good a draftsman in kindergarten 

as da Vinci. Time has just beaten it out of 

you. start practicing by drawing for fun, 

without any expectations, and you’ll re-

member how to do it eventually, I promise.

DrawIng anD DesIgn Tools  BY heLen DrIGGS
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Drawing Tools
The top two drawers of my bench look very much like 
the taboret storage unit I used as a graphic designer. 
I have measuring tools, a T-square, angles, templates, 
drafting tape, markers, brushes, and paint in there. 
There is a sketchbook on my bench, another on my 
nightstand, one next to my rocking chair, and one 
more at my computer table, because I never know 
when an idea will strike. I also keep a notepad in the 
car, because jewelry ideas have an uncanny knack 
for popping into my head during the long, intolerable 
traffic jams I live through several times a week, and I 
can jot down a speedy sketch that will jolt my memory 
later, when I have the time to sketch in more detail. 
At the very least, here is a list of drawing stuff every 
jewelry maker who wants to draw should have:

Sketchbooks. Smooth white 
paper and spiral bindings are 
what I prefer, because I like to 
draw fast. I hate it when I have 
to hold open a bound sketch-
book, or when textured paper 
delays the speed of my line.  

Pen or pencil. As I’ve said, I 
draw fast, so my preference is a water-soluble black 
marker. This ink won’t blob out into a little ball at the 
beginning and end of a line, and it flows out of the 
pen fast enough to keep up with me. Plus, the black 
is really black, not a wimpy, skippy gray. I buy them 
by the dozen be-
cause I keep them all 
over my studio and 
house.  

Colored pencil, marker, paint, pastel, or chalk. You need 
something to indicate color, and you should test them 
all eventually, then choose what you like best. I prefer 
solvent markers because they are juicy, make a fast 
mark, and come in a wide range of tips and colors. 
When I combine them with the black marker I use for 
drawing my lines, the 
solvent is resisted by 
the water-soluble ink, 
so my line drawings 
stay crisp and sharp. 
If you choose pencil, 
chalk, or pastel, you’ll 
need spray fixative to 
prevent your drawing 
from rubbing away. 

Tracing paper. This is used almost as much as the riveting 
hammer in my studio. Tracing paper lets you develop 
a sketch by refining lines, altering shapes, and making 
amendments to what’s underneath. Can’t decide on 
a round stone or a marquise? Draw them on separate 
slips of tracing paper and posi-
tion them one at a time over a 
drawing or a piece to help you 
decide. You can also use trac-
ing paper to transfer designs 
to metal sheet, make patterns, 
and to take difficult measure-
ments by wrapping it around 
3D things. 

Types of Drawings
Drawing comes naturally for me, so I use it for several 
purposes. Think of drawing as a way to communicate 
information. A drawing you make while watching a 
demo will be very different from a drawing you might 
show a customer, so keep the purpose of the draw-
ing in mind while you are making it. Here are some 
jewelry drawings and a few final pieces I’ve made 
from them as examples for you to see how I use 
drawing to communicate information to myself.

Workshop demo. As I take notes during a demo, I’ll 
draw what the teacher is doing at the same time I 
write what they are saying. Here is a page from my 
workshop notes. You’ll see I label the diagrams with 
essential 
information 
about the 
technique, 
and at the 
same time, 
all around 
the paper 
I’ll note 
important 
facts about 
supplies, 
specific 
steps, or tools. Sometimes the sketches are really 
speedy, so I make it a point to go home and imme-
diately transcribe or expand on things I learned that 
day while they are fresh in my mind. These workshop 
sketches are invaluable, because, while I’ll always re-
member which teacher showed me something in par-
ticular, I won’t remember specifics like metal gauge, 
or if we annealed, or what step went when. I refer to 
my notebooks constantly.

http://www.jewelrymakingdaily.com
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Ideas for pieces. These range from 
ephemeral little doodles on 
napkins to more developed 
drawings in my sketchbook. I 
always draw something I think 
of, because I never know what 
I’ll be in the mood to make un-
less I draw around the idea a bit. 
I know when I start drawing a 
piece in several views and begin 
to investigate how I’d construct 
it that I am probably going to 
end up trying to make it.

Patternmaking. These are tightly rendered drawings to aid in the con-
struction of a piece. I’ll draw a tight pattern for pendant backs, bails, 
or for sheet I intend to saw-pierce or do some forming on. Then I’ll 
trace the pattern, adhere it to the metal, and cut it out precisely.  

Fabrication diagrams. These are exactly what they say they are. 
These diagrams show the piece from several angles and tell 
me where connections are made, what metals go where, 
how stones will be set, and what techniques will be used. 
They aren’t needed for simple saw-pierced pieces, but the 
minute you start to layer several levels in a piece, you’ll want 
to draw it from the side to help you figure out what goes 
where and when you’ll need to add it.

Documentation. These drawings are highly finished illustrations 
of a piece made either for a customer to approve before 
fabrication, or after you make a piece you might like to enter 
into production. I make them in full color and in two views 
on 100% rag vellum. A job label in the lower left will indicate 
carat weights, metal gauges and types, number of hours to 
complete, dimensions, and name of the design. Commercial 
jewelry manufacturers use this type of drawing to develop 
jewelry production lines, and most metals programs in art 
schools include one semester of creating these types of 
rendering.

http://www.jewelrymakingdaily.com
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This demo is more about the process of design than it is about creating 
a finished piece of jewelry. My focus will be on the design principles of 

repetition and variety, using the elements of form and texture. I’m going to 
start with an ellipse.

My final piece will be a brooch, but with a little imagination yours can be 
anything from a necklace to a bracelet.

I used 24-gauge metal to keep my brooch on the light side. If I were making 
a bracelet, I’d want to use a heavier gauge of maybe 18, and go back to a lighter 
24-gauge for earrings. The point is to play with design first, and worry about 
making a piece later.

Variations on Form in Metal

BY MIChAeL BoYD

An exercise for jewelers using repeating shapes
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Materials
3 strips of silver: about ½" to 1" W 
× about 5" L, or pretextured sheet

tools
Layout tools: Sharpie marker
Hand tools: jeweler’s saw and 
blades, texturing tools, shears, 
hand files, sanding sticks, ham-
mers, bench block
Soldering tools: torch, striker, flux 
and brush, quench pot and pickle 
Optional tools: rolling mill

skills you need
• sawing
• soldering
• fabrication

VarIaTIons on Form In meTal BY MIChAeL BoYD
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experimentation will give you a wider variety of 
design possibilities to choose from.

Photo 4 A possible brooch design.

Photo 5 A possible bracelet design.

Photo 6 A possible earring design.

• The choices are endless. For this project, I sweat 
soldered the ellipses together into a circle. other 
design possibilities would be to drill holes and 
use jump rings for the earrings or for a necklace. 
A combination of sweat soldered units and jump 
rings might work for a linked bracelet.

Photo 7 Sweat solder the ellipses together after 
making a note of their positions.

Photo 8 work around the piece, gradually con-
necting ellipses.

1 2

6

98

3

4 5

7

Photo 1 texture 2 silver strips. I hammer textured 
with a scarred hammer on 1 strip and roller 
printed another strip with pretextured brass cut 
into ellipses.

• To create texture, use a variety of hammers, 
make a rolling mill print, or purchase pretextured 
metal. 

Photo 2 with Sharpie marker, draw ellipses in a 
variety of sizes about ½" to 1 ½" in length. Variety 
in size and texture will add interest to piece.

Photo 3 Cut out shapes with a saw or shears 
for lighter gauge metals. File and sand all edges 
smooth. try to create about 20 different ellipses.

• Now the fun starts. Sit down, put your shapes 
on a plain piece of white paper, and play! Start 
making different arrangements. the more 
options you give yourself, the better. More 

orIgInally publIsheD In lapIDary Journal Jewelry arTIsT, sepTember 2008

Photo 9 end with a complete circle of ellipses. 
Pickle piece and refine edges, cleaning up as 
desired.

http://www.jewelrymakingdaily.com
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• Hmmmmmmmmmm. I didn’t think the brooch 
was quite there yet. the best thing about design 
is that it’s okay to change your mind. So, after 
soldering the ellipses together, I decided to push 
the design a little further — but how? I went 
back to the design principle of repetition. I’ve 
already soldered the ellipses into a circle — now 
I’m going to repeat the new form by adding 
more circles.

Photo 10 I placed my soldered brooch on the 
bench. I cut out several textured circles to try 
against the brooch. I decided on 2.

Photo 11 I chose to position an inner and an 
outer circle around the brooch.

Photo 12 I soldered on the larger circle first, from 
the back.

Photo 13 I added the second, smaller circle next. 
You can add whatever findings you want to 
the back of the piece if you decide to take it to 
completion.

• Now, use your imagination! Try other shapes, 
different metals, add stones — the sky is the 
limit. If you have any questions, don’t ask — the 

creative process is all about problem solving, 
discovering new directions and new solutions. So, 
good luck!

MIChAeL BoYD is a Colorado lapidary/ 
metalsmith who believes the stone is as important as 
the metal. his work can been seen at cultureclash gal-
lery in Salida, Colorado; obsidian Gallery, tucson, 
Arizona; and the Patina Gallery, Santa Fe, New 
Mexico. he is a Lapidary Journal Jewelry Artist 
editorial board member. Visit www.michaelboyd.com 
to learn about him and his work.

orIgInally publIsheD In lapIDary Journal Jewelry arTIsT, sepTember 2008
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■  Get insights from experienced jewelers 
into how best to design for patterned 
colored gemstones.

■  Find instructions for fabricating one 
natural gemstone pendant and how to 
wire wrap gemstones.

■  Use both these projects as starting 
points for your own one-of-a-kind 
jewelry designs.

■  Create jewelry that stands out from the 
crowd with the rich palette of gemstones!

Get Your Free eBook from
Jewelry Making Daily

Get your FREE eBook today at:  
http://www.jewelrymakingdaily.com/Gemstone

http://www.jewelrymakingdaily.com
http://www.jewelrymakingdaily.com/gemstones/?utm_source=LJJA&utm_medium=printad&utm_campaign=ljja120514
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Stone/Color as Design Medium
Apply the same principles to stone you’d apply to jewelry

DeSIGn exerCISe BY MIChAeL BoYD

There are those 
in the jewelry 

world who cringe at 
the thought of using a 
manufactured finding. 
often the hallmark 
of a masterwork is an 
exquisitely engineered 
catch, hinge, pin back, 
or other finding, and 
seeing beautifully 
crafted findings can 
really melt my solder. 
But what about when 
you turn over the 
piece that has a won-
derful handmade pin 
back — and discover 
it has a ma chine-cut 
cabochon on the 
front?
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sTone/color as DesIgn meDIum BY MIChAeL BoYD

Yellow mookaite has a high iron content. when heated, the iron in 
the stone oxidizes. Sometimes I take small slabs and put them on my 
electric stove just a few millimeters over the heat and heat slowly. 
WARNING: Do this only with excellent ventilation and safety 
glasses — the stones can explode if they are heated too fast! 

As the stone heats, the edge turns black; the longer you leave it in 
the heat, the more red you’ll have. After heating, 
turn the stove off and let the stone cool 
slowly. the black will turn to yellow, and 
voila! — a bicolored stone.

Coloring Mookaite

Position the stones on the cooktop. Heat them slowly — or they’ll crack. The stone will be bicolored after it cools.

http://www.jewelrymakingdaily.com
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In my work, cutting my own stone takes precedence over making 
my own findings. By cutting your own stones, you can open up un-
limited design possibilities with shape, form, and color. By using stone 
as a medium rather than an accessory to the metalwork, you can 
fully integrate a stone into the design. precut standard shaped stones 
add the element of commonality rather than uniqueness, because 

you’ll see the same stones and shapes in other jewelers’ work. cutting 
your own shapes and forms will help set your work apart and identify 
your own aesthetic and style. even if you’re not a cutter, thinking 
about stone design when you shop for stones will help you better 
integrate your stones with your metal, or help you explain to a cutter 
what you want if you go the custom route.

Basic Design 
how do you design your shapes and forms? Most 
of the stone cutters and many of the jewelers I 
know haven’t had any formal instruction in basic 
design, and if you’re among them, I’d suggest 
buying a book on the subject. there are many 
variations on design principles and elements, and 
most books list 5 to 7 of them, shown here.

Basic design pulls an element or elements from one 
list and combines it with a principle or principles 
from the other.

For this demo, I’m focusing on the design principle 
of repetition. I’ll add the elements of color, texture, 
and shape to create a cohesive and unified design. 
to unify a piece, I follow 2 simple rules. If you use a 
texture, repeat that texture throughout the piece. 
If you use a color, repeat that color throughout the 
piece as well.

Design Elements
• Color 
• Texture
• Form/shape
• Value
• Space

Design Principles
• Repetition 
• Balance
• Contrast
• Unity
• Variety

Understanding Color
Color can be very complex, but if you limit 
yourself to just 2 and sometimes 3 colors, it 
will be easier to work with confidence.

Let’s start with the primary colors: red, yellow, 
and blue. All colors are actually a combination 
of 2 or all 3 of the primary colors.

Analogous colors are positioned next to each 
other on the color wheel, like blue and blue-
green, or red and red-orange. these are very 
safe and harmonious color combinations.

Using ellipses in an asymmetrical design.

Using circles  
in a symmetric design.

Analogous colors create  
a harmonious feeling.

http://www.jewelrymakingdaily.com
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CirCUs FisH CUFF
Michael Boyd. sterling, 22K, 18K, platinum, mookaite, sapphire, diamond, tourmaline, coral, carnelian, cat’s-eye chrysoberyl, green  
jasper, and red zircon. Photo: Jim Lawson.

the author’s bracelet is a fantastic exploration of an analogous scheme — yellow, orange, and green are adjacent on the color wheel.

orIgInally publIsheD In lapIDary Journal Jewelry arTIsT, sepTember 2008.

red and green complementary colors.

Complementary Colors

Red

Green

Complementary colors are positioned 
opposite each other on the color wheel 
— and they contrast with each other. 
they almost vibrate when put next to 
each other and can clash. It’s important to 
remember that with any color, the farther 
away you get from it on the color wheel, 
the more contrast you will have.

Monochromatic Colors

Monochromatic colors are different values of one color. this example uses red as the main color. the combination 
includes tints (red plus white), shades (red plus black), and tones (red plus white and black) of the main color, red.

http://www.jewelrymakingdaily.com
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design 
on a dime 
and look like 
a million 
bucks

Master wire techiques to 
create your own designer jewelry 
and spark your inspiration!
For over 6 years, Step by Step Wire Jewelry has been 
the only magazine devoted to bringing you the very 
best in wire, and now you can boost your skills with 

this trusted resource. 

With every issue, you’ll:
•  Enhance your designs with expert 

advice from premier wire artists.

•  Master wire tech niques with 12–15 
original jewelry projects with full-color 
step-by-step photographs.

•  Be the fi rst to know about the latest 
wire trends and designs.

Subscribe today at stepbystepwire.com
or call (866) 836-7865

OCT/NOV 2010

Inspired by Nature
evolution is the master of repetition with 
variety. remember this with stone, and 
don’t fight it: use it. try correlations of circles 
to circles, ellipses to ellipses, curves and 
straight lines to curves and straight lines. 
not only will this approach help you follow 
shapes that are already in the stone, but it 
will encourage you to use the same shapes 
when designing the metal that will surround 
the stones. when you’re done you might 
find the stones and metalwork integrating 
into a more cohesive and balanced piece of 
jewelry.

MIChAeL BoYD is a Colorado lapidary/ 
metalsmith who believes the stone is as 
important as the metal. his work can been seen 
at cultureclash gallery in Salida, Colorado; 
obsidian Gallery, tucson, Arizona; and the 
Patina Gallery, Santa Fe, New Mexico. He is 
a Lapidary Journal Jewelry Artist editorial 
board member. Visit www.michaelboyd.com 
to learn about him and his work.

Let the markings in the stone guide you when deciding on the final cut.

http://www.jewelrymakingdaily.com
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Four Tips For Working 
With Vivid Colors

Apply these concepts to your jewelry whether  
you use beads or not—now get ready for  

bright sun and brilliant hues!

BY MArGIe DeeB

Vivid colors are those that pulse at full saturation: no tints, no shades. 
These bright hues are fresh and full of life. You’ll find them every-

where you look in tropical and subtropical climates because they make 
a statement in the glaring sun, where other colors wash out, and in deep 
shadows, where other colors disappear. (Think of Indian saris, Hawaiian 
prints, and guatemalan fabrics.) Intensity is something all vivid colors 
share, and because of this they harmonize easily. Here are four tips to 
concocting stunning jewelry in brilliant, vivid colors. To effectively use 
vivid colors, you need structure. a dominant color is the best way to 
provide structure and bring unity to a vivid palette. The first two tips 
involve a dominant color. The third and fourth tips establish structure by 
limiting the actual colors.

Four TIps For workIng wITh VIVID color BY MArGIe DeeB

1. Use black or white as a unifying agent. 
Surround your vivid beads with black for a 
sophisticated look or white for a more casual, 
playful feel. Since bright colors stand up to 
deep shadows and glaring sun, they work 
wonderfully with black or white. Make sure 
you use more of the black or the white than 
you do of the vivid colors. this will unify your 
piece, bringing the various colors together 
into a cohesive composition.

2. Feature a vivid dominant color. If you 
don’t want to include black or white, then 
use one of your vivids as a dominant color. 
Choose this dominant color according to 
what you want to convey, as vivid colors are 
charged with emotion. Vibrant red proclaims 
an entirely different message than bright blue, 

Limit your palette to two 
or three vivid colors for a 
striking palette with strong 
visual impact.

in the seed bead bracelet by Margie 
Deeb, black unifies a palette of fifteen 
colors. in the strung bracelet, white and 
silver work to create a cohesive seven 
member palette. Lampwork and bracelet 
by Kristy Nijenkamp.

and maybe you want it to take center stage. 
For example, string a red bead between every 
color or use lots of large red beads and accent 
with small amounts of the rest of your palette. 
Maybe you want something a bit calmer and 
opt for a swimming pool blue as the dominant 
color. Make sure you use more of this blue 
than any other color. Your dominant color 
should unify the palette, give the eye a place 
to focus, and establish an emotional tone.

http://www.jewelrymakingdaily.com
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3. Limit your palette to two or three brights. too many colors, espe-
cially vivids, become visually confusing. the eye doesn’t know where to 
focus. All this stimulation might work when decorating for a festival but 
not in a piece of jewelry. Since bright colors harmonize beautifully with 
each other, you’ll find it easy to choose a limited palette and create a 
stronger, more memorable color statement.

4. Limit your palette to colors that are analogous. If you use three 
vivid colors that sit side by side on the color wheel (analogous), you’ll 
create a successful palette. there’s no way to go wrong with this trick. 
Don’t be afraid of vivid, brilliant colors. Live loud! 

Artist and color expert MArGIe DeeB is the 
author of several beading books, including the 
popular The Beader's Guide to Color. She teaches 
color courses for beaders across the country and 
her free monthly color column, “Margie’s Muse,” 
is available on her website. She produces a free 
video podcast, “Margie Deeb’s Color Celebration,” 
available on itunes. Visit Margie’s website for her 
books, patterns, jewelry, inspiration, and more 
information: www.MargieDeeb.com.

Lime green is the 
dominant force in this 
necklace. it unifies 
what could have been a 
chaotic mess of color.

Analogous colors sit beside each 
other on the color wheel.
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Be creative with PMC®, polymer and tile grout.

BY HADAR JACOBSON

Domino Earrings

Materials
• Standard PMC®
• White polymer clay
• Rolling pin
•  Metal tubes, square  

or rectangular and round
• Corn starch
• Olive oil
• Toaster oven
• Scraper
•  Sponge sanding pads, medium,  

fine, extra-fine and ultra-fine
• Thin tube or rod 
• X-Acto® knife or jeweler’s saw
• Kiln
• Alumina hydrate
•  Wet/dry sandpaper, 220-grit  

and 400-grit
• Extra-fine mini fiber wheel
• Rotary tool
•  Pre-mixed tile grout, grey  

and/or white
• Grout colorants
• Bottle caps
• Emery boards
• Clay shaper
• Fine silver wire, 20-gauge
• Wire cutters
• Torch
• Little Torch™
• Cross lock tweezers
• Earwires 

DomIno earrIngs  BY hADAr JACoBSon

The following instructions for preparing the domino pieces apply to any kind of inlay: 
polymer clay, resin, or concrete. In preparing these earrings I used pre-mixed tile 

grout. It mixes well with the colors with a minimum of chunks or pores. The range of 
colors that can be used with tile grout is limited, but I like its lightness, and smooth and 
elegant matte finish.
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Step 1. to make the domino mold, roll a thick 
layer of white polymer clay.

Step 2. Press a square or rectangular metal tube 
into the layer to mark the top contour line of the 
earrings. Covering it with corn starch will prevent 
it from sticking to the clay when you pull it out. 

skill level
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Step 9. Press the clay into the mold with your fingers, making sure it 
gets all the way inside all the indentations. 

Step 8. roll a thick layer of standard PMC® (8–10 cards thick). Make it 
big enough to cover the whole design marked on the mold, and place 
on the oiled mold. 

Step 7. oil the baked polymer clay mold.

Step 6. Bake the polymer clay for 20 minutes at 275°F. 

Step 5. Press the open side of a round metal tube into the clay to 
mark the dots of the domino pieces.

Step 4. Press the tube into the clay to mark all the vertical lines. 

Step 3. Continue pressing the tube into the clay to mark all the 
horizontal lines. 
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Step 10. Carefully pull the PMC® layer out of the mold, and turn it over. 

Step 11. Using a scraper, cut off the excess PMC® around the contour 
lines of the domino pieces. 

Step 12. Let the pieces dry.

Step 13. when you pressed the clay into the mold, some indentations 
were formed on the back of the pieces. Fill them with clay, smooth the 
back with a wet finger, and dry again.

Step 14. Sand the pieces on all sides with sponge sanding pads, starting 
with medium grit, continuing with fine and extra fine, and finishing with 
ultra fine. to sand the front and the back flush, lay the piece on the pad, 
and move it around in circular motions. 

Step 15. to make a tube for the hinges, roll a layer of PMC® 2 cards thick. 
wrap it around a very thin tube or metal rod, such as a skewer or a turkey 
lacer. when placed next to the domino piece, the top of the tube should 
be flush with the top of the piece. 

Step 16. Cut the tube into 10 small tubes. You can do it with an x-Acto® 
knife before drying, or with a jeweler’s saw after drying. 

Step 17. For each earring, use slip to attach one hinge bail on the top 
center of the bottom piece, and two hinge bails on the bottom of the 
top piece with no space between them. Also attach two on the top of 
the top piece. Dry. 

Step 18. to enlarge the contact area between the bails and the pieces, 
reinforce all the joints with clay, and dry again. 

Step 19. Fire all 4 pieces in a kiln over a layer of alumina hydrate for 2 
hours at 1650°F.

Step 20. Sand all sides of the pieces with wet/dry sandpaper. Start with 
220-grit, and finish with 400-grit.

Step 21. Matte the surface with an extra-fine mini fiber wheel, mounted 
on a rotary tool.

Step 21. For the inlay, I use pre-mixed tile grout, and grout colorants. The 
grout comes in both gray and white, and mixing each of these colors of 
grout with the same colorants will yield different results. 
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Step 25. Fill the pieces with the mixed grout. Start from the inside (the 
dots) and continue with the surrounding area. It’s easier to overfill the 
areas and sand it down later, than if you fill too little and have to add 
more grout later. In any case, cover the bottle caps with plastic food 
wrap to keep the mixture moist for later use.

Step 26. Let the grout dry. If you dry it over a candle warmer, it will dry 
in less than 30 minutes.

Step 27. Sand the surface down under running water. I find it easiest 
to use emery boards for this purpose. Continue sanding until the silver 
resurfaces. 

Step 28. After the first sanding, there will be some pores on the grout 
surface. Use a clay shaper to pick up some grout from the saved bottle 
caps, and use it to fill the pores. Dry. repeat this process until all the 
pores have disappeared. 

Step 29. It is not necessary to seal the grout, but if you wish to, any 
acrylic or wax sealer will do. I like to use renaissance® wax because it 
brings out the color without making it shiny.

Step 30. to begin the assembly, cut 2 pieces of 20-gauge fine  
silver wire. 

For these earrings, I used white grout with colorant for the dots, and 
grey grout with colorant for the surrounding area. the colorants are 
pure pigments that come in the form of powder. they are available 

in black, blue, green, and some earth colors such as sand, red brick, 
plum, and terra cotta. 

 

Step 23. Pour some colorant into a bottle cap. Mix it with a very small 
amount of water and mix until all chunks disappear.

Step 24. Add some grout, 
and mix into a smooth 
thick paste.  
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 Step 34. repeat Steps 30–31 with the bails on the top side of the piece. 

 Step 35. Insert the earwires. 

hADAr JACoBSon creates her silver PMC® 
jewelry and teaches classes at her studio 
“Textures” in Berkeley, Calif. For photos of 
her work and information about galleries, 
awards, and publications, please visit her 
Web site at www.artinsilver.com. For ques-
tions, information, or advice, please e-mail 
her at hadar@pacbell.net.

Step 31. to ball up the ends, hold the wire vertically at one end with 
cross lock tweezers. Using a torch, aim the tip of the inner flame 
at the bottom of the wire. when a ball forms, quickly remove the 
flame. the ball should be big enough not to pass through the bails. 
Cool the wire by dipping it in water. 

 

Step 32. Insert one wire through all three tubes that make the knuckles 
of the hinge. 

Step 33. to ball up the other side of the wire I use the Little torch™. the 
flame is so hot and thin that it melts the tip of the wire quickly, before 
the rest of the piece can heat up. If the piece gets too hot, the ball will 
not form. Using the same method as in Step 31, ball up the other end of 
the wire. 

orIgInally publIsheD In lapIDary Journal Jewelry arTIsT, January 2007
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Sterling and copper fabrication.

BY KARIN CERNIK

Gingko Leaf Brooch

combining my fascination with leaves and asian design, the gingko pattern was an 
easy choice for my first metalworking piece. It is a relatively simple piece to make; 

nothing difficult to cut out or shape. But the soldering of silver to copper adds a bit of 
challenge to the task. I love the natural patinas produced as copper is heated or allowed 
to oxidize, but be aware that even sealed, copper will continue to change colors as it is 
exposed to oxygen. I think this is a perfect reflection of nature.
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Step 1. Create a pattern for your leaf, either by 
drawing it on paper, copying a real leaf, using a 
rubber stamp, or a picture. Cut out the pattern, 
making the stem wider than it normally would 
be, and angled, to allow it to be curled over. Using 
a glue stick, adhere the pattern to a piece of 
22-gauge copper sheet.

gIngko leaF brooch  BY KArIn CernIK

Materials
• Copper sheet, 22-gauge
•  Sterling or fine silver wire, 16-, 20- 

and 21-gauge
•  Pin back set (sterling hinge and 

catch, sterling or base metal 1.5" 
bar)

•  Silver solder—hard, medium, and 
easy

• Flux
• Yellow ochre
• Pickle pot and pickle (Sparex®)
• Glue stick
• Fine tip permanent marker
• Wax 
• Jeweler’s saw with 3/0 blade
• Round nose pliers
• Needle nose pliers
• Hammer
• Curved line stamp
•  Cross-locking tweezers with heat-

resistant handles
• Copper tongs
• Soldering pick
•  Sandpaper—coarse (320-grit), 

medium (400-grit) and fine 
(600-grit)

•  Silver polishing cloth (Sunshine or 
rouge cloth)

•  Small brushes—one for flux, one 
for ochre

• Bench pin
• Torch
• Annealing pan with pumice
• Soldering block
• Soldering tripod with mesh screen
• Water jar
• Torch lighter
• Safety glasses

skill level
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Step 2. holding the 
copper on your bench 
pin, and using a 3/0 
sawblade, cut out the leaf. 
remember to keep your 
sawblade vertical to avoid 
a beveled cut. rotate 
the piece slowly as you 
continue to saw in place 
while turning corners. this 
helps avoid breaking the 
blade when you change 
directions. Lubricate your 
blade with the wax before 
you start, and reapply 
when it starts to catch.

Step 3. Sand the edges to remove any rough spots, and to smooth them 
so nothing catches on clothing. I like to sand perpendicular to the piece 
to round the edges slightly, to ensure that there are no sharp corners.

Step 4. Because copper is fairly brittle, it must be annealed before being 
worked too much. Annealing it allows it to take a better impression from 
a stamp, and to be bent without fear of snapping. Place the leaf in the 
annealing pan, or on a soldering block if you don’t have an annealing pan, 
and light your torch. Make sure you follow all safety precautions for the 
use of your torch, including wearing safety glasses. Use a neutral flame if 
your torch is dual fuel. heat the entire piece by moving the flame around 
it, not resting in any single spot, until the entire leaf is red hot. It will go 
through many color changes while being heated. 

turn the torch off, and using your copper tongs, place the piece in your 
pickle pot, being careful not to splash the pickle. Always use copper or 
wooden tongs with your pickle to avoid contaminating it. Your pickle 
can be warm or cool—I use a crock pot for mine and keep it on low 
while I’m working. this enables the pickle to work a bit faster. 

Step 5. remove the pin from the pickle with the copper tongs, and rinse 
off in your water jar or in a sink. Pickle is a mild acid, so you don’t want it 
getting on other things. Dry the leaf, and draw the veins on it with a fine-
tip permanent marker. these will serve as guidelines for the stamping.

Step 6. Place the leaf on 
a wooden block on your 
bench, and use a hammer 
to strike the stamp, moving 
it up each line until you 
have created the entire 
vein. Your leaf will curl up 
as you do this, so work 
from the middle vein out 
to one side, and out to the 
other side. I used a slightly 
curved line stamp; you 
could use a straight line 
stamp, a chisel, or even 
draw the line with a scribe; 
each will give a different 
effect.

Step 7. Bend the leaf by placing your stamp behind it, with the vertical 
axis of the leaf matching the length of the stamp, and pushing the 
copper around it. the 22-gauge sheet can easily be formed by hand if it 
is a big enough piece. Put the stamp in front, and bend it forward, and 
again to the back, working your way across the leaf. this gives your leaf a 

natural undulation and some movement, which makes a nicer looking 
pin, although gingko leaves don’t curve this way in nature. If you make a 
mistake and want to change a bend, it would be a good idea to re-anneal, 
as you have been work-hardening the copper by stamping and bending 
it, making it brittle. If this is the case, repeat Step 4.
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 Step 8. Sand the front side of the stem, to prepare for the soldering to 
be done later. Curl the stem over by using round nose pliers to hold it 
and roll it, much as if you were turning a loop in wire. Again, if it is too 
stiff to bend, re-anneal rather than risk snapping the stem off. You can 

also use a mallet to help curve it over the stamp, or the pliers if it was cut 
too small to bend easily with the pliers.

Step 9. Cut 6 pieces of sterling or fine silver wire to use as the stamens 
on the leaf. one piece should be 16-gauge, three pieces should be 
20-gauge, and two pieces should be 21-gauge. Cut an extra piece 
of 21-gauge wire to wrap the wires together. the 6 wires should be 
different lengths, ranging from about 2" longer than the pin, to about 
3⁄4 of the size of the pin. 

Step 10. to create the balls at the ends of the wire, you will heat the wire 
until it draws up, forming the ball. If you are using sterling wire, flux the 
wire to protect it from the heat. overheated silver gets fire scale, which 
is very difficult to get rid of, especially on wire. If you are using fine silver, 
fire scale is not an issue, since it is caused by the copper in the sterling 
wire. Light your torch, again being sure to observe all safety precautions. 
Use the cross locking tweezers with heat-resistant handles (silver is a 
very good conductor of heat—don’t just hold the wire!) to hold the 
wire in the center, and hold the end of it in the flame of your torch. the 
16-gauge wire will take quite a while to heat up, but soon it will start to 
melt and draw up into a ball. when the ball is to your liking, remove it 
from the flame, and do the other end. Drop the wire carefully into your 
pickle, and don’t allow the tweezers to touch the pickle. repeat for each 
stamen—don’t do this to the wrap wire. After about 5 minutes, remove 
the wires from the pickle, and rinse. 

Step 11. Lay the wires together in a bundle, and wrap the extra piece 
around the middle two or three times. Make sure the lengths are varied 
at the top and bottom, and that the ends of the wrap wire are both 
on the same side, which will be the back and face the pin. If you used 
sterling wire, flux the entire bundle, otherwise you can just flux the area 
where the wrap is. Place the bundle on a soldering block and lay several 
chips of hard solder along the wrap wire, and between the stamens near 
the wrap wire. Using hard solder first helps prevent this from coming 
undone as you do the rest of the soldering steps, since it has the highest 
melting temperature. Light your torch, and heat the entire bundle of 
wire with a neutral flame. It is important to heat the entire piece, so 
that the heat is not drawn away from the area you are trying to solder, 
drawing the solder with it. once the entire bundle is heated, concentrate 
the flame on the wrap wire and the solder near it, until the solder flows. 
You will see a flash at the instant the solder flows—this is easiest to see 
in a fairly dark area. turn the bundle over, insert a few more chips of hard 
solder, and solder that side. Using the copper tongs, place the bundle in 

the pickle for several minutes, and rinse. Make sure that the wires are all 
soldered; if not, go back and solder again where necessary.

Step 12. Lay the leaf on the soldering screen on the tripod. Flux the 
inside of the stem, and the wire bundle (again, fluxing the entire bundle if 
it is sterling). Place several chips of medium 
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solder on the stem, inside the curled area, and lay the wire bundle inside, 
angling it the way you want it. It’s a good idea to have one piece of 
solder where you can see it, so you know when the solder has flowed. 
heat the entire piece, and concentrate on the solder area, until the 
solder flows. Pickle and rinse.

Step 13. Lay the pin stem across the back of the leaf to see where 
the hinge and catch should be placed. they should be on the raised 
portions of the back, at an angle across the pin, and the pin stem should 
extend just slightly beyond the catch when it’s in place. Mark where the 
hinge and catch should be with the permanent marker. 

Step 14. Sand the back of the leaf where the hinge and catch are going 
to be, to make sure it is clean for the solder. Place the leaf on the tripod, 
and flux the spots where the hinge and catch will be. Place a chip of 
easy solder in each spot. this is called sweat-soldering, where the solder 
is melted to one piece first, then the second piece is put in place and 
the solder reflowed. heat the entire piece again, and concentrate on 
the solder. Be sure that it doesn’t move as the flux heats up—use the 

soldering pick to put it back in place if it does. once the solder flows, 
pickle and rinse.

 Step 15. open the catch and using a fine brush, apply yellow ochre 
paste inside it. this prevents the solder from flowing into the catch. It is 
very important not to get the ochre on the bottom of the catch, since 

it will also prevent the solder from flowing there, and your catch won’t 
stay on your leaf. 

Step 16. Place the pin on the soldering screen and use blocks or 
tweezers to make sure the solder area is flat. Flux one of the sweat 
soldered spots and place the hinge on it, making sure to place it so the 
pin will be aligned properly once inserted into it.  heat the entire piece 
from under the screen to get the pin hot—the silver pin back will melt 
before the copper, so you need to be careful in heating this. once the 
flux has gone glassy, put the torch on the top and start concentrating 
on that area, finally on the hinge itself until the solder flows. As the flux 

heats, it will bubble, which can cause the hinge to move. heating slowly 
helps minimize this, but you must be prepared to use the solder pick to 
move it back in place. You can also use a pair of tweezers or a third-hand 
rig (basically, tweezers attached to a base) to hold the hinge in place, 
but you must be careful not to melt the tweezers. Pickle, rinse, then flux 
the other solder spot for the catch, place it, and solder that. Pickle for 
about 10 minutes to be sure all traces of flux, ochre, and anything else is 
removed, and rinse. 

Step 17. throw your piece on the floor to make sure that all the 
soldered joints are good. It won’t hurt the pin, but it will keep you 
from finding out later that something isn’t on properly. If something 
falls off, repeat the steps to solder it again.
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Step 18. At this point you have a choice about the copper finish. You 
can leave it as is, shiny from the pickle, and let it oxidize on its own. You 
can seal it now with lacquer or polyurethane, though this would be 
difficult to do with the silver wire on it. or you can heat it slightly, to 
get some color on the copper. Again, this color will change over time, 
but it adds interest to the piece. Since you cannot pickle the piece after 
you heat it (or you will lose the color you just added), you cannot flux 
the silver. therefore you must heat gently, and primarily just the copper 
itself. Wave the flame over the piece, and wait 3–4 seconds to see the 
color develop. repeat until you are happy with the results. If you go too 

far and it gets too dark, simply pickle, rinse, and start over. Leave it to 
cool in the annealing pan, as even rinsing with water will remove some 
of the color. 

Step 19. Use a silver polishing cloth to shine the silver wire, and bend 
the stems as you like for a pleasing effect.

Step 20. open the hinge with the needle nose pliers, insert the pin 
stem with the round piece at the bottom, so the bar is raised off the 
back of the pin. Close the hinge with the pliers. Keep in mind that if 
you use a base metal pin bar, you cannot put the pin into your pickle 
without 
removing it, 
or you will 
contami-
nate your 
pickle. 

KArIn CernIK is a jewelry maker, lampworker, and 
beginning silversmith in wichita, KS. She specializes 
in beaded jewelry incorporating lampworked beads 
and in images from nature in copper and silver, and 
is always looking for ways to extend her skills in 
new directions. this is her first piece in metal, and 
she credits her instructor, Kathy Fathi, with helping 
her realize her vision for it. Karin can be reached via 
e-mail at karin@kecreations.com. 
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