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GUIDE TO JEWELRY MAKING SUPPLIES:  
OVERVIEW OF JEWELRY SUPPLIES AND 

INCORPORATING JEWELRY FINDINGS

SOLDERING
FLUX (15) — a liquid or paste that 
prevents or reduces the develop-
ment of oxidation, which can inhibit 
solder flow, during soldering. By 
preventing the buildup of oxidation, 
flux can also reduce clean up time. 
The most common flux is boric acid.
PREVENTIVES (16) — protective 
chemicals used to mask delicate 
regions, thin metal or heat sensitive 
stones during soldering.

SOLDER (17) — special metals 
formulated to be compatible with 
precious metals, but which melt at 
lower temperatures, used to join 
pieces together. Available in paste 
or sheet form.
SOLDER PICK (18) — thin, needle-
like, heat-resistant tools used to 
position solder during the soldering 
operation. Made of niobium, tung-
sten, or titanium. 
BINDING WIRE (19) — used to hold 
parts in position during soldering.

PICKLE (20) — a mild acid used 
to remove surface oxidation from 
jewelry after soldering. May be used 
hot or cold.

MILL STOCK
Not all forms, dimensions, and 
gauges of sheet, wire, tubing, and 
bar stock will be available in all met-
als or from every supplier.
SHEET METAL (21) — silver, gold, 
copper, and bronze come in a 
variety of forms: sheet (varying in 
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e EILEEN QUINN
“I solder on a hard charcoal 
block; it reflects heat back to the 
gold to make soldering quicker 
and cleaner. I wrap the charcoal 
block with binding wire to pre-
vent the block from cracking.”

“Small Parts Inc. makes a Heat Shield-
ing Compound I use to protect stones 
when soldering. I have also used it 
to position and support pieces that 
are being soldered when I can’t use a 
third hand or tweezers.”
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3 THE ILLUSTRATED COOL SUPPLY GUIDE
BY SHARON ELAINE THOMPSON

M A T E R I A L S

Faux Bone

22-gauge sterling sheet approxi-
mately 1" x 2 1⁄2" (textured or
not)

13-15” 18-gauge round sterling sil-
ver wire

Freshwater pearls (or other
beads, pearls, stones, etc.)

6mm round bead (or similar)

Acrylic paint or similar

Brown (or other color) 
shoe polish 

Masking tape or similar

Cyanoacrylate glue

T O O L S

Jeweler’s saw; #1 and #2/0
blades

Bench pin

Drill; bits size 1⁄4", and #’s 54 and
60

Files; medium and fine

Silicon carbide sandpaper; grits
320, 400, 600

Scribe

Torch (small crème 
brûlée torch is fine)

O P T I O N A L

Electric etcher

Triangular scraper

Checkering file

1⁄8" drill bit

Countersink bit

S K I L L S YO U N E E D

M AT E R I A L S A N D TO O L S YO U N E E D

F
aux Bone™ is a new material

for artists that is easy to use,

affordable, and non-toxic. In

this project, I used Faux Bone

with sterling silver, pearls, and a

Chinese carnelian bead. Owing to

its basic indestructibility, all rivet-

ing, drilling, stamping, electric

etching, and hammering can be

done without fear of chipping or

cracking — and without the use

of heat or special treatment. This

material can be left pure white,

or pigment can be rubbed into

stampings or scratchings and fin-

ished with a bit of shoe polish for

a bonelike look and feel. Faux

Bone invites experimentation

and play — its possibilities are as

endless as your imagination. 

• fabrication • drilling • riveting
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21 PVC & SILVER BROOCH
BY ROBERT DANCIK

YOU CAN’T MAKE AN OMELET WITHOUT EGGS, 
as they not quite say, and you can’t make jewelry without 
jewelry making supplies. Of course jewelry supplies include 
all the stuff you fashion into jewelry such as silver sheet, 
copper wire, faceted gems and glass beads, but there’s a 
lot more, too. The things that help you connect all those 
items are also your supplies – solder or jump rings, clasps 
and other findings. Many of your jewelry making tools also 
require the use of certain supplies: bits and burs for your 
flex shaft have to be replaced from time to time, and you 
use up some of your beeswax every time you run a saw 
blade through it to use as a lubricant. Do you like the look 
of a rich patina? Jax and liver of sulfur are also supplies.

Whether you fabricate, cast, cut stone or string beads, you 
are a consumer of jewelry making supplies. As you learn 
new jewelry making skills, you’ll also come across supplies 

that are new to you. Use this handy guide to see what they 
look like, find out what they’re used for, and discover great 
tips from jewelry professionals on how to use them – then 
keep a good supply of them on hand!

Plus! Make an edgy PVC and silver pin and discover a great 
tip for making a better pin stem with your bench pin – or 
buy the finding ready made and just attach it to the back of 
your finished pin.

Merle White
Editorial Director, 
Interweave Jewelry Group
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Fuel your jewelry 
making passion 
with consumable 
essentials
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BUYING A NEW CAR IS EXCITING. Oil changes, routine 
maintenance, and replacing tires or a muffler, not so much. In 
a similar way, you may find tools and equipment fascinating, 
addictive, and even downright sexy, while supplies, with the 
notable exception of beads, gemstones, and found objects, are 
just consumables that need to be replaced from time to time.  
But need them you do, and just as you need new tires for the car, 
you need new polishing buffs for the flex shaft, new burs and bits, 
and more sandpaper, wax, and metal sheet or grain. Otherwise, 
car or tool becomes no more than interesting sculpture.

Illustrated Cool   Supply GuideThe
B Y  S H A R O N  E L A I N E  T H O M P S O N    |    P H OTO S  B Y  J I M  L AW S O N

http://www.jewelrymakingdaily.com


©F+W Media, Inc. | All rights reserved | F+W Media grants permission for any or all pages in this issue to be copied for personal use.

FABRICATION
Fabrication is the act of making 
jewelry from raw stock — metal sheet 
and wire. Not only do you use up the 
metal itself when you’re hammering, 
drawing, forming, sawing, sanding, 
grinding, polishing, or soldering, 
but these processes also consume a 
number of other supplies. When you 
cast jewelry or make it from metal 
clay, you’ll also use many of these 
same supplies as well.

BY HAND
SANDING BLOCKS OR STICKS 
(1) — flat wood tools (reminiscent 
of a paint stir stick) fitted with a 
variety of grits of sandpaper. They 
are used in addition to or instead 
of files. Reusable plastic sanding 
sticks allow jewelers to replace 
sandpaper without replacing the 
stick.
LUBRICANT (2) — Run blades and 
burs though a block of beeswax to 
reduce binding against the metal, 
or to reduce friction as wire is 

pulled though a draw plate.
PATINAS (3) – commercially pre-
pared solutions for various metals 
and Liver of Sulfer in solid, gel or 
liquid form are the most widely 
available; sealing wax like the Re-
naissance brand is often used as a 
topcoat for patinated metalwork. 
SAW BLADES (4) —   available in a 
range of sizes, from 8/0 to 8, to 
suit the type of metal being sawn. 
Smaller numbers indicate finer 
blades for thinner metal.
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WITH POWER
SOLID ABRASIVES (5) — grind-
ing media, such as silicon carbide, 
aluminum oxide, emery, pumice, and 
diamond, embedded in a solid matrix, 
such as hard rubber. They range from 
coarse for grinding away rough edg-
es through very fine to put a mirror 
finish on metal or stone. The type and 
form abrasives take may seem almost 
limitless. Most are available in sizes to 
fit motorized flexible shaft machines 
as well as large polishing machines. 
DRILL BITS (6) — high-speed steel, 
carbide, tungsten carbide, tungsten 
vanadium, or diamond cutting tools 
used with a motorized handpiece 
or drill press to drill holes in metal 

and soft stones; the smaller the drill 
number, the larger the drill diameter. 
Usually have a twisted cutting edge; 
pearl drill bits have a flat cutting face. 
SANDING DISKS (7) — flexible disks 
of sandpaper, again in a variety of 
grits, used to get into narrow cre-
vasses and places thicker abrasive 
wheels cannot reach.
BURS (8) — high-speed steel, 
carbide tungsten, vanadium, or 
diamond cutting tools, used with 
a motorized flexible shaft hand-
piece for removing metal, cutting 
seats, and rounding prongs during 
setting. Burs come in a variety of 
shapes: round or ball, bud, cone, in-
verted cone, stone setting (cone on 
tope of a cylinder), cylinder, wheel, 

and concave (for prongs). Sizes 
range from 1 to 34 with the largest 
size number representing the larg-
est diameter (unlike drill bits). 
CUT OFF WHEELS (9) — thin disks 
of silicon carbide used to cut through 
relatively thin metal, such as the 
shank of a ring (for sizing) or prongs. 
BUFFS (10) — are used in conjunc-
tion with polishing compounds to 
polish the surface of metal. Muslin 
buffs are used for most polishing 
compounds and applications. They 
may be unsewn for a soft buffing 
surface or sewn in concentric rings 
around the center to provide a 
firmer surface. Hard felt buffs pro-
duce a high polish; square edged felt 
is used for surfaces; knife-edged felt 
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e BETTY HELEN LONGHI
“I love the drum sanders that come in sizes from a 3" x 3" drum to 
a 3⁄4" x 2 1⁄4" drum, and that can use any type of wet or dry paper 
or sandpaper (available from Klingspor’s Wood Working Shops 
www.woodworkingshop.com ). Cut your paper out to fit the drum 
and hold in place with the key.  When using wet or dry paper,  
I cover the back with packing or duct tape to make it stronger  
and thicker so it will fit well and hold up.”
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Fabrication supplies are  
the most varied and also  

the most specific category  
of consumables.
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for narrow spaces. Leather buffs are 
used for final polishing. Felt buffs for 
use with a polishing machine may be 
mandrel shaped for finishing inside 
of ring shanks. Buffs for polishers 
range in diameter from 2 to 6 inches. 
Wheels used with flex shaft motor 
tools are appropriately smaller. 
BRUSHES (11) — bristle brushes are 
used with compounds to reach dif-
ficult areas that buffs cannot reach; 
brass and steel wire brushes are used 
to texture or clean surfaces. Available 
in a variety of diameters for polishing 
motor or motorized handpiece.
SANDPAPER DRUMS (12) — cylindri-

cal pieces of sandpaper in a variety 
of grits that slip onto a mandrel. 
Best used for curved surfaces, like 
the insides of rings.
FINISHING COMPOUND (13) —  
a combination of abrasives and 
binder commonly in stick or bar 
form. There is a wide variety of 
compounds for different purposes 
and metals. The most common are 
bobbing compound or tripoli for re-
moving file and sanding marks, and 
rouge for final finishing. (Different 
colors of rouge are used for differ-
ent metals: red for gold, silver, brass, 
or copper; green for white gold, 

platinum or nickel; black for silver; 
yellow for platinum or stainless steel; 
and white for niobium or titanium.) 
There are a number of intermediate 
finishing compounds as well. 
MANDRELS (14) — When buying 
sanding drums, buffs, cutting and 
sanding disk, and solid abrasive 
wheels, make sure you buy the right 
mandrels to use with them. Buy 
extra mandrels so you don’t have 
to constantly remove and install the 
appropriate abrasive while you work. 
Mandrels can break, too, so it’s always 
good to have spares. Not all mandrels 
work for all abrasives, so get the 
right mandrel for the disk or buff.  
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“I like the tapered spindle adaptor by 3M. Tapered spindles (used 
for felt and muslin buffs) are not suited to wheels with fixed diameter 
holes. Using these wheels normally means changing the spindle. 
But the adaptor goes onto a tapered spindle creating a cylindrical 
one so you can quickly change the shape of the spindle and move 
on to working with a wheel with a fixed diameter center hole.”
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SOLDERING
FLUX (15) — a liquid or paste that 
prevents or reduces the develop-
ment of oxidation, which can inhibit 
solder flow, during soldering. By 
preventing the buildup of oxidation, 
flux can also reduce clean up time. 
The most common flux is boric acid.
PREVENTIVES (16) — protective 
chemicals used to mask delicate 
regions, thin metal or heat sensitive 
stones during soldering.

SOLDER (17) — special metals 
formulated to be compatible with 
precious metals, but which melt at 
lower temperatures, used to join 
pieces together. Available in paste 
or sheet form.
SOLDER PICK (18) — thin, needle-
like, heat-resistant tools used to 
position solder during the soldering 
operation. Made of niobium, tung-
sten, or titanium. 
BINDING WIRE (19) — used to hold 
parts in position during soldering.

PICKLE (20) — a mild acid used 
to remove surface oxidation from 
jewelry after soldering. May be used 
hot or cold.

MILL STOCK
Not all forms, dimensions, and 
gauges of sheet, wire, tubing, and 
bar stock will be available in all met-
als or from every supplier.
SHEET METAL (21) — silver, gold, 
copper, and bronze come in a 
variety of forms: sheet (varying in 
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e EILEEN QUINN
“I solder on a hard charcoal 
block; it reflects heat back to the 
gold to make soldering quicker 
and cleaner. I wrap the charcoal 
block with binding wire to pre-
vent the block from cracking.”

“Small Parts Inc. makes a Heat Shield-
ing Compound I use to protect stones 
when soldering. I have also used it 
to position and support pieces that 
are being soldered when I can’t use a 
third hand or tweezers.”
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dimension, from 1" × 6" to 6" × 6", 
and thickness, from 6 to 32).
WIRE (22) — (round, half round, 
square, bezel. and decorative), in a 
variety of gauges (6 to 32).
TUBING (23) — from .010” diameter 
to .625" diameter, with various inner 
diameters, shapes and thicknesses, 
depending on the manufacturer.

“ Each jewelry artist has  
specific soldering  
preferences based on the 
size, type, and complexity  
of their work.”
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GEM CUTTING
Cabbing creates flat-bottomed, domed stones, usually, though not 
always, from translucent or opaque materials. Faceting is the process 
of placing facets — small flat faces – on a piece of transparent faceting 
rough. Both processes require sawing and grinding materials — 
blades, grinding wheels, laps, grinding compounds — to shape them.  

All gem materials should be cut wet to reduce friction and heat and 
prevent breakage, but most importantly to reduce dust. Gemstone 
dust can damage your lungs and the dust of some materials can be 
lethal. Always know the correct safety procedures to follow for the 
material you are cutting.

GRINDING AND SANDING
DOPPING (24) — wax or glue and 
accelerant is used to secure rough 
gem materials while grinding.
DOP STICK (25) — as simple as a 
piece of doweling; provides an easy 
way to hold the stone while cutting 
and polishing. 
POLISHING COMPOUNDS (26) —  
cerium oxide, tin oxide, or diamond 
for polishing. Used with a leather 
wheels.
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an abrasive of your choice (one 
abrasive per wheel). 
SANDING BELTS (29) — different 
grits of aluminum oxide, silicon car-
bide, or diamond are available. They 
are used on expanding drums which 
hold them in place.
GRINDING WHEELS —  
Silicon carbide for grinding and 
shaping stone.
DIAMOND BLADES (30) — for slab-
bing rough. Blades come in various 

DIAMOND BITS (27) — a variety 
of shapes and sizes; most carvers 
modify them to suit their particular 
style of work. 
SANDING WHEELS (28) — for 
shaping and pre-polishing; in a se-
lection of coarse (100-180), medium 
(600), and fine (1200) grits. 
POLISHING DISKS — may be 
impregnated with fine abrasives 
for finishing. Plain wheels or disks 
(such as leather) allow you to use 

thicknesses, with thinnest blades 
used for most valuable or fragile 
materials as they produce less waste 
and there is less risk of breakage). 
Blade diameters range from 4” to 10”.

COOLANTS AND ADDITIVES
RUST INHIBITOR (31) — added to the 
water used to cool the wheels and saw 
blades to prevent them from rusting.
OIL LUBRICANTS (32) — used to cool 
blades without worrying about rust. 

NANCY ATTAWAY
“The cost of laps is one of the big expenses in 
gem cutting.  Plated steel laps with diamond on 
the surface cut very fast when new but quickly be-
came dull. Dyna Laps which are made of acrylic-
like resin with diamond embedded in are more 
economical and retain their sharpness over time, 
but if too much pressure is applied, grooves can 

develop in the laps. I recently switched to sintered 
diamond laps from Inland. They cost about 10 
times the price of a regular grinding lap, but they 
last and last. They grind fast, retain their sharp-
ness, and seem to be gentler on stones. After two 
years of use, we have yet to see any wear on these 
laps. If they last like our Inland grinding wheels, 
we may never have to buy another grinding lap.”
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STONE SETTING
Jewelry often incorporates gemstones  
of one kind or another. Jewelers use a  
variety of setting methods to hold them 
in place, including prong, pave, chan-
nel, tube, and bezel. Setting frequently 
involves cutting grooves into fabricated 
metal using cutting burs of several types.

 
CUSTOMIZING SETTINGS
STONE SETTING BURS (33) — burs 
with flat sides and conical point. 
These thin the inside of a prong 
down evenly (so that it can be 
pushed safely over a stone) and 
produce a level seat on which the 
stone rests; an uneven seat can 
cause the stone to break when the 
prong is pushed over.
HART BURS (34) — knife-edged 
burs used to undercut a channel, 
creating a smooth groove to hold 
stones during channel setting. Also 
used to cut and shape seats in 
prongs. 
BUD BURS (35) — flame-shaped 
burs used to cut holes into metal as 
part of the process of pave setting.

 

CUP BURS — hollowed burs 
used to round and shape a prong 
that has been pushed over the stone 
giving it a finished appearance.

MANUFACTURED SETTINGS
FINDINGS (36) — heads (prong 
settings) and bezels may be pre-
made and come in a variety of sizes, 
shapes, and configurations. How-
ever, for unusual shapes, jewelers 
will make their own settings. 
BEZEL WIRE (37) — flat, thin strips 
of precious metal are used to cre-
ate settings usually for cabochon 
stones, although bezels can also be 
used for faceted stones.

JOHN DYER
“I like sintered laps from either Crystalite or  
Inland in a 1200 grit. They are expensive  
relative to plated laps, but while a serious  
cutter would need to buy almost 100 plated 
laps over the years, you should be able to use 
only one sintered lap since the diamond layer 
is very thick and almost never wears out.  
The sintered laps can be dressed with a saw 
blade dressing stick if they ever start to slow 
down a little, and that usually renews them 
quickly to their original cutting speed. The 
same goes for sintered cabbing wheels.  
I buy them from Kingsley North since they  
are nice folks, ship fast, and have good prices. 
www.kingsleynorth.com”

Photos, clockwise from top Left: aquamarine 19.74 carats, pink tourmaline Regal Radiant™ 
18.66 carats, citrine Light Weaver™ 24.51 carats, bicolor tourmaline ZigZag™ 10.89 carats, 
blue topaz Supernova™ 26.86 carats, rhodolite garnet Dreamscape™ 12.66 carats. All cut-
ting by John Dyer & Co., all photos by Lydia Dyer.

Pro’s Choice
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CASTING
Lost wax casting is an ancient jewelry making tech-
nique. First, an exact model of the jewelry in wax is 
made, either by carving or by building up molten wax 
into a form. The wax model is invested (encased) in a 
high-temperature plaster and fired in a kiln until the 
wax completely melts and runs out of the investment. 
Molten metal is then cast into the hot investment mold 
with a centrifugal caster or vacuum caster. The hot flask 
(containing investment mold and encased metal model) 
is “quenched” in cold water, shattering the investment 
and releasing the model. The rough casting is finished 
with the same tools and supplies as fabricated jewelry.

WAX TOOLS
BURS — for use with a flexible shaft 
tool; particularly useful for working in 
hard wax.
TIPS — for wax pens and handheld wax 
tools used with an alcohol lamp to fash-
ion wax. While all these are longlasting, 
they may occasionally be damaged or 
break and have to be replaced.

MODELMAKING
Several different kinds of wax are spe-
cially formulated for lost wax: build up 
wax used to add wax to a pattern; hard 
carving wax to be cut with a knife or 
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“When melting metal with a torch, prior to casting, I added 
a small amount of boric acid powder to the molten metal 
prior to releasing the centrifuge. I made a shaker from a 
baby food jar with several holes perforated in the lid. For 
stirring the metal during melting, I used a large diameter 
carbon rod secured in a wood dowel or bamboo handle.” 
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burs; water soluble wax for making 
the armature for domed or filigree 
mountings (dissolves in water and is 
removed before casting). 
DEBUBBLER (38) — a liquid used to 
coat wax patterns before investing 
to prevent the formation of bubbles 
on the surface of the pattern.
SHEET AND WIRE (39) — various 
thicknesses of sheet, and shapes 
and gauges of wire for “fabricat-
ing” from wax; build up wax can be 
added to this or these pieces can 
be added to carving wax with heat. 
Waxes come in various colors that 

usually indicate their hardness. 
CARVING WAX (40) — The Kate Wolf 
brand of carving wax, distributed 
by Ferris, is colored to mimic white 
and gold metals, in order to help cli-
ents visualize the finished product. 
PATTERNS (41) — Many commer-
cial wax patterns are available; alter 
them to suit your needs.
SPRUE WAX (42) — Sprue wax wires 
are attached to the model and will, 
when the model is burned out, form 
the exit channel for the melting wax.
INJECTION WAX — comes in beads 
to melt in a wax pot and is used to 

inject wax into rubber molds, creat-
ing wax patterns.
NON-WAX MOLDMAKING  
SUPPLIES — for making molds of 
existing jewelry in order to mass 
produce the pieces. Includes vulcaniz-
ing rubber or silicon molding materi-
als; the forms into which the rubber is 
packed or the silicon is poured; clamps 
to hold the forms together; sharp 
blades and knife handles (X-Acto is 
one brand) used to cut open the mold 
and remove the model; sprue form-
ers to create an inlet into the mold 
so that wax can later be injected. 
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FLASK AND CRUCIBLE
MASKING TAPE (43) — wrapped 
around the top of a flask so that 
it extends above the edge. This 
prevents the fluid investment 
from overflowing the flask during 
the vacuum process. The tape is 
removed after the investment has 
hardened and before casting. 
CRUCIBLES (44) — ceramic con-
tainers in which metals are melted 
prior to casting.
FLUX (45) — boric acid powder 
added to the molten metal to help 
prevent oxidation during melting 
and casting.

STIRRING RODS (46) — usually 
made of graphite (carbon), these 
are used to stir molten metal to be 
sure it is completely fluid and to 
remove any impurities.
INVESTMENT (47) — a powdery 
white, high-temperature, silica-based 
plaster used to surround wax patterns 
and create a hollow mold through 
the burnout process. Available in 
small amounts or large drums, 
depending on how much casting 
you do. Must be kept very dry, so if 
you only cast occasionally, buy only 
small amounts. Because it contains 

silica dust, always wear a respirator 
when mixing investment and when 
quenching.
CASTING GRAIN (48) — granules 
of the metal of your choice. When 
casting you need, on average, twice 
as much metal as will be in the 
finished piece; the extra metal will 
create the sprue. Sprues are cut off 
before finishing and may be reused; 
reused gold must be mixed half 
with new metal of the same karat. 
Casting grain must never be mixed 
with previously cast metal contain-
ing solder.
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“I have used Kerr brand injection wax for build up. I melted the wax 
into a small tin (shoe polish size) and worked with steel tools heated 
in an alcohol lamp. My preference was pink, red, blue wax, in that 
order. I have used both Kerr and Ferris brand hard carving waxes: 
blue, purple, green, in that order of preference. I stopped wax carv-
ing before Kate Wolf introduced her line of carving waxes.”
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Try This:
Broomcasting is a popular low-tech 
method of using either clean scrap or 
casting grain to create uniquely textured 
metal elements.

1) Clean scrap is weighed and placed in a 
dedicated metal crucible. A high flame or 
casting torch is used to melt the scrap.

2) Intense heat will melt the metal rapidly. 
Keep the torch head close to the crucible 
and direct the hottest part of the flame 
on the unmelted metal. A gentle swirling 
motion of the crucible will evenly heat the 
pour. Have a helper add a pinch of borax 
flux once all the metal in the crucible 
goes fluid.

3) Keep the torch on the molten metal 
and move the crucible over the bundled, 
wet broomstraw.

4) Pull the torch away only at the last 
second, and pour the metal quickly and 
in one motion. The wet straw will smoke 
mightily.

1

3

2

4
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BEADING
Beading is a popular jewelry mak-
ing pastime, and there are thousands 
of specific non-bead supplies that have 
been developed to make beading easier to 
accomplish. Stringing, cord and threading 
materials, tools, findings, and storage are 
all essentials for this popular craft.

STRINGING
CORD, WIRE, STRING, AND 
THREAD (50) — tigertail, nylon-en-
cased twisted wire, used for heavy or 
abrasive beads; monofilament (fish-
ing line), less stiff but less durable 
than tigertail, also used for heavy 
beads; nylon thread, for glass, plastic, 
or stone beads, used when knotting 
is necessary or desired; braided bead 
thread or fishing line, used for heavy 
stone, glass, and bugle beads; and, 
silk, the classic, used for pearls. De-
pending on the size of the drill hole in 
the bead, beads can also be strung 
on leather cord, cotton curtain cord, 

metallic, multi-colored, or plain white 
crochet cotton, knitting worsted. 
Cord comes in a variety of colors to 
complement or contrast the colors of 
the beads. It’s necessary to suit the 
cord to the size, weight and type of 
bead. For example, pearls are suited 
to silk; glass or stone beads quickly 
cut through silk and require some-
thing much more durable.
FLEXIBLE NEEDLES (51) — sizes 
#10 and #6 for most work. Needles 
also come ready attached to thread 
for single jobs. Also available with 
collapsible eyes to fit through small 
bead holes.
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e JEAN CAMPBELL
“I like the John James Sharps 
beading needles. English 
beading needles are fine, too, 
but for off-loom beadwork I like 
the advantage of the shorter 
sharps for maneuvering in and 
out of seed beads.”
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FINISHING
FRENCH COIL (49) — extremely 
fine silver or gold wire wound in a 
spiral to create a tube. It is slipped 
over the part of the silk beading 
thread that will attach the strand 
to the clasp. It helps prevent the 
clasp from wearing on the thread 
and gives the strand a very finished 
look. Also called “bullion.”
FINDINGS (52) — clasps, bead tips, 
crimps, separators to finish off a 
strand of beads.
CRIMPS (53) — small rings that are 
crushed with pliers to hold silk or 
nylon cord in place.

ADHESIVES (54) — such as super 
glue (official name) and epoxies. For 
holding stones, beads, found ob-
jects in place and for finishing cord 
during beading. 
CLEAR NAIL POLISH — to stiffen 
silk so that it can be run back 
through beads. 

STORAGE
BAGS, BOXES, DRAWERS (55) 
— a selection of zip-lock plastic 
bags (available from most hobby 
stores) or a small cabinet with 
many drawers  in which to store 
loose beads and findings and 

thread so that it stays clean and 
undamaged. 

BEADS
Beads come any size, shape, 
or material that you can find or 
imagine: wood, glass, ceramic, 
gemstone, plastic, stone, metal, 
shell. Any drilled found object can 
become a bead. Beads are one 
consumable that most beaders 
buy faster than they consume.
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DANIELLE FOX
“I love the newish copper and gold beading wires from Beadalon 
and Soft Flex Co. They work wonderfully with all the antiqued 
brass and copper beads and findings that are so popular now.”

Beads are one consumable that 
most beaders buy faster than 
they consume.
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METAL CLAY
This relatively new material has legions 
of loyal followers and is an easy way to 
create metal jewelry with a minimum 
investment in space, tools, and materials.

CLAY
(56) Products are currently avail-
able in silver, 22K gold, bronze, or 
copper. Comes in blocks, powder 
and/or thin sheet form, depending 
on the manufacturer. Slip sold in 
syringes and jars. 

TOOLS
CUTTERS AND MOLDS (57) — 
many shapes and sizes are available; 
some are repurposed from other 
craft disciplines or the kitchen.
TEXTURE PLATES (58) — a wide 
variety are on the market and can 

be used with tools to roll the clay to 
a specific thickness.
BRASS BRUSHES AND BURNISH-
ERS — for polishing and smoothing 
metal surfaces.
TUMBLERS AND SHOT  — used to 
compact and burnish the metal at 
the same time. Tumbling media is 
either stainless steel shot or plastic 
pellets embedded with abrasive. 
The shot and abrasive pellets come 
in a variety of sizes and shapes; 
choose a combination of shapes 
and sizes to reach all parts of the 
jewelry. Tumblers can be rotary 
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or vibratory; use rotary for shot, 
vibratory for abrasive-embedded 
plastic. Stainless steel tumbling 
shot, although it costs more, is rec-
ommended over carbon because it 
doesn’t rust. 

SHARON ELAINE THOMPSON has 
written for Lapidary Journal Jewelry  
Artist since 1987. You can learn more 
about her at her website, www.sharon 
elainethompson.com, or at her blog,  
www.jewelryartdiva.com.

ROLLING CLAY
Pinzart makes a graduated slat set as an alternative to the customary playing 
cards used when rolling clay to consistent thickness. Lay a pair of slats on a 
non-stick work surface such as teflex, or directly on a texture sheet. Place 
the clay between the slats, keeping the ends of the roller on the slats while 
rolling. The slats are longer than playing cards, so you can roll out larger 
amounts of clay with them. Their varying thickness eliminates the problem 
of slipping and sliding around that is common with playing cards. They won’t 
warp, expand or wear out either.»
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M A T E R I A L S

Faux Bone

22-gauge sterling sheet approxi-
mately 1" x 2 1⁄2" (textured or
not)

13-15” 18-gauge round sterling sil-
ver wire

Freshwater pearls (or other
beads, pearls, stones, etc.)

6mm round bead (or similar)

Acrylic paint or similar

Brown (or other color) 
shoe polish 

Masking tape or similar

Cyanoacrylate glue

T O O L S

Jeweler’s saw; #1 and #2/0
blades

Bench pin

Drill; bits size 1⁄4", and #’s 54 and
60

Files; medium and fine

Silicon carbide sandpaper; grits
320, 400, 600

Scribe

Torch (small crème 
brûlée torch is fine)

O P T I O N A L

Electric etcher

Triangular scraper

Checkering file

1⁄8" drill bit

Countersink bit

S K I L L S YO U N E E D

M AT E R I A L S A N D TO O L S YO U N E E D

F
aux Bone™ is a new material

for artists that is easy to use,

affordable, and non-toxic. In

this project, I used Faux Bone

with sterling silver, pearls, and a

Chinese carnelian bead. Owing to

its basic indestructibility, all rivet-

ing, drilling, stamping, electric

etching, and hammering can be

done without fear of chipping or

cracking — and without the use

of heat or special treatment. This

material can be left pure white,

or pigment can be rubbed into

stampings or scratchings and fin-

ished with a bit of shoe polish for

a bonelike look and feel. Faux

Bone invites experimentation

and play — its possibilities are as

endless as your imagination. 

• fabrication • drilling • riveting

PVC & SILVER BROOCH
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ROBERT DANCIK
Project photo: JIM LAWSON Fa u x  Bo n e  —  fa n ta s t i c  p l a s t i c  

fo r  j ewe l r y  wo r k
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{Photo 1} Draw a 21⁄4" x 11⁄2" oval on sheet

of Faux Bone. 

{Photo 2} Using jeweler’s saw with #1

blade, cut out oval. File edges and sand

with 320-grit sandpaper. Sand two flat sides

and edges with 400-grit sandpaper. 

{Photo 3} Measure, mark, and drill bead

hole with a 1⁄4" drill bit. My bead hole is 7⁄8"

down, and 3⁄8" to the right of the oval cen-

terline — with silver on the left. 

{Photo 4} Use countersink in drilled hole

to widen top. Bevel should not go deeper

than about 1⁄6".

{Photo 5} Draw line on face of oval per-

pendicular to centerline, which passes

through center of bead hole. Place oval in

vise vertically with edge of oval facing up.

Locate drill bit on edge, in line with guide-

line passing over bead hole. Drill slowly

through edge into bead hole and across

into other side of bead hole, keeping drill

turning as you retract it.

{Photo 6} Countersink or use 1⁄8" drill bit

to make slight well so ball on end of wire

will seat into edge of oval.

1 2 3

4 5 6

BETTER PIN STEMS

� To make a nice, sharp point on the pin stem, file a shallow

“V” groove into one leg of the bench pin or into a block of

wood. The groove should start perpendicular to the edge

of the block and be as deep as the thickness of the wire,

tapering away from the edge. The groove should taper to

flush with the block surface about 1" in from the edge.

� If the flattened end of the finished pin stem wire is too

wide to fit in its hole, file a bit from each edge of the

flat end so that it can just be forced into the hole. It is

very important to keep it flat to prevent it from spin-

ning in the hole. 

� To use the groove, place the wire in it with the end almost

at the shallow end of the groove. Using a medium file, posi-

tion it over the wire and flush with the surface of the wood.

File the end of the wire as you turn it — taking off a bit of

the end of the wire all the way around. Bring it to a point.

When filed evenly, progress through the sanding grits to

600 and polish on a buff with compound, or by hand with a

buffing stick to prevent the pin stem from snagging on the

fibers of clothing.
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{Photo 7} Hold bead so hole is in line with

wire hole. Insert wire through side of oval,

through bead, and into other side of hole.

Measure trim amount for ball to seat in

well, retract wire, and trim accordingly. 

Set bead and wire aside.

Hammer texture into silver, if desired.

Anneal if needed. Quench, pickle, and dry. 

{Photo 8} Place silver with texture side

up. Position oval on silver sheet so long,

square edge of oval lies next to long side of

silver. Trace outside edge of oval onto

sheet. Remove oval. Draw second line paral-

lel to first at about 1⁄4" inside. Draw any

design in space between lines — I used a

saw-tooth for this piece.

Saw out shape, file and sand edges of silver,

progressing through to 600-grit sandpaper.

Position strip on face of oval and secure

with tape. Mark silver strip with locations of

rivets. Remove strip and drill holes with

#60 drill bit. Replace strip on face of oval.

Tape into position. 

{Photo 8} Using drilled hole in strip as

guide, drill one hole through Faux Bone.

Insert 18ga wire into hole to secure. Repeat

for next rivet hole and remaining holes.

Draw a line along center of edge. Plan and

mark pearl placement for 8 pearls on side of

oval, ensuring they do not intersect with rivet

wires. Remove sterling strip and set aside.

{Photo 9} Place oval in vise. Drill holes into

edge for pearls about 1⁄4" deep, keeping bit

perpendicular to edge. Make a well to seat

pearls in top of each drilled hole. On back of

oval, create wells where rivet wires exit.

Cut 8 lengths of 18ga wire, each 3⁄4" long.

Ball one end of each wire with torch by

holding each wire vertically at the top end

in crosslock tweezers. Dip end to be balled

into paste flux. Heat wire about 1⁄8" above

bottom end with torch. Flame should be

small and pulled away as soon as metal

begins to ball up wire. Quench, pickle, and

brass-brush wires. Set aside.

Cut 18ga wire 2" long for pin stem. With

hammer, flatten one end to about 1⁄4". File

tapered point on other end. With round

nosed pliers, grasp wire 1⁄4" above flattened

end and wrap long end around pliers tip 1⁄4

turns. Wire should point at 90° angle to

flattened end. Set aside.

Cut 18ga wire to 3⁄4" for catch. With ham-

mer, flatten one end to about 1⁄4". Grasp

nonflattened end and twist to form a num-

ber 9 shape. Offset end of wire until it looks

like beginning of a spiral.

{Photo 10} Measure on back of oval 1⁄4" to
1⁄2" from each end to position pin stem and

catch. Use #54 drill to drill hole at each

mark. Holes should be 1⁄8"- 3⁄32" deep.

Insert flat end of pin stem into hole near

top of piece, filing edges as needed for fit.

Dip flat end into glue and insert into hole

with pin stem lined up with centerline of the

oval. 

Repeat for catch. 

RIVETING TIPS

� It’s important to plan the placement

of the rivets to hold the silver strip

and the pins to secure the pearls — 

so that they don’t intersect. Start by

deciding were the rivets will go to

hold the silver, keeping in mind that

you will need at least 3 rivets — one

at each end and one in the middle.

You may want to use more for design

purposes, but 3 is the minimum.

7

10 11

98

� When positioning the silver strip

on the oval for riveting, it is

important to drill only one hole

at a time and insert the wires

before drilling the next hole,

because positioning the parts is

nearly impossible unless the

wires are inserted one at a time.
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� I usually cut a smaller piece of Faux Bone from the larg-

er sheet for ease of handling.

� One way of creating an oval is to use a bracelet (usually

about 21⁄2" in diameter) or something similar as a tem-

plate to trace the two sides of the oval. Draw a line 21⁄4"

long and place the bracelet atop the line; slide it until

the inside edge of the bracelet intersects the ends of

the line. Trace the inside curve of the bracelet and

repeat for the other side of the oval.

� Any bead or other object can be inserted into the hole in

the oval using the same wiring process. The only difference

lies in the size of the hole and its location on the oval.

� To protect the surface of the oval, you may want to cover

it with masking tape to prevent scratches. 

� Depending on the curve of the oval, it may be easier to

sand the outside edge of the silver strip after it is

attached to the oval. The silver strip may be pickled and

brass-brushed or oxidized in liver of sulfur prior to rivet-

ing it to the Faux Bone.

� The sandpaper used is for wet sanding — all sanding

should be done with lots of water.

� If the holes in the pearls or beads or whatever you are

using are too small for 18ga wire, it may also be neces-

sary to redrill them with a #60 drill bit. If so, hold the

pearls in padded pliers, and use a lubricant such as Bur

Life on the bit while drilling.

� To ensure that you don’t drill too deeply, wrap a piece of

tape at the proper distance from the end of the drill bit

and drill just until the tape touches the surface.

FABRICATION TIPS

{Photo 12} Position strip on oval by lining

up rivet holes. Insert all wires into their

holes; secure with tape. Trim protruding

wire to about 1mm above surface on back

of oval. Square end of wire with file. Rivet in

place with round faced hammer. Rivet will

fill countersunk well. Repeat with remaining

rivet wires.

{Photo 13} Thread balled wires into each

pearl. Insert into pearl holes, trimming as

needed. Pearls should seat into counter-

sunk wells. Squeeze out a small bead of

glue. Retract each wire, dip end into glue,

and reinsert wire into oval.

Using tip of craft knife blade or thin wire,

place small amount of glue inside hole for

bead wire. Insert wire through edge of oval,

through bead, and into glue of inside hole.

Tap balled end of wire to seat into well in

edge of oval.

Give piece final buffing.

ROBERT DANCIK has been an

artist/teacher for over 30 years. He

presently teaches and exhibits his jewelry

and sculpture in the U.S., Europe, the UK,

and Australia, and is the originator of Faux

Bone™. He lives and works in Connecticut

and can be reached through his Web sites:

www.robertdancik.com and

www.fauxbone.com, which also offer a

complete set of instructions and potential

sheets for Faux Bone.

1312

Alternate Designs 

The versatility and 

ease of using Faux Bone 

allows for many design 

possibilities
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� There are an almost infinite number of surface treat-

ments for the Faux Bone oval. The project piece is

scratched with a scribe, etched with an electric etch-

er, stamped cold with metal stamps, and has parallel

lines made with a checkering file. 

� To affect a final “polish” on the surface, turn the

600-grit sandpaper over to the paper side and rub

vigorously until it takes on a soft sheen. Fine “hair-

line cracks” and age lines are put in by drawing the

sharp edge of a craft-knife blade over the surface

with no pressure except for the weight of the knife.

These will be further revealed when the piece is

rubbed with a bit of brown shoe polish — the last step

in the finishing. Allow the polish to set for an hour or

so and then rub vigorously with a soft cloth — or buff

it with a clean, unsewn muslin wheel on a flex-shaft

or polishing machine.

� If small burrs are raised on the surface of the piece,

you may wish to leave them, or sand with 600-grit

sandpaper until smooth. To color the piece, rub with

acrylic paints, which are allowed to dry, then sand

once more to remove as much of the paint as desired. 

FINISHING FAUX BONE
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