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YOUNG ADMIRER: Papa Bach, how do you manage to think of all these new tunes?


J. S. BACH: My dear fellow, I have no need to think of them. I have the greatest difficulty not to step on them when I get out of bed in the morning and start moving around my room.


—Laurens van der Post,


Jung and the Story of Our Time, 1975


I’ve heard it said that a carpenter with a hammer sees nails everywhere. I say a crafter with imagination sees handcrafts everywhere. I know I do. I see sparkling bracelets in a scattering of beads, keepsake journals in sheets of handmade paper, and jointed dolls in a lump of clay. An ever-present part of my childhood, handcrafts were my playthings. They were part of my home education. I was encouraged from an early age to express my ideas freely, and I took readily to arts and crafts materials, which were supplied in abundance. I was expected to know how to embroider, draw, paint, cultivate a garden, and take care of a home with resourcefulness and discipline. Through a lifelong practice of making things by hand, I have come to understand my world and my place in it, first as a daughter of immigrant parents, then as a wife and a mother, a teacher of schoolchildren, a craft designer, and an author of books about handcrafts. Handcrafts are central to who I am; they are part of the rhythm of my everyday life.


It all began with my parents. My mother was born in Finland at the beginning of the twentieth century and spent her early childhood in Kolhola, a little village near a lake where fir trees outnumbered the people. In winter, she skied across a field to a one-room schoolhouse on finely crafted skis made by her oldest brother. There were four grades in one room. Discipline was strictly enforced. After the academic fundamentals, the girls and boys were divided into two groups. Girls were taught needlework, with more sophisticated handwork introduced as the girls got older: hand sewing and knitting in the first grade, embroidery in the second and third, and by fourth grade, using a treadle sewing machine to make a man’s dress shirt. Boys were taught woodworking and cabinetry.


After school my mother returned home to a long dwelling made of hewn logs cut from the forestland owned by her father’s family. Once inside the door, hand-loomed runners painted bands of color along the wood floor, which was made of smooth planks cleaned once a week by hand using brushes and fine sand until they were as white as birch bark. Oil lamps and lighted faggots of wood that protruded from specially made holes in the log walls were used to light the rooms during the long winter evenings. On many of these evenings my mother would sit in their glow, embroidering alphabets, geometric patterns, and simple flowers onto thick handwoven linen cloth. The thread for the cloth was spun from flax that grew in the family’s fields. On Saturdays, she would help her mother make the beds, pinching the corners of the stiff, snow-white linen into knife-sharp folds and making sure the panels embroidered with monograms were carefully positioned over the blankets.


Her mother and teachers were not the only ones who believed that children should uphold high standards in the home arts. The importance of taking pride in one’s work and avoiding idleness were enduring values of social custom that the elders of the village upheld by keeping children under their watchful eye. One summer while my mother was babysitting an infant, soothing him to sleep by pressing her foot against the rocker of a hand-carved cradle, the child’s grandfather complained that certainly she could be doing something with her hands, too. And summer was certainly the time to try an ambitious project as daylight lasted until midnight, and only heavy woolen shades made from blanket-like cloth could keep the sun from streaming through the windows. Women took advantage of the natural light to sew, knit, crochet, bake, and keep their homes scrupulously organized and well-functioning. In winter, an eerie twilight brightened the sky for only two hours around noon, after which darkness enveloped the land again and all handwork had to be done by the light of an oil lamp or on weekends after chores.


My mother left Finland when she was twelve, immigrating to Canada, and finally finding her way to New York City, where she met and married my father. Born in Dresden, Germany, to a German father and a Danish mother, my father came to America in 1933 when he was twenty-five years old. When he first arrived in New York, he and a friend opened a photography store and portrait studio on Broadway in Manhattan. When the business closed several years later, he turned his trained eye and exacting standards to carpentry, a craft which provided for his growing family.


Although his daily work as a carpenter required large power tools, planes, and rasps, his evenings and weekends were spent making small pieces of furniture and carving sculptures of figures, street scenes, and sailing ships. He would spend hours deftly wielding his gouges, chisels, files, and rifflers, one time carving a small country village that he then painted with oils and set into a frame. I watched, utterly absorbed. Enveloped in the scent of linseed oil and turpentine, I learned how to sharpen a gouge like a razor by moving the tool in a circular motion, pushing the gouge forward before easing up on the tool on the way back across a sharpening stone. I learned to mix paint, experimenting with color on the wooden lids of cigar boxes. One year my father made three wooden banks for my two sisters and me. Each bank was an architectural model of a 1940s-style cottage with a chimney through which we could drop our allowance, listening for the sharp “tink” of the coins as they landed on the rising heap of money inside.


Of the many disciplines my father introduced to me, photography was the one I pursued with the greatest interest. I loved the chemistry involved in processing film and making prints and was enthralled each time a hidden image conjured itself, ghostlike, on a sheet of photo paper. My father and I worked together in our home in Bellerose, New York, where a darkroom was built in our basement and outfitted with the professional equipment originally used in his photography store. During the many hours spent there, my father taught me about the art of photography, as well as about the tools and techniques of printing black-and-white photographs. I also learned, by my father’s example, about the importance of commitment to good workmanship, which he explained as a seamless mix of discipline and imagination. He promised that if I put time and effort into learning a skill, I would be rewarded with moments of deep satisfaction, which, in turn, would motivate me to search further for the undiscovered possibilities in the materials with which I worked. I also would discover unexpressed potential in myself and be able to produce work that was beyond my expectations. He was right, but at that time, caught in the confusing labyrinth of rules and cautions and sorting out the variables of taking good pictures and making good prints, I didn’t see that as clearly as I do now.


My father’s practical philosophy and methodical approach to photography found a complement in my mother’s approach to handcrafts. As a child I would sit next to her and practice my embroidery; I would hold a piece of linen and a threaded needle and try to sew straight lines or form the letters of the alphabet, ultimately progressing from a modest sampler to small tablecloths and pillowcases. Today, I’m keenly aware of how my mother ensured an everlasting tie between us by passing on to me the traditions she learned growing up. What stands out is her resourcefulness—like the time she made a ballerina tutu in the style of a Degas sculpture from real parachute silk saved after the war—a quality I was to inherit from her. Encouraged to look to my surroundings for craft supplies, I learned to braid the stems of flowering clover into a bracelet, weave strips of paper into heart-shaped baskets, glue toothpicks together to make a miniature log cabin, and carve bars of Ivory soap into polar bears and rabbits.


My sisters and I led very structured lives that did not include much television. Our weekly viewing was limited to half an hour. An early favorite was I Remember Mama, a show about a Scandinavian family that had immigrated to America. Our home life was centered on becoming “well-rounded” and the American dream of getting a good education. When I was in my early twenties, I received my bachelor of science and master of science degrees in elementary education and spent five glorious years in the classroom, weaving crafts into the curriculum as often as they would support learning. It was during those years that my belief that crafts opened children to discovery was forged.


During my second year of teaching I married John Sterbenz, coupling my life and my name with his. John taught mathematics in a suburban high school, but then he became a stockbroker and we moved into our first house in East Setauket, New York. Our lives shifted seismically with the birth of our first daughter, Genevieve. Suddenly, I saw life through the lens of motherhood, and I began to measure my free time in baby naps and dryer loads. When our son Rodney was born, we moved to a house by the bay in Huntington, Long Island, where we would also welcome our second daughter, Gabrielle. As far back as I can remember, my children did arts and crafts of some sort. While still in a high chair, each began to finger-paint and squish clay. As they got older, craft activities like drawing, painting, and model-making moved to the kitchen table, or to the basement or the backyard, and sometimes to the beach across the street from our house where they tie-dyed T-shirts and made sand candles. Crafts seemed to maroon us on these small domestic islands where time slowed down. The kids had fun. I had fun. Boredom disappeared. Joy took hold. As the children became engrossed in their projects, it was as if they entered an inner world and came back out with ideas that went on to be revealed impeccably in 3-D and Technicolor. I kept their projects for years, years, not wanting to part with a single one.


During the period when I was fully engaged in child-rearing and home-keeping, I also got together with my friends, meeting weekly at one of our houses to catch up with what was going on in our lives while doing crafts. Whether gathered around a kitchen table or spread out in a living room, I felt the uncomplicated pleasure of belonging, the comfort of sharing laughs and worries, advice, and know-how. Through crafts our friendships deepened and our crafting repertoire grew. Each of us had a special skill that we shared with the others—quilting, sewing, beading, or whatever seemed like fun. One year we made beaded Christmas trees, sitting together for hours and hours, painstakingly counting and threading tiny beads on wire branches and adding ornaments that were only one seed bead wide. As intricate as the maneuvers were, I only remember the easy camaraderie. I look back and wonder how among the demands of organizing a home and raising my children I could focus on so small a project, but I did.


As I look back, I can see that I always carried an unbridled love for making things by hand. I know that I am not alone in this. There are countless numbers of crafters who persist in making things by hand in spite of the fact that our super-automated society can supply us with material goods to meet our every need. We leave these mass-produced items on store shelves and retreat in goodly numbers to work spaces tucked under attic eaves, to kitchen tables cleared of the evening meal, or to professional studios to take up our handwork and make something brand-new. I believe we are motivated to make things by hand for several reasons, but being practical isn’t really one of them. Frankly, it is often easier, quicker, and less expensive to simply buy stuff, but we don’t. I believe that, in part, we enjoy creating something from scratch, one at a time, no two exactly alike. We take pride in our ability to transform raw materials into objects of aesthetic and functional value that help us realize and express our personal style. We like knowing precisely how to apply a smooth coat of finish, how to restore a chandelier with good bones, or how to wrap a gift and tie a loopy bow.


I believe we draw closer to the heart of the matter when we speak about connection. Connection is a powerful motivator for picking up our set of paints or turning off the television to teach a young child to mold clay. We present our handmade things as gifts, we show them off at fairs, we affix them to our refrigerator doors. We use our hands to establish and solidify the connection to ourselves, to our loved ones, and to the spaces we inhabit. Making something by hand makes us part of a community of kindred spirits who speak the same language. Sitting with friends hour after hour, week after week, gluing photographs and embellishments onto the pages of our scrapbooks or waking before sunrise to pick out the most perfect green roses for a daughter’s wedding bouquet when a New York City floral designer would gladly have done it seems, well, excessive . . . and yet necessary, because doing these things keeps us connected.


But the crafting instinct goes even deeper. I believe we are driven by an innate ambition to express ourselves. Creativity powers our search for the perfect bead, the right color paint, the secret to unblemished gilding. While we strive for expert craftsmanship, it is not for its own sake, but rather, to bring a project as perfectly close to our vision of it as we can. When we give our handcrafts to others, we pass on more than a tangible object, we pass on our ideas, initiating a transgenerational relay that is endless and soothing. Making something by hand is our way of announcing our human presence, to become known and to leave a witness of our presence here on earth.


Over my many years of crafting, I made some discoveries that remain as true today as they were when I was a total beginner. Foremost was my interest level; I discovered that when I had a genuine interest in a craft, I had more fun doing it and was likely to achieve better results. The more I learned and practiced, the more accomplished I became.


The materials used in crafting were a definite draw. When I allowed my senses to guide me, I tended to choose new crafts that held my interest for years to become fulfilling, long-lasting pursuits. The strong connection I felt with certain materials motivated me to continue working through the difficult parts of a technique or to try to find out what a particular craft material could do. Photography pulled me in from the moment I saw a sheet of photo paper change from the color of moonlight to layered tones of gray and black and finally to a recognizable image—I never tired of making pictures. The shimmering hand of rayon velvet inspired me to try embossing it with a coil of wire and a household iron.


A particularly appealing aspect of crafts is their accessibility. Any craft I ever tried always had a nonintimidating point of entry. I could begin at an elementary level, or I could build on an existing foundation of experience and skills. I could always proceed at my own pace. If I got stuck, I knew I could find another crafter who would be willing to help me. Crafters consider themselves part of a sharing artistic community. Being a part of a crafting group always made my crafting experiences richer, so I made a habit over the years of starting or joining crafting groups wherever I lived.


Following my intuition has proved reliable in crafting. Intuitive choices unfailingly felt right, not just in surface things like color or pattern, but right in deeper ways too, like choosing to do what was important to me. Intuition told me that it was impossible to create and judge at the same time. Creativity and critique are both essential, each at the appropriate time, but put together, they work against each other. Judgment shut down my creative flow and slowed my work, so I stopped listening to judgment from myself and others and turned instead to my own creative voice.


Of course, I made a lot of mistakes in the beginning. Frankly, I still make them; they are fewer in number than before but often more complicated in nature, though rarely catastrophic enough to warrant starting a project from scratch. I have come to appreciate mistakes as an inevitable part of the crafting process and have also been pleasantly surprised to find that some “mistakes” aren’t mistakes at all, simply unexpected outcomes that I end up liking better than the result I first pictured. The ordinary, obvious precautions—practice on scrap materials, read project directions thoroughly, take my time, stay organized, keep my tools in good working order—become so easy to forget as I become engrossed in the creative process. Mishaps of any nature always raise my awareness, providing insights into how I might do something differently next time.


As I continue to craft, I am sure I will make new discoveries to direct and guide me. No doubt, you will develop your own inner guidance system as you go along. Learn to connect with your inner voice, gravitate toward materials you love, and you will find that your crafting hours are filled with fun and satisfaction.


The idea for this book first came to me a decade ago, and it finally took shape in the last four years when a series of serendipitous events moved all the cosmic tumblers into place at one time. I wanted to write a comprehensive one-volume reference work that informed and inspired the crafter, that was based on extensive firsthand experience and in-depth research, that presented a broad cross section of handcrafts, and that took the crafter from the beginning level of each particular craft to the more advanced. It was a book I looked for and couldn’t find anywhere.


My many years of making things revealed that while there would always be new and evolving styles to influence the outward appearance of my craft designs, the underlying set of technical sequences remained fundamentally the same. Alterations usually came through advancements made in technology, tool design, or chemical formulas. With this in mind, I decided that instead of presenting a synopsis of traditional handcrafts or focusing on the hip craft du jour, I would take a deep look at techniques that had stood the test of time, often longer than two centuries, along with those that were developed recently, and present an amalgam of both in a style that was fresh, reliable, and contemporary. To that end, I reexamined many traditional crafts, reinterpreted archaic methods, and when it seemed wise to do so, updated the methods and techniques to arrive at the best methods for ease of crafting and the highest possible standard of workmanship and beauty.


The book is organized into seven broad chapters, each featuring a handcraft category that is popular and easy to learn. All that is required to practice any of them is an interest (or better, an enthusiasm), some basic dexterity, and a bit of time. The book works for both the beginner and the veteran crafter, providing a dependable working manual from which to learn a craft from the ground up or develop the expertise to advance to the next level.


The following handcrafts are featured: beading, floral arts, paper crafting, hand printing, decoupage, decorative embellishing, and children’s arts and crafts. Each chapter is composed of two distinct parts. “The Heart” speaks to the personal and historical practices of the handcraft, and “The Science” is an illustrated guide to all the salient materials, tools, and techniques. A collection of original projects based on the featured techniques rounds out each chapter. The techniques and projects are presented in easy-to-follow step-by-step directions and are often accompanied by hand-drawn illustrations and diagrams. Each numbered step begins with a one-line synopsis of what you are going to do, followed by a clear explanation that details how to accomplish the task, including some of the pertinent reasons behind the instruction. Of course, there are many ways to do things; I am presenting techniques that have worked consistently for me. At times, there may appear to be a lot of information, but the format of the book is designed to give you an immediate choice by separating the general crafting goal from the in-depth explanatory text; you can skim the headings to get a sense of what to do next or you can read all of the text. Proceeding in this way, you can establish your own crafting rhythm based on your level of experience. Working tips, troubleshooting guides, and cautions call attention to the more arduous or complicated parts of the crafting process to help you avoid pitfalls. Original patterns and artwork, referenced throughout the text, begin on page 681.


It is my hope that this book will become a trusted resource, one that you reach for when you are seeking reliable information, inspiration for new projects, or just some company along the way as you pursue your crafting.
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Beading
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THE HEART




French Lessons



Even if heaven were real, and measured as


Revelation says, so many cubits this way and that,


how gimcrack a place it would be, crammed with


its pavements of gold, its gates of pearl and topaz,


like a gigantic chunk of costume jewelry.


—Margaret Laurence,


The Stone Angel, 1964


I awoke early one Saturday morning, determined to arrive at the market in Vieux Nice before the inevitable crowds clogged the parking lots and the paths that crisscrossed the central square. I was hoping a particular vendeuse (saleswoman) from the previous year would be there, without her impatient scowl but with her jumble of cardboard boxes, lidded tins, kitchen bowls, and worn packets filled with trinkets, beads, and vintage costume jewelry. There was no guarantee, of course, as vendors moved from town to town, but even the possibility of finding beads of any kind was reason enough for me to venture onto the roads in the south of France on a market day in August, a prospect more than a little effrayant (frightening) for me. I dressed carefully, hoping to look French, grabbed my dictionary, and walked out to the car carrying a straw basket I found in the kitchen.


The trip to Nice was short but a nail-biter. I had to travel a narrow road that was carved into a steep mountainside. Even before I reached the most treacherous section of the route, my top lip was misted with perspiration, my heart was pounding, and my hands were damp on the steering wheel, which I gripped as tightly as the roots of the ancient olive and cypress trees lining the side of the road. I kept my eyes fixed on every passing kilometer, negotiating the curves and often driving perilously close to the edge of the road where a low stone wall was the only barrier to keep me from plummeting down the jagged stone cliffs to the fields below. I imagined my little Citroën flying out of a turn, straw basket ripping through the air, my scarf fluttering dramatically behind me. Admittedly, five miles per hour was far too slow a speed for any kind of takeoff, but it was enough to annoy the horn-honking driver of the red car that zipped past me at a dizzying speed and the moto (motorbike) that tried to overtake us both. Incroyable! (Unbelievable!)


I drove into Nice and followed a long line of vehicles to an underground parking lot, which was already choked with cars and motos tilted onto kickstands. Improvising, I eased my car into a narrow space, breathed deeply, and began to relax.


A cobblestone path cut a narrow corridor between tall stone-walled houses. I was wearing heels and a dressy skirt, but tottering gracelessly on the cobblestones, I regretted my choice. I arrived at the central square crowded with smartly dressed women carrying baskets. I immediately bought a pair of sandals, and as I changed into them a little dog strained at his collar, nudging my ankle with his wet nose. I reached out to pet him, and he nipped at my hand. His master wagged a finger in my direction, closed his eyes, and shook his head from side to side. “Elle est méchante,” he said in a warning tone as he pulled at the leash. I felt scolded, but the man was smiling and I smiled back. I leafed through my dictionary: méchante, nasty.


Canvas awnings dappled with sunlight shielded long tables and glass display cases. I walked from one stall to another carried on a current of people. I loved being a part of the bustle and hearing the sound of spoken French. Some people gathered at the back of a van, its banged-up doors flung open, revealing crates of just-picked vegetables and buckets filled with field flowers. The gleam of kitchen paraphernalia caught my eye, and I turned off the main aisle, but it was the flash of silver jewelry that drew me. There were rings and bangles, handwrought and modern in style, embellished with cabochons of black onyx in bezel settings. There were heaps of necklaces made from dyed shells and hammered brass, carved bracelets in fake ivory, and sunglasses. But none of it was what I was looking for. The aisle ended at a table stacked high with American T-shirts and Italian jeans. A vendeur (salesman) dressed in a plaid shirt and gray sweater stood wedged knee-deep between a mattress and box spring laid on footed platforms and encased in sagging plastic that seemed to inhale and exhale with the breeze. He announced a sale, between puffs on a cigarette, but no one stopped. It was lunchtime.


The peals of the church bells broke over the marketplace like a wave, folding hollow sounds over one another and pouring across the rooftops. Vendors were packing up for the day, and the outdoor tables in a restaurant across the square were beginning to fill. I had found no vintage jewelry. I had not spoken one word of French. And I had already begun to dread my torturous drive home. Heading toward my car, I passed a crowd in front of a handwritten sign that announced Brocante, perles, bracelets, colliers 1, 2, 3 rangs, boucles d’oreilles.


As I mouthed each of the words, I saw the familiar face of the vendeuse from the previous year. Angling my body, I slipped to the front of the crowd and saw the dustiest collection of the most magnificent beaded things on the table. At first, I wanted everything I saw: glass teardrops hanging from a chain, pearls the color of rain threaded on a knotted cord, crystal bracelets in cerulean blue and chartreuse that cast sharp blades of light onto the square of cardboard to which they were pinned. I lifted molded glass berries in a raspberry color attached to a yellowing card and held on to them, adding a dozen strands of round glass beads, a few packets of crystal bicones, and a tarnished silver chain and clasp to my stash. I even closed my fist around a hank of seed beads just to feel the granules of smooth glass, releasing them when my eyes landed on the bijou (piece of jewelry) I wanted most.


It was a bracelet threaded with a faded velvet ribbon and laden with charms that looked like miniature porcelain vases with shiny lids. Suddenly a hand reached in and picked up the bracelet, causing its beads to click together sharply. I felt a stab of fear. In a moment, the bracelet was paid for and carried off. Disappointment swam over me.


When I looked up, I met the staring eyes of the vendeuse who was gesturing toward the beads that cascaded from my hands. I laid them on the mat in front of her and asked, “Combien pour le tous?” (“How much for all?”) I heard the rise and fall of her voice, but she spoke so rapidly, all of her words seemed to be touching one another. Flustered, I held out my hand, and with a thumb and two fingers, she picked from the coins scattered on my palm, counting out loud and making disapproving clicking sounds with her mouth as she did. After an elongated “Voi—là,” she passed me the bag of beads. I walked away, remembering my new vocabulary word méchante and then adding incroyable, thrilled that I had found what I was looking for.


As I drove home, I began to plan a bracelet with charms shaped like miniature vases. My design approach would be simple. First I would spill the loose beads on a cloth to see what random groupings formed on their own. I would squint my eyes to see their color only, pushing some beads together and rolling others apart to create more unusual pairings. Next I would consider the relationships between the shapes and sizes of the beads and change out beads or add others until the beaded stack had a vaselike silhouette. At this point, I would be impatient to start the actual construction of the charms, but I also knew it would be important to walk away from the arrangements to gain a fresh perspective. When I was ready to proceed, I would lose myself completely in the subtle manipulations needed to shape the wrapped-wire loop that would hold the beads of one charm together—gripping the head pin between the jaws of the pliers just so, guiding the wire around its conical nose with a finger, wrapping the wire around the main stem, and smoothing its snipped end with a file to complete a perfectly round wrapped-wire loop, one for each charm. For me, it was the methodical rhythm and exacting nature of the work, simultaneously practical and calming, that drew me back to beading every time.


I was so preoccupied with planning the charm bracelet that it wasn’t until I pulled up to our back door that I realized my return drive hadn’t been le voyage infernal (the trip from Hades) after all. When I got inside, I spread the beads on the dining room table and rolled them around, intending to come back to them the following morning, but that is not what happened. By midnight, fifteen charms dangled from the silver chain, each one with a wrapped-wire loop that was not perfect, but neat and beautiful enough that I could take pride in it. I was sorry there weren’t any more beads to work into charms. Perhaps I would venture out to the market again the next week.
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A Brief History of Beads



For forty thousand years, people have worn beads as adornment, sought healing and protective powers from them, and acquired them as symbols of wealth and faith. Originally produced one at a time, the bead evolved into a mass-produced commodity that has survived the rise and fall of civilizations. That such a small cultural artifact continues to be prized century after century is proof of its universal beauty and appeal.


Archaeologists believe that the first beads were items like seedpods, teeth, bits of ivory, and shells that could be gathered and strung on grass or sinew and worn as adornment and as talismans. Beads found in France made of teeth and shells have been attributed to Neanderthals who lived thirty-eight thousand years ago. In Africa and India, beads made from the shells of ostrich eggs date from 10,000 BC. In North America, native tribes wove the wings of beetles, porcupine quills, feathers, and shells into ceremonial strips or belts, called wampum, that were used as a medium of exchange.


In early agrarian societies, bead making was a domestic pursuit practiced by local artisans. In Neolithic Africa, clay used to make cooking vessels and utensils was hand-shaped into beads and scratched with designs. Holes were pierced with blades of grass and the beads were sun-dried, baked in a fire, and strung. More advanced technology followed. Clay beads called faience were made from finely glazed ceramic in Egypt in 4000 BC. Faience is cited as the forerunner of true glass, an invention of the Bronze Age that would revolutionize bead making. By 1000 BC, a bead-making economy was developing in India.


The thirteenth century began a period of great exploration and migration. Trade routes through Mesopotamia, the Indus Valley, and Central Asia brought together diverse cultures from three continents and created a network for the exchange of goods that extended from the British Isles to China. Precious minerals and metals from local sources became available to distant markets. As commerce developed and flourished, knowledge of bead-making methods spread and helped to establish the intrinsic value of beads as a medium of exchange. India became famous for its lampwork beads and for developing mass production methods that allowed it to supply beads to Africa and Asia and ultimately to the Americas. Several cities in strategic positions along the established trade routes, notably Venice and the Italian island of Murano, Cambay (present-day Khambhat in India), and Morocco, became centers of glassmaking, stonecutting, and jewelry making. India’s bead economy suffered from the enormous output of beads from Venice, which by the sixteenth century had become the world capital of glassmaking.


To guard trade secrets and protect the populated city from the threat of fires from the glass furnaces, Venetian guild artisans worked on the island of Murano, a name that has become synonymous with a style of thin-walled glass with colorful whorl patterns. Glass beads were first fashioned to imitate precious jewels; after the Crusades, laws prohibiting the wearing of decorative jewelry led glassmakers to produce rosary beads in quantities that made them a profit. Venetian-produced millefiori, chevron, and lampwork beads were exported worldwide, especially to Africa, where they were bartered for slaves, gold, and ivory.


The demand in Africa for glass beads did not obviate the evolution of indigenous bead-making techniques. Ancient silverwork traditions were practiced in northern Africa. Ebony beads were carved and decorated with inlays of silver wire in Mauretania, and lacy wire filigree was advanced in Egypt. Explorers who crossed the Atlantic brought trade beads with them. Native American tribes replaced shells, seeds, and quills with European glass seed beads, incorporating the beads into their indigenous decorative arts with hide and sinew and later with cloth and thread.


In the seventeenth century, as the demand for more intricately designed beads grew, master glassmakers established new bead-making centers in Bohemia, Germany, France, the Netherlands, Hebron in Israel, and Purdalpur in India. Of particular note was Bohemia, a city in the Czech Republic, where artisans had been making glass beads of incomparable quality and variety since the ninth century.


Beads also came to be used as ornamentation on clothing; beaded styles changed from decade to decade. During the Victorian and Edwardian eras, couturiers sewed thousands of tiny jet beads onto gowns and royal garments. In European fashion houses and passementerie workshops, the smallest beads, sometimes the size of a grain of sand, were hand-sewn to fabric, producing patterns with gradient color and sparkle. Flappers in the 1920s popularized garments with long beaded fringe.


An American innovation that transformed the beading industry was the development of plastic, credited to Alexander Parkes, who demonstrated it at the Great International Exhibition in London in 1862. Plastic was an affordable and versatile product that could be used to simulate the look and feel of more valuable materials, such as tortoiseshell, horn, and ivory. Costume jewelry made of Bakelite, an early plastic, would become highly collectible in the late twentieth century.


As developments in bead manufacturing took place, beading gained momentum as a social pastime. Inspired by the availability of beads and beading kits, women’s magazines began supplying instructions and patterns. Beading fads included loom weaving in the 1950s, love beads in the 1960s, and beaded macramé in the 1970s. Later, the Japanese bead manufacturer Miyuki introduced Delicas, a small, evenly sized drawn-glass bead distinguished by its cylindrical shape, large hole, and exceptional uniformity; this little bead spurred a revival of bead weaving techniques common to earlier cultures, especially to Native Americans.


Today, beading is practiced in America, Europe, and Asia by crafters and also by needleworkers who combine embroidery, crochet, and knitting techniques with those of beading to embellish or to construct purses, sweaters, bracelets, and earrings. Runway styles consistently elicit fashionable responses in the beading community. Bead artisans rise to the challenge to interpret trends such as the “chunky” look, supported by information supplied in how-to books, personal blogs, and crafting groups and drawing on an unlimited supply of beading materials and tools from all corners of the world.



THE SCIENCE



Beading is one of the most addictive crafts I have ever practiced. In mere moments, the color and sparkle of crystal beads or the soft luster of pearls can captivate me, inspiring my imagination and my desire to collect beads of every description. Although I usually begin a bead shopping expedition with a fairly clear idea of the kind of jewelry I want to make, I find that as soon as I am in a bead store, I depart from the plan and fill my tray with all of the enticing orbs I see. I buy beads that I have no immediate plans for, telling myself that I will find some way to string or wire them. I am ready to learn whatever new beading technique is needed to justify buying a splendid find. My shopping philosophy has given me shelves stacked with partitioned boxes of beads and findings, drawers brimming with vials and containers, and bowls of beads that I can set out on the table to urge me to sit down and begin beading.


Certain beading maneuvers must be practiced again and again to do them well. Frustration is natural when you are learning new skills, and patience has never been my strength; it was my sheer love of beads that gave me the discipline to keep working at new techniques until I improved. For example, you’ll need to work wire loop after wire loop in order to get one as perfectly round as you want it to be. There was the time I endured the tedium of unraveling row after row of a bead weaving project in order to replace one tiny cracked bead, but in doing so, I finally understood the weaving technique. This technical breakthrough made me a better crafter.


Repetition also has its downside. I find that when I try to force a design decision or rush through a project, I am inevitably disappointed in the result. Merely finishing a project cannot be the goal if you are to do your best work. If you’re tired or stuck, take a break and come back to your project when you are rested and have a fresh perspective. It is likely that in the interim creative solutions will serendipitously present themselves when you are not thinking about beading at all.


I have included many effective shortcuts in this chapter along with a broad range of straightforward techniques that will enable you to make a nearly infinite number of pieces of beaded jewelry—from a crystal cuff bracelet to a pendant necklace to a gold ring with a tiny jewel—and establish a foundation from which you can design your own originals.


This chapter is meant to teach and inspire. It includes three methods of beading: wiring, stringing, and weaving. All three methods have certain beads, findings, and tools in common, and these are introduced first. Once you venture into a particular method, however, you’ll need to know about additional materials and tools that are required for more specialized techniques. If you are new to beading, you may prefer to begin with stringing, one of the most elementary techniques, but one from which you will be able to create an infinite number of unique jewelry designs. Stringing beads is easy to visualize and learn; you may find it takes you a bit more effort to grasp some of the technical or more subtle aspects of wiring and weaving. As you become more skilled, your preoccupation with the mechanics will recede and your creativity will emerge, resulting in beautiful pieces of jewelry. When the transition from learning to creating is made, you will see beads everywhere; you will be on the lookout for a perfect little bead or clasp; and you might even conjure beaded charms for a bracelet after seeing a pretty bracelet at a village market.



All About Beads



Advancements in bead manufacturing have placed a large variety of affordable, gemstone-quality beads within easy reach. But having so many colors, textures, shapes, and sizes to choose from can also be a bit overwhelming. Knowing the distinguishing characteristics of different beads can help you make good choices for your projects.


I have found that the best way to choose beads is to handle them. The first thing I notice about any bead is its color and finish; beads made from naturally occurring minerals have color gradations, whereas dyed beads are nearly perfect in their color distribution. Texture is another important design consideration, and I inspect the surface of the bead quite carefully. Fluorite beads, for instance, have natural occlusions and hairline cracks that are visually appealing, but molded glass beads with cracks are vulnerable to shattering, so I leave these behind. The weight of a bead will affect my choice of strand material and also drives the kinesthetic value of a piece. Consider, for example, the heaviness of chunky quartz beads as compared to the weightlessness of pearls—each one is pleasurable in its own way.



Types of Beads



There are times when a bead is so well made, it is difficult to know what it is made of. Simply tap the bead gently on a hard surface. Broadly speaking, glass makes a higher-pitched “tink” than plastic, which sounds dull. High-quality glass and plastic beads are seamless. Of course, cost plays a role in any buying decision, and you will notice that beads made from semiprecious stones are more expensive than most comparably sized glass beads; however, within these classifications, quality and cost vary widely. When buying metal beads, you’ll find it helpful to know the differences between such terms as plated, filled, washed, and vermeil, because appearances do not reveal them. Finally, always buy good-quality beads. Good-quality beads assembled with technical expertise will result in more beautiful pieces of jewelry.
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Working Tips: Getting Ready to Bead


Beading is easier when your materials are organized and your tools are in good working condition.


• Organize your supplies.


Smooth a flat-weave cotton cloth or a rubberized or flocked bead mat over your work surface to prevent your beads from rolling and bouncing and to make it easier to pick up single beads. Organize your beads in partitioned boxes with lids that shut tightly or keep them in separate vials with screw tops. Consider using a beading board, which will allow you to lay out your bead designs before stringing or wiring them. Keep your tools within easy reach, either mounted on hooks on a wall or laid out on your work surface.


• Work in good light.


Beads and bead holes are small so good light is essential. Work in a nonglare light and use magnification to avoid eyestrain. If you do a lot of work with tiny beads or fine wire, consider getting a special lamp. I use one that has a magnifying glass attached to a flexible arm that allows me to move the lens wherever I need it.


• Plan ahead for errors.


As careful as you try to be in your work, assume that you are going to make some errors and plan ahead. Resist the temptation to rush through your work. Measure and measure again. Double-check a stringing sequence. Head pins and crimp beads cannot be reused if you make a mistake; keep extras on hand so you can start fresh.


• Think about safety.


While beading does not pose industrial-sized dangers, some beading tasks do require extra precautions. Wear safety glasses to protect your eyes when working with wire, as snipped wire ends can go flying. When working with glues or adhesives, keep the room well ventilated. Maintain your tools, using them for the tasks they are designed to do. Use nippers to cut thin wire only, not extremely hard memory wire, which can ruin a nipper blade. Keep children and pets away from tools and supplies.
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Glass Beads



Glass beads are the most abundant kind of bead. They are reasonably priced and available in a wide variety of shapes, sizes, and colors. All glass beads are made in an annealing process. In this process, glass is heated and melted with a torch or in a kiln and then allowed to cool slowly over a mandrel (or core wire) or in a mold that determines the size, shape, and surface character of the bead.


• Lampwork (or flamework) beads


Made one at a time by hand, each lampwork bead is formed when colored glass cane is heated by a torch until it melts and then wrapped around a thin rod called a mandrel. When colored glass canes are melted and drizzled in patterns onto the glass bead base, they can form intricate and raised designs in the shape of flowers, stripes, polka dots, and geometric patterns. You will recognize well-made lampwork beads by their raised designs in glass; those that are the widest and thickest where they connect to the bead base are best because the added designs are much less likely to break off when the bead is handled.


• Fused beads


Produced by hand or machine, fused beads are made by melting layers of glass together in a vacuum or kiln. Fused beads show the areas where the layers of colored glass are joined. Typical of this type of bead are white-heart beads, which are made from white cane over which a thin coating of colored glass is applied. Also in this category are dichroic glass beads in which two planes of colored glass are fused and often coated with a random pattern of metal oxide and then covered with a smooth glass layer. Dichroic is a gemological term that refers to any mineral that naturally presents two colors when viewed from different angles.


• Molded (or pressed) beads


Produced by machine, molded beads are formed by pouring molten glass into a mold and allowing it to cool slowly; when the glass is cool and hard, the bead is removed. Molded beads are available in a broad variety of shapes and sizes, including flowers, leaves, and animals. The Czech Republic and Germany are well known for their high-quality molded beads. Druk beads, which are perfectly round, are very popular pressed glass beads from the Czech Republic. In lesser-quality molded beads, the seams from the molds can be seen.


• Fire-polished beads


Made by machine, fire-polished glass beads are faceted and then placed in a kiln to melt and soften the sharp angular edges. They come in the same shapes and sizes as leaded crystal beads, but they do not contain lead and are generally less expensive.


Seed Beads


Produced by machine, seed beads are made when glass rods are fed into a steel die that casts their slightly rounded shape while a mandrel forms their holes. Available in a wide variety of colors, sizes, and finishes, seed beads are sold on hanks (bundles of 8 to 12 beaded strands) and by the gram in vials and in bags.


• Czech and Japanese seed beads


Known for their donut shape, the majority of high-quality seed beads, also called rocailles, comes from the Czech Republic and Japan. Those made in the Czech Republic are rounder in shape, and those from Japan are known to be more angular. Czech seed beads are suited to looser stitches in bead weaving, while Japanese seed beads are suited to tighter stitches. It is important to note that both Czech and Japanese seed beads are known for their consistency in shape and size; if you intend to use seed beads manufactured in other countries, or are doing tight bead weaving stitches, be sure to edit your beads carefully, picking out misshapen beads to avoid weaving them into the beaded fabric.


• Cylinder (or tubular) beads


While often classified as seed beads, Japanese cylinder beads, or Miyuki beads, are unlike round donut-shaped seed beads; rather, they are cylindrical in shape—short tubes that have sharper, more precise edges. Prized by weavers, the bead has a flat end that allows the beads to line up in precise rows and columns. Extra-large holes and thin walls make it possible to pass a thread through this bead several times, a necessity in weaving.


• Bugle beads


Bugle beads are longer than they are thick, giving them the shape of tubes. Although they come in a variety of lengths, they are approximately ⅛” (0.3 cm) or longer. A faceted bugle bead comes in a two-cut style, which has two flat sides, and a three-cut style, which has an uneven number of sides. Available in a wide variety of colors and finishes, bugle beads are typically used for making tassels or for the square stitch.


• Crow and pony beads


Crow beads look like oversized seed beads and are available in glass and plastic. Cut from tubes and then tumbled and polished, crow beads are commonly found in two sizes: 6 mm diameter with a 3 mm hole and 9 mm diameter with a 5 mm hole. Pony beads also look like large seed beads but are smaller than crow beads. They are available in many colors and finishes and are sometimes referred to as size 8/0 or 6/0 seed beads.


Crystal Beads


Made of lead-infused glass, crystal beads are available in a wide range of sizes, cuts, and colors. Valued for their sparkle and transparency, crystal beads have faceted surfaces that are cut by machine or by hand in a process that is made easier because of the lead content. Often referred to by their shapes, such as a bicone, briolette, and teardrop, crystal beads are one of the most popular bead types. Austrian and Czech crystals are particularly sought after, although their high quality makes them costly. Japanese crystals are of a good quality overall but have less precisely cut facets. Chinese crystals are of a lower quality and have unsubstantiated lead counts.


Cubic Zirconia (CZ) Beads


A crystalline form of zirconium oxide, cubic zirconia beads are synthetic, yet convincing, substitutes for natural gemstones. In its early development, CZ, as it has come to be known, looked too bright and fake. Scientific advances helped produce a CZ that is more lustrous and diamond-like. Beads made of CZ are prized for their sparkle, cut, and color range.


Precious and Semiprecious Stones


According to the Gemological Institute of America, a gemstone must be beautiful and possess a number of quantifiable attributes: durability, rarity, and portability. Of the more than three thousand different crystals, minerals, and biogenic materials known, diamonds, rubies, sapphires, and emeralds are four of the most well-known gemstones. Because the value of any gemstone is dependent upon its quality, not its name (a sapphire, for example, can sell for less than $100 per carat and a tourmaline can sell for $20,000 per carat), the Gemological Institute of America does not use the terms semiprecious or precious in its descriptions of stones.
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Matching Months and Birthstones


Gemstones are said to be imbued with mystical properties. Most scholars trace the tradition of associating a month of the year with a gemstone to a biblical reference to the breastplate of Aaron, a religious ceremonial garment that featured gemstones representing the twelve tribes of Israel. The gemstones also corresponded to the twelve signs in the zodiac. Through the centuries and across different cultures, different lists that match month and gemstone have been devised.
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Chart © 2006–2007 Jewelry-Design-Gemstone.com. Printed with permission.
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The term semiprecious is widely used, however, throughout the beading industry to distinguish beads made of naturally forming materials from those made of glass, leaded crystal, metal, and plastic. The “big four” gemstones are almost never made into beads, but semiprecious stones are made into beads in an array of shapes and sizes and are widely available from bead suppliers.


• Quartz


Quartz is a crystalline mineral that comes in a vast and affordable variety of transparent, translucent, and opaque stones that can be cut, sanded, and polished and made into beads that are often used instead of more expensive stones. Amethyst, citrine, and ametrine are examples of transparent quartz crystal that are known for their exquisite color. Amethyst ranges in color from pale lilac to deep purple; citrine is a golden to lemon yellow; and ametrine is a mix of purple and yellow. Quartz stones can also be permanently dyed in an irradiation process that infuses permanent color.


• Rock crystal


Valued for its water-clear transparency, rock crystal, while not flawless, is a popular choice for cut-crystal glassware, as well as for beads used in jewelry making.


• Rutilated quartz


While beads made of rock crystal are prized for transparency, those made of rutilated quartz are valued for their inclusions—needlelike rutiles (a titanium dioxide mineral) that are scattered in patterns inside the beads.


• Chalcedony quartz


Quartz that is formed from a number of finely grained microcrystals is called chalcedony. Beads made from this mineral have even color, opacity, and patterns, as seen in such examples as agate with its parallel bands of color and moss agate with its plantlike patterns. Some chalcedonies include quartz stones that are translucent and have patterns, such as carnelian with its brownish-orange color and chrysoprase with its translucent bright apple-green color.


• Jade


Jade has enjoyed a rich cultural history. As early as 3000 BC, jade was known in China as yu (royal gem). Having a greasy luster, jade is most recognized for its distinct green color; it also comes in shades of white, black, gray, yellow, orange, and violet. There are two forms, nephrite and jadeite; both have similar properties, but jadeite (the imperial jade) is more valued.


Pearls


Several kinds of pearls are used in beading. Each one is distinguished by its origin: natural, cultured, freshwater, or faux.


• Natural pearls


Natural pearls are grown inside an oyster or other mollusk and are known foremost for their color, ranging from champagne, peach, rose, and purple; they are also dyed other colors, such as bright orange and metallic green. Pearls are valued for their luster and surface made up of nacre, whose quality and thickness determine the value of the pearl.
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Defining Nacre


Nacre is secreted by oysters and mollusks to both smooth the inside of their shells and to defend against the irritation caused by a foreign object; when nacre builds up in layers around an irritant, such as a grain of sand, a pearl forms. The value of a pearl is judged by the quality of its orient (the soft iridescence caused by the refraction of light through the layers of nacre) and its luster (the reflection of light off the surface of the nacre).
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• Cultured pearls


Cultured pearls are artificially cultivated in saltwater pearl farms found predominantly in Japan. An irritant, such as a shell bead, is introduced into a mussel, which is returned to the water. The mussel secretes layers of nacre around the bead, resulting in a cultured pearl. It can take from 2 to 5 years for the pearl to form.


• Freshwater pearls


Freshwater pearls are artificially cultivated in freshwater pearl farms found predominantly in China. They are available in such forms as stick, angel wing, cross, and coin shapes, as well as in near-round, drop, oval, button, nugget, rich, and baroque shapes.


• Faux pearls


Faux pearls are made completely by machine from glass, ceramic, shell, and plastic that is coated with materials that mimic the iridescence (nacre) of natural pearls. The coating on glass beads is a mixture of ground-up fish scales and varnish (known as pearl essence), formulated by a seventeenth-century Frenchman named Jacquin. The pearl essence is actually called guanine, which gives fish scales their color. Today synthetic pearl essence is produced through a chemical process and is used to introduce luminosity in lipstick and eye shadow.


Organic (or Biogenic) Beads


Beads made from living (or once living) organisms are characterized by their unique shapes, color, and sizes. The substance for a biogenic bead may be found on the surface of the land or under the sea, or harvested from a plant or animal, but the manufacture of the bead is a human enterprise.


• Coral


Coral is a marine organism that exists in a colony that secretes calcium carbonate to form its hard polyp-shaped skeleton, building up coral reefs in tropical waters. Prized for its distinctive shapes that look like the twigs and branches of a young sapling, coral is available in rich colors—cardinal red, red-orange, deep pink, and, most rare, black.


• Shell


Inexpensive, light-weight, and abundant, beads made of shell have appeared in many guises across the centuries—as perfectly round, iridescent mother-of-pearl beads, which are made from the pearlescent inner nacre layer of a mollusk shell, to the thinly sliced disks and tube-shaped beads made of heishi shell.


• Resin


Made from the secretions discharged in the sap of the pine tree, resin beads often retain tiny insects and random bits of flora that are caught in the hardening sap. Difficult to find and expensive to buy, resin beads move in and out of popularity.


• Bone and horn


Many beads made from bone and horn originate in the Philippines and Indonesia. The raw material is harvested from such animals as cows and goats and shaped by hand to make a wide variety of light-weight beads in natural and dyed colors.


• Ivory


Harvesting natural ivory from elephants is illegal, making vintage ivory pieces rare and expensive; scrimshaw is one surviving form of carved and engraved ivory, but it is difficult to find and expensive to buy. A convincing substitute for ivory is vegetable “ivory,” a plant material derived from the South American palm nut that is used to make decorative items, including beads.


• Ebony and other woods


The dense, dark, hardwood called India ebony or Ceylon ebony, depending upon its origin, is prized for its rich black color and fine grain that can be polished to a satin finish. Made in small geometric and sculptural shapes, ebony beads have understated elegance. Other woods, such as maple, bamboo, and teak, are also used to make beads in a wide variety of geometric shapes and sizes.


• Jet


Hard jet is an organic material derived from wood that has decomposed under extreme pressure over thousands of years. Black in color, jet is easy to cut and polish. Jet was used in making mourning jewelry and was especially popular during the reign of Queen Victoria.


• Paper


Paper beads are often made by hand of recycled paper, a process that reveals their humble beginnings through bumpy textures. Patterned paper can be layered over paper beads and the surface coated with varnish in a decoupage process to create the illusion of a smooth, porcelain finish.


• Clay


Ceramic and polymer clays play popular roles in bead construction. Requiring little previous sculpting experience, clay beads can be fashioned by hand and cured in a home oven or in a kiln. Beads made of porcelain clay can be bisque-fired and glazed.


Plastic Beads


Machine made and relatively inexpensive, plastic beads are available in many shapes, sizes, and colors. Many are designed to replicate the characteristics of more expensive stones and minerals. Handsome plastic beads can be used to create pieces of jewelry with glamorous and vintage style. Light-weight and easy to work with, good-quality plastic beads can be combined with other types of beads to reduce the weight of an elaborate piece of beaded jewelry and to lower the overall cost.


Metal Beads


Easily shaped in hand and machine processes, metal beads are available in an extremely wide variety of shapes, sizes, textures, and patinas. Familiar metals for beads include sterling silver, silver plate, gold plate, gold-filled, pewter, copper, and brass. Metal beads have a unique hand—they are cool to the touch. Beads made of precious metals are usually tooled and polished to highlight their natural color. Less expensive metals, such as brass and pewter, are often molded into balls, ovals, rods, and charms that have patterns in relief on their surfaces. Base metals might be concealed by a thin layer of electroplated silver or nickel or disguised by a web of intricate wirework, glazed enamel, or machine work, as seen in such beads as Bali, cloisonné, and crenulated brass.
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Defining Cloisonné


Cloisonné is a French term that refers to a colorfully patterned metal-based bead that uses wire soldered to the surface to define the design and hold the enameled colors apart. The wire is manipulated to form the outlines of a simple design. The spaces are filled with powdered glaze, which is fired to a smooth, porcelain-like finish.
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Bead Sizes and Shapes



Beads come in many sizes and shapes. Bead sizes are measured in millimeters. Use the actual-size chart below to measure the diameter of round beads. You can place a round bead directly on top of the circles printed on the page until you find the best match.


Round Beads in Millimeters (shown actual size)
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One or more measurements may be given to indicate the size of a bead that is not round. For example, a 2 mm cube is denoted in only one measurement because all sides of the cube are equal, but a leaf-shaped bead may be identified as 8 mm wide × 11 mm long × 2 mm thick. A traditional ruler marked with millimeters can give you a rough estimate of a bead’s dimensions, but accurate sizing is done with a micrometer, a tool designed for precise measuring of beads in millimeters and inches. A bead can be measured from one end of the drilled hole to the other, as well as across its length, width, and thickness.


The shape of a bead often appears in its name, for example, crystal briolette. It is helpful to understand bead shapes and standard measurements when ordering beads online because photos can be misleading. New bead shapes are being developed all the time by designers and gem cutters who make unique geometric shapes and sculptural forms.
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Common Bead Shapes












	Shape


	Name


	How to Measure
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	Bean


	Length × width × thickness,
measured roughly
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	Bicone (or lantern-cut)


	Diameter × length
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	Briolette


	Diameter × length × thickness when flat;
diameter × length for teardrop shapes
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	Cabochon


	Across the dome
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	Chip


	Diameter × length or width × thickness,
measured roughly
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	Corrugated


	Diameter × length, measured roughly
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	Cube


	From one end of the bead hole to the other
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	Dagger


	Length × width
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	Disk


	Diameter × thickness
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	Donut


	Inner and outer diameters, thickness







	[image: image]


	Keishi


	Width × thickness, measured roughly
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	Keystone


	Length, width at narrow end,
and width at wide end
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	Melon


	Diameter × length
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	Nugget


	Length × thickness,
measured roughly
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	Oval


	Length × width × thickness
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	Pipe


	Length × diameter
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	Potato


	Length × thickness
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	Pressed
glass bead


	Length × width,
measured roughly
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	Rectangle


	Length × width × thickness
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	Rondelle


	Diameter × thickness
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	Round (or druk)


	Diameter
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	Rice


	Length × thickness
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	Seed bead


	Diameter
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	Square


	Length of one side
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	Teardrop


	Diameter × length
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	Teardrop, faceted


	Diameter × length
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	Tube (also called cylinder)


	Diameter × length
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Seed Bead Equivalents


Seed beads come in a range of sizes from 1/0 to 24/0; however, beaders typically work with seed beads in sizes from 6/0 to 15/0. Because there is a lack of standardization among manufacturers, it is helpful to handle seed beads before choosing them for a project.






	Aught Size


	Diameter in Millimeters







	6/0


	3.3







	8/0


	2.5







	9/0


	2.2







	10/0


	2.0







	11/0


	1.8







	12/0


	1.7







	13/0


	1.5







	14/0


	1.4







	15/0


	1.3
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Common Bead Hole Placements


The position of the hole in the bead is determined by the material from which it is made, the bead shape, and the aesthetic effect desired. Foremost, a bead hole must facilitate the security of the bead and orient it attractively on the beaded construction. For example, hole placement on metal and plastic beads is more varied because these materials are more durable than beads made of crystal and glass. Beads shaped like keystones and briolettes, which are commonly head-drilled, are more prone to breaking than beads drilled through their centers, requiring extra care as strand material is passed through their holes whose size determines both the thickness and kind of strand material that can be threaded through them and which, in turn, affects the bead’s orientation on the jewelry—a head-drilled briolette hangs lower on a strand than a center-drilled round bead.


Center drilled: the hole runs through the middle of the bead.
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Axis drilled: the hole runs through the longest axis of the bead.
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Side drilled: the hole runs through a wide axis of the bead.
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Diagonally drilled: the hole runs through the bead on a diagonal.
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Head drilled: the hole runs through the tip of the bead.
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Top drilled: the hole runs through the top of the bead.
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Bottom drilled: the hole runs through the bottom of the bead.
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Bead Finishes



The surface texture and sheen of a bead are design elements that can be utilized to great advantage. Refer to the chart for common terms used to describe the patina and finish of beads. Some terms are strictly technical and others are descriptive of the beads they identify.



Materials and Tools



Beads may define and characterize your project, but certain other supporting components are essential to your jewelry creations. Metal pieces that join the beads to one another are called findings. Various specialized tools are used to cut, shape, and attach findings, and even to make them from wire, if you are so inclined. Bead stringing and weaving techniques use thread, cord, and other natural or synthetic fibers to join beads together, and pieces made by these methods may include metal findings as well. This section provides an overview of the various supplies and tools you will need to begin beading.
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Common Bead Finishes






	Term


	Description







	Crazed or checked


	Appearance of hairline cracks on the surface of the bead.







	Dyed


	Permanent color artificially infused into the bead material.







	Etched


	Fine lines, patterns, and shapes scratched into or engraved onto the surface of the bead.







	Feathered


	Appearance of white jagged and irregular fractures in the interior of the bead.







	Fire


	The play of light and color on or within a bead as a result of light dispersion.







	Frosted


	Appearance of an ice-colored film or coating on the surface of a bead.







	Greasy


	Smooth, cool, slippery quality of a bead. Jade is greasy.







	Iridescent


	Appearance of spectral colors in the interior of the bead and on its exterior; seen in rainbow beads (also called aurora borealis or AB) and iris beads.







	Lustrous


	Glowing quality of light as it is reflected off or refracted through a bead. Pearls are lustrous.







	Metallic


	Appearance of shine and luster as found on metals through polishing, coating, or electroplating a surface.







	Mirrored


	Appearance of a bright surface illuminated by reflected light, as seen in silver-lined rocailles, Czech fire-polished beads, and precious-metal beads.







	Opalescent


	Appearance of a shimmering milky or cloudy color in the bead.







	Satin


	Shiny, smooth finish, similar to satin fabric.







	Transparence


	Quality and intensity of light as it passes through a bead.
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Findings at a Glance


[image: image]


Findings


While small in size, findings play a pivotal role in determining the movement and security of all the separate parts of a finished piece. Choose findings that coordinate with the size, scale, proportion, and style of your piece of jewelry, matching metals and finishes.


• Jump rings
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Jump rings are small metal hoops that are used to connect different components together in a piece of jewelry, such as a wire-looped bead to a link on a chain. Available in a variety of gauges and finishes, jump rings come in three styles: open, closed, and split.


An open jump ring has a split in the hoop, which allows the ring to be opened and closed with two pairs of pliers at any point in the design process.


A closed jump ring is a continuous hoop with no split. This ring cannot be opened or closed, but separate components can be secured to it. It can handle weightier components than open jump rings can.


A split jump ring resembles a key ring with a one-and-a-half wind of stiff wire that must be pried apart to attach other components to it. A split jump ring can be added or removed at any point in your designing. Split ring pliers make this type of jump ring much easier to manipulate.


• Head pins and eye pins


Head pins and eye pins are used to attach beads to a chain, an ear wire, or to other beads. Available in a variety of gauges, lengths, and finishes, both kinds of pins resemble large straight pins with one blunt end and one shaped end.


A head pin has a flat, ball-shaped, or decorated metal stop at the opposite end of the pin to hold the beads in place.
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An eye pin has an eye-shaped loop at one end to hold the beads on the pin. Use the eye-shaped loop to attach additional jump rings, chains, or beaded components.
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• Clasps
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Clasps are two-part components that are attached to opposite ends of beaded strands to secure the ends together when the jewelry is worn. Available in a wide array of sizes and finishes, clasps can be either mechanical, such as spring-ring, box, barrel, and lobster-claw clasps, or nonmechanical, such as toggle, hook-and-eye, and S-shaped clasps. Mechanical clasps are more secure for attaching necklaces; nonmechanical clasps are suited to bracelets as they require just one hand to latch and unlatch.


• Chains
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Made of connecting links, chains are available in an infinite number of styles and finishes. The end links are connected to a two-part clasp. Decorative beads, charms, and other ornaments are attached to the links with wrapped-wire loops and jump rings.


• Earring clasps and hooks


[image: image]


Clip-ons, leverbacks, posts, French, kidney, and fishhooks are popular components for connecting beaded earrings to the ear.


• Bails
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Bails, such as hook-and-loop bails and fold-overs, are connectors that allow a single bead designed as a pendant to be suspended from a strand. Bails can be made by hand from wire.


• Crimp beads and tubes


Crimp beads and tubes are hollow and are made in a variety of metals, including base metal, sterling silver, silver-plated, gold-plated, and gold-filled, as well as copper and brass. They are used to secure the ends of nylon-coated beading wire to another finding, such as a clasp, or to fix a bead in place anywhere on its length. Although crimp beads and tubes can be used on some other stringing materials, they are generally used on strands that cannot be knotted. Choose a crimp bead diameter large enough to accommodate a double pass of beading wire when attaching a clasp or a closed jump ring. Crimps can be concealed with a crimp bead cover.


• Crimp-style fold-over clamps


Suited to finishing off the ends of ribbon or other flat strand material, crimp-style fold-over clamps are made in narrow widths and work by trapping the ends of a strand material between their parts when they are clamped shut.


• Crimp bead covers


Resembling small, round, hollow beads that are open on one side, crimp bead covers are used to enclose crimp beads and tubes that are already secured to the strand material, concealing them and adding a professional finish.


• Scrimp findings and Scrimp tool
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Available in round, oval, and bullet shapes, Scrimp findings serve the same purpose as crimp beads or crimp tubes. To secure a Scrimp finding, a tiny set screw is loosened using a Scrimp tool to allow the wire to pass through the barrel and then tightened to secure it inside the barrel.


• Clamshell with hook
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Used to cover an end knot on a strand, this finding opens like a clamshell and has a hook that connects the closed clamshell to other findings, such as a jump ring or a clasp.


• Bead tips


Available in a narrow range of sizes, bead tips are used to attach strands to clasps while concealing the cut end of the strand material. Bead tips come in conical, barrel, and dome shapes that have hooks or loops onto which a clasp can be attached. Some bead tips are called bead caps.


• Spacer beads
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Spacer beads are small, flat beads that are placed between two beads to keep them from rubbing against one another. They are made in a variety of metals and finishes and come in decorative shapes and surface textures, such as twisted hoops, flowers, and embossed patterns, that can add a decorative accent between beads.


Metal Wire
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An alternative to buying findings and components to connect separate parts of your jewelry designs is to fashion your own findings from metal wire. Wire for findings is chosen for its metal composition, gauge or thickness, finish, and hardness. Techniques and projects in this chapter use round wire in their construction, but novelty shapes, including half-round, triangular, and square, will give you new options. The type of metal a wire is made from affects its color and sheen, not to mention its price.


• Gold


The purity of gold is measured in karats. A hallmark debossed in the gold itself denotes the number of karats, indicated by a number followed by the abbreviation kt. Gold marked 24kt has twenty-four parts of or is 100 percent pure gold; it is the standard by which all other gold is measured. Because pure gold is soft, the gold components used in jewelry are usually an alloy composed of gold and some other metal. The alloy hardens the gold and facilitates bending and shaping by hand or tools. Commonly, 14-karat gold, which has 14 parts pure gold and 10 parts of some another metal, is used. It is the other metals added that give gold its beautiful range of color, introducing such alloys as green gold, which is a mix of 75 percent gold, 20 percent silver, and 5 percent copper.


• Gold-filled


A gold-filled wire is accompanied by a reference to its metal content. For example, a gold-filled wire that is marked 10kt/20 means that one-twentieth of the weight of the overall piece is 10-karat gold, and this amount has been bonded or electroplated to the core wire, which can be made of copper or sterling silver. Gold-filled wire is less expensive than pure gold.


• Gold-plated and silver-plated


Plated wire consists of a wire core made of a base metal, such as copper, nickel, or aluminum, that has been coated or bonded with a micron-thin layer of precious metal, such as gold or silver, in a standardized thickness. Because plated metal can be worn away with handling, it is viewed as less durable than gold or sterling silver.


• Sterling silver


For a metal to be stamped sterling silver, it must be made of 92.5 percent pure silver and 7.5 percent copper or some other metal. Quick to tarnish, sterling silver wire should be kept in a protective soft flannel bag. Vermeil is sterling-silver wire electroplated with 22-karat gold.


• Niobium and titanium


These two industrial alloys have been adopted by jewelry makers. Appealing colors can be added through an anodizing process, and they are hypoallergenic.


• Stainless steel


Stainless steel is most widely sold as memory wire. A unique and appealing alternative to flexible beading wire, memory wire is stiff and preformed into coils that retain their shape after being manipulated, making the wire an appealing choice for choker-style necklaces, bangle-style bracelets, and rings. Because the wire is so stiff, it requires special memory wire cutters, which are stronger than traditional wire cutters. Memory wire can be completely concealed with beads, even heavy ones, or narrow rubber tubing, and it can be finished by bending and flattening a tiny loop in each end or by concealing the cut ends with end caps.


Gauge refers to the thickness or diameter of a wire, which is measured in millimeters, abbreviated mm. The higher the gauge, the finer the wire; the lower the gauge, the thicker the wire. Most of the wires used for the projects in this chapter range from 26-gauge to 20-gauge, or 0.4 mm to 0.8 mm in diameter. I like working within this range because the wires pass easily through most of the bead holes, they are easy to manipulate, and the results are aesthetically pleasing.


Common Wire Gauges


Diameter






	In
Inches


	In
Millimeters


	Actual
Size


	 







	14 gauge =


	.0641 inches =


	1.63 mm
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	16 gauge =


	.0508 inches =


	1.29 mm
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	18 gauge =


	.0403 inches =


	1.02 mm
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	20 gauge =


	.0320 inches =


	0.81 mm
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	22 gauge =


	.0253 inches =


	0.64 mm


	[image: image]







	24 gauge =


	.0201 inches =


	0.51 mm
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	26 gauge =


	.0159 inches =


	0.40 mm
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	28 gauge =


	.0126 inches =


	0.32 mm
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The color of the wire used to make findings plays a defining role in the look and style of the completed piece of jewelry. For example, the high polish of sterling silver will highlight the cool refracted light of a crystal bead, and the warm glow of gold-plated wire goes well with a leaf-green faceted crystal. There are inexpensive wires that come in a wide range of party colors, as well as wires made from copper, brass, and steel.


Beading Tools at a Glance
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The hardness of wire refers to the resistance it has to bending. Half-hard wire is an appealing choice for making components—it bends into sharp angles, maintains its shape when manipulated, and is satisfying to work with. Ring bands and earring wires that must maintain their rigidity should be made from half-hard wire. By contrast, dead-soft wire is very malleable and easy to manipulate, making it well suited to forming eye loops, wrapped-wire loops, and bails.


Hand Tools for Wire Work


The tools used for wirework are specifically designed to cut, bend, or shape wire and to attach findings in the neatest and most efficient way possible. You needn’t buy the most expensive tools; there are well-made, dependable tools that are affordable, effective, and easy to use even for beginners.


I have purchased many tools over time. At first, I simply shopped by price, but I quickly discovered that a cheap wire cutter was a bad investment—it would work well at first, but then its cutting edge would become nicked and dull. Now when I buy a tool, I select one according to the metal from which it is made and the process used to make it—two factors that directly affect both the longevity of the tool and the quality of wirework I will be able to produce with it. Metal tools can be made of hardened tool steel or die-cast stainless steel. Hardened tool steel is forged for durability, is nick-proof, and is the longer-lasting metal; however, extra maintenance is needed to prevent rust. Stainless steel provides rust resistance, but it isn’t as strong as hardened tool steel and will develop pits and chips, especially on its cutting surface, after prolonged use. Regardless of your choice of metal, make sure the jaws of the tool align and the inner surfaces are smooth before you make a purchase. If you are left-handed, take note that the jaws of some wire cutters are designed for right-handed crafters.


An equally important factor when choosing a tool is its ergonomic functioning, or the way the tool fits in your hand and the ease with which you can use it. Tools that are light-weight, compatible with your hand size, and easy to use are best. Because wirework often requires repetitive actions that can strain and tire your hand muscles, you might want to consider pliers with springs that automatically return the handles to the open position after you press them closed. In all cases, make certain that the handle spread is comfortable; test the tool beforehand, working it as you would under actual beading circumstances to get an idea of the way the grip feels in your hand.


• Wire cutters


[image: image]


Wire cutters are used to cut both wire and nylon-coated beading wire. If purchasing only one pair of cutters, choose a pair that will cut the widest range of wire gauges. Manufacturers will usually specify on the packaging what cutters are best for various gauges and tempers of wire. Look for cutters that come to a point so that you can snip off short ends of wire in recessed spaces. As you become more serious about beading, you will appreciate expanding your tool repertoire, buying specialized tools for particular jobs. For example, you will love the clean efficiency of a pair of nippers to cut thin-gauge wire in tight spaces, a pair of medium cutters for gauges of dead-soft wire, and chain cutters for thick-gauge wire or heavy chain. Cutters suited to particular tasks range from end cutters (with straight cutting edges across a wide, rectangular nose), side cutters, also called flush cutters (one side produces a flat, flush cut and the other side produces an angled cut), and small nippers (with short, sharp blades designed to make neat cuts on thin wire). When using any wire cutter, position the blades so that the side that produces the flush cut faces the project wire.


• Crimping pliers
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This specialized tool is designed to secure nylon-coated beading wire to findings using a crimp tube. Crimping pliers have two “wells” aligned on their jaws. When squeezed, one well turns a crimp tube into a crescent shape, and the other folds it in half, securing the beading wire inside. Crimping pliers can be used with crimp beads but work best with tubes.


• Round-nose pliers
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One of the “must-have” jewelry-making tools, a pair of round-nose pliers is indispensable when shaping wire loops. Round-nose pliers have a tapered nose with two cone-shaped jaws designed to make loops in a variety of diameters, depending on where on the jaw the wire is placed—the narrow tips make small loops and the wider area near the joint makes large loops.


• Chain-nose pliers
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Incredibly versatile, chain-nose pliers are suited to a broad range of tasks—from opening and closing jump rings and links in a chain to making bends in wire, gripping wrapped loops, and reaching into narrow spaces. Chain-nose pliers have a slight curve on the outside of the nose that tapers at the tips. Inside, the jaws are smooth and flat so that the surface doesn’t mar or groove the metal or wire it is working. Needle-nose pliers are chain-nose pliers with long noses that are suited to reaching into small or recessed spaces.


• Bent-nose pliers
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Also called bent chain-nose pliers, these pliers have a sharply angled nose with tapered ends that provides better leverage for reaching into narrow spaces. This tool is also used for wrapping wire and opening and closing jump rings.


• Needle file and emery cloth


Long and tapered, a needle file smooths the cut end of a wire to remove any sharp or rough edges. To smooth the wire end further and make the jewelry safe for wearing, use emery cloth, a mineral-coated cloth that resembles sandpaper but is made for metal. Emery cloth can be laid flat and a cut wire end dragged and rolled over its surface until it is smooth.


• Bead reamer


Available in bead supply or hardware stores, bead reamers are packaged in a set that contains a handle and different files suited to the degree of abrasion desired. The files are embedded with diamond dust and are suited to grinding away material inside a bead hole that would abrade the strand material. One of the files is thin enough to pass through the full length of the hole to enlarge it and another file will allow you to grind the jagged edges of the bead to help prevent thread or cord from fraying when it is drawn through the bead hole. Bead reamers can crack and break glass and crystal beads, so careful pressure is highly recommended; however, they work well on softer materials like pearls and some semiprecious stones.


• Clamps


Available in a wide variety of styles, alligator and photo clamps can be used to temporarily secure the ends of stringing material to prevent beads from slipping off while the strand is being worked on.


• Ruler and tape measure


Any tool that helps you take accurate measurements can be used in beading. Small rulers marked with millimeters can measure the length and width of single beads to help you plan your designs. For more precise measurements, use a micrometer, a handy ruler with calipers that comes in plastic or brass. A micrometer is very helpful for ordering items online because it gives you a visual size reference. A tape measure is handy for measuring the length of a flexible strand of beads for bracelets and necklaces.


• Beading board


Used to lay out beads when planning a design, a beading board can be made of molded and flocked plastic or from wood lined with velvet. The board is marked with measurements to aid in the making of necklaces and bracelets. Several channels let you lay out the beads for multistrand designs.


• Flat-weave cotton towel or felt mat


A cotton dish towel or felt mat on your work surface can prevent beads and findings from bouncing or rolling around.


• Storage boxes and vials


Stackable storage containers with screw tops, partitioned boxes with snap-close lids, even recycled jars and plastic containers are suited to organizing and safeguarding beads. Bags made of soft cloth can protect loose beads and finished pieces of beaded jewelry.


• Safety glasses


Recommended when cutting wire and when reaming beads, safety glasses are essential to protect your eyes.


• Magnifier lamp


Prolonged work with small beads requires focus and concentration that can cause eyestrain. A magnifier lamp provides both a magnifying glass through which to view beads and delicate maneuvers and a light source that simulates daylight.
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General Beading Supplies


Tools for measuring, cutting, and keeping your work organized are useful for all types of bead wirework, stringing, and weaving.
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Stringing and Off-Loom Weaving
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Three different types of strands are popular for stringing beads: thread, cord, and nylon-coated beading wire. Each strand type is available in a wide range of materials, both organic and synthetic. The appropriate strand material is determined by the weight of the beads, the size of the bead holes, and aesthetic considerations such as the amount of drape desired and the look envisioned for the finished piece. Pearls, for example, are traditionally strung on silk thread or cord, a fiber that supports the lighter weight of the pearls while supplying sublime drape to maximize their elegance. Glass beads, which are heavier than pearls, must be strung on strong nylon-coated beading wire that resists abrasion from the sharp edges of the bead holes. Seed and cylinder beads used in off-loom weaving require synthetic thread that can hold up to stretching and fraying.


Visiting a bead store will allow you to examine and compare strand materials firsthand. When I am shopping for a stringing material, I take my beads along. I can make a better choice if I am able to take into account the actual weight, shape, and color of the beads.


Once you’ve done some beading with conventional strands, try a few of the less common materials, such as ribbon, leather, neoprene rubber, and plastic, according to the stylistic effect you are trying to achieve. Beading needles, scissors, and a few other items will round out the small number of supplies you need to begin stringing or weaving beads.



Thread and Cord



• Silk thread
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A natural fiber, silk thread is suited to stringing pearls and light-weight beads made from gemstones. Noted for its luster, strength, and range of available colors, silk thread is sold on spools and on cards that often come with needles attached. Silk thread is strong, knots well, and has an appealing drape, all desirable characteristics, especially when stringing pearls. Silk thread needs to be conditioned, or prestretched and coated with wax, before it is used to prevent stretching and fraying, which in turn causes tangles and kinks. Please note that silk will begin to degrade, fray, and weaken within 3 to 5 years of use; if you use silk thread to string your beads, expect to eventually restring them.


• Nylon thread


A synthetic strand material, nylon thread is made from long fibers that are strong and flexible. The thread is available on bobbins and spools in a broad range of colors and diameters, ranging from size 000 (the thinnest) to sizes 00 and 0 and up to A, B, C, D, E, F, FF, and FFF (the thickest). Sizes B and D are recommended for weaving, especially for woven bracelets and necklaces, depending upon the size of the bead hole. To prevent fraying, twisting, and kinking, nylon thread should be conditioned, or prestretched and coated with wax, before it is used for stringing. Use knotting, clamshells, end bars, and clasps to finish this thread.


• Silk cord


Pliable and with a soft hand, 100 percent silk cord is made up of tight, twisted strands of silk and is sold on cards that often come with a twisted-wire beading needle attached. Kinks can be pressed out with a household iron, and the cord should be stretched by hand prior to use. Meant to be a visible design element, silk cord is suited to stringing single or multiple focal beads, as in a “tin cup” necklace. Named after a Hollywood film, this style of necklace features bead stations separated by bare silk cord, which gives the beads the appearance of floating. Silk cord can be finished with knots, clamshells, bullion, and clasps.


• Waxed cotton cord


Available on spools, this cotton cord is treated with wax to prevent fraying and to aid knotting. The cord has little stretch; two strands of monofilament at the core make it strong, but the organic material will degrade. Commonly available in a diameter of 0.5 mm to 2.0 mm, this uniformly dyed cord comes in many colors. The cord can be finished using knots, clamshells, bullion, and clasps.


• Satin cord


Having a smooth hand, satin cord comes in many colors and in three diameters: 2 mm rattail, 1.5 mm mousetail, and 1 mm bugtail. Suited to straightforward, minimal stringing, satin cord can be a prominent element in the design and is especially suited to pendants or necklaces that feature only one or a few focal beads. It is important to choose beads with smooth bead holes that will not abrade and fray the satin. It is a good idea to smooth rough or sharp edges of the bead holes with a bead reamer prior to stringing. Satin cord is light-weight and is finished by knotting or using fold-over bead tips.


• Stretch cord


Elastic stretch cord is suited to casual jewelry featuring light-weight and medium-weight beads. The cord itself can be used to string beads that have large holes, but a flexible, collapsible-eye beading needle is often needed for beads with small holes. Heavy beads require a double strand of stretch cord. Because jewelry made with elastic cord is stretched when slipped on and off, the cord can degrade and break over time. To avoid these outcomes, make the jewelry loose enough to reduce the tension on the elastic. In general, plastic stretch cord can be finished with a square knot or with a crimp tube, eliminating the need for a separate clasp.
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Working Tips: Stringing with Ribbon
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Available by the yard or wrapped on cards or around spools, ribbon is available in an extremely wide assortment of fabrics, widths, colors, patterns, weaves, and finishes. Because it is subject to stretching and wear, ribbon for bead stringing should be carefully chosen; it must support the weight of the beads without drooping and be able to resist the abrasive effects of sharp bead holes. It is common to use a flexible twisted-wire needle with a collapsible eye or a big-eye needle when using ribbon as a strand material. Hinged, clamp-style findings are often used to finish the raw edges of cut ribbon and to attach clasps.
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Nylon-Coated Beading Wire
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Nylon-coated beading wire is known for its flexibility, resistance to stretching and kinking, and durability. It comes in a wide variety of overall diameters, tensile strengths, colors, and metal finishes, but because there are so many different kinds on the market, choosing the right one can be confusing. There are several factors to consider. Beading wire comes on spools that are clearly labeled with the strand count, overall diameter, name of the color or metal finish, and tensile strength of the wire, written in pounds. Tensile strength is the weight in pounds that the strand can support before breaking. All of these factors combine in different ways to produce beading wires with distinctly different properties, including flexibility, resistance to kinking and breaking, aesthetic qualities of color and luster, and kinesthetic qualities such as hand and weightlessness that make a piece of jewelry comfortable to wear.


• Strand count and flexibility


Nylon-coated beading wire is composed of bundled and twisted strands of stainless steel wire coated in a nylon sheath. It is available in 3-strand, 7-strand, 19-strand, and 49-strand. The 49-strand beading wire has seven bundles of wires, each with seven twisted strands, that are collected together and coated in nylon. The greater the number of strands, the more flexible the wire and more graceful the drape.


• Diameter and threadability


Beading wire comes in a wide variety of diameters from .010” (0.25 mm), which is suited to seed beads, to .036” (0.90 mm), which is suited to beads with large holes. General-purpose diameters are .015” (0.38 mm) and .018” (0.46 mm). Choose a beading wire that is thin enough to pass through the bead but thick enough to fill the hole without getting stuck.


• Tensile strength and bead weight


Beading wire comes in a practical range of strengths that make it possible to string heavy, medium-weight, or light-weight beads. Choose a beading wire that can withstand the cumulative weight of your beads without breaking. In addition, consider the amount of wear and tear your piece of jewelry will encounter and the value of the beads to ensure a safe wearing experience. Beading wire in general is especially suited to stringing medium- and heavy-weight beads in glass and ceramic that may have rougher bead holes that could easily abrade a strand made of natural fiber.


• Color and metal finish


The color of a beading wire is determined by the nylon coating on the wire. A wide range of colors, including tangerine and lavender, is available. Clear nylon coating reveals the color of the metal finish on the wire; it could be gray (stainless steel), silver (silver-plated), or yellow (gold-plated).


Beading Needles and Other Tools


The tools for bead stringing and weaving are few and simple. In traditional bead stringing with thread, a needle is required because the strand material is not stiff enough on its own to pass through the bead holes. Beading wire and some cords can be strung without a needle. A needle is required for bead weaving. Scissors, tweezers, thread conditioner, and a few general beading supplies round out what you will need.


• Beading needles
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Unlike sewing needles, beading needles are designed so that the eye end of the needle is equal in diameter to the shaft of the needle, thus allowing the entire needle to pass easily through the bead hole. Always choose a needle with a diameter that is smaller than the diameter of the bead hole and test-fit the beading needle in the bead hole before beginning work. Choose a needle length that gives you the control you need; a shorter needle will allow you to pass through one or two beads at a time—needles between 1¼” (3.2 cm) and 2” (5.1 cm) work well. Large-eye, twisted wire, and flossing needles are suited to stringing a greater number of beads at one time.


• Flexible large-eye and collapsible-eye beading needles


Made of twisted stainless steel, the flexible shaft and collapsible eye of this style of needle make it practical for wider and thicker strand materials, such as ribbon and cord.


• Carpet needle


Used to hand-knot beads on a strand, a carpet needle has a strong, sharp point that allows you to place a knot accurately on a strand of thread. The carpet needle is a convenient substitute for a beading awl. A darning needle can be used for the same purpose.


• Needle threader


Used to aid in threading a needle, a threader is composed of two parts: a handle and a collapsible loop made of very fine wire. The pointed end of the loop is inserted through the eye of the needle, collapsing and then opening again as it passes through. The thread is fed through the loop, which is then pulled back through the eye, drawing the thread with it. A needle threader can also be inserted through a bead hole to aid in stringing it.


[image: image]


Working Tips: Threading a Needle without a Needle Threader


To thread a needle, cut one end of a length of thread on a sharp diagonal. Flatten the end of the thread with your fingers and then hold the thread between your thumb and index finger so that only the cut end of the thread can be seen. Move the eye of the needle toward and onto the thread end. When a bit of thread protrudes through the eye, grab the end and pull the thread through.
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• Thread scissors
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Thread scissors are approximately 4” (10.2 cm) long with finely honed blades that come to extremely sharp points. Unlike traditional household scissors, which can leave thread ends frayed, thread scissors are designed to make precise and sharp cuts. They are particularly valuable for cutting thread that will be fed through the eye of a needle or for trimming short lengths of excess thread. In bead weaving, thread scissors are used to quickly and precisely refresh the end of the working thread, which is prone to fraying as it is worked through the beaded fabric.
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Quick & Easy: Stiffening the Strand Material to Make a Needle


Suited to cord and thread, this technique is an efficient way to stiffen the end of the strand material so that it can pass through the bead hole. Use clear nail polish to coat ½” (1.3 cm) of one end of the beading cord or thread. Pull the coated section of the cord or thread through your fingers to flatten it. Instant glue (cyanoacrylate) can be used as a stiffener instead of nail polish; just flatten the glued end with a toothpick instead of your fingers. Once the nail polish or glue is dry, insert the stiff end through the bead holes just as you would a needle.


[image: image]


• Tweezers
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Stainless steel bead tweezers and cup-style bead tweezers are practical for picking up single beads and for making knots between beads.


• Thread conditioner


Particularly important in bead weaving, beeswax or a thread conditioner like Thread Heaven helps guard against a thread’s natural tendency to fray, knot, and tangle. Use a conditioner sparingly on nonwaxed threads to avoid making the thread sticky.


• Instant glue (cyanoacrylate) and nail polish


Of the various glues suitable for securing knots in bead weaving, I prefer instant glue (cyanoacrylate) because it sets up quickly and dries clear. Read the manufacturer’s directions before using this glue, work in a well-ventilated space, and avoid getting the glue on your skin. Work carefully; if glue runs inside a bead hole and hardens, the hole will become impassable for stringing or weaving. Both instant glue and clear nail polish are also extremely effective in stiffening the fibrous ends of thread and cord for stringing without a needle. Instant glue can degrade some synthetic materials, such as elastic stretch cord, so use it sparingly and always wipe away excess.



Wiring Beads



Wiring is a method in which bare metal wire is used to make small parts for individual beads so they can be connected to other beads and to the strand material. Wiring beads allows freedom to place the wired beads anywhere on the strand or chain, easily allowing for changes in the design.


The wiring techniques in this chapter are straightforward and easy to learn but require practice to perform with competence. Establishing good work practices from the start will enable you to achieve a level of craftsmanship you can take pride in. If you are a beginner, I recommend that you practice with scrap wire. After you have a better feel for the wiring techniques, you can switch to wires made of precious metals and work on an actual project.
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Quick & Easy: Transferring Seed Beads to a Wire


Stringing seed beads one at a time is extremely tedious and also unnecessary. Seed beads come on a thin thread that can be laid along the index finger on one hand with holes facing out. While holding the thread taut along your finger, use your other hand to feed the end of the beading wire through the seed beads, sliding them onto the wire and pulling the thread out of the beads as you work.


[image: image]


Technique: Smoothing Cut Wire Ends


Smoothing cut wire ends is one of the techniques I use again and again. Learn it, master it, and give all your pieces the same high level of attention to detail practiced by professional jewelry makers. For loose wire that has just been cut, use emery cloth, which looks like dark gray sandpaper and has a very fine texture. It is available in coarse (40–70), medium (80–100), and fine (120, F, and FF) grits. On wires that scratch easily, use the fine-grit emery cloth.


MATERIALS AND TOOLS


Wire


Wire cutters


Emery cloth


Step 1


Cut the wire.


Use wire cutters to cut your wire to the desired length.


Step 2


Smooth the wire end.


Lay a piece of emery cloth on a flat surface. Drag the cut end of wire along its surface, rotating the wire end until it is smooth.


Technique: Smoothing Cut Wire Ends on a Wrapped-Wire Loop


For wire that is wrapped and then cut, as in a wrapped-wire loop, use a needle file to smooth the cut end.


MATERIALS AND TOOLS


Wrapped-wire loop, in progress


Wire cutters


Chain-nose pliers


Needle file


Step 1


Wrap the end of wire three or four times down the wire stem. Use wire cutters to trim off the excess wire close to the stem.


Step 2


Use a needle file to smooth the cut end of wire, being careful not to scratch the bead. Use bent-nose pliers to press the wraps flush against the stem.


Eye Loops and Stops


Suited to beads that are light-weight, the simplest loop to add to the end of a head pin or to one or both ends of a length of wire is the eye loop. Having a round shape, the loop can be used to connect other findings or beaded elements.


An eye loop can also serve as a stop to prevent a bead threaded on the pin from sliding off. A stop is essential on any wire that will hold a bead. Stops come in many styles, from the simple metal disk that is soldered on the end of a head pin to a coil that is shaped at the end of a length of wire.


Technique: Making an Eye Loop on a Head Pin


A head pin already has a stop at one end. Adding an eye loop at the opposite end will allow you to attach it to another finding, such as an ear wire to create dangly earrings. Round-nose pliers are used to shape the loop; the inner diameter of the loop is determined by the location on the cone-shaped nose that wire is placed for shaping.


MATERIALS AND TOOLS


Round bead


Head pin (in a gauge that passes easily through the hole in the bead)


Wire cutters


Chain-nose pliers


Round-nose pliers


Emery cloth


Ruler


Step 1


Thread on the bead.
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Thread the blunt end of the head pin through the hole in the bead, sliding it down to the stop. Use wire cutters to cut the wire that extends beyond the top of the bead hole to ½” (1.3 cm), or the length required to make the eye loop. For a large loop, leave a longer wire. Use an emery cloth to smooth the cut wire end.


Step 2


Make the first bend.
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Use the tips of the chain-nose pliers to grip the head pin where it exits the bead hole. Rotate the pliers, bending the head pin at a 90-degree angle.


Step 3


Shape the eye loop.
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Grip the cut end of the head pin with the round-nose pliers and rotate the pliers toward the bend to begin shaping a loop. When your wrist can no longer rotate comfortably, stop. Remove the round-nose pliers.


Step 4


Finish shaping the eye loop.
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Grip the cut end of the head pin with the round-nose pliers again, positioning the wire on the jaws of the pliers at the same location as in step 3. Rotate the pliers until a round closed loop is formed.
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Working Tips: Determining Loop Size
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Eye loops can be made in various sizes by using round-nose pliers with cone-shaped jaws. When the eye loop is formed close to the tip of the jaw, the circumference of the loop will be small. When the wire is placed closer to the box (or joint) on the pliers, the circumference of the loop will be larger. Use 22- or 24-gauge wire that is strong but thin enough to bend and wrap, varying the position of the wire on the jaws to make eye loops in different sizes. Use a permanent marker to make a line on the jaws to indicate a desired circumference. The mark can be easily removed with rubbing alcohol.
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Technique: Making a Concealed Wire Stop


This is an easy way to hide a handmade stop inside a bead. The technique can also be used to make a stop that will be covered by a Scrimp bead, as in the Blue Ice: A Pendant.


MATERIALS AND TOOLS


Bead, 8 mm or larger


Length of wire (in a gauge that passes easily through the bead hole)


Instant glue (cyanoacrylate)


Wire cutters


Round-nose pliers


Chain-nose pliers


Ruler


Step 1


Make an eye pin with a stop.
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Use a ruler and wire cutters to measure and cut a length of wire 1½” (3.8 cm) longer than the diameter or length of the bead. Use the tips of the round-nose pliers to make a tiny eye loop at one end of the wire. Use chain-nose pliers to flatten the loop into a long oval.


Step 2


Thread the bead onto the eye pin.
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Insert the blunt wire end into the bottom of the bead and pull the flattened loop into the bead hole until the end of the loop is flush with the bottom of the bead. If the flattened loop does not fit in the hole, use pliers to further flatten the wire and reinsert the wire into the bead until the loop is flush with the bottom of the bead. Apply a drop of instant glue (cyanoacrylate) to the bottom of the bead to secure the wire stop inside the bead.


Technique: Making a Decorative Wire Stop


Use a length of wire to make a decorative head pin by shaping one end of the length into a coil. The appeal of this technique is that you can transform straight wire into an effective stop for beads of any size; some standard head pins, either plain or fancy, are not long enough for larger beads.


MATERIALS AND TOOLS


Round bead


Length of wire (in a gauge that passes easily through the bead hole)


Wire cutters


Round-nose pliers


Chain-nose pliers


Emery cloth, medium-grit (#400) or fine-grit (#600)


Ruler


Step 1


Make the coil-shaped stop.


Lay the emery cloth on a protected surface and drag each end of the wire on its surface, turning the wire to smooth it. Use the tips of the round-nose pliers to make a tiny eye loop at one end of the wire. Use chain-nose pliers to grip the loop and then use your fingers to coil the long wire around the outer edge of the first eye loop. Continue to coil the long wire around itself, spiraling it as tightly as possible.


Step 2


Make the head pin.
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Use the chain-nose pliers to bend the wire end that extends from the spiral at a 90-degree angle so that the spiral is centered beneath the wire stem. Thread the wire end through a bead. Use wire cutters to trim the wire that extends above the bead to a desired length.


Technique: Making a Seed Bead Stop


This unique finding is suited to wiring beads with small bead holes, such as pearls and crystals.


MATERIALS AND TOOLS


Seed bead


Round bead with small hole


Length of wire (in a gauge that passes easily through the bead hole)


Wire cutters


Ruler


Step 1


Prepare the wire.


Cut a 4” (10.2 cm) length of wire. Thread on a seed bead and slide it to the midpoint. Bend the wire in half.


Step 2


Make the head pin.


Hold the seed bead with one hand while twisting the wires together with the other. The bead will become trapped at the bottom of the twisted stem. Thread the wire ends through a bead. The seed bead will act as a stop to prevent the bead from slipping off. Use wire cutters to trim the wire that extends above the bead to a desired length.


Technique: Making a Stop on Memory Wire


To keep beads from sliding off memory wire and to prevent the cut ends from catching on clothing, make a stop on each cut end of the wire.


MATERIALS AND TOOLS


Memory wire


Beads, as desired


Memory wire cutters


Chain-nose pliers


Needle file


Emery cloth, medium-grit (#400)


Safety glasses


Step 1


Prepare the wire ends.


Put on safety glasses. Use memory wire cutters to cut off the desired number of turns from a coil of memory wire. Smooth the cut wire ends with a needle file. Then lay an emery cloth on a flat surface and drag each end of wire on the emery cloth to further smooth the ends.


Step 2


Bend one wire end.
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Grip one wire end with the tips of the chain-nose pliers. Rotate the pliers against the natural curve to bend a ⅛” (0.3 cm) section at a 90-degree angle.


Step 3


Flatten the bend.
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Place the bent wire in the widest part of the jaws of the chain-nose pliers and squeeze the pliers to flatten the bend so the wires are flush against one another.


Step 4


String on the beads and make the second stop.


Thread the desired beads on the memory wire. Use memory wire cutters to cut off all but ⅜” (1.0 cm) of the excess wire. Grip the wire ⅛” (0.3 cm) beyond the last bead with the chain-nose pliers. Rotate the pliers against the natural curve (as in step 2) to bend a ⅛” (0.3 cm) section into a long oval loop. Use the pliers to flatten the loop.


Wrapped-Wire Loops


Several features of handmade jewelry immediately distinguish good workmanship. One is the quality of the wrapped-wire loops. Wrapped-wire loops are secure connector loops that are added to a single bead, or group of beads, using a head pin or wire. Practical and utilitarian, they provide ways to connect the beads to the links in a chain, to other findings, or to themselves. Wire loops are also a design element and are traditionally made from metals that match the other design elements. For example, a gold wrapped-wire loop is traditionally used with a gold chain.


There are several styles of wrapped-wire loops: a single wrapped-wire loop, a double wrapped-wire loop, a bail with a wrapped-wire loop, and a wrapped-wire bail-and-loop combination. Some types of loops, such as the single wrapped-wire loop, can be made using either a cut length of wire or a head pin. A cut length of wire is used to make a double wrapped-wire loop, in which both ends of the wire are made into loops.


Technique: Making a Single Wrapped-Wire Loop from a Head Pin


For this technique, choose a head pin that will extend at least 1½” (3.8 cm) beyond the bead hole.


MATERIALS AND TOOLS


Round bead


Head pin


Chain-nose pliers


Round-nose pliers


Bent-nose pliers


Wire cutters


Needle file


Ruler


Step 1


Thread on the bead.
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Thread the blunt end of the head pin through the hole in the bead, sliding it down to the stop. Allow the head pin wire to extend 1½” (3.8 cm) above the bead hole.


Step 2


Make the first bend.
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Use the tips of the chain-nose pliers to grip the head pin approximately ⅛” (0.3 cm) above the bead hole. Rotate the pliers, bending the head pin wire at a 90-degree angle.


Step 3


Shape the loop.
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Use the round-nose pliers to grip the wire ⅛” (0.3 cm) from the bend. Rotate the pliers toward the bend to begin shaping the loop. When your wrist can no longer rotate comfortably, stop. Do not remove the pliers but use the fingers of your opposite hand to wrap the head pin wire around the jaw of the round-nose pliers until it crosses in front of the head pin wire and completes a round loop.


Step 4


Wrap the wire around the stem.
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Use the chain-nose pliers to grip the wire loop. Use your fingers to wrap the wire tail around and down the stem of the head pin until it touches the top of the bead. Be sure to make tight, even wraps. As the wire stem shortens, the wraps will become more difficult to make; use the bent-nose pliers instead of your fingers to make the last few wire wraps, if necessary. Trim away the excess wire using the wire cutters. Then use a needle file to smooth the wire end, being careful not to scratch the bead. Use bent-nose pliers to gently squeeze the cut wire end flush against the stem.


Technique: Connecting a Wrapped-Wire Loop to a Link in a Chain


A charm or bead with a wrapped-wire loop can be attached directly to a link in a chain using its loop, but only if the wire is threaded through the link before the wrapped-wire loop is completed. A finished wrapped-wire loop can be attached to a chain link with a separate finding, such as a jump ring; however, the jump ring will add length, causing the wired bead to hang lower than one attached directly to the link.


MATERIALS AND TOOLS


Round bead


Head pin


Ruler


Round-nose pliers


Chain-nose pliers


Bent-nose pliers


Wire cutters


Needle file


Step 1


Thread on the bead.


Thread the blunt end of the head pin through the hole in the bead, sliding it down to the stop. Allow the head pin wire to extend 1½” (3.8 cm) above the bead hole.


Step 2


Make the first bend.


Use the tips of the chain-nose pliers to grip the head pin approximately ⅛” (0.3 cm) above the bead hole. Rotate the pliers, bending the head pin wire at a 90-degree angle.


Step 3


Shape the loop.


Use the round-nose pliers to grip the wire ⅛” (0.3 cm) away from the bend. Rotate the pliers toward the bend to begin shaping the loop. When your wrist can no longer rotate comfortably, stop. Do not remove the pliers but use the fingers of your opposite hand to wrap the head pin wire around the jaw of the round-nose pliers until it crosses in front of the head pin wire and completes a round loop.


Step 4


Attach the loop to the chain link.
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Thread the end of the head pin wire through a link in the chain.


Step 5


Wrap the wire around the stem.


Use the chain-nose pliers to grip the wire loop. Use your fingers to wrap the wire tail around and down the stem of the head pin until it touches the top of the bead. Be sure to make tight, even wraps. As the wire stem shortens, the wraps become more difficult to make: use the bent-nose pliers instead of your fingers to make the last few wire wraps, if necessary. Trim away the excess wire using the wire cutters. Then use a needle file to smooth the wire end, being careful not to scratch the bead. Use bent-nose pliers to gently squeeze the cut wire end flush against the stem.


Technique: Making a Single Wrapped-Wire Loop from a Length of Wire


When you want to make a single wrapped-wire loop using a length of wire, you will have to make a stop at one end. This method shows a stop that is concealed inside the bead hole.


MATERIALS AND TOOLS


1 bead, center-drilled


Wire (in a gauge that fits through bead hole)


Instant glue (cyanoacrylate)


Ruler


Wire cutters


Emery cloth


Round-nose pliers


Chain-nose pliers


Bent-nose pliers


Needle file


Step 1


Prepare the wire.


Measure and cut a length of wire that is long enough to accommodate the bead and extends at least 1½” (3.8 cm) from each bead hole. Drag the ends of the wire on a piece of emery cloth, rotating the ends to smooth them.


Step 2


Make a stop on one wire end.


Use the tips of the round-nose pliers to make a tiny eye loop at one end of the wire. Use chain-nose pliers to flatten the loop into a long oval. Insert the blunt wire end into the bead and pull the flattened loop into the bead hole so the end of the loop is flush with the bottom of the bead and a length of wire above the bead extends 1½” (3.8 cm) above the bead hole. Apply a drop of instant glue (cyanoacrylate) to the bottom of the bead to secure the wire stop inside the bead.


Step 3


Make the first bend.
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Use the tips of the chain-nose pliers to grip the wire approximately ⅛” (0.3 cm) above the bead hole. Rotate the pliers, bending the wire at a 90-degree angle.


Step 4


Shape the loop.


[image: image]


Use the round-nose pliers to grip the wire ⅛” (0.3 cm) away from the bend. Rotate the pliers toward the bend to begin shaping the loop. When your wrist can no longer rotate comfortably, stop. Do not remove the pliers, but use your fingers on your opposite hand to wrap the head pin wire around the jaw of the round-nose pliers until it crosses in front of the head pin wire and completes a round loop. You can thread the wire through a link in a chain at this point, if desired.


Step 5


Wrap the wire around the stem.
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Use the chain-nose pliers to grip the wire loop. Use your fingers to wrap the wire tail around and down the stem of the head pin until it touches the top of the bead. Be sure to make tight, even wraps. As the wire stem shortens, the wraps get harder to make: use the bent-nose pliers instead of your fingers to make the last few wire wraps, if necessary. Trim away the excess wire using the wire cutters. Then use a needle file to smooth the wire end, being careful not to scratch the bead. Use bent-nose pliers to gently squeeze the cut wire end flush against the stem.


Technique: Making a Double Wrapped-Wire Loop


Neat and pretty, the double wrapped-wire loop allows you to connect each end loop to another bead or to a length of chain.


MATERIALS AND TOOLS


Round bead


Wire (in a gauge to fit bead hole)


Ruler


Wire cutters


Emery cloth


Needle file


Round-nose pliers


Chain-nose pliers


Bent-nose pliers


Needle file


Step 1


Prepare the wire.


Measure and cut a length of wire that is long enough to accommodate the bead and extend at least 1½” (3.8 cm) from each bead hole. Drag the ends of the wire on a piece of emery cloth, rotating the cut ends to smooth them.


Step 2


Wire the bead.
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Insert the wire through a bead and center it. Use the round-nose pliers to make a small wrapped-wire loop at each end, ⅛” (0.3 cm) from the bead hole. Use a needle file to smooth the wire ends.


Technique: Connecting Double Wrapped-Wire Loops for a Beaded Chain


Making a strand of beads in which single beads are connected to one another with wrapped-wire loops requires that a double wrapped-wire loop be made on the first bead. After that the beads are attached by connecting the new loop to the previous loop to make a continuous chain in any length.
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Fun for Kids: Making a Beaded Bug
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Beading requires a certain degree of coordination, but with an adult’s guidance, a school-age child will be able to make bugs by wiring plump beads together. In principle, the bug is composed of segments, and each segment is made up of a bead. The beads are threaded with wire to keep them together. Help a child follow the diagram and choose any combination of beads to make a fantasy bug. You will need a spool of 18-gauge beading wire, 6 medium to large beads to string the body, wings, and head, and 4 small beads to secure them. You will also need wire cutters or junky scissors.


• Make the wings.
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Working from the spool of wire, thread the end of the wire through 2 leaf-shaped beads so their narrow ends are facing one another. Thread on a small bead and then reinsert the wire back through the leaf-shaped beads and a small bead. Bring the wires around the small bead, tightening the wire to move the beads together to secure the wings. Cut the wires. Set the wings aside.


• Make the segmented body.
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Working from the spool of wire, thread the end of the wire through 1 small bead, 1 medium bead, 2 large beads, and 1 long leaf-shaped bead. Thread on a small bead and then reinsert the wire back through the long leaf-shaped bead and the other beads, exiting out the small bead at the top of the body. Bring the wires around the small bead, tightening the wires to move the beads together to secure the body. Leave long wires for antennae. Then cut the wire from the spool. Center the wing section over the center wire between the large beads and wrap the wire on the wings around the center wires on the body.
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MATERIALS AND TOOLS


Round bead


Wire (in a gauge that fits through bead hole)


Ruler


Emery cloth


Round-nose pliers


Chain-nose pliers


Bent-nose pliers


Wire cutters


Needle file


Step 1


Prepare the wire.


Measure and cut a length of wire that is long enough to accommodate the bead and extend at least 1½” (3.8 cm) from each bead hole. Repeat to cut wire lengths for each bead in your design. Drag the ends of the wire on a piece of emery cloth, rotating the cut ends to smooth them.


Step 2


Wire the first bead.
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Make a double wrapped-wire loop at each end of the first bead.


Step 3


Make one wrapped-wire loop on the second bead.


Make a single wrapped-wire loop on one end of a second length of wire. Thread the opposite end of the wire through the hole of the second bead.


Step 4


Bend the wire.


Use the tips of the chain-nose pliers to grip the wire stem approximately ⅛” (0.3 cm) above the bead hole. Rotate the pliers, bending the wire at a 90-degree angle.


Step 5


Shape the loop.


Use the round-nose pliers to grip the wire ⅛” (0.3 cm) from the bend. Rotate the pliers toward the bend to begin shaping the loop. When your wrist can no longer rotate comfortably, stop.


Step 6


Thread the unfinished loop through one loop in the first bead.
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Thread the long wire through one of the loops on the first bead to connect them. Use the chain-nose pliers to grip the unfinished wire loop. Use your fingers to wrap the wire tail around and down the stem of the wire until it touches the top of the bead. Be sure to make tight, even wraps. As the wire stem shortens, the wraps get harder to make: use the bent-nose pliers instead of your fingers to make the last few wire wraps, if necessary. Trim away the excess wire using the wire cutters. Then use a needle file to smooth the wire end, being careful not to scratch the bead. Use bent-nose pliers to gently squeeze the cut wire end flush against the stem.


Step 7


Add the remaining beads.
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Repeat steps 3–6 to add more beads until the chain is as long as you desire.


Step 8


Connect the beads.
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Finish the chain by connecting the first and last beads, threading the wire tail from the last bead through the loop on the first bead and completing a wrapped-wire loop.


Technique: Making a Bail with a Wrapped-Wire Loop


In this design, a bail is shaped from wire, allowing a bead with a head-drilled hole, such as a briolette, to hang like a pendant from earrings or a necklace. The wire is threaded through the bead hole and forms a triangle above the tip of the bead that ends with a wrapped-wire loop.


MATERIALS AND TOOLS


1 bead with head-drilled hole, such as a briolette


Wire (in a gauge that fits bead hole)


Ruler


Wire cutters


Needle file


Round-nose pliers


Chain-nose pliers


Bent-nose pliers


Step 1


Prepare the wire.


Measure and cut a length of wire that is long enough to accommodate the briolette and extend at least 3” (7.6 cm) from each bead hole.


Step 2


Thread on the briolette.


Thread one end of the cut wire through the hole in the briolette, sliding the bead to the midpoint of the wire.


Step 3


Begin to shape the bail.
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Bend both wires up along the sides of the briolette toward the top. Cross the wires just above the tip to make an X. Grip the front wire with chain-nose pliers where the wires cross just above the tip of the bead and bend it straight up to make a stem.


Step 4


Wrap the wire around the stem.
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Grip the wires just below the point where they cross using the chain-nose pliers. Wrap the longer back wire tail around the front of the wire stem, continuing three or four times around and up the wire stem. Be sure to make tight, even wraps. As the wrapping wire shortens, the wraps may get harder to make; use the bent-nose pliers instead of your fingers to make the last few wraps, if necessary. Trim away the excess wrapping wire using the wire cutters. Then use a needle file to smooth the wire end, being careful not to scratch the bead. Use bent-nose pliers to gently squeeze the cut wire end flush against the stem. Rotate the now completed wire bail back above the bead tip.


Step 5


Make a single wrapped-wire loop.
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Grip the long wire stem ⅛” (0.3 cm) above the wire wraps using the chain-nose pliers and bend the wire at a 90-degree angle.


Step 6


Begin to shape the loop.
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Use the round-nose pliers to grip the wire ⅛” (0.3 cm) away from the bend. Rotate the pliers toward the bend to begin shaping the loop. When your wrist can no longer rotate comfortably, stop. Do not remove the pliers, but use your fingers on the opposite hand to wrap the wire around the jaw of the round-nose pliers until it crosses in front of the wire stem and completes a round loop.


Step 7


Wrap the wire around the stem.
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Use the chain-nose pliers to grip the wire loop. Use your fingers to wrap the wire tail around and down the wire stem until it touches the first wire wraps (or the top of the optional accent bead). Be sure to make tight, even wraps. As the wrapping wire shortens, the wraps get harder to make: use the bent-nose pliers instead of your fingers to make the last few wire wraps, if necessary. Trim away the excess wire using the wire cutters. Then use a needle file to smooth the wire end, being careful not to scratch the bead. Use bent-nose pliers to gently squeeze the cut wire end flush against the stem.


Technique: Making a Wrapped-Wire Bail-and-Loop Combination


Suited to a head-drilled bead, this technique features a wrapped-wire loop, but instead of snipping off the excess wire, the tail is wrapped around the top of the bead to create a bail that conceals the bead hole. This wrap technique works very well with 24- to 28-gauge wire because the pliability of the wire makes it easy to manipulate it into neat wraps that conform to the shape of the bead tip.


MATERIALS AND TOOLS


1 bead with head-drilled hole, such as a briolette


Wire (in a gauge that fits through bead hole)


Ruler


Wire cutters


Round-nose pliers


Chain-nose pliers


Bent-nose pliers


Needle file


Step 1


Prepare the wire.


Measure and cut a length of wire that is long enough to accommodate the briolette and extend at least 3” (7.6 cm) from each side of the bead hole.


Step 2


Thread on the bead (a).


Thread one end of the cut wire through the hole in the briolette, leaving a ¾” (1.9 cm) length of wire on one side. Bend both wires up along the sides of the briolette toward the top.


[image: image]


Step 3


Make an open loop (b).


Grip the short wire with round-nose pliers and rotate the pliers to make an open loop over the tip of the briolette; use your fingers to gently push and flatten the short wire end against the sloping side of the briolette. Trim away the excess wire so that the short end is even with the hole in the briolette. (This end of the wire will be concealed by the wire wraps.)


Step 4


Begin to shape the wrapped-wire bail.
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Grasp the loop with the chain-nose pliers. Use your fingers to wrap the long wire against the base of the loop, around to the back of the briolette, and then around to the front.


Step 5


Finish the wrapped-wire bail.
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While continuing to grasp the loop with the chain-nose pliers, wrap the long wire down and around the tip of the bead. Be sure to make tight, even wraps. As the wire stem shortens, the wraps get harder to make: use the bent-nose pliers instead of your fingers to make the last few wire wraps, if necessary. Trim away the excess wire using the wire cutters. Then use a needle file to smooth the wire end, being careful not to scratch the bead. Use bent-nose pliers to gently squeeze the cut wire end flush against the bead.



Stringing Beads



Stringing is one of the most straightforward and intuitive methods for making beaded jewelry. All you need are beads, a strand to string them on, and some kind of closure, even if it is just a square knot.


The strand provides a simple way to keep beads together in a particular order. A strand can be concealed completely, or it can play a prominent role in the jewelry design, such as in an illusion necklace, a design in which beads are strung in groups, or stations, on a sheer strand material that gives the illusion the beads are floating. A strand must be strong enough to support the beads and be in keeping with the style of the beads. It is rare to see crystals strung on a length of twine, for example, because the twine would obstruct the clear-water colors and would likely fray from contact with the sharp bead holes.


The kind, number, and order of the beads being strung, as well as the number of strands used, affects the jewelry design. A single kind of bead or several groups of beads may be strung onto a single strand, or beads in any configuration can be threaded onto several strands that are combined in one design. Clearly, the number of designs possible when combining beads, strands, and findings is limited only by your imagination.


The stringing technique is essentially the same whether you are stringing beads onto a thread, a cord, or a wire. However, the techniques used to secure and finish a strand are different for each strand material. Silk cord is secured to a clasp with a knot. Beading wire is secured to a clasp with a crimp bead. On some pieces, a jump ring may be used as a connector. This section describes skills and techniques for stringing and securing beads on a strand.


Technique: Opening and Closing a Jump Ring


The most effective way to open and close a jump ring is to use two pairs of pliers. Proper use of the pliers will prevent twisting, distorting, or weakening of the wire ends. When closing a jump ring, be sure to align the two wire ends so they meet; otherwise the clasp or other finding that is threaded onto the ring won’t be secure.


MATERIALS AND TOOLS


Jump ring


Chain-nose pliers


Bent-nose pliers


Step 1


Position the tools.
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Grip opposite sides of the jump ring using the chain-nose pliers and bent-nose pliers with the ring’s opening between them. Avoid using the tips of the pliers.


Step 2


Open the jump ring.
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Rotate one pair of pliers away from you and one pair of pliers toward you to open the ring.


Step 3


Close the jump ring.


Reverse the motion in step 2, allowing the cut wire ends of the ring to meet.
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Working Tips: Tying Knots


• Single overhand knot
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• Double overhand knot
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• Square knot
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• Surgeon’s knot
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Technique: Conditioning Thread


If the stringing material will be hidden by the beads, condition the beading thread prior to stringing to prevent fraying, kinking, and twisting.


MATERIALS AND TOOLS


Beading thread


Thread scissors


Thread conditioner


Step 1


Cut a length of thread.


Pull a length of thread from the card or spool and use thread scissors to cut it to the desired length.


Step 2


Stretch the thread.


Use your hands to pull the thread at opposite ends to stretch it.


Step 3


Coat the thread.


Apply a very thin film of thread conditioner, such as Thread Heaven, or beeswax over the thread; avoid an excessive coating, which will cause the thread to become sticky.


Technique: Stringing and Knotting Beads on a Cord


Silk cord is best suited to stringing light-weight beads. It is most often used to make knotted pearl necklaces. A knot between two pearls keeps them from rubbing against one another and at the same time adds a decorative element to the beaded strand. Beads strung and knotted on cord are traditionally finished with a clamshell and a clasp.


MATERIALS AND TOOLS


Beads, as desired


Silk cord on a card with a twisted wire needle attached


2 clamshells


2 jump rings


Clasp, as desired


Instant glue (cyanoacrylate)


Carpet needle


Beading board


Household iron


Chain-nose pliers


Round-nose pliers


Bent-nose pliers


Thread scissors


Ruler


Step 1


Arrange the beads and prepare the cord.


Lay out the beads in the desired order on a beading board. Unwind the cord from the card. Use a household iron to straighten out the folds in the cord, being careful to keep the needle attached. Prestretch the cord. Make a double knot in the end of the cord, leaving a 1” (2.5 cm) tail.


Step 2


Attach the clamshell.
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Insert the needle into the interior of the clamshell. Slide it down the cord until the knot sits inside the clamshell. Add a drop of glue to further secure the knot; trim away the excess cord. Use chain-nose pliers to close the clamshell around the knot.


Step 3


Knot the cord.


Make a loose single overhand knot next to the clamshell. Place the tip of the carpet needle through the knot and slide it 1/16” (0.2 cm) from the clamshell. Remove the needle and tighten the knot.


Step 4


String on the first bead and knot the cord.
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Thread a bead onto the needle and down the cord until it is next to the knot. Make a loose single overhand knot on the opposite side of the bead. Use the carpet needle to slide the knot as close to the bead as possible. Remove the needle and tighten the knot.


Step 5


String on the remaining beads.


Continue to add the remaining beads to the cord, following each one with a knot, until all of the beads are strung.


Step 6


Attach the second clamshell.


Insert the beading needle into the exterior hole of the second clamshell. Slide the clamshell down to the last knot tied. Make a loose single overhand knot in the cord and insert the carpet needle through the knot. Slide the knot into the open clamshell; remove the needle and tighten the knot. Add a drop of glue to secure the knot further. Trim away the excess cord with scissors.


Step 7


Attach the clasp.
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Close the clamshell using chain-nose pliers, trapping the knot inside. Open one jump ring using the chain-nose pliers and the bent-nose pliers. Thread one end of the jump ring through the loop on one half of the clasp. Close the jump ring. Bend the hook end of the clamshell around a closed jump ring using round-nose pliers. Repeat to attach the second half of the clasp to the remaining jump ring and clamshell on the other end of the beaded and knotted strand.


Technique: Attaching a Clamshell and a Clasp to Beading Thread


Cord is easily secured to a clamshell with a knot and a drop of glue. A finer stringing material like beading thread is best secured by knotting it to a seed bead first. The seed bead adds bulk to the knot so it remains securely inside the clamshell.


MATERIALS AND TOOLS


Beads, as desired


Seed bead


Beading thread


2 clamshells


2 jump rings


2 spacers, as desired (optional)


Clasp, as desired


Instant glue (cyanoacrylate)


Thread conditioner


Beading board


Beading needle


Carpet needle


Chain-nose pliers


Round-nose pliers


Bent-nose pliers


Thread scissors


Ruler


Step 1


Arrange the beads and prepare the thread.


Lay out the beads on a beading board, as desired. Cut double the desired length of thread from the spool. Prestretch the thread. Double thread the beading needle and make a double knot at the end of the thread. Condition the thread.


Step 2


Thread on the seed bead and attach the first clamshell.
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Insert the needle into the seed bead and slide it down to the knot, tying a double knot to trap the bead. Insert the beading needle into the interior of the clamshell. Slide the clamshell down the thread until the knotted bead sits inside the clamshell. Add a drop of instant glue (cyanoacrylate) to further secure the knot; trim away the excess thread. Use chain-nose pliers to close the clamshell around the knotted bead.
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Working Tips: Using Bullion to Safeguard Thread and Cord


Instead of a clamshell, bullion—tightly coiled fine wire—can be slipped over the end of the thread or cord that is attached directly to a clasp. Bullion protects the exposed loop of cord by preventing abrasion and subsequent fraying where the cord is attached to the clasp. To use bullion, cut a short section with wire cutters, slide it onto the cord until it rests against the loop, and then attach the clasp.
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Step 3


String on the beads.


Thread on one spacer bead, if desired, followed by all of the beads on the beading board, ending with a second spacer bead, if desired.


Step 4


Attach the second clamshell.


Insert the beading needle into the exterior hole of the second clamshell. Slide the clamshell down to the last bead strung. Make a loose single overhand knot in the thread and insert the carpet needle through the knot. Slide the knot into the open clamshell; remove the needle and tighten the knot. Thread on a seed bead. Tie a double knot to trap the bead. Add a drop of glue to secure the knot further. Trim away the excess thread, using scissors.


Step 5


Attach the clasp.


Close the clamshell using chain-nose pliers, trapping the knotted seed bead inside. Open one jump ring using the chain-nose pliers and the bent-nose pliers. Thread one end of the jump ring through the loop on one half of the clasp. Close the jump ring. Bend the hook end of the clamshell around a closed jump ring using round-nose pliers. Repeat to attach the second half of the clasp to the remaining jump ring and clamshell on the other end of the beaded and knotted strand.


Technique: Attaching a Crimp Bead or a Crimp Tube to a Strand of Nylon-Coated Beading Wire


Nylon-coated beading wire is best secured with a crimp bead or tube at the beginning and end of the strand. Crimp beads and crimp tubes differ in appearance both before and after crimping, but they function in the same way. Either type can be concealed with a crimp-bead cover. Match the metal, finish, and diameter of a crimp bead or tube to the beading wire to harmonize the design elements. Use this crimping technique if you plan to add a jump ring and a clasp after the end of the beading wire has been secured with a crimp bead.


MATERIALS AND TOOLS


Nylon-coated beading wire


Crimp bead or tube


Crimping pliers


Wire cutters


Step 1


Thread on the crimp bead.


Use wire cutters to cut the nylon-coated beading wire from the spool in the desired length. Thread one end of the beading wire through the crimp bead. Slide the crimp bead down the wire ½” (1.3 cm) from the end. Bend the short end of the beading wire around and insert the tip back through the crimp, pulling the beading wire until there is a ⅛” (0.3 cm) loop.


Step 2


Make the crimp oval-shaped.


Rest the crimp bead in the oval-shaped space near the tips of the crimping pliers, making certain the wires are parallel to one another. Squeeze the pliers closed to shape the crimp bead into an oval.


Step 3


Make the crimp crescent-shaped.
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Lift the crimp bead out of the oval-shaped well in the pliers and transfer it to the crescent-shaped space near the joint of the crimping pliers, making certain the wires are parallel to one another. Squeeze the pliers closed to shape the crimp into a crescent.


Step 4


Finish securing the crimp bead.
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Return the crimp bead to the oval-shaped space in the crimping pliers, but at a 90-degree angle. Squeeze the pliers closed to fold the crimp bead in half.
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Working Tips: Standard Lengths for Beaded Jewelry


While any piece of jewelry may be sized to suit the wearer, standard lengths are followed for the strands in bracelets and necklaces. A bracelet, for example, should be long enough to be comfortable, but not so long that it slips off the wrist. There is greater latitude when making necklaces. For example, an opera-length necklace can be wrapped around the neck or knotted to shorten it.


Bracelet, 7” (17.8 cm)


Anklet, 10” (25.4 cm)


Necklaces:


Choker, 16” (40.6 cm)


Princess, 18” (45.7 cm)


Matinee, 22” to 24” (55.9 to 61.0 cm)


Opera, 30” to 32” (76.2 to 81.3 cm)


Rope (or lariat), 45” (114.3 cm) or longer
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Technique: Attaching a Crimp-Bead Cover to a Crimp Bead


Although a pair of chain-nose pliers can be used to secure a crimp bead cover around a crimp bead or tube, the oval-shaped well of the crimping pliers also works, conforming to the round shape of the cover.


MATERIALS AND TOOLS


Beading wire with crimped end


Crimp bead cover


Crimping pliers


Step 1


Position the crimp bead cover.


Open the jaws of the crimping pliers. Place a crimp bead cover in the front oval-shaped well with the open portion of the cover facing out.


Step 2


Secure the crimp bead cover.


Place the finished crimp bead secured to the beading wire into the crimp bead cover. Squeeze the jaws of the crimping pliers closed to secure the crimp bead cover around the crimp bead.
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Working Tip: Coordinating Crimp Bead Sizes and Nylon-Coated Beading Wire


Insert both cut ends of a length of nylon-coated beading wire into the crimp bead or tube. If the pair of wire ends fits snugly without any gaps, the crimp bead is the correct size. For more guidance, consult the manufacturer’s recommendations on the package of beading wire.
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Technique: Attaching a Clasp to a Strand with a Crimp Bead


This technique is recommended when stringing heavy beads on nylon-coated beading wire. Instead of a jump ring, a clasp is strung onto nylon-coated beading wire before the wire is secured with a crimp, ensuring that the clasp cannot accidentally come loose and fall off.


MATERIALS AND TOOLS


Nylon-coated beading wire


Crimp bead or tube


Clasp with loop


Crimping pliers


Wire cutters


Beads, as desired


Wire nippers


Step 1


Thread on the crimp bead and the clasp.
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Use wire cutters to cut the nylon-coated beading wire from the spool in the desired length. Thread one end of the beading wire through the crimp bead and the loop on one half of the clasp. Fold over ¾” (1.9 cm) of beading wire and insert the tip back through the crimp, pulling the beading wire until there is a ⅛” (0.3 cm) loop that traps the clasp. Be sure to leave some room between the crimp and the clasp so that the clasp can move freely.


Step 2


Make the crimp oval-shaped.


Rest the crimp bead in the oval-shaped space near the tips of the crimping pliers, making certain the wires are parallel with one another. Squeeze the pliers closed to shape the crimp bead into an oval.


Step 3


Make the crimp crescent-shaped.


Lift the crimp bead out of the oval-shaped well in the pliers and transfer it to the crescent-shaped space near the joint of the crimping pliers, making certain the wires are parallel to one another. Squeeze the pliers closed to shape the crimp into a crescent.


Step 4


Finish securing the crimp bead.


Return the crimp bead to the oval-shaped space in the crimping pliers, but at a 90-degree angle. Squeeze the pliers closed to fold the crimp bead in half.


Step 5


String the beads.


String one to three beads onto the nylon-coated beading wire, sliding them down to the crimped end. Hide the short end of the beading wire in the bead holes. Use wire nippers to trim off any excess wire. String on the remaining beads. Repeat steps 1–5 to secure the opposite end.


Technique: How to Keep Beads from Binding


When beads are strung on nylon-coated beading wire, they usually touch one another. The close proximity causes the beads to grate against one another and possibly crack. To provide ease, a temporary seed bead is added to the strand, the strand is secured with a crimp bead as usual, and then the seed bead is crushed and removed.


MATERIALS AND TOOLS


Beads strung on beading wire


Crimp bead or tube


Seed bead


Chain-nose pliers


Crimping pliers


Safety glasses


Paper towel


Step 1


Thread on the seed bead and the crimp bead.


At the end of the beaded strand, thread on one seed bead; slide it against the last bead. Thread on the crimp bead and slide it against the seed bead. Fold over ½” (1.3 cm) of beading wire and insert the tip back through the crimp to form a ⅛” (0.3 cm) loop. Secure the crimp bead using the crimping pliers.


Step 2


Break off the seed bead.


Cover the seed bead with a paper towel. Grasp the seed bead between the tips of a pair of chain-nose pliers. Squeeze the pliers to carefully crush the seed bead and break it off the strand without scratching the adjacent bead. Tuck the end of the beading wire into the hole in the last bead.
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Working Tips: Securing Bead Stations


Use crimp beads to secure a single bead or a group of beads on a strand in a particular place (called a bead station). Place crimp beads like bookends on both sides of the bead or bead group. Then flatten the crimp beads using chain-nose pliers to secure them, permanently fixing the bead or beads in place on the strand.
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Off-Loom Weaving: The Peyote Stitch



The method for weaving beads into a fabric without the use of a loom is known as off-loom weaving. The weaving is done by hand, one bead at a time. Thread is pulled through a sequence of small beads to make a beaded row. As the process is repeated, row joins to row in an established sequence and a beaded fabric is formed.


The flat, even-count peyote stitch is one of the easiest bead weaving patterns to learn because it always uses an even number of beads. (There are flat, odd-count peyote stitches, but they are not covered here.) The possibilities of this simple little weaving stitch go well beyond its deceivingly easy looks, as the stitch can be used to create a seemingly endless variety of patterns by changing the size, shape, and color of the beads. You will sail through learning the stitch and be ready to try your own designs and move on to other bead weaving stitches to produce fanciful designs of every description. This stitch will simply start your weaving adventures.


Traditional peyote stitch weaving is done using either seed beads or cylinder beads and a needle and thread. For the best results, beads should be consistent in shape and size and the holes must be uniform and free of sharp edges. The thread must be sturdy and resilient enough to stand up to the stresses of weaving, thin enough to pass through the bead hole several times, and resistant to fraying and tangling. Many types of thread have the desired properties; my personal favorite is nylon thread. The best way to make a selection is to try several brands until you find one that works for you.


The importance of working with a good thread cannot be overemphasized as a weaving is only as strong as the thread used to make it. Manufacturers produce a wide array of synthetic beading threads that are suited to weaving. Made from long fibers that are strong and flexible, the thread is available on bobbins and spools in a broad range of colors and diameters—from size 000 (the thinnest) to sizes 00 and 0 and A, B, C, D, E, F, FF, and FFF (the thickest). Sizes B and D are most commonly used for weaving, especially for woven bracelets and necklaces, depending upon the size of the bead hole. The needle is equally important. Choose one that is smaller than the diameter of the bead hole, testing it first to make certain it passes through the holes in your beads.


You will also need thread conditioner (a synthetic conditioner such as Thread Heaven, natural beeswax, or both), instant glue (cyanoacrylate), thread scissors, and a flat towel. Findings for woven pieces include crimp-style fold-over clamps, multistrand bar clasps, and tube bar clasps, as well as buttons that fit into slits in the beaded weaving.


If you have never done bead weaving before, begin with a manageable project, such as a ring, to get a feel for the technique. A ring can be made using a flat, even-count peyote stitch; the narrower the band, the easier and faster it is to weave. Pour small piles of seed or cylinder beads, organized by color, onto a flat-weave cotton towel or a piece of felt. I find it easier to pick up single beads when they are placed in a smooth layer on a cloth; some weavers prefer to work from a low, flat dish.


You can work with either a single strand or a double strand of thread; I always work with a double strand to give the finished piece extra security. The double strand must be able to pass through the bead hole a minimum of two times so adjust the size of your thread accordingly. Thread that is too long twists and tangles easily so keep the double strand of thread a workable length, approximately 24” (61.0 cm). Remember to condition each length of thread you use by pulling the length at opposite ends to stretch it and by applying a very fine film of a thread conditioner. Synthetic conditioner is a silicon-based product that is lighter than natural beeswax, but both work well. Apply only the lightest coating to avoid a sticky thread that leaves residue inside the beads.


Common Charted Design for Off-Loom Weaving
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Equipped with all your supplies, you are ready to begin bead weaving—but first, a few words of encouragement about the flat, even-count peyote stitch. When you are establishing the first few rows of your weaving, they will appear uneven. Do not stress; as more beaded rows are added, these first few rows will become uniformly even and straight and the woven piece will begin to take shape. Keep the working thread taut, rather than loose and droopy, as you add new beads to your weaving. After a bead is seated, place your thumb gently against the thread where it exits the bead. Insert the needle into the next bead hole, drawing the thread through the second bead in a direction that is away from the hole while gently pressing against the thread to keep it from tangling. With the thread taut, you will be able to neatly seat the new bead, which in turn ensures uniform rows and columns in the weaving. Work in the same direction, either from left to right or from right to left, and from top to bottom or vice versa. Generally, right-handed weavers (which I am) work all the rows from right to left (which I do), and left-handed weavers work the rows from left to right. Each row (except for row 1) is made by working across the row to add half of the beads and then flipping the piece over and working back to the starting point to add the remaining beads in the row.


Charted designs are indispensable for woven designs that are more complex. If your weaving project includes a charted design that requires counting beads and changing colors, make an enlarged copy of the design chart and refer to it often. I keep track of the rows and the attendant changes in bead color using a straight pin. I prick the paper at the edge of the row on which I am working and move the pin as I go along, especially when a color change is coming up. Although following a chart can get tedious, the extra effort is worth it. That said, you may find that despite your concentrated efforts, you weave in a bead in the wrong color. Don’t worry—simply incorporate the color change into your design, using a marker to make a note on the chart. If the mistake is one you feel you must correct, stop weaving. If the mistake is on the working row, back the needle, eye first, through the row. If the mistake is in another row, cut off the needle and draw the thread back through the beaded rows until you reach the mistake, and then begin weaving again from there. Note that you are raveling the weaving in order to get to the problem bead; the beads that are removed must be rewoven into the beaded fabric.


Regardless of the design of your bead weaving, you will need to know how to begin a thread using a stop bead. You will also need to know how to end a thread and begin a new one because on larger projects it is unlikely that you will be able to complete a weaving using only one length of thread.


Technique: Attaching a Stop Bead


Begin a peyote stitch weaving by attaching a stop bead. It will keep newly added beads from sliding off the thread. The stop bead is not a permanent part of the design but is removed when the weaving is finished. The extra length of thread is woven into the beaded fabric or used to add a closure.


MATERIALS AND TOOLS


Seed bead in a contrasting color (for stop bead)


Thread, such as Nymo nylon thread, size B


Thread conditioner


Beading needle, #10


Scissors


Ruler or tape measure


Step 1


Prepare the thread.


Measure and cut a double strand of thread 24” (61.0 cm) long. Use your hands to stretch the thread by pulling on opposite ends and use a thread conditioner.


Step 2


Add a stop bead to the thread.
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Insert one end of the thread through the beading needle and pull the ends even; do not make a knot. Insert the needle through the stop bead. Slide the bead to within 6” (15.2 cm) of the cut ends of thread. Draw the needle around the bead and reinsert it into the bead hole in the same direction as before. Pull the thread snug. Repeat to secure the stop bead.


Technique: Ending a Thread


A working thread eventually becomes too short to maneuver easily through the beads. The beading can be finished or still in progress, but in either case, a neat, secure finish is essential. The technique to end off a thread involves weaving in the thread end and making overhand knots to anchor it.


MATERIALS AND TOOLS


Peyote weaving in progress (featuring cylinder beads, size 11/0)


Thread, such as Nymo nylon thread, size B


Beading needle, #10


Step 1


Reweave the thread.


Weave the needle in a zigzag pattern back through several beads, emerging at a lower row.


Step 2


Knot the thread.


Use the needle to make a single overhand knot around the thread that is between two beads and gently pull the thread taut; refer to Tying Knots. Reweave the thread through a few more beads, then repeat to make a second overhand knot. Then weave the thread through a few beads, exiting on the underside of the weaving and leaving a thread tail.


Step 3


Weave in the tail.


When the weaving is complete, thread the tail and weave it into the woven fabric, zigzagging across and down to lower rows.


Technique: Beginning a New Thread


If you have ended a thread and you need to continue weaving to finish the pattern, you will need to weave in a new thread that emerges where you left off.


MATERIALS AND TOOLS


Peyote weaving in progress (featuring cylinder beads, size 11/0)


Thread, such as Nymo nylon thread, size B


Thread conditioner


Beading needle, #10


Thread scissors


Ruler or tape measure


Step 1


Begin the new thread.


Thread a needle with a new length of stretched and conditioned thread, pulling the ends even; do not knot the thread. Beginning on a lower row than where you stopped weaving, thread the needle through three or four beads that are already woven into the beaded fabric. The thread will naturally be in a zigzag pattern.


Step 2


Knot the thread.


Use the needle to make a single overhand knot around the thread that is between two beads and gently pull the working thread taut. Go through a few more beads and then make a second overhand knot, as before. Weave the thread through more beads, emerging where you left off weaving.


Step 3


Continue the established pattern.


Use the newly threaded needle to add additional rows to the weaving.


Technique: Joining a New Thread to an Old Thread


Every bead weaver develops a particular style of working with thread. Here is a unique way to contend with the inevitable ending of an old thread and beginning a new one by using knots to join them together.


MATERIALS AND TOOLS


Peyote weaving in progress (featuring cylinder beads, size 11/0)


Thread, such Nymo nylon thread, size B


Thread conditioner


Instant glue (cyanoacrylate)


Beading needle, #10


Thread scissors


Ruler or tape measure


Step 1


Stop weaving.


When approximately 5” (12.7 cm) of the working thread remains on the needle, stop weaving. Cut off the needle. Thread the needle with a new double strand of stretched and conditioned thread 24” (61.0 cm) long. Pull the ends even; do not knot the thread.


Step 2


Join the old threads to the new threads.


Use a square knot to tie each end of the new thread to one end of the old thread; refer to Tying Knots. Tighten the knots so they are close to the beads. Apply a drop of instant glue (cyanoacrylate) to each knot; let them dry. Use thread scissors to trim the thread ends to short tails. Insert the needle through the next bead, and continue the established pattern.


Technique: The Peyote Stitch


Also called the gourd, the single-drop, and the one-drop stitch, the peyote stitch is one of the most satisfying bead weaving stitches to do. It is straightforward and can be learned quickly. The pattern shown here is six beads wide, but you can adapt the width, keeping an even-count number of beads and making a weaving in any length you wish.


MATERIALS AND TOOLS


Cylinder beads, size 11/0


Seed bead in a contrasting color (for stop bead)


Thread, such as Nymo nylon thread, size B


Thread conditioner


Instant glue (cyanoacrylate)


Beading needle, #10


Flat-weave cotton towel (or dish)


Ruler


Thread scissors


Step 1


Prepare the thread.


Cut a double strand of thread 24” (61.0 cm) long. Prepare the thread by stretching it and applying a conditioner. Attach a stop bead 6” (15.2 cm) from the cut ends. Spill a low pile of cylinder beads onto a flat-weave cotton towel.


Step 2


Make row 1.
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String on 6 cylinder beads (#1–#6), sliding them along the thread until they touch the stop bead.


Step 3


Begin row 2.
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String on bead #7. Insert the needle into bead #5 (in row 1) and pull the thread taut to seat bead #7. String on bead #8.


Step 4


Complete row 2.
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Insert the needle into bead #8 to seat bead #11. String on bead #12 and insert the needle into bead #7 to seat bead #12. String on bead #13. Row 2 is now complete. Turn the weaving over.


Step 5


Begin row 3.
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Insert the needle into bead #9 (in row 2) and pull the thread taut to seat bead #10. String on bead #11.


Step 6


Complete row 3.
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Insert the needle into bead #3, and pull the thread taut to seat bead #8. String on bead #9 and insert the needle into bead #1. String on bead #10. Turn the weaving over.


Step 7


Continue adding beads.


Insert the needle into bead #12 and pull the thread taut to seat bead #13. Continue to add beads, working across the row and back to complete each row until the weaving is the desired length.


Technique: Joining Edges to Make a Ring


When opposite ends of peyote weaving are joined at their edges, it is much like fitting the bricks in a wall together. Where there is a bead on one side, there is no bead on the other, opposite, side. When the edges are sewn together to create a continuous band, no seams are apparent.


MATERIALS AND TOOLS


Peyote-stitch ring in size 11/0 cylinder beads, woven but not joined


Thread, such as Nymo nylon thread, size B


Beading needle, #10


Thread scissors


Instant glue (cyanoacrylate)


Step 1


Test-fit the ring.


Bring together the short edges so that the beads on the first row and the last row interlock neatly to form a ring. If the ring does not fit, add or remove a row of beads, test-fitting the ring to make certain it slips over your knuckle and fits around your finger.


Step 2


Join the edges.
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Insert the double-threaded needle into the first bead on the opposite edge and then into the next bead on the first edge. Continue working back and forth to secure the edges together, alternating the beads of the first and the last rows and pulling the thread taut and ending on the same side of the band as the stop bead.


Step 3


Tie the weaving and stop bead threads together.


Use a spare needle to remove the wrap of thread on the stop bead. Working close to the edge of the weaving, tie the working thread and the stop bead threads in a snug square knot; refer to Tying Knots. Apply a drop of instant glue (cyanoacrylate) to the knot; let the glue dry.


Step 4


End the thread.


[image: image]


Thread the tail ends into a needle and weave the needle in a zigzag pattern through a few beads in nearby rows to reinforce the joined edges. Bring the needle to the underside of the band and cut off the needle. Make a double knot close to the weaving. Apply a scant drop of instant glue (cyanoacrylate) to the knot; let the glue dry. Trim the excess threads close to the knot.


[image: image]


Working Tips: Taking Care of Yourself


Bead weaving requires intense concentration and focus. To avoid fatigue and eyestrain, get up from your worktable from time to time, stretch, and change your posture.


[image: image]


Technique: Making a Buttonhole
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Some bracelet designs call for a slit in the beaded fabric so that a button can be inserted through the weaving to create a closure. Making a buttonhole involves separating a full width of woven beads into two separate segments to form the buttonhole opening and then rejoining the segments to complete the weaving.


MATERIALS AND TOOLS


Peyote-stitch band in progress, size 11/0


cylinder beads Thread, such as Nymo nylon thread, size B


2 beading needles, #10


Thread scissors


Instant glue (cyanoacrylate)


Step 1


Weave the beaded band up to the beginning of the buttonhole.


Follow the beading diagram for your chosen project to complete all the rows up to the beginning of the buttonhole row.


Step 2


Begin the buttonhole slit.


Work across the next row until you reach the position marked on the diagram for the buttonhole. Turn the work over, thread on a new bead, and work back to finish the row. Continue beading this segment only, working the rows across and back, until you reach the row count that corresponds to the end of the buttonhole slit on the diagram. Turn the work over and leave the needle and thread attached.


Step 3


Complete the buttonhole slit.


Weave a second threaded needle through the beaded section, exiting at the beginning of the slit. Slip a bead onto the needle and proceed from this point to begin a new row, working across and back. Continue making rows for this beaded segment until you reach the row count that corresponds to the end of the buttonhole slit on the diagram. To end off the thread, weave the needle through several rows of the band in a zigzag pattern, exiting between any beads. Cut off the needle and tie the thread in a double knot. Apply a drop of instant glue (cyanoacrylate); let the glue dry. Cut off the excess thread.


Step 4


Join the segments together.


Use the attached needle and thread and follow the beading diagram. Work straight across the full row to join the two beaded segments together and close the buttonhole slit. Turn the piece over and work back across the row. Continue weaving according to the beading diagram.



PROJECTS




Moonlight: A Pair of Earrings



[image: image]


Scrimp cylinder-and-screw findings are usually used to crimp beading wire, but here they add an industrial touch that gives these silver ball earrings contemporary style.


MATERIALS AND TOOLS


Wire, sterling silver, 20-gauge


2 hollow round beads, center-drilled, sterling silver, 14 mm diameter


2 Scrimp findings, oval, 3.5 mm and 1.04 mm inside diameter


Instant glue (cyanoacrylate)


Chain-nose pliers


Wire cutters


Screwdriver (for eyeglass repair)


Emery cloth, medium-grit (#400)


Ruler


Fine-tip marker


Rubbing alcohol


Cotton swab


Masking tape (optional)


Step 1


Prepare the wire.


Use a ruler and wire cutters to measure and cut two 3” (7.6 cm) lengths of sterling silver wire.


Step 2


Smooth the wire ends.


Lay the emery cloth on a flat surface. Drag each cut end of one wire across the cloth, rotating the end until it is smooth. Repeat for the second wire.


Step 3


Prepare the Scrimp oval findings.


Remove the screws from the scrimp beads and set them aside in a safe place, such as an upturned jar lid, so that they will not roll or get lost.


Step 4


Flatten the wire ends.


Use chain-nose pliers and firm pressure to flatten a 3/32” (0.2 cm) length at one end of each wire, being careful not to overstress the wire, which can make it brittle. Test-fit the flattened end of each wire in the hole of the Scrimp bead as you work. Stop when the wire fits snugly inside the hole in the barrel. It may be necessary to use nippers to trim the sides of the wire’s flattened end. Do trim the bottom of each flattened wire so it is flush with the bottom of the Scrimp finding.


Step 5


Insert the wire ends into the Scrimp beads.


Thread the Scrimp bead onto the flattened end of the wire. Insert the screw and tighten it using the screwdriver. Turn the barrel upside down and apply a drop of instant glue (cyanoacrylate) into the hole; let the glue dry. Repeat on the second wire.


Step 6


Add the silver balls.


Thread one silver ball onto the opposite end of the wire, sliding the ball down until it touches the Scrimp bead. Repeat on the second wire.
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OFFERING AN ABUNDANCE OF
INFORMATION AND INSPIRATION,
Homemade is a revelatory addition to the craft
world—the ultimate reference book on crafting
and also a warm, engagingly written book that
combines history and personal narrative with the
science that makes a craft possible and the passion
that inspires it.

Carol Endler Sterbenz is a crafter, a teacher, a
homemaker, a wife, and a mother. Raised by immi-
‘grant parents who taught her the enduring value of
resourcefulness and creativity, she makes her life-
time of experience and infinite enthusiasm the
foundation for Homemade. Sterbenz provides
readers with not only practical information and
direction but also a philosophy and methodology
of erafting that build confidence and ability, mak-
ing it casy to achieve truly professional results.

‘Teeming with clear, reliable, and thorough infor-
mation on everything from tools and materials to
techniques, Homemade s an essential guide to seven
of the most beloved crafts: beading, the flower arts,
paper crafting, hand printing, decoupage, decora-
tive embellishing, and children's arts and crafts.

Crafters—beginners and veterans alike—can
turn to Homemade to learn which glues and finishes
10 use, how to form a perfect beaded loop, assemble
aminiature robot, hollow out an egg, emboss paper,
make a hand-tied bouquet, or transform a chande-
lier. Overflowing with hundreds of techniques;
casy-to-follow step-by-step directions supported
by more than eight hundred beautiful and precise
hand-drawn illustrations, diagrams, and patterns;
and countless insider secrets and troubleshooting
tips, Homemade is an indispensable go-to reference
no crafer should be without.

CAROTL ENDLER STERBENZ haswritten
more than twenty-five craft and decorating books,
including Pottery Barn Design Library: Storage &
Display, American Country Folk Crafts, and the
Instant Gratification serics. A former syndicated
columnist for By Hand and Primary Colors: Interiors,
Ms. Sterbenz was the founding editor in chief of the
quarterly magazine Handeraft Illustrated. She lives
with her husband, John, in Westchester County, New

York. Learn more at www.makeithomemade.com.

MEET THE AUTHORS, WATCH VIDEOS AND MORE AT
SimonandSchuster.com
STHE SORREE FOR READING GROUPS -

JHEAET 510 ANDPHOTOGRAPS 1 REXSONOMELL
AUTIOR ORTEAT 8 gt TGS
FRNICD N HE S A COPYIGHT © 261 SO SCHSTER





OEBPS/images/f0056-01.jpg





OEBPS/images/bm.jpg
THE DEFINITIVE ILLUSTRATED
ENCYCLOPEDIA @B CRAIFITES

This comprehensive resource features a wealth of information, detailed instructions, patterns,
templates, and illustrations for over seventy projects and more than four hundred techniques.

Wire-working, stringing, Conditioning fresh foliage;
weaving harvesting, drying, and

preserving flowers and

oy foliage; pressing flowers
Scoring, folding, laminating,
embossing, cutting, sewing
Block printing,
stamping, stenciling,
screen printing
L 3 Y 4 -
Restoring and recycling ~ :
old objects,applying decals, = =
working with ribbons — h Working with clay,
and trims, faux finishing, = glitter, crayons, paint,
gilding chalk, markers

LEARN HOW TO MAKE

- Albums «Finger paints - Paper flowers +Sockmonkeys
. i sper sculp - Stamps

*Bathoils « French charm « Papier-miché *Tapered candles

* Beaded necklaces bracelets «Pom-pom chicks +Topiary

+Clay dolls - Garlands *Place mats +Wood frames
+Collages “Giftwrap «Pop-up cards * Wrapped-wire rings
- Container candles - Gilded boxes “Potpourri + Wreaths
«Embossed pillows +Kaleidoscopes and foliage

«Envelopes “Mosaics «Saltscrubs.

*Etched glass «Origami «Scrapbooks
« Facial scrubs “Paper “Soaps





OEBPS/images/f000i-01.jpg





OEBPS/images/f0014-02.jpg





OEBPS/images/promo.jpg
Sign Up Here





OEBPS/images/f0014-03.jpg





OEBPS/images/f0014-01.jpg
45 6 65 7





OEBPS/images/f0037-02.jpg





OEBPS/images/f0037-01.jpg





OEBPS/images/f0062-01.jpg





OEBPS/images/f0014-04.jpg





OEBPS/images/f0051-01.jpg





OEBPS/images/f0003-01.jpg





OEBPS/images/f0028-01.jpg





OEBPS/images/f0045-01.jpg





OEBPS/images/f0020-01.jpg
P W






OEBPS/images/f0045-03.jpg





OEBPS/images/f0020-02.jpg





OEBPS/images/f0045-02.jpg





OEBPS/images/f0017-06.jpg





OEBPS/images/f0017-05.jpg





OEBPS/images/f0017-04.jpg





OEBPS/images/f0040-01.jpg





OEBPS/images/f0017-03.jpg





OEBPS/images/f0040-02.jpg





OEBPS/images/f0017-02.jpg





OEBPS/images/f0059-02.jpg





OEBPS/images/f0017-01.jpg
</





OEBPS/images/f0059-01.jpg





OEBPS/images/f0059-04.jpg





OEBPS/images/f0059-03.jpg





OEBPS/images/f0059-05.jpg





OEBPS/images/9781451628869.jpg
HOMEMADE

CArROL ENDLER STERBENZ






OEBPS/images/f0017-07.jpg





OEBPS/images/f0050-01.jpg





OEBPS/images/f0050-02.jpg





OEBPS/images/f0029-01.jpg





OEBPS/images/f0021-03.jpg
P 10-q o





OEBPS/images/f0044-01.jpg





OEBPS/images/f0021-02.jpg





OEBPS/images/f0044-02.jpg





OEBPS/images/f0021-01.jpg





OEBPS/images/f0044-03.jpg






OEBPS/images/f0021-05.jpg






OEBPS/images/f0021-04.jpg






OEBPS/images/f0041-03.jpg





OEBPS/images/f0041-02.jpg





OEBPS/images/f0035-02.jpg





OEBPS/images/f0041-01.jpg





OEBPS/images/f0035-01.jpg





OEBPS/images/f0035-05.jpg





OEBPS/images/f0035-04.jpg





OEBPS/images/f0035-03.jpg





OEBPS/images/f0026-02.jpg





OEBPS/images/f00xi-01.jpg





OEBPS/images/f0001-01.jpg





OEBPS/images/f0026-01.jpg





OEBPS/images/f0026-03.jpg





OEBPS/images/f0047-02.jpg





OEBPS/images/f0053-01.jpg





OEBPS/images/f0047-01.jpg





OEBPS/images/f0015-03.jpg





OEBPS/images/f0015-04.jpg





OEBPS/images/f0015-01.jpg
e
L





OEBPS/images/f00iv-01.jpg





OEBPS/images/f0015-02.jpg





OEBPS/images/f0032-01.jpg





OEBPS/images/f0015-09.jpg





OEBPS/images/f0015-07.jpg





OEBPS/images/f0015-08.jpg





OEBPS/images/f0015-05.jpg





OEBPS/images/f0015-06.jpg





OEBPS/images/f0052-02.jpg





OEBPS/images/f0027-01.jpg





OEBPS/images/f0052-01.jpg





OEBPS/images/f0046-01.jpg





OEBPS/images/f0046-04.jpg





OEBPS/images/f0046-03.jpg





OEBPS/images/title.jpg
Homemade

The Heart and Science of Handcrafis

Carol Endler Sterbenz

SCRIBNER

New York London Toronto Sydney New Delhi





OEBPS/images/common.jpg





OEBPS/images/f0018-01.jpg





OEBPS/images/f0018-02.jpg





OEBPS/images/f0033-01.jpg





OEBPS/images/f0018-03.jpg





OEBPS/images/f0018-04.jpg





OEBPS/images/f0010-01.jpg
Month | Traditional | Modern | Old Testament | Spanish Jewish
January | Garnet Garnet Jasper Garnet
Yellow zircon
Red zircon
February | Amethyst | Amethyst Sapphire Amethyst | Amethyst
March | Aquamarine | Aquamarine | Chalcedony Jasper. Jasper
Bloodstone
April | Diamond | Diamond Emerald Sapphire Sapphire
May Emerald | Emerald Sardonyx Agate e
Carnelian
Chalcedony
June Pearl Alexandrite | Sardonyx Emerald Emerald
Alexandrite
Moonstone
July Ruby Ruby Chrysolite Onyx Onyx
August | Peridot Peridot Beryl Camnelian | Carnelian
Sardonyx Emerald
Aquamarine
September | Sapphire | Blue sap- Topar. Chrysolite |~ Chrysolite
phire
October pal Rosezircon | Chrysoprase | Aquamarine | Aquamarine
Tourmaline
November | Golden topaz | Golden Bloodstone Topaz Topaz
Gitrine. topaz
December | Turquoise | Bluezircon | Amethyst Ruby Ruby

Blue topaz






OEBPS/images/f0018-05.jpg





OEBPS/images/f0018-06.jpg





OEBPS/images/f0018-07.jpg





OEBPS/images/f0049-01.jpg





OEBPS/images/f0024-01.jpg
2=C

u,\l





OEBPS/images/f0024-02.jpg





OEBPS/images/f0024-07.jpg






OEBPS/images/f0024-08.jpg






OEBPS/images/f0024-09.jpg







OEBPS/images/f0024-03.jpg






OEBPS/images/f0024-04.jpg






OEBPS/images/f0024-05.jpg






OEBPS/images/f0024-06.jpg






OEBPS/images/f0038-02.jpg






OEBPS/images/f0038-03.jpg






OEBPS/images/f0061-01.jpg





OEBPS/images/f0038-01.jpg





OEBPS/images/f0030-01.jpg





OEBPS/images/f0030-02.jpg





OEBPS/images/fxviii-01.jpg





