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Synopsis

I am writing about two contemporary 
American jewellers, Kent Raible and James Barker, 
whose work I admire. I am looking at their methods 
of creating jewellery, their influences, styles, 
and attitudes towards their work. I have also 
chosen a few other jewellers, from the past and from 
the present whose work I feel can be compared to the 
work of Raible and Barker.
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INTRODUCTION

apart.' (1). 
higher status of the wearer, 
something that the others had not; 
mark of individuality, but also the privilege of 
ownership.

'Up to the present, jewellery has been an 
individual adornment quick to identify rank, 
authority, wealth, and influence to those who wear 
it.' (2). The uses of jewellery have meanings for 
the society in which it is worn: in practical use such 
as clothing fasteners, royal ceremonial use, 
religious use, and for important occasions in 
everyday life.

Jewellery and jewels have aroused 
unequalled passions as emblems of deities 
to be worshipped or as tokens of love, magic 
and power. This concept is still with us, 
albeit in a somewhat muted form: the basic 
need for reassurance and the desire to convey

In 3,000 B.C. man discovered gold in the earth 
beneath his feet and gold started being used as the 
basic medium for jewellery making. It has traditionally 
been utilised because of it's physical properties, 
maelability, longevity, colour, and lustre.

Jewels in the past were seen as a practical 
way of keeping wealth because they were small, portable 
and easy to hide. 'Anything bright and colourful 
found in the earth or sea was prized by early man, 
perhaps because possession of it set the person

The wearing of jewellery denoted the
They had attained 

not only the
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certain aspects of our personality that go 
beyond mere onramentation or pure material 
considerations. (3)
Gold jewellery, with its purity and colour, 

has a value based on wealth, while gemstones have 
value that are associated with their colour, 
strength, and size. In the past, gemstones were 
reputed to have actual physical power over the 
wearer.

Pearls, diamonds, turquoise, coral, 
emeralds, and other stones have been credited 
with occult powers since ancient times. They 
were, first, perhaps worn as amulets and later 
as ornaments, many astrologers and students 
of ancient teachings believe that each stone 
has it's own personality and attributes. (4).

absent from modern life'. (6).
is now more relevant to it's function as 
for the body than as talismanic objects.

An amulet is described as 'a thing worn as 
charm against evil' (5). In the days of dragons, 
witches, and alchemy, people would readily believe 
in these things. If a gemstone could protect them 
in some way from supernatural forces they would 
most likely accept it as a protective object.

Magicians and sorcerers have traditionally 
been linked with the power of jewellery and it's 
mystical energies. Talismans and amulets have also 
been used for religious purposes, such as bishops' 
rings or Charlemagne's talisman, which was buried 
with him in 814 A.D.. This is a pendant said to 
enclose a splinter of the true cross, (fig 1). 
In the past, gems were also reputed to have curative 
powers, a belief founded on their colour.

The values placed upon jewellery and the powers 
imbued in it are different for contemporary 
society. 'Currently the gesture of self-adornment 
is associated with the will to seduce others and is 
perhaps a surrogate for spirituality now largely

The role of jewellery 
ornamentation 

Less beliefs
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One of

Many jewellers remained faithful to a 
particular process, devoting an enormous amount 
of time it it's investigation, and producing a 
body of work in which that technique became 
identified with the individual. (9)

are placed in it's mystical values, but a higher 
degree of belief placed in it's monetary values: 
'Only in the last few hundred years were they (jewels) 
considered a form of monetary exchange. For most 
of man's history they were considered to have 
magical powers.' (7)

Jewellery is the most personal type of art. 
It can be expressly made and designed for the 
individual. It can 'illustrate the conscious and 
unconscious thoughts of both maker and owner' (8). 
It can be an object that enhances the wearer's 
appearance but also involves the senses, since it 
is actually on the body.

Any fragment of history or society is judged 
and assessed of it greatness by what it has left to 
be discovered, by what artifacts can be gleaned 
from it's existence.

We judge a society on the products of their 
cultural activities, art, music, literature, 
architecture, and by their technological abilities. 
Looking at the jewellery they have made, we can try 
to understand parts of their fashions and technical 
advances that happened in that period of time.

The works I am examining are the output of two 
contemporary jewellers, Kent Raible and James Barker, 
who both currently live and work in America, 
the chief characteristics of contemporary American 
art jewellery is technical specialization.

The two artists who I am writing about, specialize 
in gold granulation. They make wearable jewellery with
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In 1990 the new generation of artists have 
re-adopted gold, the noblest of all metals, and 
the embodiment of traditional power, in order to 
search for the holy meaning of life and purity, 
or, to search for the divine signifigance of a 
jewel. (11)
I am writing about Raible and Barker's individual 

work and influences and their procedures, but also 
their attiudes and feelings towards their art and the 
properties, magic, symbols, powers, and spirituality 
that they believe it contains. Columbus said of gold 
'gold is the most exquisite of all things whoever 
possesses gold can acquire all that he desires in this 
world". I believe that Kent Raible and James Barker 
would readily agree with this statement.

high carat gold and precious gems. Their work is 
known and identified because of their technique and 
mastery of skill. Their work has a relationship with 
the past: The power of gold and gems, of talismans 
and amulets, and the belief that jewellery can have 
spiritual element. Both jewellers feel they are 
guided by an inner voice or intuition to guide them 
through every step of their work. Barker calls it 
"free creation, the beautiful experience of heart, 
head, and hands in alignment" (10). Their approach 
to their craft is in the classical tradition, and far 
from modernized mass production.

Their technique too, has a relation with the past. 
The art of gold granulation has been in existence for 
around 5,000 years.

Although Raible's and Barker's methods are ancient 
and historically based, their pieces are relevant in 
the contemporary jewellery world. They are part of a 
trend of making jewellery using the traditional material 
of gold, unlike the movements of the recent past and 
present, employing synthetic, non-metallic, and man­
made metals and fibres.
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Figure 1: Charlemange1s Talisman
Jewel from the 7th century A.D. gold and various 
precious gems. From A History of Jewellery, 5,000 
Years.
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CHAPTER 1

His

°r Roman

Kent Raible makes wearable jewellery out of 
18 karat gold and a range of precious gemstones, 
diamonds, emeralds, blue sapphires, pearls, Australian 
opals, amethysts, garnets, rutilated quartz, and 
green tourmalines. He employs the use of granulation 
on every piece he makes and most are set with stones. 
He makes bracelets, rings, earrings and necklaces. 
In all his pieces he uses woven gold wire instead of 
linked gold chain, (figure 2). The woven gold is 
very intricate and delicate, resembling a textile 
material more than a rigid metal material. (See Appendix 
A for questionnaire).

The jewellery is encrusted with incredibly small 
granular decoration, applied with intense geometrical 

hi exactness. As a craftsman is technically brilliant.
Granulation is a very ancient technique. I think 

that Raible is expressly using this technique on his 
pieces so that they look antique.

He is using the antiquated look that granulation 
gives a piece, to give his work a historical theme 
which may add to it's estimation and monetary value to 
the piece. It also carries across his ideas of 
mysticism and spiritualism in jewellery that are often 
associated with ancient jewellery.

To me his work looks regal or royal, he has 
named one piece The Garnet King1s Ring (figure 3) 
which is gold granulated set with a rhodolite garnet, 
and is reminicent of medieval rings that could have 
possible belonged to a King or some other ruler, 
earrings of fine gold mesh knitting and granulated 
gold spheres, remind me of ancient Greek
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' rich

The

His resevoir of influences is diverse. The 'Regal' 
look is emphasised more by the materials he uses. Gold, 
by it's nature, and expense, is and always has been the 
rich man's metal, and therefore lends itself well to use 
in Raible's work. 'They have a heraldic feel, the forms 
suggesting ancient shields and scepters, crowns, and

jewels, (figure 4). One pair is entitled Omega 
Hoop Earrings (figure 5), and are in the shape of 
that letter of the Greek Language.

Raible feels that his work has the amuletic 
and spiritual qualities often associated with ancient 

tribal jewellery that has been made from gold and 
precious gems. By using gold he is making the pieces 
valuable and therefore precious to the owner. Because 
the work is precious for the owner, it becomes part of 
a psychological need, a need to possess the object.

Since gold is such an expensive material to work 
with, it needs to be given special attention and 
refinement of size, so the gold is not wasted. Raible 
finds granulation is fascinating because of it's 
golden shimmer' (1) —a quality he things aluring and
magical. 'The geometric patterns reflect and enhance 
the mysterious qualities of the gems'. (2)

In Medieval times, symbols and stones were used to 
give beneficial protection. Jewellery was used also to 
create a system of hierachy in the noble classes, 
themes of spiritual protection and status are a part of 
his work. The piece's amuletic associations provide 
the protection of the spirit and their material and 
cost provide obvious status to the wearer. Raible is 
using shapes and forms and the patterns of granulation 
to achieve this result. The pieces do not necessarily 
do anything to the wearer but their style is meant to 
be reminiscent of the style used in ancient jewellery 
that was believed to have powers. People can easily, 
if they wish, transfer the ancient beliefs to his work, 
and give it those powers, because of the way it looks.
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He uses a repitoire of historical
The outcome is a reinter- 

His work is too new looking, 
I am aware that

The pieces retain the ancient faux-
They look more theatrical, like a 

than out of a

crests'. (3) 
medieval style, 
prop out of Camelot or Robin Hood, 
museum.

America, with it's cinematic history, has often 
in films, taken objects from the creative arts and 
given them the 'Hollywood' treatment, to make the 
object more understandable and glamourous for use in 
costume. This is done mostly to apparel and period 
costumes and architecture —but also with personal 
decoration, such as crowns, swords, armour, etc. So 
perhaps it is a natural process that Raible treats 
his pieces in this way.

The styles on which he is basing his designs are 
not strictly of an American nature, but of a European 
and Asian origin, 
styles and sifts through them, 
pretation of something old. 
too slick and precise to be authentic, 
he is not attempting to make reproductions, but is 
producing work that has a historical basis and theme.

Raible's work is small. He uses magnifying glasses 
to do the granulation: 'His field of vision is filled 
with a globe smaller than a teardrop, it's contents 
composed of golden grains so tiny they would be lost in 
the grooves of a fingerprint' (4). Using granulation 
enriches and embellishes the surface of his pieces, and 
gives them a tactile quality. The granulation, 'enhances 
their regal quality, as if each piece has been lifted 
from a pharoe's treasure chest, glinting from an opulence 
of reflective surfaces.' (5).

The very smallness and exactness of his designs 
(figure 6), make them undoubtedly contemporary with 
advanced technology and the frequent miniturization of 
objects in our habitat occurring frequently, it seems 
expected and normal that some types of decoration will 
shrink in size and structure, such as Kent Raible's 
pieces.
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Here

Most of his work 
He no longer

He says that about 10%

It took him,
I am still

He has also taken part in various classes and 
He now produces work out of his home in Bolinas, 
He makes his jewellery wity the help of two 

assistant goldsmiths and his wife, who manages and 
markets his work.

His prices range from $900-$16,000. 
sells in American fine craft galleries, 
sells his work at craft fairs, 
of his work is done on a commission basis for private 
customers. 'I actually perfer to not have other people's 
input on the design of a piece. I like to make it my way 
and then sell it.' (9). Kent Raible has only one production 
line, a cast, then granulated range of wedding rings. The 
remainder of his pieces are one off's.

Kent Raible began making jewellery in a class in 
high school twenty years ago in order to be with his 
girlfriend, he claims. He says that, 'the first pieces 
I made were the ugliest stuff you ever saw, but after a 
while people started buying things' (6).

After High School he attended the College of Marin 
in Kentfield, California, where he continure making 
pieces, but not selling a great deal of his work, 
he used mostly the technique of casting and he says that 
there he did 'bulky stuff, large rings , the look that 
was happening in the 1970's, there was a lot of refinement 
in some of the pieces, but I hand't developed as an 
artist at that point'. (7)

Raible left California and proceeded to travel in 
Europe. In West Germany he met a friend studying at the 
Fachochschule fuer Gestaltung, which is near Stuttgard. 
He was entitled to study there for a short period of time 
as a guest.

Here, he changed the style of his work dramatically 
and he learned the technique of granulation from notes and 
information left there by a former teacher, 
he says, 'six months developing the technique, 
improving on it after six years'. (8).

Raible also studied at the Revere Academy in San 
Francisco. 
workshops. 
California.
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with his two assistants.
clasps are fabricated by him.

The way that Kent Raible's jewellery is made 
and designed is quite spontaneous. He is confident 
enough with his designs and talented enough to work 
directly with the gold. When asked if he puts his 
designs on paper first, he replied ' If my idea is 
concrete enough in my mind, or loose enough not to need 
paper, I work directly in the metal. The larger and 
more complex pieces, such as the bracelets, are 
sketched out first '. (10).

I find that he is able to work in this way quite 
amazing, for his pieces are confident and exquisitely 
made, with no visible mistakes or technical faults. 
It is obvious that they were pre-planned, at least 
mentally, if not on paper.

He says that many of his strong ideas for jewellery 
come to him in dreams. He sees the finished piece in 
his head. 'The vision was presenting itself in my mind 
and I wouldn't ignore it, so I said "okay I'll make it"'. 
(11). At other times his starting point will be a gem 
and he will proceed to build up the setting around that. 
His ideas for designing are evolutionary. One piece will 
spark off an idea for the next. He has an ongoing 
process of experiment, learning from mistakes, and 
adding new parts as he makes. This evolution of the 
design process can be seen plainly in his work. No two 
pieces are exactly the same, but all have a common thread, 
not only of the granular surface but of shapes and forms. 
For example, the clasp of a necklace (figure 7) on a woven 
gold chain is the same basic shape as a pair of tapered 
pendular earrings (figure 4). The bezel shapes of some 
of his rings are the same pattern as a bracelet front 
set with stones. Designing to him is 'ongoing. I'll 
add a technique here, a different design element or 
pattern of granulation there, or see seomthing inspiring 
to add.' (12).

He works on between five to ten pieces at a time 
All the parts, catches and
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Kent

visually common to both.

He also makes all his own gold sheet and wire with 
the help of a rolling mill. By working this way he 
has the ability to make a piece exactly the way and 
to what specifications he wants. Every component of 

piece is lavishly decorated with granulation.
The granules describe geometric shapes upon the 

surface of the gold. They make elegant patterns but 
don't encrust the entire surface. The approach is 
precise and symmetrical. It has graceful line and 
curves but is not overtly geometrical.

The technique of true gold granulation is only 
recently rediscovered by 'Littledale in 1934' (13), 
which he called collodial hard soldering (see appendix C). 
Others had recreated the effect such as Castellani 
in the early 19th century, but it was not exactly the 
same as the original ancient process dating back about 
5,000 years.

Granulation is a time-consuming technique that 
requires concentration, patience and good eyesight, 
precise method Raible uses, there are many, is very 
similar, he believes, to what the original granulists 
used.

The original granulists were the Etruscans.
Raible's work is influenced by the surviving pieces of 
their work. Since Raible's work is so influenced by 
historical and ancient themes, I feel it is important 
to look at the Etruscans. The work of the Etruscans 
and Raible's work has aspects that are technically and

He says that he is also 
influenced by Egyptian and Celtic jewellery, but this 
influence is not readily apparent in the look of his 
work, which is more comparable to the Etruscan's 
because of their use of granulation.

The Etruscans emerged at the beginning of the 7th 
Century B.C. in Northern Italy. The new civilization lay
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between the rivers Arno and Tiber, an area known as 
Eturia. 'In the 400 years that it flourished, it 
produced jewellery of unparalleled beauty.' (14). 
Anthropologists are uncertain of where the Etruscans 
came from, but it is believed they were migrants from 
Asia Minor.

For the Etruscans, gold jewellry provided the 
opportunity to show off their imagination and techniques. 
Instead of using precious or semi-precious stones to 
enrich a flat surface, as the Egyptians did, they gave 
the gold a sculptural quality by working with the gold. 
Their most elaborate and complicated technique is granul­
ation. The Etruscans favoured heavy encrustation, to 
give a richness and weightiness to the pieces.

Most of the pieces that have survived the last 
2,600 years, have been found in tombs from around the 
7th Century B.C. 'Inside the tombs was found a great 
mixture of treasures. The workmanship of these pieces 
is quite amazing'. (15). The Etruscans executed 
repousse, filigree, and granulation with a precision and 
skill that has been imitated but never equalled in 
contemporary work, (figure 8).

The Etruscans developed the already existing, 
simple, safety pin, in to the fibula, a jewellery item 
for fastening clothing. They decorated them heavily 
with granulation, adding on three dimensional 
miniature horses, sphinxes, and lions, (figure 9). 
In these fibulae all known techniques were used, with 
the finest workmanship. Etruscan civilization 
continued on, until about the mid 3rd Century B.C., 
when it became part of the expanding Roman Empire.

The Etruscans have been a major influence on 
contemporary jewellers, such as Raible. Their influence 
on Raible can be seen in the intricate details of his
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granulation.

no 19th century lady of fashion would consider 
her tour complete without calling at the 
Castellani's shop to aquire one of the famous 
pieces of Italian archieological jewellery 
offered there.' (18).

Raible's art borrows the technical 
excellence of the Etruscan jewellery but not the 
use of animal motifs. The way they used rows of 
granules for abstract patterning is similar to the 
way Raible uses his granules to outline and

For example in the 
and on Barker's gold and

emphasise the form of a piece. 
Etruscan fibula with lions, 
amethyst chain clasp.

Raible is also inspired by the works of 
Castellan! and Giuliano, the revivalist jewellers 
of the 19th Century. 'The 19th Century is characterised 
by a spirit of introspection in the arts'. (16).

The jewellery of Castellan! and Guiliano, who 
worked in the 19th century is also important to Kent 
Raible because he is influenced by their style. 
Castellan! and Guiliano were revivalist jewellers and 
the style of their work diverse, from neo-classical to 
neo-gothic. In this way they can be compared to 
Raible because his work is a mixture of a wide variety 
of historical styles. The Castellani firm also 
learned to copy Etruscan granulation, the first instance 
of the technique in 19th century jewellery. From these 
points their influence can be seen in Raible's work. 
The gold necklace of (figure 10) differing sized carved 
scarabs, with heavy use of granulation, by Castellani, 
is alike in precision and symmetry of detail of 
Raible's work.

The public was becoming more interested in the 
history of the past. 'The earth was giving up antique 
treasures at an unprecedented rate, and the museum 
system over most of Europe was sufficiently well 
established to make recent discoveries known to the 
public.' (17).

The middle classes had started to be able to 
afford to travel abroad. On tours to Rome
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Miller

The Castellan! firm was founded by Fourtunato 
Castellani (1794-1865), in Rome. It was later taken 
over by his sons Agusto (1829-1914) and Alessandro (1823- 
1883), they eventually expanded into France and later to 
London, where Carlo Giuliano (1832-1895) first managed 
the shop, which closed in 1914.

The Castellani's had studied archeological 
treasures and became masters in reproducing the Greek, 
Etruscan, and Roman styles. Including a type of granulation 
that was a deviation of the ancient technique. They 
greatly admired the ancient jewellers for their mastery of 
techniques and vitality of design, which the Castellanis 
felt was lacking in the contemporary 19th century 
design. Perhaps Kent Raible feels the same way about 
design in the 1990's, and prefers the more traditional 
ideals that he uses in his work.

The Castellani's felt their work was obviously 
brilliant but 'he did admit that he was unable to match 
the most delicate ancient work' (19), felt Agusto and 
Alessandro Castellani.

I find it interesting that Raible is inclined to 
be influenced by the Castellani's who were essentially 
re-making pieces of jewellery, and not re-developing 
ideas in any way. The majority of their pieces are non­
original and copies of existing works of archaelogocial 
interest. Raible1s work, although not reproductions, 
does not contain many elements that are new or completely 
unique to him. It is a pastiche of various styles.

Barker's influences that I am looking at are not 
all from the past. His style is also formed by an 
interest in contemporary work.

I have chosen to discuss John Paul Miller 
an influence on Barker's work because he is an 
important figure in modern jewellery making, 
was the first art jeweller in the 20th century to
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' sIn ways Miller's work is 
jewellery because of the abstract qualities

Miller's subject matter is mostly animal, marine 
and insect life (figures 11—14), crabs, scorpions, 
octupuses, bats, moths, and fish. The creatures are three- 
dimensional and stylized. 'The abstraction of the subject 
is definitely 20th century' (20). They are made in gold 
with granulation and coloured transparent enamel, 
work contains the high degree of craftsmanship of the 
ancients, but the new approach is in the style of the 
20th century.

Raible's work is similar to Miller's, and the influence 
can be seen in Raible's work. The high polish finish, the 
use of decorated clasps, and woven chains. Although John 
Paul Miller uses a textile cord whereas Raible uses 
woven gold chain. Miller's work also does not have set 
stones, but relies on enamelling for delicate, transparent 
colour. In ways Miller's work is more akin to James Barker 

his work has,

habitually use gold granulation in a confident and 
skilled manner. Miller is credited with reintroducing 
a delicacy and fineness in jewellery that had been 
missing in many of his peer's work. For this style of 
work, Miller is widely known by jewellers and is a 
relevant influence on Raible's style.

After World War Two, the contemporary studio 
jewellery movement emerged, which had it's roots in 
modern European fine art movements. Jewellery previous 
to this date was based on tradition and techniques 
rather then expression of the artist and ideas derived 
from the painting and sculpture of the time.

Although most studio jewellers of the late 1940's 
and early 1950's did not follow Western jewellery 
traditions, a small number were intrigued by ancient 
metal techniques and artifacts, and the possibilities 
of using this knowledge. John Paul Miller was the first 
studio jeweller-craftsman to veer away from the 
expressionist style and to take up the European style of 
refinement and focus on technical expertise.

Miller was born in 1918, and later taught at the 
Cleveland Institute of Art in Ohio.
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'timeless

in his work,

but since Miller was the first and most well known 
modern gold granulist, he has influenced many recent 
jewellers.

Pre-existing jewellery is not the only thing that 
influences and inspires Kent Raible. He says, 'nature 
is a big inspiration and the spiritual realm as well, 
to me jewellery can be a link between the physical, 
spiritual, and emotional aspects of humanity. It 
(jewellery) can represent points of power to people'. (21). 
Within almost all of us is the desire to have in our 
possession 'a small tactile object with very personal 
associations'. (22). Items of jewellery become 
important to us for their emotional and spiritual 

this idea of amuletic jewellery is an influence 
He wants his

content;
on Raible and the designs he thinks up. 
pieces to be wearable art that can evoke 
mystery and majesty'. @3).

Handmade jewellery, such as Raible makes, has a 
special signififance because it links the wearer and 
the maker of the piece. Raible feels that he makes the 
pieces so that people can wear them, 'with the sense that 
a fine object is really an expression of the fineness and 
majesty that can be found within themselves.

Raible lets his inspirations come from various 
sources but does not feel an afinity with current trends 
in other art fields. He says that when he first began 
jewellery making, he attempted to emulate fashionable 
styles and trends, but was not satisfied with designing 
in that manner.

His various influences of role models is apparent 
the delicate gold work of the Etruscans, the 

use of gemstones as in the Castellanis' work, and the 
modernity of John Paul Miller's work, but I do feel that 
Raible's jewellery still attains it's own uniqu eness and 
identity.
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Figure 2
Pendant by Kent Raible
Gold, futilated quartz and amethysts.
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Figure 3
Gold and garnet granulated ring by Kent Raible 
Garnet King's Ring from Ornament.

ranulation. a -u_
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Figures 4 & 5
Earrings - Kent Raible, gold with granulation and 
Omega Earrings from Ornament,
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Figure 6
Detail of bracelet by Kent Raible showing the 
smallness or the granules. Gold with amethysts.
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Figure 7
Clasp on
Gold and amethyst.

a hand woven chain by Kent Raible.
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Figure 8 Etruscan gold granulated fibulae
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Figure 9 Detail of Etruscan gold granulated fibula 
showing three dimensional animals.
Both illustrations from Greek and Roman Jewellery.
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Figure 10
Gold granulated and carved scarab necklace by 
by Castellani & Guiliano.
From Castellani and Guiliano - Revivalist Jewellers 
of the 191h Century.
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Figures 11 - 14
Pendants by John Paul Miller. 
All 18K gold, granulated and 
enamel, from Metal 
Techniques for Craftsmen.
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CHAPTER 2

They

an

James Barker's jewellery (see Appendix B for 
questionnaire) is make out of 14, 18,and 22 carat 
gold. He uses, in most cases, 18 carat gold because he 
admires it's colour, weight, and texture. All of his 
brooches, pendants, earrings, and necklaces are set 
with precious and semi-precious gems. He uses Tibetan 
turquoise, pearls, sapphires, rubies, moonstones, opals, 
garnets, chrysacolla, tourmaline, zircon, and emeralds.

His jewellery is elaborate, delicate in form, and 
diminutive in scale. His pieces are highly textured. 
The gold has been fused with small particles of gold 
filings to give a rough finish. Small wires, squares, 
triangles, circles, granules, and other shapes are fused 
on, building up a richly encrusted surface which is 
sprinkled with faceted and other gems (figure 15).

His jewellery attains a layered effect. The front 
and back of the pieces are given equal attention, 
are subtly enriched with tiny bits of gold, and also by 
chasing and engraving. His work has a surprising 
'voluptous colour and conveys an idiosyncratic organic 
quality.' (1).

One pair of earrings are a good example of this 
approach, and are from his "Ancient Future" series of 
1990. They are composed of 18K and 22K gold with .35 
carat diamonds and oriental pearls, (figure 16). They 
are both provided with the same basic shapes, on top a 
triangle with curved points, and dangling from those 
elongated triangular shape. They are piled with applied 
granules, randomly placed and hammered strips of wire 
embedded with grey pearls, and diamonds, also randomly
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a

The use- of

so
values. ' (2).

worn,

The

art

were about to pull off (figure 17). 
textured, worked

placed but still giving a sense of balance and 
asymmetry.

I want the process to show in my jewellery - I want 
evidence of how it was made. The spiritual power 
in my work conveys emotion, not precision. (3).

This method of unaligned decoration is 
distinctive hallmark of Barker's work. None of his 
pieces is ever an exactly matching pair, but at the 
same time never look uneven or off balance, 
asymmetry gives his pieces a fresh and unique look.

His work is, I think, spontaneous and imaginative. 
The shapes of Barker's jewellery are freely outlined; 
circular brooches are not compass drawn, but look more 
like a suggestion of a circle. Parts of the edges on 
the pieces are cut away and added to, small granules 
perch on the very edges of a piece, looking as if they

The gold is often 
and chased so that it may 'imply great 

age and impart timeless quality that he (Barker)
The end result of adding and detracting 

from the gold gives the finished piece a stressed, 
and battered quality of surface texture. It is a time­
consuming technique, but all of the pieces turn out 
differently and are unique. Barker says of his work

Barker's work strongly reflects his avid interest 
in archaeology and in ancient primitive jewellery, 
street plan of the Peruvian town of Cruzca was the initial 
basis for some work. He is also interested in the jewellery 
of the Navajos, a native American tribe. He has lately 
begun to use more turquoise, an bright blue coloured stones 

usually set in silver. He looks toward past work and 'rarely 
looks at contemporary work' (4), but his work is not a 
re-shuffling of past ideas. It is vital and refreshingly 
fluid, as pieces of ethnic and tribal jewellery are, that 
are made by varied cultures and diverse societies and 
that are not mass produced.

His jewellery confidently reflects aspects related 
to the traditional principles and rules of design; 
precision, scale, balance, and harmony, along with line 
and colour. Skills he would have learned in his fine
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training. He blends the archaeological look and his 
own personal aesthetic instincts.

He has had a recent series called Ancient Future, 
with pieces called names such as The Shield of the 
Mystic (figure 19), Shaman's Shield (figure 20), Warrior 
of the Heart, and Healer's Shield (figure 21). These 
titles reflect the influence and interest in the native 
American tribes and their cultural language. The pieces 
are a mix of the past and Barker's own personal vision. 
His work is strongly imaginative and paid great 
attention to details and displays a high degree of skill 
in goldsmithing.

What I'm trying to do in my work is carry on 
this marvelous tradition of goldsmithing that spans 
the last five of six thousand years to work 
within that tradition - that whole genre, and all 
the beautiful things that have been created, and 
hopefully to add to that library of work. It's a 
means for me to express who I am. (5).
James Barker was born in Wisconsin, USA, in 1941. 

He received formal fine art training in painting and 
sculpture from the Layton School of Art, in Milwaukee, 
Wisconsin, from 1959-1961. The following ten years were 
spent as a professional freelance graphic designer. He 
has also worked in the areas of display design, 
photography, and cinematography. All of his 
promotional postcards and photographed by himself.
Barker is self-taught in metal work and jewellery, which 
he started in 1972 after buying Oppi Untracht's book 
Metal Techniques for Craftsmen.

After living and working in California for 17 years, 
he recently moved to Abiquiu, New Mexico, which is near 
the home of the late painter Gerogia O'Keeffe. Here in 
the desert he has his studio, where he lives 'a life of 
simplicity and moderation' (6), existing without news­
papers or television and the only media contact being
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the
He has won several

Often an idea comes from a piece of gold that is 
rolled out from my mill in a particular shape, or 
from pieces of metal left over from other pieces 
laying on my bench. (7)
This way of initiating ideas is apparent in his 

work, pieces contain a lot of the same decorative elements

the radio. He has sought a lifestyle that is remote 
from most people and it's self-contained by design. 
Barker chooses solitude not only for personal needs 
but also for artistic needs. He requires a great deal 

and time to himself to 
He is a self-professed hermit.

of time to make his pieces, 
think and design.
Barker spends much of his time merely looking at a 
piece in progress. At times he will be working on 
two or three pieces simultaneously and often works a 
12 hour day.

Barker currently exhibits in art jewellery 
galleries, ranging from the Aaron Faber Gallery in 
New York on Fifth Avenue, to the Santa Fe East Gallery 
in New Mexico, and galleries georgaphically in between. 
He is also currently showing work in Japan, his first 
foreign exhibition.

He is also a distinguished member of SNAG, 
Society of North American Goldsmiths, 
awards, including the grand prize at Intergold 1983, 
sponsored by the International Gold Corporation in New 
York. The winning piece was a gold necklace with 
diamonds, pearls, and moonstone.

The price of Barker's work varies from a few 
thousand up to $30,000. He also does private commissions 
for people, about one a year. He says that he prefers 
to work with people who can give a general description 
and price range of the piece they desire, but will allow 
him the freedom in the design and creation of the piece.

The ideas for James Barker's work usually comes 
from the material itself, the medium he uses dictates 
his design. He says of this method
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blue.

I
I start out with the crudest abbreviated 

sketches. I have a foggy image in my head, 
may have a couple of pieces or metal laying 
around, scraps or semething half worked, things 
that may have provided inspiration for a sketch. 
If I do have something like that, they'll serve 
as a starting point, (9)

says Barker. Sometimes he often will not use a drawing 
to make a piece from, until a much later date, even years 
afterwards.

Barker is in control of his materials from the 
beginning to the end of the creative process. He buys 
fine pure gold and they alloys it, (mixes it with other 
substances). He uses five parts copper to one part silver 
added to the gold, to produce a reddish tinted gold ore.

Barker says he is not very much influenced by any 
other modern jewellers. There are a few working at the 
moment whom he admires, not necessarily because their 
work is like his, but because they are skilled 
craftspeople, and their work is excellent. He is not prone 
to liking experimental or avant garde jewellers' work, which

particularly on the surface of the gold. Small 
triangular negative spaces are used, and the corresponding 
positive triangular shape is used as low relief on 
another place on the jewel, for example on his earrings 
in 18K and 22K gold, with opals, pearls, and diamonds 
(figure 22).

The gems that Barker uses inspires his designs too. 
The colours, or combination of colours provide a starting 
point, 'pushing them around in various combinations until 
some sort of idea clicks in'. (8). He uses a lot of 
fancy sapphires, which come in a range of colours besides 

He uses their colours to paint upon the jewels.
Barker sometimes sketches to outline his ideas 

prior to making. He sketches roughly, usually making 
gestures on the page describing movement to give a 
general sense of the piece, rather than doing detailed 
technical drawings.
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enormous interest and appreciation.

'I want it to be

It is true

it.
is happening in jewellery now.

is, 
the wearer and the viewer' (10).
by Native American cultures and by their pre-historic 

which are existing and can be seen in New Mexico,

in his opinion hot easily worn or is dangerous to
He is more influenced

ruins, 
where he lives.

African art, too, is an influence. 'Not recreating 
any of those forms necessarily, but in the emotional 
vitality he gets from seeing those things." (11). He 
mostly studies African sculpture, of which he has an

This African interest 
is not terribly visible in the style of his work, except 
for the common lavish use of gold, which is frequently 
found in African jewellery.

Barker says of his work, 
contemporary but I still want it's roots to be in the past 
and still be viewed as an interesting piece of work in the 
future.' (12). His work is of a vision and creation of 
jewellery for his concept of the ancient future.

He does not wish to be influenced by trends or fads 
of today's society. This is apparent by the solitary way 
he lives and his strong disinterest in other contemporary 
jewellery. Instead, he reaches back to ancient and 
primitive past and peoples, and their art as his inspiration. 
Of course no matter how hard one tries not to be affected 
by fashions and trends, it is inevitable, 
that Barker's work is a part of a trend rediscovering the 
beauty of gold, but it is not being trendy for the sake of

It just happens to be that his work fits in with what 
He is not adjusting his 

style or aesthetic principles to be fashionable and a 
good seller, but is creating work that pleases himself. 
He considers himself very fortunate to be able to work in 
this way and make a living from it.

It is accepted by some jewellers that jewellery can 
represent many things, including position, faith, magic, 
romance, mystery and beauty, as well as wealth, status, 
even philosophy. It can also represent the self-expression 
and ideas, the personal statements, creative visions and 
spirituality of the maker.
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Barker agrees with this principle that jewellery­
can represent many different things to both the wearer 
and maker. The idea that jewellery represents in some 
way the spirituality of the creator is something Barker 
wholeheartedly agrees with. To Barker, making his 
jewellery is a way of communicating his personality, 
ideas, and spirituality to his customers. Since Barker 
lives alone, and in solitude his way of communicating 
with the outside world is through his art. All of his 
energies and thoughts go into a piece. He feels that 
when someone views his work, they are viewing a part of 
him.

He looks on the creative process, and Raible does too, 
but to a lesser extent, as a spiritual journey that he 
as an artist must go through to achieve the symbolic, 
magican, and spiritual aspects that he believes are a 
part of his work.

This way, and by his intellectual approach to making 
and creating, an artist can make the images or items that 
portray hidden or invented meanings and signififance. By 
doing this, the artist is satisfying their own personal 
idea of creating something that goes beyond pure 
functionalism but covers the areas of beauty, meaning, 
and signifigance.

By this process that Barker goes through, he believes 
that the spirituality and magic he imbues upon a piece 
may be transferred upon the wearer, because they possess 
a piece of his work and therefore a piece of his 
spirituality.

The concept of magical animism, is 'that natural 
objects possess a soul and to wear the proper form of 
adornment can impart a much desired quality to the 
wearer'. (13). Barker feels close to this idea that 
jewellery has the power to transform the wearer. The 
ancient beliefs of magical stones and lucky talismans, 
corresponds with the idea of magical animism.

Many cultures throughout the ages and up to today
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some
have endowed upon jewellery these powers and magical 
properties, although not as widely believed today;
of these beliefs in the spirituality of jewellery, can 
be present in some forms, far example in James Barker's 
work.
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Figure 15
Rainbow Talisman detail of bracelet showing surface 
texture and gemstones. James Barker. 18K and 22K 
gold, fancy sapphires and diamonds.
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Figure 16
Earrings by James Barker from Ancient Future series 
with 18K - 22K gold, diamonds, and pearls.
From Ornament.



26c .

I

Figure 17
Brooch /pendant by James Barker.
18K - 22K gold, pearls, diamond, and 
Tsavorite.
From Ornament

■
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Figure 18
Gold earrings with turquoise and pink tourmaline 
and pearls, by James Barker.
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Figure 20
Shaman's Shield
Brooch /pendant by James Barker
18K and 22K gold, fancy sapphires, and pearls.
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Brooch - pendant by James Barker.
18K - 22K gold with chartreuse tourmaline, 
pearls and diamonds.
Santa Fe East.

Figure 21
Healer's Shield
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Figure 22
Earrings by James Barker 18K - 22K gold, opals, pearls, 
and diamonds.
From Ornament.
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CHAPTER 3

destinations.
to

While I highly appreciate the work of Kent Raible 
and James Barker, it is important that their work be 
compared to other artists' creative products. In doing 
so we gain an understanding of how they fit into the 
contemporary trends in America and possibly, globaly. 
It is also important that work cannot be fairly looked 
at and reviewed without criticism to balance praise.

Firstly comparisons must be made between Raible's 
and Barker's work. Both artists, by using a lot of the 
same techniques and materials, gold granulation and 
precious gems, have arrived at startling different 

Stylisticaly James Barker has created 
jewellery that is aimed at the spirit and the soul, 
fulfil a place in human needs, that is largely empty in 
society today, the need for mystery and spiritualism. 
Kent Raible's work has some of these mystical qualities, 
but his work is more glamourous. It is made for showing- 
off and flaunting. In ways it has not as much personality 
and vitality as Barker's pieces, but what it lacks in 
vigour, it makes up for in beauty and opulent splendor. 
Raible's jewellery is made to be seen and worn, Barker's 
too, to be worn for decorative purposes but also to 
provide the wearer with positive mental assurance.

I think that James Barker's current work is less 
likely to look dated in time, because of it's primitive 
and abstract aesthetic qualities. It will probably fulfill 
his wish to make jewellery of the Ancient Future. Whereas
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He says of his work, 
and somehow dead, my work is very modern,

Raible's work is still classically based and very 
beautifully made, it fits in with the catalogue of work 
from goldsmiths of the latter part of the 20th century. 

Kent Raible has not been working alone in the field 
of modern gold granulation. There are a number of jewellers 
in America currently producing work made with this 
technique. To name but two, Michael Winsten and Susan 
Reinstein, who work in the same price range and market 
type as Raible's. They also use gold and gems as he does 
in his own pieces.

Michael Winsten became interested in making jewellery 
in the early 1980's. Previously he had been a researcher 
on history, art, and Ethnic Asian jewellery.

He became intrigued with the possibilities of 
granulation after reading about the Kulicke-Stark Academy 
and on Littledale (for details see appendix C), who both 
rediscovered the secrets of technical success in gold 
granulation. Winsten felt that it could be possible to 
develop his own techniques with patience and experimentation.

Originally his work was a combination of ancient 
stone components and new metalwork, which caused some 
confusion in the marketplace, 'while there are galleries 
for contemporary work and galleries for ancient work, 
Winsten's jewellery did not fit into either category.' (1.). 
Winsten now uses all hew parts in constructing his work. 
I, personally, don't think that his neckpieces could be 
sold as antiques, their condition is too perfect and the 
polish too bright, to be thought of as anything but 
recent work (figure 23).

He wants to recreate the richness and splendor of the 
ancient realm in his own way, but is not attempting to make 
copies. He says of his work, 'copies always look stiff 

somewhat abstract 
and very involved with geometric abstraction;' (2).

The abstract qualities of Winsten's work is comparitive 
to Raible's, even though Winsten's is more rigidly and 
formally geometric. The neckpieces which he makes are 
very much more flat and two-dimensional than Raible’s 
pendants. He uses strung beads as a colourful background
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chains.

The size

She

a

and

Over the years she 
she has built up a loyal following

of the necklace, whereas Raible uses his woven gold 
Both ways of suspension of a necklace give 

equal flexibility and suppleness to conform to the body. 
Winsten's beads impart a tribal and primitive flavour to 
the work.

Winsten does not feel that his use of granulation 
gives a neo-classical look, but in his work the look is 
more influenced by ancient Asia and Sumeria. 
of the granules he uses are of a huge size compared to 
the tiny delicacy of Raible's. I feel the coarseness of 
the grains is meant to heighten the primitive aura of his 
work, or perhaps he has not fully mastered the technique 
yet. (figure 24).

Susan Reinstien works and sells in New York City. 
Her work is very similar to Raible's but in a less 
refined way. She uses an alloy of 22K gold mixed with 
copper to make what she calls, apricot coloured gold, 
also works in yellow gold.

Most of the pieces made in her workshop are for 
special commissions for the clients. She feels that there 
is a special relationship between customers and creator, 
feeling shared by Barker and Raible. 
has been in business, 
of collectors of her work.

Most pieces are heavily granulated , she says
my style is to completely cover the surface, but 
I'm not interested in reproducing the patterns the 
ancients used. I like texture. A lot of contemporary 
jewellery has pave'diamonds, we use granulation the way 
other people use pavd diamonds. (3).

Reinstien does not use sketches, but works immediately with 
the gold and stones, choosing the colours of both the gems 
and the shade of gold in the same way that Barker paints 
with his coloured sapphires. 'First we facet the stones, 
then I'll play with the composition of the piece. I think 
the process is very architectural.' (4). It is true that 
her work does have a very linear and well defined quality.

The stones she uses are very colourful. Some pieces 
have up to seven differently coloured large gemstones, 
faceted and cabachon cut, which to my eye is too gaudy
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and compact

(5).
Eastern influence;
based on a haiku, an oriental poem.

not harmonious. The magic carpet (figure 25) bracelet 
has a monochromatic colour scheme, and to me is more 
appealing, colourwise. Her standard of granulation is 
well below the fineness that Raible has achieved and 
somehow looks slightly messy. I think that her work 
is interesting and different to the usual boring offers 
from retail outlets, but compared to Raible's and Barker's 
work, is quite tame and a conesssion to main-stream 
commercialism.

James Barker's work has a close affinity with Gerda 
Flockinger's work, a British jeweller born in Innsbruck, 
Austria in 1927. They both use gold fusing and layering 
techniques in their jewels, along with the use of pearls, 
diamonds, and other gems. Each of these artists' work 
is abstract and textural. Their work is technically similar 
and visually alike, although each artist's work is 
distinctly identifiable and individual. Barker's work is 
more chunky and weighty looking, while Gerda Flockinger's 
pieces are more delicate and lighter, (figure 26).

Gerda Flockinger went to England in 1938 and studied 
at St. Martin's School of Art and at the Central School of 
Art. In 1971 she was the first woman and art jeweller 
to be honoured with having an exhibition at the Victoria 
and Albert Museum in London, and because of this her work is 
widely known and recognized.

'Her overall concepts are a subtle bland of the abstract 
form and Eastern jewels, with a faint hint of Art Nouveau' 

Barker's work shares abstract form and also some 
his recent brooch-pendant that is

The piece may be 
literary based but it contains no figurative or narrative 
motifs.

Flockinger uses diamonds in her work, she uses them 
frequently on pieces to be 'lightly dewing the crusty gold 
and silver surfaces essential to her style.' (6). The 
different pieces that make up her jewels are fused 
together without the use of solder. The assembled elements 
are arranged asymetrically, no single part is a pair or 
part of a matching set. It is controlled
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her pieces contain a pleasing mixture of
All her work is executed by her

She refuses to work with the help of
All the gems she uses are hand cut and

She supplies it (movement), with a variety of 
drops and pendants: slender pallions of fused 
metal, shimmering fringes of baroque pearls 
tipped with burnished tags, and most characteristically, 
long rods wrapped with half melted spirals. (7).

asymmetry; 
balance and variety, 
own hands.
assistants. 
polished.

The independence that Flockinger maintains in her 
method of working, is similar to Barker's. He too works 
alone to possess complete control over his ideas and the 
materials he works with.

Movement is an important aspect of Flockinger's 
work. By incorporating flexilility into the pieces 
they harmonize better with the human body, instead of 
being a static decoration.

differently.
The attention to the overall detail of a piece is 

the same the attention Barker gives to the individual 
components of a jewel. He too, habitually uses pearl 
drops and pendants to supply movement to a brooch or earring. 
On Shaman's Shield, he has added a hanging pearl and his 
gold earrings with diamonds and pearls are in two seperate 
sections to allow them to sparkle and glint on the

This style of moving ornamentation can be seen in one of 
her silver rings, set with a carved Indian emerald, off 
of which dangles a baroque pearl and the wrapped rod. (figure 27). 
Barker uses this technique, which I will later discuss.

She also frequently uses pearls, fresh water and 
cultured, which are artifically strained to a silver grey 
colour. Her chains are always handmade, never machine 
made. The links are either cut out of flat sheet and 
decorated or are of wire. All the links are ornamented

wearer.
Gerda Flockinger's 18K gold earrings with diamonds 

and pearls are 'another classic example of her great 
ability in bringing out the inherent beauty of gold
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Firstly,

are

(figure 28), (8). 
circles, squares,

They are comprised of geometric shapes, 
and rectangles, but not with the exact 

mathematical outlines, Barker shares this technique. 
They are attached by means of jump rings, so they swing 
back and forth. The surface is accented with minute grains 
and swirling encrusted wires, and tiny sparkling diamonds. 
This pair of earrings is made of exactly the same materials 
as James Barker's pair (figure 16). Some of the qualities 
of texture and movement are alike in both pairs. Barker's 
are more three dimensional and rugged, while Flockinger's 
lie flatter and attain a delicate and lace-like form. While 
their work has it's obvious similarities and parallels, it 
would be unlikely to confuse the two jewellers work. They 
both use the same medium but the result of their labour 
is personal and distinct.

I don't think that Barker and Raible's work can be 
set in with any kind of global jewellery trends, 
because what is being produced by art jewellers is so 
extremely diverse and that so-called 'trends' are 
usually a small number of people making similar work, in a 
group or singly, knowingly or unknowingly. But Barker and 
Raible are definitely part of a movement that is bringing 
back the use of gold as the main material for making 
jewellery. Also, internationally there is granulated 
jewellery being produced but in a traditional national 
style, such as in Thailand, Indian, and Middle Eastern 
cultures. But this type of artifact cannot be compared 
to the work of modern artist-craftsmen (and women) who 

employing the technique but in a totally different way.
Most of the aspects of Raible's and Barker's work I 

admire. If I had the chance to choose one piece of their 
work to keep, it would be a difficult decision to make. 
I think that Raible's work appeals to the greed naturally 
existing in the human mind, because of the opulence and 
costliness of the work and for it's blatant flaunting of
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jewel.

or not be attached to the piece

Lady Butterfly
Perfumes her wings by floating
Over the orchid. —By Basho

and at the bottom the red, orange,
I'm not

Another element ahat Barker uses, turquoise, based on his 
interest in Native Americans and their culture. Their 
jewellery is very distinct and identifiable because of their 
use of turquoise, always in conjunction with silver. In

Another hallmark of Barker's work, the random 
assymetry of the set gems, works well most of the time and 
gives a pleasing sense of spontaniety but does not in all 
cases, so successfully. Again, the example is the Haiku 
(figure 29) Brooch. The top row of stones, the purple 
and red ones could be seen as eyes, the larger opal in 
the centre, the nose, 
and purple gems a frowning mouth (figure 30). 
sure if this little face is intentional or not, but I feel 
it does not really correspond with the haiku the piece is 
based upon:

precious gems. But I think Barker's work is more 
appealing to the artistically minded side because ot it's 
interesting abstractness, and it's natural and textural 
qualities.

Of course there are aspects of their work I don't 
like either. In James Barker's work I find that in 
many of his pieces there are small additions to the

Small pieces of formed metal and pearls that dangle 
off the end of a piece. In much the same way that Gerda 
Flockinger has. In one way these small bits would create 
movement and perhaps sound when worn. In his piece The 
Shield of The Mystic, these parts can be seen, and also 
on the Haiku Brooch (figure 29). In a way they seem to 
be afterthoughts applied to the piece, and look to me to 
be slightly out of porportion with the size of the piece. 
To my eye they look as if they should be of a larger size 
and in scale to the jewel, 
at all.
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times, 
unimaginative.

rather than an example of inventive design, 
his bracelets are overly decorated.

In some recent pieces Barker uses this gem with gold.
For example, his turquoise earrings of 18K and 22K gold, 
diamonds,turquoise, and freshwater pearl drop (Figure 31).
I think that the strong brightness of the blue clashes 
with the gold, and the end result is a cheapened looking 
piece. The round cabochon cut turquoises look fake, like 
plastic. This plastic effect can also be seen in his 
single ear ornament (figure 32). The blue does not 
harmonize with the gold in the way silver would, and looks 
synthetic. In this piece he also has a pearl and diamond 
pendant, which as I have previously said looks uneeded 
and as if it is an afterthought to the piece.

Kent Raible's jewellery is very rigidly geometric at 
I think this strictness looks too'-stiff and

His work is too overly precise and perfect 
and can tend to look stale, not because it is a copy or 
reproduction, but because of the careful decoration he 
applies. The granules are always placed either around 
the setting of the gem, or radiating outwards from it. 
Also, his work is so new looking and brightly polished, a 
mirror finish which looks as if it came straight from a 
shop window and contradicts the archaic feel he is trying 
to give to his work, (figure 33).

His work is extremely skillfully made, but I think 
that it is perhaps a display of showmanship and technique,

I think that
With the large gems 

of amethyst, the intricate granulation, and finely woven 
wire chain, the eye does not know where to look first. 
There is too much going on in the piece for it to be clearly 
read and deciphered.

In one of his newest pieces, a necklace with a peach 
coloured opal and diamonds, he has achieved, I think, to 
make a very commercialy acceptable piece, price is $11,670. 
Here in this piece he is using diamonds more than ever 
before, and the necklace looks extremely theatrical, gaudy
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and flashy (figure 34).
I do admire their respective work and the theory 

behind it, the thoughts and idealogies that the artists 
have about their work. The common idea they both share, 
that the hand, heart, and head have to be unified to 
create and to bring the sense of magic back into 
jewellery. Instead of being merely an object the 
piece turns into a personal amuletic thing. I am 
intrigued by the intricacy of the gold granulation and 
am pleased to see the ancient technique given a new life 
in the 1990's, and I respect and envy Barker's and 
Raible's excellent technical skills.
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Figure 24
Detail of necklace showing granulation by Michael Winsten 
From Ornament.
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by Susan Reinstien
Figure 25
Gold and granulated Magic Carpet Bracelet
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Figure 26
Gold, pearls, and gemstones 
Necklace by Gerda Flockinger 
From 20th Century Jewellery
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Figure 27
Rings by Gerda Flockinger
Silver, pearl and emerald
from 20th Century British Jewellery 1900-1980
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Figure 28
Gold, pearl and diamond earrings 
by Gerda Flockinger
From 20th Century Jewellery
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Figure 30
Haiku Brooch by James Barker, showing a frowning face.

Figure 29
Haiku Brooch /Pendant 18K and 22K gold with fancy 
sapphires and opals. By Francis Barker.
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Figure 31
Earrings, gold, pearl, turquoise, 
by James Barker
From Santa Fe East
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Figure 32
Ear ornament, gold, pearl, turquoise.
By James Barker, from Ornament.
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© 1990 Joanne Lyon Gallery, Inc.

Figure 33
Bracelet by Kent Raibe

Amethyst bracelet with 66.6 grams of 18K gold.
9.133 karats of amethyst. 3.1 karats of rhodolite garnets. 
Kent Raible, 1990.
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figure 34
Peach opal, gold and diamond necklace by 
Kent Raible.
From Santa Fe East
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Jewellery can represent many aspects of life.
The work of Kent Raible and James Barker represents, 
they believe, the spitituality of the artist, because 
their jewellery is made by a process they have 
journeyed through.

I have examined their technical skills and 
methods, their influences, and compared them to a few 
selected artists to give a view of their work in a 
wider context.
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Questionarre from Kent Raible.
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Please feel free to add anything else if you want. 
If you can think of anyone else I could write to 
for information on slides, their address would be 
most helpful. Thank you for your time in answering 
my many questions. I enclose a self-addressed 
envelope and will gladly reimburse postage costs.
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&M/1 l/SHy CFT1&F &LJ "prZiwTT^ "

fallow QzfarfiA^. : 3T ^7&h> fc>4u
- , fawj AF^ ~nF/Z^^ ^)_

Jv 4^atiy
^toT^

^77/^ ^-' J- .. 1 <"

------------- — TU? F '

F-xa^. 'Tbi/o Tznifp

'pfll/M. PwC !q-g.

1. How did you get into jewel/y^ making?
W/j^ Z?7fewp^ /J/^T ^cpzgvC ' Tlte ‘Trrns'fo fr^ y&qtdy

&fa#WbV. “ 77Je iFISCa-AgLf. T^’/ZJfejzy i S^o,L^T<svz.-gV^>'&fl^'Z. sMcm"----- -
l/ulksm. ^Jtw-Tlllzvu^ AWeQ oTHti>a. •F'l'p/e '-JUs^z Fl'fS '-h~T)

M/iw (^6 -cwKeD) .. ... two t: Tfis^w47<^)
J w'lTH -rhe ^cl{s two -fa C^st^m&z. Cjurf&vw

tJas. t^t r^s^j "(2^-^ t^o 77-hrr

fFCtA-Q iF ^-Ti^ "..... -J'AJ '^7! 2-- '&o?(<^ /i'^j Opp} ^ftuFZ^cf~
o/d pieT^^'1 rnfaf zKiP <4 F&u brre^ tzs^-s ^<5 s/Lv^z^

2^ What art schools or colleges did you go to?
~^fC ^npiAAJ ‘^/Jr£p~ isz-x rt/lc^U/AM.k:C=^, Ia/ISc'

(Los
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/PziFOssZy

6,

7^ <4-3,

7^;'O'r^-'

: i

fZ.oll&£> C^( f^rL/l^y

rtefAt-
l/Aiui^

48.
Blawnin Clancy /James Barker

-/-/cav

r?
/

SU’p

i^y\ *A

'FrZ#rf\ pTH&l. JD1
e?rz_ 6^r^<2>j/tlsffTc^^ s7^Vt^5»

£ A (■$, 

STfy£

<s>~m / 
irF "Je~M-e u<=*p '' 

AS> U)6rt( Pr<.

j-v\ i7?e-p4 C J'/K ZTM-^y .-----

" /jMZt&AT " -------------

■) ute^tO ) fifVO 32

■^£> -Ct\/l^T) S)t2-T ~ .JtTUXc-Ufew

vyjGvzro &r?_ i^_

jJcFT <Gs^G

pz Utm-z 7 -ifa
tv rm lOrfTt'^ ^\-zp\c^> CAAkt^a.^ A^o ~£^

-i/tf piZc-l]t<Torz\c C^d,^uzss A/Z^.

$cr^_ i/t^-p avac^—_ pHiz l/lZwitr

7?faytr

Does what’s going on in the other arts 
influence what you produce, in any way?

Z^5 yf- P<5>£^ ......... rrz^/ /W
Z/ow -to Ai^iM-^lTtE 'prz&cls&ty -/-fa-V 14: Po&z.

~ts S€=E "77/<x-^g' ~rGzzr
a(?,\jicMs ^Cujujni&Tzf-

/}:? ---- --------- * /2^q- 2- Lesv^

f\T7jE 'pO-oC*A£Gr1Z> UJiTH- /w

Z4?9pz /fe?»&r A^D Sptrirf .

f=Yl&w\ A “ft
pA&nlzdM-tt- •^/-/^,f^ J £>12. G/tcAyy

Lsz-tj cc-q zi*y 

c^.'T^^' '/=^2c^'£X^z

e> r?e> Lilt^
r£T^ po-t^- • - -

S? Sei: :a“‘ .
■zL ptpe -nfar ~nl&i

C A * '*”•' 'd <-■ ^ -

-rsO<fi>^ /q-.

cm> yerrz. o^-

AMCH Rootsi 
^rut=P 

11]£ 4—«

work?

'TfbfTS 
peser 
(Jevjctt .

p, -5-rh>^rpLtice- -pro .
rStyn-e- /pej?

Ontf c-
bfe^'Zi’ i^ren. ppe; $f£cXcJ1 w\<,

8. Has travelling and seeing ether cultures 
influenced your work?

JT
-rtL^^s zc ^t^e_, pirzn

y ^rn-1 Vie- AJtfTi l^ ^-e>^\ct^ ccU.Ti^^;

A1Hn^

p- V]H-e;<; Tvr) 7V2^41y —£&

TMifT *3- GoTA Apf)A»pf2.iPns-
Cdyii-l 1/ZZcr'i Z^A

IrJUAiX^

\y&^l (f~>^A ‘rt-
r2^--?-(Xy Cfeo^-f 4>rt4-C

4esjp At/hM~
T^fiMGe£j/ni 1

more as

nb^i nle
/Jf^W t/t'Sl^

^-O T)l^ p£CTi>
<?£> 'nZ^pfTlr^x

ZlAj

IFi^z. -nl/E-
THnT c,hv7T z?r evs't^

<2 ZPle Vt'sn&z- —•
How do you get ideas, starting points, for your

PV.^

c^erz.

------ piAGf4-^. ~Tl-/(^r) ft.
'pen- 1 <z C\.■)

H £e ''TAe^.x
rfr^pGr__

A\O\J^ ivy

A»Vdt^f <^r
, ' I <jc>r lAo 72€- c/te=<n>-.7 4Md <<.....  . / ID

^inbc>[y yp
I
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9.

10.

11 .

12. Did your technique of layering and texturing 
take long to perfect?

Izv'J'lt'-

sk> . - - -
ZJT

/>eU^ /VtOr^-

XT 5 M<^s-
So

rf- /4 c/m «r y

Do you design on paper first, or work immediately 
with the metal. Does your materials dictate the 
design?
ZZL- T?o

l/v\'j pirz<^

-^,-y-n^Sr

Do you think that your style is continually 
developing and evolving?

/ -&V^2~ SD/txrc tX7

pi^ T3ert-^_
S n^M u/tf-y s^zx.s- SovSf-

//Jl/i _ J

"hi

sviT^i m^xz^ /2.e-ce^€t'~
C <>n^2iex A>^O /a/

>7- ----- .

o / 75^
Z^»«. (A/ ITTA- izf larVMT^

Would you rather have your work on exhibition or 
being worn by people?

/?Jt4 /J4J9 Cfe- ~t~z>

4-fauX. JE'y./h 6‘Ter> -f-c
IA) i 1/ T=~B V
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14. unique and different in
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L\JtrtpA~Py cxv\

'-a p’lC^Le'ti ------------

4’ 7?
4t

Do you feci that pieces of jewelry can hold a 
magical or mystical quality?
TP&’F'< (U^'T-e'^-y • xd 'T 

Sfptrz (s^vA\Lbhj _

'1~>Tl&5 pi't=c<?S

Cvx 74® SG

A lot of youi’ work looks reminiscent or ancient 
artifacts, or lost treasures. Does past 
history play a part in your art?

so .....  nr 7^4:
■Sc^i^r- xny p<2^x/ic^$ 4^vs'£ot--a5

shown, or

4u*yT7/
'■ 'TlhST '-

. J '

*T 4-
tAs.

ryi'A^-j tAf ■

LtwkS Li^C >"
LVc^l-C 

kfclS S^>vCp 
’Tifawt/1 

loo^-Sy 
i^lzs

Do you see youi1 work as 
comparison to other contemporary jewelry beine;

are you part of a trend at the moment?
So • *7-

etsc . 77

pAvip T?Af v T^-e^£> t ■'

Zykvjio <£Lco'-^- c^-

l/lSio-sx <*

Tl/l-rfT'

IsJa-stAO—

So t'/W.Oi/
cy T^i

, <2-?rnhs^-^
-yA<7 ptP^zTx'c^M.^ 1/lSto^ -btAQ /vw(^rz_.

~Tt^fT ~r4c?^e_ o^e. cr-^iLi.
/4- f-bi-S So^sr

Do you work on one piece at a time? 
.... 4-S AJcrT- 1ZT

CZV1. H "S P ^n~ 7 S/nJOC
pp (^Avt) <SO^LC TTLl-^ ZV/ZL^f ~n/G~ oTThz^z

h-
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17 .

18. What

I Oejp .

19 .

$

favourite .jeweler or movement in20 .

e-i//Ai> "£>o

<[7p>4~T c/zgp?

; 77/«j<^r
■ — aC£> "'-m^OTV 1^. '"7L
IaJvL( $~r

— •

T-tf?rr~. <s^. :
perz^Ce: ~nfhTT 

(Se>Lp 17T4<,

Have you ever made larger sculptural work or 
used other mediums for jewelry making?
f\Jb .

y y C_/2sp7T~y 71- 
^ri-cvn.

M ppA-^U^C^x 'te>
'■■jI-Ia

<=i\J tyi^uz^ ....
’TtMs’-^- ~~t§

'. ^p <^> ent xj.

Do you have a 
craft?

&V):P&LC «r

direction do you see your work heading in? 
Will your style change?

Vt?

\^jovz\zL '"nj-t/fr
-p,

ipv*2-te- L<k>^^

"ST^(^" (Ss-WS

izV 

^'-C> dz <2i/0e>£<=~
^-eCccA^ //ryu'C zu-xcz/. 7T2xA</i^ 

P<E5(6^

Where do you think the place will be for 
jewelry in the future?
■'itkgTS -A dSzt-e^T^i /

t^ni^L

r/OW ije^z- oCd> '.
TWT I '"

irk-vT Tl]&rz.
, 1^vct

f3) / l^v\ Le> AnrTJ'&t. 'l^-L^

~~ Mlp> ArZ<_ X)
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21.

22 .

A z

PT O~-Jci~

<_?

A/ i T7t Soy^

> 5=2^- 77/-—
& c-CE> . _ _ .

szl ia/o>^i^~ rm

T=^G-{ I rhrr

“‘■'W-Lyc»77/e^-

Aiy\

'TF’orZt^S- r'V-'V# ~j~O 

fr/W tzo'i^ 7^2 Sr<9^ 71 
f^zT^t-KJw-Tfe -~A

• o<- l\ ■

Vo ‘H

[aIOvV^L

Tty&z-e '<'?-
T1/gm ( /To 

jPfrYll^O-l Cat .

'i~o

'i?&z^’/iA.s <s~

Do you think your work is a uniquely American 
style? Would your work sell universally?

^mty2.tctrv^ . - • Ho —-----■ . frJFT Tf •

"fe- ZUy / 4*0
t2>^ nw^t/- 7/t=zoz_ tej;=7~ 7=i>x

'' 'O , 'Pio Lo ; JsiTeL . Tl-4 :yis- / ZAh’='Z-'£_

"Tl-I t=? to f^l/O\/T
. Ti-y> tZiue-tae.—c/4/

<0- CeltteATi tytf ^J^vs:fl(=^Y ~'tv>(<o 
/h4p/7'Sv''£ - S//s -/a TsvG’t^ .

"'--^ -------i, ~ Avn-^ior^u fiat
ligh price range.

i 0\jP>2. 4^P Ov'oS. .
4^^ -nf<~ Lia-k.^^,

iWAn-k^Tf Your work is in a 
made inexpensive items, 
and precious gems?

/2_
iy^C> K . . . if kJ- S<A^6y

//ic'f/ lOiA^AT <&oLO tyuvy ’prze-ezx <Azt£ O-ruwsg 

TUt ’̂^z. i /dTi/AxTc i/ntwL. y
~TUl=iK. oi^xj rz-C&e/T~.

Matt ~ '' ’ '

/nmJV:
/He

vaT ~r^rz^-

TcrsZ- ~Tr/a~;S:
OjCT-^ieiuO 

A/ A f l/l)^ <s* w
4xJ O.V &O! IS

Have you ever
Have you always used gold

^OrZl^J ^Tli y
i z/rrt/e <^G^v cr^y i^.

•Sb /

y]<5V N(~£<XSlf^i.

'TT’t-zry
i Vo t=~^> f3>^y

. Cti^arz. jiuT^jsivg' fJi^Ti^^ I
~rFe Ltw-Ge <zU.Oe- pn^l<o- t&z^z. -/-^o

t. Lrt Y) /2 T <^^r4/^000 >°'^

23. How and where did you first start selling your work?
■^T-Azxre-O -tty ^^inU Zd-crp* , Aj.-J~ ZZ/^rt.’^^-

Zi/zT- Avqizz-S' xjut? tt-Zc/V 'TZ> /Zfext./t-5 /}c<2.o^s ^-S.
ZT-H1 ov'.TTi tr <^^/l&

^’n.OQ'o.o.Js- l-L MtmK. -Ps iAj<rp^p_ i^j’iry

IT^oH tJwj/ZeHy "4> /V^Ae. 'S' To fS

. 7^2/Cc- ZS’zlvu^ z~tJ> -+ <=
. ___ n ID , ' / < S,S OO g1 ^jjjq

/hZVtf GZ/TOvff i^X. P'<sceisr ■ . ' '
24. Do you do production lines?

A/t), / fJo . <Z
A

tJoT
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25.

Tfe'.'S

27 ,

oTtte><L A-

{2pTe-t-( T^vatcvs .
OnJC cjvz Two S/A'iz'S 

<5f7~

^5 
7

4 tA-^i p L/stvu S f-c^e. 7?A/7~ z 

4^7x1

C. t/2<s-^g77?— ZJ-^O

/=\S-=>foC^T-

! P-^j.

you sell work at craft fairs?

4CT7A^A P'^T 'i^°
-f-rj<= P^P/lC^tpp-.'^. Cj2-^T~ SfotAj

'3'^7 /2sr7w^ s/p^o /Jw'igsz.t c*g.

‘So'W *Ps° “

//J'iJl'U— .
i-A-yi>rfTT^P P\

-px
^.q<r<<rs5 ^-c(

> 7* <=}^r -nhpr so>srr cv^-{
pipitp £\ppP Tz> l'^ iaJiao!^ p^Tn-'i^ Ptz.p<^ , ZC

T>o^ ~Trtw oi\)<sr vp T^O sfjzus. To
t?&^L t^i'ni > (PriTtp -TUe-m cs>eT~ -n-f&rz. c<^a'<ss se-ue^.

Do you have any plans to show any of your work ' ozw/fc.
in Ireland or Britain in the future?

JS Z/fT0<
iaa

Please feel free to add anything else if you want.
If you can think of anyone' else I could write to for 
information on slides, their address would be 
most helpful. Thank you for your time in 
answering my many questions. I enclose a self­
addressed envelope and will gladly reimburse 
postage costs.

pc*~v}s^

/Z^vu- • ‘ - -

pvfg 'ffhfT' 
f7ainAK>tt> <3^- Z/e^-^-vU’

^Mtz. aT^-e>^ o^x.

Do you work by commissions?
^g.(~T>o-v^x • o-yi^-

----  ...... p<=Trztf^.^>s .

r^-rp^. ,
^GTOJ? C(=- ~J~l-hS>TA . 7C c fAAAAAA. ‘£-i. I

-w & ilrt prz\<Z£ ~~^r y
/ Z<L 7TJ"^iy Zziy? Zj-<$<xxX~ "^-ilc

-A" W<A< Tih^-r c
iP lA)kvP~ >

A- ^i'iscj?

26. DO

/V^ t i^OT~ Z) (AAA 

zt- A/xp^- r~ ~ ' ' ~
LaJ A I iy_

pVuQ 4VW5,

fipij^jsu/e>z<sc>

Pnvp ^lAA^ !Vlc^e_^ 

mo*T i^e^ts^7^-7> ^cr~^rz_ 1

fe- -4-^C? S’/ /Dtfs ~f~~

"to yc/y— . Z±Aq UUf^xOct-jy 

zx>\
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* New Mexico* *
JAMES BARKER________
Box 705 * Medanales

of graphics and typography. He has 
areas of Display Design, Photography 

James is self-taught in the art of jewellery 
and began work in these fields in the fall

Born in Wisconsin in 1941, James received formal Fine Arts 
training in painting and sculpture at the Layton School of Art 
in Milwaukee, Wisconsin from 1959 to 1961. The following 10 
years were spent professionally active as a painter and as a 
freelance designer of graphics and typography. He has had 
experience in the areas of Display Design, Photography and 
Cinematography, 
and metalsmithing, 
of 1972.

There he alloys his own special colours of gold from which he 
rolls out the sheet metal and draws down the various 
configurations of wires that are used in fabricating his one- 
of-a-kind pieces of designer jewellery. Preferring not to use 
casting or wax carving in the creation of his work, he instead 
employs the same labor-intensive handworking methods that have 
been used, virtually unchanged, for more than 5,000 years. 
The techniques of sawing, filing, forging, soldering, fusing, 
repoussage, chasing and reticulation are some of the mastered 
skills he uses to transform the glimmer of an idea into a 
finished piece of jewellery. Combining 18k and 22k golds with 
the finest of precious gems, pearls, and other rare materials, 
his work strongly reflects his avid interest in Archeology and 
ancient and "primitive" jewellery, as well as showing the great 
respect and appreciation he has for the materials he uses. 
In blending these influences with his personal aesthetic, the 
work, the fruit of much thought, time and labor, has been 
called jewellery of the "Ancient Future". It is work that is 
both unique and imaginative in look, strong in character, with 
great attention having been paid to detail and excellent 
craftsmanship.

After living and working in California for 17 years, 
move was made to New Mexico, where he now maintains 
north of Santa Fe, near Abiquiu, the long-time home of artist 
Georgia O'Keefe.

______ARTIST/GOLDSMITH
87548 * 505-685-4332

a recent
a studio

While most of his creations are made to be displayed and sold 
in fine art jewellery galleries across the country, James also 
does custom designs for private commissions. He prefers to 
work with people who provide a general description of their 
desires and aesthetic interest, and who will then allow him to 
immerse himself into the designing and creation of the work. 
He feels that this degree of trust, confidence and freedom 
bestowed by his clients has helped inspire the creation of some 
of his finest work.



55.

RECENT EXHIBITIONS AND INVITATIONAL GROUP SHOWS

N.M.

Pa.
N.J.

N.M.

tl

Los Angeles

N.M.

N.M.
Chevy Chase,

1988 :
"Pearls and Opals Show" - The Works Gallery, Philadelphia, 
Fancy Coloured Diamonds Show - Aaron Faber Gallery, N.Y.C. 
"Designer Jewellery Show - Lee Sclar Gallery, Morristown, 
"Rings * One Show" - Quadrum Gallery, Chestnut Hill, Mass. 
"Rings * 1988" - Elaine Potter Gallery, San Francisco

1985:
"Fine Art Jewellery in America - 1985" - Cross Creek Gallery, 

Malibu, Calif.
Two Person Show - Slant Gallery, Sacramento, Calif.
One Person Show - Stary-Sheets Gallery, Gualala, Calif.
Falkirk Tenth Annual Portrait's Show - San Rafael, Calif.
35 Selected American Artisans Show" - Cross Creek Gallery, 

Malibu, Calif.

- Santa Fe East, Santa Fe,

1987 :
"Fine Art Jewellery in America - 1987" - Cross Creek Gallery, 

Malibu, Calif.
Portfolio Exhibition - Aaron Faber Gallery, N.Y.C.
"The Faust Collection" - Elaine Potter Gallery/San Francisco 

Opera, San Francisco

1984 :"Jewellery and Enamels '84" - Del Mano Gallery, 
One Person Show - Park Row Gallery - Santa Fe, N.M. 
"California Designs/Jewellery" - Freehand Gallery, Los Angeles

1986:
"Group Show" - Aaron Faber Gallery, N.Y.C.
"Fine Art Jewellery in America - 1986" - Cross Creek Gallery, 

Malibu, Calif.
One Person Show - Gallery Fair, Mendocino, Calif. 
"California" - Elaine Potter Gallery, San Francisco 
"Ear Expo. VI" - Aaron Faber Gallery, N.Y.C.
"Reflections of the American Southwest" - Two person show, 

Loanna Clark Gallery, Petaluma, Calif.
Group Show - El Parion de Santa Fe, Santa Fe, 
"Palms" - Group Show - White Tops Gallery, Palm Desert, Calif.

New Works"

1983:One Person Show - Park Row Gallery, Santa Fe,

1989:
"The Gold Show" - Quadrum Gallery, Boston
"The Philadelphia Crafts Show" - Sponsored by The Philadelphia 

Museum of Art, Philadelphia, Pa.
"Turquoise and Gold Show" - Santa Fe East, Santa Fe,
"The Santa Fe Collection" - Heller Fine Jewelry, 

Maryland
"New Names
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- Del Mano Gallery

Artisans Gallery,Contemporary San

Precious ObjectsShow

Colo.
North

1980:
MCCN National '80 - Marietta College, Marietta, Ohio
Arizona National Invitational - Scottsdale Center For the Arts, 

Scottsdale

1982:
Second Annual National Invitational Wedding Ring Show 

Precious Objects Gallery, Los Gatos, Calif.

- Grand Junction, 
Kansas/Society of

1981:
"Objects '81 - National Invitational"
"Goldsmith '81" - University of

American Goldsmiths
"Fabrications in Precious Metals"

Los Angeles
"Jewellery '81"

Francisco
National Invitational Wedding Ring

Gallery, Los Gatos, Calif.

RECENT EXHIBITIONS AND INVITATIONAL GROUP SHOWS, cont.
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PROFESSIONAL AFFILIATIONS
Goldsmiths

N.M.

PRESENT GALLERY AFFILIATIONS

AWARDS
International Gold Corporation,

PUBLICATIONS

COLLECTIONS OF:

Plus many private collections throughout the United States and 
Europe

Distinguished Member
(SNAG)

New Mexico Metalsmiths Association - Santa Fe,
Metal Arts Guild - San Francisco
California Design Group - San Francisco
The Bead Society - Los Angeles

Joni Mitchell - Singer/Songwriter
Ruth Pointer - The Pointer Sisters
Mr. & Mrs. Robert De Niro
John Denver and Family
Alvin Sargeant - Oscar Winning Screen Writer 
The Estate of Lillian Hellman - Author

THE ART OF AMERICAN JEWELRY 1970-1990 - Laura Kruger 
ORNAMENT MAGAZINE - Feature Article - Winter Issue 1985 
METAL JEWELRY TECHNIQUES - Marcia Chamberlain

Santa Fe East Gallery - Santa Fe, N.M. 
Quadrum Gallery - Chestnut Hill, Mass. 
Artrium Gallery - New York City 
The Works Gallery - Philadelphia, Penn. 
Del Mano Gallery - Los Angeles, Calif.

Grand Prize - INTERGOLD '83 
New York, N.Y.

First Prize - Ornament Magazine Jewellery Design Competition, 
1983

Award of Distinguished Merit - San Francisco Arts Commission

Society of North American



Appendix C

Technical notes on granulation.
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Granulation Procedures

Gold Used Heat Source

Borax flux the ground and granules

750/1000 red gold

Flux and water. Borax flux the 
ground and place granules.

Gum tragacanth on brush when 
placing granules

Glue or Gum for 
Granule Placement

Reducing torch 
flame

Reducing torch 
flame

Reducing torch 
flame, object placed 
over charcoal bed

Reducing torch 
flame or kiln with 
reducing atmos­
phere

Gum tragacanth mixed with borax 
used on brush to place granules
Hide glue and water, proportioned 
1-10 respectively for flat surfaces. Add 
1 part hard soldering flux to the 
above for curved surfaces.

Reducing torch 
flame
Heat in small kiln 
with glass coverJltill 
red, then apply 
reducing torch 
flame.

Wilm-Roethel 
750/1000 red gold 
585/1000 red gold 
containing copper 
750/1000 red gold 
585/1000 red gold 
both containing 
copper
Miller 
750/1000 yellow 
gold

Reducing torch 
flame, heat to 
1634°F(890°C)

Pre-heat granules and base metal 
separately to achieve copper oxided 
surface with an oxidizing torch

Rosenberg-Treskow 
900/1000 gold 
50/1000 silver 
50/1000 copper

Kulicke-Stark 
22k gold (22 dwt 
24k gold, 1.5 dwt 
fine silver, .5 dwt 
copper or fine 
silver)

Littlcdalc 
750/100 red gold 
(250/1000 parts 
copper, or 125/1000" 
parts copper and * 
125/1000 parts 
silver)

Spittle, which contains ptyalin, the 
amylase of saliva, an enzyme that 
accelerates the hydrolysis of starch, a 
complex carbohydrate. Spittle itself 
is weakly alkaline.
1 part organic glue, as siccotine + 
water, or gum tragacanth + water, or 
gum acacia + water. Mix with copper 
hydroxide fo form a paste, apply 
with a brush to granule during 
granule placement.

Preheat granules only for surface 
oxide. Place them on depletion- 
gilded nearly 24k gold surface base 
metal
Coat base with finely divided copper 
oxide powder mixed with gum 
Depletion gild the base. Plate or paint 
the base metal of electrum (gold 
silver alloy) with copper by immers­
ing it in copper-saturated nitric acid, 
in which some iron such as a piece of 
iron binding wire is present and in 
contact with the granules to cause 
the plating action, or by applying it 
with a brush. Coat granules with same 
for gold, but not silver unless they 
arc large.

' Welding Substance

The granule is coated with gold car­
bide as a result of being formed in 
charcoal, the carbide having a melting 
point 160°C below that of the gold 
used
1 part copper hydroxide (a copper 
salt. Salts are any of a class of com­
pounds derived from acids by the 
replacement of part or all of the 
acid hydrogen by a metal. Salts arc 
formed by the reaction of acids with 
metals and oxides, and other ways). 
Cupric hydroxide Cu(OH)2 finely 
divided, or other copper salts.
At the start, copper chloride, then 
halfway: copper oxide, flux, water, 
one third each
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GOLD GRANULATION: Practice

DEMONSTRATION 16

JOHN PAUL MILLER illustrates one granulation method 
while making a pendant/brooch

Photos: John Paul Miller

Shown in the following sequence is only one of the sev­
eral gold granulation techniques used by the artist. Here 
an 18K gold granulation ornamented pendant/brooch in 
the form of a cephalopod is fabricated.

SPHEROIDIZING: PREPARING THE
GRANULES

1 Long, thin strips are cut from a sheet of 34 gauge 
B.&S. 18K. yellow gold (75% gold and 25% copper and 
silver). Hand- or foot-operated guillotine shears are used 
for this purpose. The strips are fed endwise to the shear 
blades, and shear cropped into small, more or less uniform 
pieces. Alternately, fine wire arranged in a bundle can be 
cut by hand or bench alligator shears. Very small 
granules of the pulviscolo type can be made from coarse 
filings of precious metals.

2 The resulting minute square and rectangular gold 
chips can be granulated to the base in that form, a prac­
tice often followed by Miller. Frequently they arc formed 
into small, round balls or granules, the traditional form 
used for granulation. The process of making these small, 
round balls is called spheroidizing, which is the heating, 
fusing, and cooling of metal that results in a rounded or 
globular form. The term can also be used to describe the 
making of larger balls called shot, normally too large for 
use in granulation. Shotting, a process by which the refiner 
prepares metal in rounded pellets for use in casting, is also 
a form of spheroidizing.

By a metallurgical principle, when small amounts of 
metal are melted to the liquidus point, a cohering surface 
tension force causes them to contract, or become reduced 
to a form having the smallest possible surface area consis­
tent with the material and the force of gravity in a shape 
that can contain the liquid result. In this case, the shape is 
a sphere which when small enough becomes a granule 
when allowed to cool and solidify in this form. The sphere 
shape has the minimum surface-to-volume ratio.

To accomplish spheroidizing by one method used by 
Miller, the gold chips are sifted on a leveled layer of pow­
dered charcoal placed in a stainless steel container. These 
chips are distributed so that as much as possible they do 
not touch each other, because if they do, they will join 
under heat and form larger balls when the larger mass of 
metal fuses. A second layer of charcoal is sifted over the 
chips to a depth sufficient to prevent the next distribution 
of chips deposited upon it from sinking through the first. 
For this reason, the charcoal should not be too finely pow­
dered. Only three or four layers are so made in the con­
tainer, their total depth being about 114 in (5.7 cm). If 
you make too many layers at once you risk the interior 
not reaching the necessary temperature. More granules 
than you expect to use are made because of the relatively 
wide variation in sizes that results as a function of the ine­
quality of chip sizes.

3 The container with charcoal and gold chips is 
placed in an electric kiln preheated to about 2000° F

Shown in the following sequence is only

18K gold granulation ornamented pendant/brooch in



61.

5

9-57 TEN-TIERED SIEVE. This is used for sorting the sizes of spheroid­
shaped granules Io obtain uniformity of size. Sieves are available and 
can be made to specifications by Karl Fischer, Pforzheim.

(1093.3° C). A container 4 in X 2.5 in (10.2 cm X 5.7 
cm) requires about 20 minutes in the kiln for the chips to 
contract to their smallest surface and form spheres, each 
separated from the other by the powdered charcoal. The 
loose physical condition of the powdered charcoal docs 
not resist the spheroidizing process or cause any surface 
flatness, as would occur if solid, flat charcoal or other 
refractory material is used, unless a depression is made for 
each granule, obviously impossible when they are very 
small, but possible when making shot.

4 The container is removed from the kiln and its con­
tents are poured directly into another container of water 
and some detergent, and the charcoal is washed away, 
leaving behind the gold granules, which because of their 
weight, gather at the bottom of the container. The pres­
ence of the charcoal surrounding each granule during for­
mation creates a reducing atmosphere around each sphere 
so that their surfaces remain bright and oxide-free. Even 
slight variations in chip sizes result in spheres of many 
slightly differing dianletcrs.

5 Because ornamental granules arc generally grouped 
by size, they arc now sorted into eight different diameters 
by sifting them through a series of sieves, starting with the 
one having the smallest mesh openings, and continuing to 
those progressively larger. No. 8 is the smallest granule of 
uniform size and has an 0.008 in (0.205 mm) diameter; 
No. 2 is the largest uniform size and is 0.030 in (0.762 
mm) in diameter; and No. 1 is large, ungraded sizes.

6 The granules selected for use are placed in a con­
tainer of pure or 18K gold, put into a small electric kiln 
having a heatproof glass cover so they can be observed, 
and arc heated to 1200°F (648.8° C) and kept at that 
temperature for several minutes. During this time, their 
surfaces, which contain copper, become oxidized and 
uniformly covered with black cupric oxide, CuO, also

called copper monoxide, or black oxide of copper; in 
jeweler’s parlance it is called firescale. Below the outer 
layer of black copper oxide is red oxide of copper, Cu2O, 
also called copper suboxide, cuprous oxide, and copper 
hemioxide. The difference in its composition from black 
copper oxide is due to the fact that it has been created 
under reduced atmospheric conditions. The outer layers 
become black copper oxide because they are exposed to a 
greater amount of atmospheric oxygen. The granules 
emerge from the kiln looking like black poppy seeds, 
making them highly visible during their placement in a 
pattern.
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mum of three times as a surface more gold enriched than 
this seems to result in a weaker joint of the granule. The 
surface thereafter acts almost as one of pure gold.

GRANULE PLACEMENT: USING GUM 
BRUSH TO MANIPULATE GRANULE 
POSITION

10 A thin coat of a special soldering investment plaster 
slurry, used for holding parls together while soldering, and 
a great help in other difficult soldering operations (see Sol­
dering, Chapter 10), is here applied to the edges of the 
work to prevent them from becoming overheated during 
the soldering process that follows. Edges are always at­
tacked by heat first and therefore tend to melt before the 
rest of the metal has reached a high enough temperature; 
the plaster by its insulating refractory property prevents 
this from happening.

11 A solution of gum tragacanth is prepared. One- 
tenth of a gram of gum powder is combined with half an 
ounce of water, which makes a relatively thin solution. A 
brush moistened with this gum solution picks up the 
granules and deposits them on the upper thumb where 
they are checked for uniformity of size and shape.

12 Granules are transferred to their position on the 
metal base which is hand held with sell-locking tweezers. 
In the process of transfer, each granule becomes com­
pletely coated with a gum amount sufficient to hold the 
granule in place. To assist the gum in its job of holding 
the granules in place, the work is turned so that the area 
of granule placement is facing upward.

13 The granules positioned in one area are allowed to 
dry before turning a three-dimensional form in another di­
rection to place granules on another part. As the amount 
of moisture in the gum is small the gum dries in air, and 
ordinarily it is not necessary to heat the work to hasten

DEPLETION GILDING: PREPARING THE 
SURFACE

7 The next aim is to develop a surface of nearly pure 
gold on the repousse-worked and chased form on which 
the granules will be applied. This is done by a process 
called depiction gilding, an ancient technique for creating 
a final surface of nearly pure gold on any object made of 
even low gold content alloys. In the process, by chemical 
means, all metals in the alloy except the gold that exist in 
the outer surface arc removed. In the present context, the 
need to create the pure gold surface on the 18K gold base 
is that it will act more favorably in this particular granula­
tion technique. Some oxide may form on a depletion- 
gilded surface when it is heated, but very much less than if 
the surface had not been gold enriched.

Depletion gilding involves three steps. The first is to 
heat the object in the electric kiln to 1200° F (648.8° C) 
which causes the copper molecules in the outermost layers 
of the alloy to combine with oxygen, oxidize, and form a 
fircscalc on its surface.

8 The next step is to immerse the object in a hot, di­
lute solution of nitric acid which dissolves the surface 
scale (cupric oxide), leaches out surface copper, and 
leaves a greater number of gold molecules exposed than 
formerly. The nitric acid attacks only the copper (and the 
silver, if any is present in the alloy), not the gold. The 
object is rinsed well in running water to remove acid 
traces.

9 The surface is next scratch brushed which has the 
effect of burnishing it without removing any metal, and 
compressing it at the same time. For this, a nickel silver, 
fine crimped wire brush fed a constant thin stream of 
soapy water as lubricant, is used.

These last three steps are repeated in sequence a maxi-

11
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down and, because of capillarity, the copper flushes and 
migrates to the point of contact between granule and base, 
in the manner of solder when it becomes liquid in a joint. 
Usually the enriched, almost pure gold surface becomes 
bright, but the granules shimmer, as docs the area imme­
diately near them where some of the copper flows over it.

At this point—the “moment of truth" in granulation— 
in a few seconds a welding and bonding action takes 
place. The touching metal surfaces arc in the plastic range 
of both the copper and the gold, but under controlled con­
ditions the rest of the metal docs not reach the liquidus 
temperature before the completion of the bond or the 
metal would collapse. The bond occurs when the mole­
cules of the molten copper flow to the contacting surfaces 
by capillary attraction, and in this action, the contacting 
atoms of both metals interpenetrate. Thus the granules 
join where they touch each other and the base simulta­
neously. The success of the whole process, even after care­
ful preparation and meeting all other necessary conditions, 
depends upon the judgment of that point at which the 
above action has taken place in the final, critical few 
seconds. The flame is then immediately withdrawn. At 
this point, the metal turns black upon cooling.

The point of contact is a small fillet of a copper gold 
alloy. As mentioned, there must be a sufficient fillet to 
make the joint firm, and it can be seen under magnifica­
tion, but to the naked eye it seems not to exist. Overheat­
ing is to be avoided since this may cause a large fillet.

drying. The gum, however, must be thoroughly dry so that 
excess moisture will not boil up under subsequent heating 
and cause possible granule displacement.
GRANULATION: GRANULE FUSION WELD 
BONDING

14 The piece is held in air above a premade bed of 
glowing charcoal in a brazier by clamping two stainless 
steel self-locking tweezers at cither end. To free the hands, 
they arc then laid flat on and anchored to a healing frame 
placed on either side of the brazier level with its top. 
Sometimes a piece is placed on a fine iron wire screen. 
Discretion must be used, as holding tools can act to absorb 
too much heat. The glowing charcoal under the piece 
works to establish a uniform temperature over the entire 
piece, a condition essentia! to the success of the process. 
The edges of a large surface heat faster than the center 
and the heat from the charcoal tends to balance the heat 
supply.

The flame of a torch set to a reducing condition is ap­
plied to the work from above (out of view). Its size is 
sufficiently large so that the outer flame envelope shields 
and further protects the metal by excluding and preventing 
atmospheric oxygen attack. Heating is fast to avoid the 
dissipation of carbon formed from the binder. For large 
areas, Miller uses a fluxing unit set to introduce a small 
amount of gas/flux into the flame and increase its reduc­
ing condition. Creating a reducing flame, and its control 
by playing it over the metal without overheating it, are 
critical for successful granulation. Contrary to normal 
heating practice, a. bright light/is used during the heating 
in order to better observe-th'e changes that occur to the 
surfaces of the base metal and the granules as the temper­
ature of the metal rises.

Under the heat of the reducing flame, in the reduced at­
mosphere, it is the chemical change that occurs that allows 

i the joining of a granule to the base. The black cupric 
*-gxide, CuO, on the granule surface turns to cuprous oxide, 
Cu.,O. The gum carbonizes, and the oxygen in the cu­
prous oxide combines with the carbon and passes off as 
carbon dioxide gas, leaving behind a very thin film of pure 
molten copper that completely covers the granule surface. 
The copper in a high-alloy gold acts to lower the melting 
temperature to a minimum of 1623.2° F (884° C), the 
liquidus temperature of the copper and gold alloy used 
which also contains some silver.

As the workpiece nears red heat, the granules look dark, 
and the surrounding carbonized glue becomes bright red. 
As the heating continues and the liquidus of the alloy is 
approached, the surface tension of the copper film breaks
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17 These close-ups show by the reflection of the it 
verted image of the granule in the mirror-bright surface < 
the base metal, that the point of its contact to the base 
absolutely minimal. This is the main characteristic of su< 
cessful granulation.

18 The base metal is 18 gauge B.&S. (0.040 in or 1.02 
mm), and the smallest granules here are eight thousandtl 
of an inch (0.008 in or 0.205 mm).

19 The assembled basic units of the incomplete pent 
ant/brooch. The central section ornamented with granuk 
tion is l7Zo in x % in (3.6 cm x 1-9 cm).

20 The completed pendant/brooch. Enamel has bee 
fired in the spaces between the granules and chips in th 
upper section. The tentacles are also granulated wit 
chips and flattened pellets, as well as round granules.

which will also occur if there is too much copper in the 
welding medium.

It is sometimes necessary to make two or more applica­
tions of granules, and the second and subsequent firing 
process becomes even more critical.
finishing: surface processing and 
ASSEMBLY

15 The piece is pickled to remove the surface firescale. 
All cleaning action must be gentle and done with great 
care in this delicate work. The surface is burnished with 
the same nickel wire brush as before, using soapy water as 
a lubricant. The spindle is operated at the slow speed of 
1800 rpm.

16 Here we see the completed granulated unit which is 
only a part of the total pendant/brooch.
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