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MOVING
METAL,

THE ART




ransforming a single sheet

of metal into an undulating

organic form using only a

hammer and stake is the art

of anticlastic raising. When the hammer

hits the picce of sheer meral resting on the

stake, lhu' metal FIses Into CUrves or ulll\.

its edges stretching more than its center.

Its a technique that requires skills far

more complex than the tools used—skills

that Michael Good of Michael Good

Designs in Rockport, Maine, has per
fected since the late 1970s.

With today's high metal prices, one of

the greatest benefits of anticlastic raising is

the ability to create structural strength in

relatively thin metal sheets. The resulting

shapes are very flexible and springy, making

findin}:\ an unnecessary addition. A neck-
lace, for example, has such flex thar it's sim
ply pulled open, slipped on, and closed.
Anticlastic raising is both ancient and
modern, but with no history in berween.
In Bronze Age Ircland, someone crafted a
ribbon torc (a nec klace) out of a sheet of
metal twisted into a double helix. The
technique for metalworking was lost uncil
rediscovered in the last half of the 20th

century, in large part by Michael Good.

REDISCOVERY

ood has been at the center of
anticlastic raising since its
rediscovery, A hippie in the

1960s, he moved his young family from

New York City to a remote arca of
Maine, where, in his spare time, he tin
l\'\'l\'(l \\lth some :.'_UH \h('g‘( }n"d l\lu\lgl)(
along—the melted-down remains of for
mer projects made during an unsuccessful
attempt at jewelry making in the big city.
With no money for jewelry making
equipment or tools, he shaped the metal
with basic tools, including a hammer, file,
snips, coping saw, anvil, and torch, and
unknowingly took the first step toward
his life's work.

"Over a few years | learned how to do
a lot of ncat things, but in a convoluted
way,” he says. Selling at craft fairs, he
stepped into the local jewelry industry and

met fellow goldsmith Glenda Arentzen,

who suggested he meet Heikki Seppa, a



teacher and writer who was about to pub
lish the now-classic Form Emphasis for
Metalsmiths. Good took a \‘.nxL.\han from
Seppa in the late 1970s, and the two men
became fast friends. “He's the light,” says
Good. “He's the one who discovered how
to raise in reverse.”
By “raise in reverse,” Good

describes what we know roday

as the process of anticlastic / ‘

raising—a technique yet un
named when the two were
experimenting. They expanded the idea
together. “Either he or | would discover a
new way of doing something, a way of
refining the process,” says ( sood.

When taking a sauna and shooting the
breeze one night as they often did in the
carly 1980s, Good suggested applying the
topological term  of “anticlastic” to the
process and the term “anticlastic raising”
was born. The name has been widely
accepted and is becoming part of the met

alsmithing language, something that

Good's quite pleased about

Somechow both
simple and compli
cated, anticlastic raising
requires two years of prac
tice to get to the point where
a jeweler is both competent
and quick enough to turn a
profit on a picce, says Good. Bur it
is an achievable goal. Everyone can do
this,” he says. “This is something anyone
can learn. You have to drop the normal
way ol ]unl\ll\}; at l}ll!l;j\ .m\i .I”U\\ your

mind to operate in a very different wayv.

TOOLS OF THE TRADE

ccause anticlastic raising involves
moving metal, it’s best suited
for ductile merals such as most
bronzes, silver, and gold. Good rarcly
works with platinum because its soft and
doesn’t have much spring, and he adds
that titanium wouldn't be a good choice
due to its low ductility. For jewelry, metal

sheets can be quite thin. He works in 22

to 27 gauge 18k gold, a meral he feels is
an ideal choice. "It's by far the nicest
material to work with for jewelry,” he
savs. “You geta finished piece that is very
structurally sound and resilient, and the
ullnr 1S 3:1\.ll.

Using cross-peen hammers, the meral
\lh'\'l 1S \\Hl]r\iti on a \In‘l. ;‘].(\!!\. Of
wood sinusoidal stake. Available in
many sizes and shapes, the stakes needed
will vary by project and arc determined
by the width of the metal being worked
and the desired curves, The width of the
pattern  can’t exceed the distance

between the two crests of the sinusoidal

stake: t.¢.. the metal must rest slightly



into the dip in the stake, not simply
drape across it. The deeper the recess,
the deeper one of the curves; the nar-
rower the stake, the deeper the curve in

the other direction.

SHAPING THE METAL

1 ach project begins with a sheet
i

| of metal and a pattern. You
4 begin by cutting the overall
shape out of the sheet and filing the edges
smooth. From that basic shape, the piece
will grow and curl as you begin to raise it.

“The shape of the pattern itself will
determine the overall result,” says Good,
who has done this for so long that he can
envision the intended finished form as a
flat pattern. “Shapes that arise from the
flat sheet mimic nature.”

To get set up, choose the correct size
sinusoidal stake for the project and secure
it in a vise. Anneal the metal sheet and
bend the metal over the stake. “In order to
get stretch in both directions, you have to
hold onto both ends of the metal when
working it on the stake,” says Good. This
provides the tension necessary for the
piece to coil into shape.

When using the correct size of stake,
there will be a void under the meral just
inside the outer edge, so each blow of the
hammer will stretch the metal slightly.
(Note: The curved end—rthe area thart
hits the metal—of the cross-peen ham-
mer must be slightly narrower than the
dip in the stake to ensure that it makes
proper contact.)

Holding the ends of the metal, begin
at the center of one edge with the first
blow. Proper hammering technique re-
quires blows at a right angle, which pre-
vents distortion to the metal.

Slightly overlap the second blow over
the first, moving toward one side of the
piece. Continue hammering down the
edge of the metal to the end, then ham-

mer from the middle down the other side.

Turn it 180 degrees and hammer the

other side the same way. Work at a steady
speed; if you rush, an undesired fold can
develop. Hammer rows with each blow
slightly overlapping that of the previous
row until the piece of metal is completely
hammered. Once you have finished ham-
mering the entire piece, anneal.

Follow with a second course of ham-
mering to compress the metal more. Be
sure to begin slightly further in from the
edge than where you started. At this point,
you may need to use a different stake to
ensure that the metal fits properly into the
dip in the stake. Some pieces require a
variety of ever-tightening curves, so several
stakes might be needed for the process.

Begin hammering, holding the ends of
the metal tightly. Coils will naturally form
in the metal as work continues, and it’s
purely a matter of working the metal,
annealing after each course, until you
achieve your desired design goals.

Once the piece has taken on a shape
that pleases you, planish it with a planish-
ing hammer before polishing to smooth

out any bumps so the thickness of the

metal won't be compromised. “If you have
any bumps on the surface, polishing
before planishing will take the tops of the
hills off,” says Good. To planish, place the
metal in uniform, direct contact on either
a plastic or metal sinusoidal stake, then
hammer it, but do not stretch or compress
the metal: Simply flatten the metal, don’t
move it. (This time, don't hold the ends of
the metal.) The process can be stopped at
any point if a hammered finish is desired,
but for a high polish, smooth out as many
of the hammer marks as possible before

polishing it up.

Determined to get to the bottom of
the roots of this process that has con-
sumed the latter part of his life, Good, in
conjunction with Irish metalsmith Brian
Clark, discovered how that Bronze Age
jewelry was made: an anter took the
place of a sinusoidal stake. Finding a link
to the history of this art form further
inspired Good to break new ground. “I
try to push the envelope,” he says, “some-
times to a new level of complexity I've

never been to before.” ¢



