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Reproductions on Paper:

his is the second in
our series of articles on
lient/framer communica-
tion in preservation fram-
ing. The term “reproductions on
paper” covers a lot of ground. On
the low end, it includes the cheapest
posters. And on the high end, it
includes collectible, one-of-a-kind,
hand-modified reproductions of sig-
nificant value. The first three steps
were described in article one, “Orig-

inal Art on Paper,” but let’s review.

Design Step One: Establish Value
of the Art

Early in the discussion, learn the
client’s perception of the arts value.
Even if it has little market value,
there may be high sentimental
value. In any case, framer and client
need to agree on this. If perceptions
differ, choosing preservation fea-
tures can become difficult and
uncertain. When value is agreed
upon, the frame design can include
the right balance of preservation
features appropriate for the art, the

client’s purpose, and the budget.

Design Step Two: Discover Client’s
Knowledge Level
The best frame designs are borne of
clear understanding between framer
and client. The framer needs to
know the client’s knowledge of
framing in general, and preserva-
tion in particular. Then the framer
knows what further information
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the client needs to make choices

about suggested framing features.

Design Step Three: Discover
Client’s Preferences

Frame designers have expertise in
decorative presentation, and cus-
tomers value our opinions. But it is
most important for clients to take
home a frame design that reflects
their preferences. Part of the framer’s
job is to learn these preferences and
work them into the design. Or, if
there’s a mistake in the making, we

should discuss alternatives.

Design Step Four: Focus on the Art
Now we're ready to talk about
alternatives for preservation of the
art. This is the technical part of
design, where the framer’s knowl-
edge is most valuable to the client
and the art. Technical discussion
can be divided into distinct topics:
mounting, matting, decorative fea-
tures, glazing, and fitting.

A typical flow of conversation
is depicted on the following pages,
which generally applies to all art
reproductions on paper. These flow
charts illustrate common choices
for three preservation levels: mini-
mum, moderate, and maximum.

Please note that in the real
world, preservation framing cannot
be so neatly categorized. Every part
and procedure has a positive or
negative effect on the preservation
of the art. Design combinations

Lithograph and Giclée

may be infinitely varied and the
level of preservation may be as well.

However, the point is that
frame design can be—and should
be—organized into a conversation
that makes sense to those unfamil-
iar with the process. Therein lies
the difference between a client who
leaves in a daze of confusion, and
one who leaves with confidence in
her framer’s ability to do the best
job for her money.

Now let’s discuss the art at
hand. Lithography is the most
popular form of art reproduction
today. The cheapest posters are
lithographs, and so are some of the
highest quality, most valuable lim-
ited editions. Market value (or lack
of it) may be firmly established,
but remember to ask about senti-
mental value.

The Giclée process, relatively
new to the mainstream of art
reproductions, is a little over a
decade old. Basically, it is an inkjet
print of high quality. The innova-
tive Iris printing process is the gen-
esis of what we now call giclée.
That's French for "spitting" or
"sputtering," and refers to the
process of applying the inks.
Today, in addition to the Iris
process, the Piezo process and ther-
mal printing are also used to create
giclées.

This method of art reproduc-
tion has taken some time to catch

on, mainly due to longevity ques-



tions. The early papers and inks

were were known to have limita-
tions unacceptable for quality art
reproduction. Beginning around

1996, ink and paper testing and

technical improvements were done
and have advanced giclées to
become widely available and gain-
ing in popularity.

Giclées are similar to litho-

graphs in terms of framing require-
ments, except that they are
extremely water-soluble. Some spe-
cial considerations for giclées are
noted in the flow charts. m

Print in good condition

Mounting

Print damaged: rolled, wrinkled,

Gummed linen or pressure-sensitive tape hinges provide an
economical mount, and little damage to the print. However,
the paper may cockle later with changes of temperature and
humidity.

creased, marked, torn, etc....

™ Exception for giclée

Drymounting or vacuum wet mounting have moderate cost
and provide permanent, overall adhesion for the art, keeping
it flat and hiding some domage.

i Because the inks are water soluble, wet mounting is not rec-

ommended. Avoid contact with water.

Matting

Decorative

No restrictions to design; standard wood pulp “acid-free” mats
are okay.

Features

No restrictions on materials or methods for decorative fea-
tures (paints, marbled paper, efc.), although future chemical
reactions within the frame package might damage the art and
reduce ifs life.

Normal hanging situation

Glazing

Fit and Finish

Regular glass (induding non-glare or anti-reflective) is okay,
but UV-filtering glass would reduce fading potential and
extend the art’s life, so it should be suggested.

Special hanging situation

Exception for giclée

If the frame is to be transported, handled, or stored frequent-
ly; or if weight is a problem; or if injury is possible

(if displayed in a child’s room, for example), then dlear
acrylic or a surface laminate may be preferable o glass.

! Inks of an inexpensive giclée may fade quickly; UV-filtering

Normal hanging situation

glozing is recommended.

Standard fitting with ordinary filler boards, dustcover, and
standard hanging hardware (such as wire/easelback/saw-
tooth hanger) should be suggested.

Special hanging situation

For high-humidity environment (on a boat, for example),
leave hack open for easy evaporation. Insects, mold, and
mildew will invade but this is decorative art, remember?
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Print in good condition

Mounting

Print domaged: rolled, wrinkled,
creased, marked, torn, efc. ..

Corner mounts and gummed linen tape hinges do little dam-
age fo the print. Quality paper may cockle later but that is
considered normal and acceptable. Use preservation-grade
mount hoard.

! Exception for gidlée

Matting

Vacuum wet mounting has moderate cost and provides per-
manent (though water reversible), overall adhesion for the
art, keeping it flat and hiding some damage.

i Because the inks are water soluble, wet mounting is not
 advisable. Dry mounting is the next choice.

Decorative
Features

Preservation-grade boards; lignin-free, buffered, 100% rag or
alphacellulose

Normal hanging situation

Chemically inert, long-term stable materials (paints, marbled
paper, etc...) are preferred. Methods should be non-invasive
to the art. Wood (fillet) inside the frame should be sealed.

Glazing

Special hanging situation

UVfiltering glazing is recommended fo reduce fading poten-
tial. Premium glazing may be a suggested aliernative.

Normal hanging situation

Fit and Finish
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Special hanging situation

If the frame is to be transported, handled, or stored frequent-
ly; or if weight is a problem; or if injury is possible (if dis-
played in a child’s room, for example), clear acrylic may be
preferable o glass.

Normal fitting with acid-free filler boards, dustcover, and
standard hanging hardware (such as wire/easelback/saw-
tooth hanger). If no mats, then use spacers to separate glaz-
ing from art.

Preservation fitting is a suggested upgrade, using only preser-
vation-grade, lignin-free fillers, and acid-free dustcover.

For high humidity environments (on a boat, for example),
suggest a sealed frame. Security hangers are suggested when
potential for theft, accidental impact, or injury hazards exist.




Print in good condition

*
Mounting

Use preservation-grade mount board. Choose the least inva-
sive, most easily reversible method for the art at hand. Non-
adhesive mounts are preferred, such as Japanese paper
flange or edge strips. If necessitated by the art or frame
design, use Japanese paper/starch paste hinges or a clear
film (Mylar-D) mount.

Print damaged, rolled, wrinkled,
creased, marked, torn, efc. ..

Consult a conservator for repairs and mounting of the dam-

Matting

aged art.
|

After conservation treatment, mounting may be done by a
qualified framer, as recommended above.

Decorative
Features

Use only preservation-grade boards; lignin-free, buffered,
100% rag or alphacellulose. Avoid fabrics or faux finishes
that may offgas chemicals. Use only acid-free, non-migrating
adhesive to adhere mats fogether.

Only materials (paints, inks, fabrics, glues, marbled papers,
efc....) known to be pH neutral, colorfast, chemically inert,
and long-term stable may be used. Methods must be non-
invasive to the art. No wood (fillet) may come within one inch
of the art. Refer to FACTS Guidelines (www.artfacts.org).

Normal hanging situation

Glazing

Use only UV-filtering glazing. Premium glazing is a suggested
alternative. Owner should be advised to limit light exposure,
as fading can not be completely eliminated.

Special hanging situation

If the frame is to be transported, handled, or stored frequent-
ly; or if weight is a problem; or if injury is possible

(if displayed in a child’s room, for example), then UV-filtering
gloss may be preferable to glass.

Normal environment

Fit and Finish
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Preservation fiting: Seal the rabbet of the frame with a gas-
impermeable barrier (glass or metal). Foil tape is suggested.
Fill the frame completely with lignin-free, chemically inert
hoards (preservation boards and archival corrugated plastic
suggested). Acid-free dustcover attached with acid-free glue.

Special environment

Seal the frame package (everything from glass to fillers) if it
could be exposed to exiremes of temperature or humidity, or
other fast or frequent changes in environment.




