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From framing to art publishing
How a successful framing business has
moved into a new sector

PRICING
PROBLEMS
S O LV E D

Advice on how to charge customers fairly

TORVILL &

DEAN

Classic Torvill and Dean
memorabilia brought back to life

brought to you by

STEP INTO SUMMER
Welcome to issue 21 of 4walls magazine
– your guide to the latest news, views and
expert advice to help boost your framing
business.
In this issue we speak to one of the
directors of Creative Fine Art who
have taken the plunge and are making a
splash in the art publishing world, having
established themselves in the picture
framing business.
Our Ask the Experts panel is here to
help you solve your real-life framing
conundrums - in this issue we cover how
best to preserve signatures on pieces, so
they last through the generations. If you
have a framing query, do let us know and
we could feature it in the magazine.

Mal’s masterclass looks at the different
methods of mount decoration, focusing
on marbled panel and a hand spongewashed design.
As well as this, there is expert advice
from Jared Davis on safely cutting glass.
We also have a fascinating piece on how
legendary sporting memorabilia has been
given a new lease of life, and is now proudly
on display at the Nottingham Ice Arena.
We hope you enjoy your read! As ever,
we love to hear your feedback so if you
have any comments or a story for 4Walls,
do let us know.
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by Garry Floyd
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WITH SUMMER NOW HERE, ARQADIA’S PRODUCT
DEVELOPMENT TEAM HAS BEEN HARD AT WORK TO
BRING A NEW RANGE OF MOULDINGS TO CUSTOMERS.
INSPIRED BY NATURE AND HISTORY, THESE NEW STUNNING
RANGES ARE AVAILABLE NOW.

SPOLETO, BRINGING A LOST AGE BACK TO LIFE
Inspired by Spoleto, an ancient Italian city that dates back to the Bronze Age,
this new collection answers the renewed interest in vintage, repurposed
with a modern and sleek twist.
It provides three perfect finishes in silver, pewter and bronze and its soft
texture and layered metallic lend a modern aesthetic. It is ideal for framing
contemporary art, botanicals or modern photography.
Prices start from £4.62 a metre.

HAMPSHIRE II, PAYING HOMAGE TO THE COUNTY’S GREAT PAST
The fifth largest county in England, Hampshire is entrenched in a rich and
exciting history. Famed as home to some of the most influential writers,
including Jane Austen and Charles Dickens, this new range is inspired by the
county and its significant past.
The new range features four additional colours to the existing Hampshire
collection – champagne, champagne/ivory, gold and gold/ivory – and is available
in three profiles that are foil embossed with a patina base.
Hampshire II works well for traditional framing with the beauty of new
techniques and foils.
Prices start at £4.13 per metre.

WINCHESTER, INSPIRED BY HISTORY
This range draws upon the Hampshire city’s history, particularly
Winchester Castle which houses a museum of the history of Winchester,
along with the stunning scenery of the National Park.
The collection includes four profiles in a range of black, white, silver and
gold colour combinations. A waxed hand-finish helps to give the Winchester
range a quality feel.
Prices start at £9.69 per metre and Winchester is also available in chop service.
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I C E S K AT I N G H E RO E S ’
ME M O RAB I LI A RE F RAME D A N D
R E S TO R E D TO F O R M E R G L O RY
Some sporting moments
are forever ingrained in the
memories of fans across the
country, while only a select
few are lucky enough to work
with, and handle, such iconic
items of memorabilia.
But that’s exactly the opportunity
which was bestowed upon
Nottinghamshire-based picture
framing company Custom Frames
Ltd, when four costumes worn
by Olympic gold medal winners
Torvill and Dean needed restoring
to their former glory.
Alan Carlisle, managing director of
the company, took on the challenge
of framing the costumes to give
a 3-D look, and they are now on
proud display at the Nottingham
Ice Arena
He said: “One of our clients is the
Nottingham Ice Arena, which has
a big connection with Torvill and
Dean who are from the city. So
when they got in touch we were
more than happy to give the pieces
a new lease of life.

glory and preserve them for future
generations, as it’s exactly what
these pieces deserve.”
One of the costume sets was worn
by the duo for the iconic Bolero
routine, which won them gold at
the 1984 Olympics.
Alan says it was a privilege to work
with such memorabilia which is
steeped in history.
“It took four weeks in total to get
the work done, and they are now
on display at the arena. It was a real
honour to work with the costumes,
especially the one which was worn
when they performed the iconic
Bolero routine.
“The response has been great to the
costumes, particularly on our social
media platforms. Our Facebook
posts were shared and we tweeted
lots of photographs which in turn
were retweeted several times,
even in Japan! We have a lot of
local followers so it was something
people could relate to since Torvill
and Dean are themselves from
Nottingham. Whether people are
fans of the sport or not they are still
interested because of the hometown connection.

“When we first received the
costumes, they were not in the
greatest condition. The costumes
“They even trained at that very
were squashed between two pieces
ice arena.”
of acrylic sheet and held in place
by heavy duty carpet tape. It took
To see the newly-framed costumes
quite some time to remove this and visit www.national-ice-centre.com
industrial staples from the garments.
“We were proud to be able to
restore them to their former
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PUTTING PRICE IN THE FRAME
It is one that even experienced
framers have asked many times
over the years, but thanks
to expert Mark Wilson, there may
finally be an answer to the question
- what is the correct price to
charge for a picture frame?
In this article, he attempts to unravel the
mystery and reveal why many framers
struggle to make enough money to pay
the bills each month, despite multiplying
their materials by a factor hoping to cover
all their costs.
When it comes to pricing a picture frame
there are three key aspects to consider,
according to Mark, and these are labour
costs, materials and mark-ups.
LABOUR
Mark, director at Framiac Software, says
most independent, local framers will spend
around 80% of their time on labour when
it comes to creating the perfect frames.
“Picture framing generally crosses three
industry sectors; retail, services and
manufacturing. The last two of these tend
to be very labour intensive and costly.
We know this because at any opportunity
we hear of manufacturing or services
industries going offshore to lower
their costs.

HOURLY RATES
The hourly rate at which a customer is
charged is very important to securing
custom, but can be a little tricky to
arrive at.
“An hourly rate allows the business
to charge proportionally for the time
required to make the frame. This is the
same for a mechanic, plumber or an
accountant charging the time they spend
offering their services.
“In order to calculate your hourly rate,
you need to know your annual running
costs, as well as how many hours you
charge out; you also need to know how
much time your business actually spends
manufacturing frames each year.
“Divide your annual running costs by the
number of hours spent creating frames,
each year and you arrive at your hourly
rate” he said.
MATERIALS
Calculating labour charges for customers is
one thing, but what about the costs your
business is having to cover which are not
as easy to identify, or as transparent?
When it comes to materials, it is easy
to hold on to stock for longer than one
should, or in spaces that cost more to
keep than first thought.

“Businesses never say they moved
off shore because material costs are
cheaper or production is more efficient,
it's always because the cost of labour is
cheaper.

“Now for the scary part... It's not
commonly understood that for most of
the frames you make, labour accounts for
between 70-80% of the cost of making
the frame.”
With labour having such a say on the cost
of framing, it is important to know exactly
why that is.
The labour charge includes all of the costs
of running the business.

Mark suggests that in most cases materials
will be 20% to 30% of the overall cost of
making the frame.
One top tip from Mark is to ensure
stock is stored efficiently, and levels are
monitored and adhered to. This will save
valuable time and money.
He says: “It is very easy to see the value
in an off-cut of moulding, board or glass.
After all you’ve paid for it, right?
“However, holding onto questionable
amounts of stock is most likely costing you
much more than disposing of it.
“Product takes up valuable real estate.
Holding stock that is doubtful in its
usefulness demands expensive floor space
and is costing your business money.
“Excess stock also costs money in other
ways. If materials are disorganised or
difficult to access because of over-stocking,
valuable time can be lost looking for
materials of far less value than the time
taken searching for it.
“Materials and objects spilling out into
walkways, or sitting on top of machinery
and benches, also has a detrimental effect
on time efficiency.

MATERIAL & LABOUR COSTS FOR A 500x400mm FRAME
£40.00
£35.00
£30.00

COST IN £

“Because framers create their frames
locally, and in most cases individually on a
custom basis, they're burdened with the
high costs of wages and business running
costs (overheads) and these overheads
need to be calculated into the price of
every frame.

It’s time to make sure your business is
running as efficiently as possible, and
you’re not paying to keep space which isn’t
particularly needed.

£25.00
£20.00
£15.00
£10.00
£5.00
£0

FR AME

MOUNT
BOARD

GLASS

BACKING

HINGING
ARTWORK

TAPING/
HANGERS

TOTAL

MATERIALS

£7.29

£1.59

£1.32

£2.35

£1.00

£0.82

£14.37

LABOUR

£12.62

£5.74

£4.80

£5.56

£2.40

£3.73

£34.85
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“It's not uncommon to see framing
shops moving artwork, stock or finished
frames out of the way so that the next
manufacturing process can be performed.
Just consider how much expensive time
is taken up doing this each day and then
multiply it over a year, the cost
is staggering.
“Actually sit down and do the maths, you
will be astounded.”
MARK-UPS
The last, but not least, factor to consider
when it comes to pricing your picture
frame is mark-ups.
Here, Mark explains what exactly they
are, how to gauge where to set them and
how to monitor your market’s response
to them.
There are usually two methods used gross mark-up and net mark-up.
Gross mark-up is achieved by taking the
cost of goods (materials) and applying a
percentage mark-up.
While net mark-up looks at the cost of
goods as well as the cost of bringing the
product to the consumer.
These include overheads such as rent,
wages, and electricity.

While both formulae result in the same
selling price for your customer to pay,
there are differences between them,
explains Mark.
“Whilst these both give the same selling
price there is a fundamental difference as
to how the profit is recorded.
“With gross mark-up, when the cost of
goods is deducted from the sale price, the
difference gives a false impression that a
healthy profit is being made.”
“However, the net mark-up which is
applied to both the cost of goods and the
overheads of running the business, shows
the true profit figure.”
“This is the real indicator of profit and
allows the business to make an accurate
judgment of where to set their margins.”
He says: “when it comes to determining
the mark-up there is not a magic number.
Customers will pay what they perceive
to be the derived value of a product, and
how scarce that item is.
Once it’s been determined which method
to apply and the figure of the mark-up, it’s
time to apply it to the costs.”
“I'm often asked, how do I work out my
mark-up? This is not an easy question to
answer because it's different for every

business, and is dependent on many
factors such as quality of service, design
and manufacture.”
“I often answer with, "Why not start by
asking how much money do you want to
make based on your intended turnover?”,
says Mark.
“One business owner determined that
she was making 1,000 frames a year at an
average cost of £45 (labour and materials)
each. So it was costing her £45,000 to
create her frames, but she wanted to
make an extra £18,000 a year on top of
her profits.
“This meant that her mark-up on cost
would have to be 40% on products as a
reward for all her hard work.
“So, there’s not always a set amount, but
that’s a good basis to start from. Sales and
customer response can be monitored, and
mark-ups changed accordingly to ensure
they keep coming back through your
doors.”
Armed with this knowledge, and the
tips from Mark, framing business owners
should be able to price a picture frame
with confidence the next time a customer
wants to part with their hard-earned
money for their service.

For more information visit www.pricingaframe.com

EXPENSE ITEM

COST £

TIMES PER
YEAR

TOTAL
COST

Drawings

£1,280.00

12

£15,360.00

Rents & rates

£1,100.00

12

£13,200.00

£235.00

4

£940.00

Electricity/utilities
Telephone/communications

£70.00

12

£840.00

Insurance

£940.00

1

£940.00

Depreciation

£240.00

1

£240.00

£70.00

12

£840.00

Accountant fees

£720.00

1

£720.00

Interest on loans

£65.00

12

£780.00

Marketing/advertising

£95.00

12

£1,140.00

Motor vehicle

£50.00

12

£600.00

Printing/stationary

£30.00

12

£360.00

Bank/merchant fees

Licences/subscriptions

£30.00

12

£360.00

Repairs/maintenance

£20.00

12

£240.00

Refuse

£20.00

12

Total annual fixed costs

£240.00
£36,800.00

CONVERSION RATE: 70-80%
100%

Too cheap

Realistic
Too expensive

80%

70%

Total quotes: 97
Orders: 75
Conversion rate: 77%
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EXHIBITION

BRINGING TOGETHER

SCIENCE AND ART

can be beneficial in terms of wellbeing
It has opened as part of a programme
An exhibition bringing together
and health.
of
activities
which
have
been
lined
up
to
art and science is now in full swing
celebrate
the
city’s
status
as
the
European
For more information about the Reflecting
on its nationwide tour.
Titled ‘Reflecting Nature’, it features
digital prints created by award-winning
artist Mark Ware MFA in collaboration
with lead psychologist Dr Nichola Street
(Staffordshire University), and explores
how people respond to natural and
artificial stimuli. They are investigating
two things in particular: symmetrical
patterns and images of the natural
environment. Activities include the use
of eye tracking equipment to help study
what things in particular audiences are
drawn to in each of the artworks.
The exhibition, together with talks and
workshops, is touring England and
is currently at Manchester’s Royal
Exchange Theatre.

City of Science 2016.

Throughout May the exhibition was
at the Stroke Association’s Life After
Stroke Centre in Bromsgrove and then
at Kent Wildlife Trust during June. From
August onwards it will be available to
view at Gloucester Cathedral, Exeter
Cathedral and Staffordshire University
before completing its national tour at the
University of Sussex.

Nature exhibition and the Wavelength
Project visit thewavelengthproject.com.
The Reflecting Nature touring exhibition
is supported using public funding by
Arts Council England and by Arqadia
Ltd, Kent Wildlife Trust and
Staffordshire University.

The exhibition is part of the Wavelength
Project, an ongoing arts/science
collaboration that began in 2015 between
Mark Ware and neuroscientists and
psychologists at the University of
Sussex and Staffordshire University. The
Wavelength Project is investigating how
exposure to the natural environment

M U S I C S TA R S P I C K U P T H E I R PA I N T B R U S H E S
F O R N AT I O N A L C H A R I T Y E X H I B I T I O N
Stars of the pop industry are
picking up their paintbrushes and
showing it’s not just music they
can create but artwork too, as the
world celebrates an iconic painting
made by a true mega band.

sale of the pieces going toward charities
Children and the Arts and Youth Music.
Images of a Woman was made in Japan
while the group killed time during their
tour of the country.

They will be sold at an exhibition titled
Art in a Corner to mark 50 years since
the biggest band the world has ever seen The Beatles - painted a piece of art which
was later called Images of a Woman.

Because of security fears for the band’s
safety, and protests against their intrusion
into such an iconic Japanese institution,
all four were kept on lockdown inside the
Tokyo Hilton between shows. To keep
them entertained, manager Brian Epstein
brought in a set of art supplies, laid a large
paper canvas on a table and placed a lamp
in the centre. He then left four of the
most famous men in the world to
get creative.

Sir Paul McCartney has endorsed
the exhibition, which includes live
performances and gets underway in
September, with proceeds from the

For more information about the exhibition
go to eazl.co.uk. To find out more about
the charities, go to childrenandarts.org.uk
or youthmusic.org.uk

Around 20 world-famous acts will create
their own paintings to be exhibited across
the country in aid of charities which
support both the art and music worlds.

Photograph by Robert Whitaker, courtesy of Getty Images
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PENTTI GODDEN GOES DUTCH
Every now and then, something happens totally out
of the blue and it changes your life. And this was
certainly the case for Arqadia’s previous Midlands’
sales representative Pentti Godden.
It was the Christmas party last year when Pentti got
unexpectedly called into Arqadia managing director Mike
Brown’s office. Pentti was initially a bit anxious but he needn’t
have been! Parent company Larson Juhl had decided he was the
man to run the Dutch operation and he was being offered the
job commercial general manager of the Netherlands business –
Barth Larson Juhl.
Pentti had Christmas to ponder and discuss the move with
his family, but he quickly came to the conclusion that the
opportunity was too good to dismiss and he said ‘Yes, please!’
Fast forward six months and Pentti’s Dutch is coming on well.
Pentti says: “Moving to a new country is quite a challenge given
all the paperwork that is needed to sort housing, utilities and
bank accounts.
“And there are cultural differences to get used to too –
something I noticed was that cake isn’t just for special occasions,
here it’s enjoyed every day.”“The Netherlands’ population is just
under 17 million so it is relatively small and there is also a lack of
road space, coupled with a lot of willing road users and strictly
enforced speed limits, so I do miss a bit of serious motoring at
times.”
Pentti’s family – wife Justine, daughter Anna and cat Benny –
have now joined him and are all settling in well. He continues:

“The move is helped by the
fact that a ticket home with a
well-known low cost Irish airline
is actually cheaper than a large
pizza. Although getting Benny
over here involved a marathon
eight hour car journey as he
could certainly not be subjected
to low cost air travel!”
So Pentti has a new team and is
thriving on the responsibilities
of building this quite unique
operation. It is the company’s
40th anniversary this year so it
has great heritage, but for Pentti
it is all about the future. Barth
Larson Juhl has 22 employees, including 16 in manufacturing, so
it is a tight unit, with loads of potential.
It offers the full range of Larson Juhl mouldings, mountboards,
Clarity glass, backing and supplies – just like in other countries.
Pentti says: “I am thoroughly enjoying my new role here in the
Netherlands, and getting into the Dutch way of life. It’s really
interesting to see the wider picture (no pun intended) of the
Larson Juhl group given it is such a big organisation with strong
ties within the industry across Europe, and around the globe.
That said - I do miss the daily face to face business with my
customers and colleagues in the UK… perhaps I’ll be invited
back to the Christmas party?”

COULD YOU
BE THE
FRAMER OF
THE YEAR?

Renowned international artist Tom Lewis
has produced a stunning piece of original
art in aid of charity, but galleries up and
down the country may also benefit.
That is because Fine Art Trade Guild
members will receive a copy of the
picture and are invited to frame it, with
their masterpieces going before a panel

of judges to claim the title of Stars on
Canvas Fine Art Framer of the Year.
After the competition, finished items will
be auctioned online with proceeds going
to the Willow Foundation, a charity which
provides memorable days for those aged
between 16 and 40 and suffering with
serious illnesses.

Judges include representatives from
Wishbone Publishing, Fine Art Trade
Guild and Arqadia.
The limited edition prints are 20x20
inches in size, and only 45 are available for
the competition.
To find out more about the charity, go to
willowfoundation.org.uk
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S TA R S O F S P O R T A N D M U S I C
TURN OUT FOR CHILDREN’S CHARITY
Stars of sport and music, and even the royal family,
turned out in force at a glamourous charity auction
which saw Arqadia framed canvases sell for tens of
thousands of pounds for the cause.
The glitzy event saw pop star Ronan Keating take to the
stage for the crowds, as well as DJ Mark Ronson and singer
songwriter Birdy, but was also graced with the presence of
sporting greatness in the form of rugby hero Mike Tindall and
Formula 1 champion Jenson Button. Princess Eugenie was
also in attendance to give the fundraiser the royal seal of
approval, too.
Despite the fun and laughter, there was a serious reason for the
evening, and that was to help those who need it most, by raising
money for charity Hope and Homes for Children.
Among the many items which went up for sale were 16 Arqadia
framed canvasses, featuring Soundwaves artwork – these limited
edition pieces by Tim Wakefield, were created by digitally
manipulating, shaping and colouring sound waves generated
in the studio recording of legendary songs and then signed by
collaborating music icons.
The buyers proved to be in artistic moods, which saw the pieces
sell for an incredible £80,000.

Pauline Hutchinson at Arqadia said: “We are proud to be able
to support this charity and provide our frames in the auction,
but mostly we are thrilled that they sold for such a huge amount
of money which will help many children across the world facing
huge hardship.”
The memorable night, titled 'End the Silence', took place
at the iconic Abbey Road Studios, London, and raised an
incredible £664,000.
Patron of the charity, and Sky Sports presenter, Natalie
Pinkham, wrote:
“I found it very difficult to bounce between (the) world of abject
poverty and neglect and the wealth and glamour of F1.
“My mum pointed out though, that actually I could leverage my
position in the latter to help the former. Mums are always right!
- well, that’s what I have already started telling Wilf (her son).
“We intend on banishing the stigma, sadness and silence of
these forgotten children through two of the loudest forms of
entertainment - F1 and music.”
Hope and Homes for Children aims to reunite children who
are currently living in institutions across the globe, with their
families. It estimates there are currently around 8 million youths
living in such places.
To find out more visit hopeandhomes.co.uk
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PICTURE
FRAMER
B REAK IN G TH E MOULD
IN TH E WOR LD OF
ART PUB LISH ING

W

ith more than 30 years of experience under
their belt and remarkable success in the business,
the directors of a framing company took the
brave decision to branch out and try their hand
in a new sector.

Having operated in the south of England building a successful
reputation and clientele with Framemakers Galleries, they rolled the
dice and took the gamble in taking on the art publishing world.

That was more than two years ago and since then, Creative Fine Art
has been making waves in the sector with its new ideas, approach and
different framing finishes.
Louise Thatcher, one of the directors, looks back over the decision
and says it was not one which was easily made.
“We had thought about moving into fine art for a while, before we
eventually took the plunge.
“We felt there was a gap in the market, and so decided to go into art
publishing, but with a slightly new look to the pieces we were selling.
“We dipped our toe in, but gradually have become more established
over time which is great to see,” she said.
In order to be successful, the team identified that they had to create
a certain uniqueness to the work they were framing, and selling, in
order to stand out and fill that gap in the market.
Louise explains: “It took quite a long time to get up and running in the
art publishing world, but it does with most things like this.
“We knew that was going to be the case - but it is worth taking as
much time over it as needed to ensure the move into the new sector
is successful and the foundations are laid for future success.
“It seemed to us that a lot of galleries were displaying the same sort of
works, and using the same sort of frames, so in turn a lot have ended
up selling the same kinds of art too.
“Our artists are producing works that are different to what is available
elsewhere, and it seems to be going well. We have artists who can
produce portraits, scenic pieces and even animal themed works

which have a definite personality. Their new ideas are shining through
all the time, and they are bringing to life and altering tried and tested
methods in their work.
“We have also found success in selling smaller pieces of artwork, which
have proved to be very popular. Not everybody has the room at
home for huge pieces, but still have a love for art and expression, and
this is yet another example of how we are trying to be different to
our competitors.
“We have tried to go a different way with what we are presenting
when it comes to the framing too.
“A lot of framing companies still use Spanish frames, whereas we are
now using different varieties of frames from Arqadia, including profiles
from the Urbane, Andover, Coastal Woods and Larson Juhl Marais
II ranges.
“The frames can make a huge difference to a picture, and we want to
make each piece we sell as unique as possible. Lots of companies, in
all sectors, follow each other when they see something that is working,
but we don’t just want to do that.
“One of our big aims is to work closely with independent galleries,
providing works like this is a great way to cement that link and form
a strong partnership between artists and such galleries, as they know
they can rely on the quality of art that is being produced.”
These subtle differences seem to have paid off, with the response very
positive from both galleries and artists alike.
“We have recently been visiting galleries in the north of the country
with new pieces of artwork, which have had wonderful responses and
been snapped up.
“The feedback from various galleries to what we are presenting to
them has been great, which is not only good for us, but also for the
artists who work with us.
“The artists really like the new frames too, and how their work is
presented, so hopefully this way of doing things can carry on
paying off.”
Based in Wiltshire, Creative Fine Art now has around 20 artists on
its books and continues to grow.
To find out more, or to visit a gallery near you, go to
creativefineart.co.uk
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A R T I S T

GARRY
FLOYD

Born and bred in the West
Country, Garry is a talented,
emerging artist who has
already captured the attention of many
galleries and private collectors, stretching
from his hometown of Minehead, in
Somerset to London, New York, Hong
Kong and Australia.

as
BRYAN Well-known
a wildlife artist, most
HANLON specifically birds, Bryan

also paints landscapes, portraits, and
sporting subjects. He has exhibited widely,
both nationally and internationally with
one man and mixed exhibitions, including
the Tryon Gallery, the Brian Sinfield
Gallery, World of Watercolours in
London and at Birds in Art Exhibition in
Wisconsin, USA.

KATE
WADE

Kate is predominantly
known for her landscapes
and seascapes, but also
enjoys sketching and painting flowers,
birds, still-life scenes, animals, and
anything else that catches her eye.

specialises in
CAROL Carol
dramatic and humorous
GILLAN animal and pet portraits

aiming to achieve an informal, composed
painting which is both a realistic likeness
and a uniquely distinctive interpretation.

RICHARD
BUCKLEY

As a family man,
children and family are
a big inspiration for
Richard’s current series of work, looking
at childhood adventures with friends, pets
and favourite toys. Richard works mostly
with oils on canvas mixing bright and
playful colours to create vibrant heartwarming images.

SARAH
EWING

Sarah’s paintings draw
inspiration from her rural
surroundings. The fantasy
landscapes that she has created feature
idyllic environments with symbols of
positivity and freedom, charming in
their nature.

GARRY FLOYD

O N

BRYAN HANLON

FACT BOX
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VA R I AT I O N S O N A T H E M E
Artwork by Kind Permission of Jenny Bell Marine and Wildlife Studio, Steep Hill, Lincoln.

P RO J E C T 1

P RO J E C T 2
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There are numerous methods of mount decoration,
limited only by one’s creative ability. In Issue 18 we
considered an arched aperture with ruled lines and
a wash panel, but in this issue we will consider two
further approaches; first, a marbled panel, and second,
a wash panel using the sponge technique to give a
mottled coloured panel highlighting the colours
present in the artwork.
There are several
attractive features of
ruled lines and wash/
marbled panels such
that one can vary the
width of the line, the
distance between them,
colours and finally the
number of lines. Panels can be either painted, sponged
or the wide range of beautiful marbled/decorative
papers available can be used to enhance the artwork.
Selection of Marbled Papers

It is important that one’s ideas are fully thought
through before starting to decorate, and this might be
achieved by constructing a simple template. This helps
to crystallise ideas and also serves as a record of the
mount decoration specific to a particular design and/
or customer. Furthermore, it may be used for sales and
pricing purposes.
When researching various methods of mount
decoration for booklets I have written, which
accompany the Mount Decoration Study Day at the
Fine Art Trade Guild’s offices in London, I came
across a number of differing designs based on the
normal theme of decorating the top of a double, or
more simply, a single mount. Also amongst a full page
of illustrations was a double mount, but with a wide
decorated reveal and a contrasting overmount.
This is represented in the first mount and makes use
of a marbled panel with seven ruled lines.

PROJECT 1
TECHNIQUE:

The choice of mounts, marbled paper and wash lines
was made and needed to subtly reflect the colours
in the artwork. A practice template was designed to
ensure there were no clashes with the artwork, check
the layout of the ruled lines and the marbled panel.
By using this template, the position of these can be
quickly marked at each corner.

mountboard using EvaCon-R. This gives flexibility
in placing the strips and easily helps to ensure the
marbling follows around the corner; whereas when
using tape the latter is more difficult.

Placement of the marbled panel was the first task.
There are a number of methods of adhering marbled
strips to the mountboard; double sided ATG/finger
lift tape can be used placing the tape on the required
width of paper prior to cutting; alternatively, the
method I use is to cut the strips first along with a
45º angle cut at the start of the strip and glue to the

P RO C E D U R E F O R P L AC I N G T H E M A R B L E D PA N E L :
The position of the
marbled panel was
lightly drawn on the
mountboard using a
2H pencil.
Marbled strips, 5mm
wide, were selected
from the chosen sheet
of marbled paper and
cut using a heavy straight
edge and scalpel.

The strip was placed
against the straight edge,
and using a 45º set square
the first corner was cut.
The marbled strip was
pasted with EvaCon-R
and glued into place.
The second strip was cut,
as above, and the
adhesive applied.
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The appropriate pen
was loaded with the
selected colour and the
line was ruled using a
heavy bevelled straight
edge – this was used in
preference to a normal
ruler because of its
weight, and when placed
in the required position it
does not need too much
pressure on it to keep it
in place.

The procedure was
repeated for the
remaining marbled strips,
and once complete,
the pencil guidelines
were erased.
Using this method one
can easily match the
strips so the pattern
closely follows around
the corners. It is a little
fiddly but worth it in the
long run.

The sequence of ruled
lines was as detailed
in the template with a
varying thickness, colour
and distance between
the ruled lines. Distances
were measured from the
top of the bevel and first
drawn in very lightly,
using a 2H pencil, heavy
straight edge and set
square. The 5mm marbled
panel was placed 20mm
from the top of the bevel;
immediately either side
of the panel was a pair of
ruled lines, 2mm apart.

Once the marbled
strips were in place the
template was used to
position the corner points
for the ruled lines. The
thickness and colour
of the ruled lines was
decided along with the
the ruling pens.
The difference between
the ruling pens is that
‘Pen A’ with its long
pointed nib is ideal when
ruling thinner lines, and
‘Pen B’ is more suited to
thicker lines.

M O U N T B O A R D / M AT E R I A L S U S E D :
Mountboard: Double mount using SSS008052
1.4mm Stone as the level one mount, SSS008016
1.4mm Maroon as level two mount.
Undermount: SSS008953 Backing Board.
Moulding: Arqadia Alora 229 901 641

Glazing: Clarity AR92
Materials: Cotton Museum Tape 999000031
for hinging the mounts to the undermount and
the artwork to the undermount; Artist quality
watercolours; 3M removable tape.

PROJECT 2
TECHNIQUE:

The second decorated mount uses two differing
techniques. First the decoration of undermount and
bevel. A wash panel was created using the sponge
technique, and finally, a number of ruled lines.
The colours for both washes were chosen to reflect
those in the artwork.
The bottom mount was cut to size along with the
aperture from 3.5mm Snow White mountboard.
Had I intended to decorate the bevel then I would
have used removable 3M tape, positioned around

the aperture before cutting. However, this was not
required as I intended to decorate the bevel and reveal
between the top and bottom mounts.
Once the colours had been selected, I placed a small
amount onto my palette and significantly reduced the
colour strength with water. Starting with the darkest
colour, I used the sponge to stipple the colour around
the aperture, while reducing the strength further if
required. I then used the remaining lighter colours, and
this procedure was repeated until I was satisfied with
the look achieved.
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The next step was to
decide on the positioning
of the sponged wash
panel and the ruled lines.
This decorated panel was
to be 20mm wide and
positioned 25mm from
the top of the bevel. The
position of the panel
was lightly marked with
a 2H pencil and then
3M removable tape was
placed in position.

Of the remaining three
the first was placed 5mm
from the top of the bevel
of the aperture, and the
final two were placed
2mm either side of the
ruled line that defined the
edge of the panel.
FINAL FRAMING
Once the decoration
of the window mounts
was complete, the
undermount was cut and
taped to the window
mount along the longest
side and the artwork
hinged using ’T-Hinges’ to
the undermount (cotton
museum tape was used
for both) The Clarity92
was cut to size, and
the mount package and
glazing were conservation
sealed. The moulding was
mitred and joined to the
required size, then cut
slightly larger than the
sealed mount package.
These were assembled
along with the backboard,
taped, and finally the
hangers and cord were
securely fastened.

The sponging technique
I used was the same as
that of the undermount,
using the darker colours
first and moving towards
colours of a lighter hue.
Once the paint was dry
the tape was removed,
and the pencil lines then
erased. The final step was
to decide on the colour
of the ruled line - yellow
was chosen so as to
not to detract from the
sponged panel. Four ruled
lines were used. The first
ruled line was immediately
adjacent to the sponged
panel, thereby ensuring
the edge of the panel was
a solid line.

M O U N T B O A R D / M AT E R I A L S U S E D :
Mountboard: Double mount using SSS308001
3.5mm Snow White board as bottom/level one
mount, SSS008662 1.4mm Castile Ivory as
top/level two mount.
Undermount: SSS008953 Backing Board.

Glazing: Clarity AR92
Materials: Cotton Museum Tape 999000031
for hinging the mounts to the undermount and
the artwork to the undermount; Artist quality
watercolours; 3M removable tape.

Moulding: Arqadia Alora 229 901 641

IN THE NEXT ISSUE
MAL WILL LOOK
AT FRAMING A
3D EMBROIDERY
ON SILK WITH A
CALICO BACKING.
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Paid-for advertising is in
some ways the simplest part
of the marketing mix. You
pay for space and fill it with
whatever you choose as long
as it is ‘legal, decent, honest
and truthful’ (which is the
industry’s code of ethics).
However, ill-advised advertising can be a total waste of large
sums of money, produce no tangible results and potentially
even damage your business.
There are a number of considerations to take into account
to ensure that you have the best possible chance of getting a
good return on your investment.

WHY ADVERTISE?
The first priority is to decide what you want to achieve.
• Do you want to simply raise awareness?
• Do you want to sell a particular product? Limited
edition prints, maybe a special framing deal for
sporting memorabilia or graduation photographs?
• Are you planning an exhibition?
• Are you launching a new service?
• Maybe you are recruiting?
If you don’t know – don’t advertise.

WHO ARE YOU TALKING TO?
Next think about your audience and where to advertise.
Who are your target consumers? What media do they
consume? If it is pretty much everyone in a particular town,
the local paper could well still be the most cost effective
media for you – maybe in print or in a supplement, or maybe
online as well or indeed, instead.
If you want to target women over 40 in selected postcodes
who are active on Facebook, you can do this, and be sure that
only people that are in that demographic will see your ad.
If you are targeting buyers of sporting memorabilia, you could
think about professional local clubs who will sell space in their
programmes, but you could also do well to contact grass
roots clubs who will not only be much cheaper but could
also be an ideal income source around special events, end of
season celebrations, birthdays and anniversaries.
Whichever media is on your list for consideration, compare
the cost per thousand and do the maths based on a sensibly
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sized advertisement. This will vary hugely
from business to business. You need to make
an impact but you do not want to spend
more than is appropriate/you can afford.

ALSO THINK ABOUT
LONGEVITY
Online or digital advertising may be really
cheap, and may do a fantastic job for you in
terms of generating a direct response, like
selling those limited edition prints or special
offers, but it will not have the shelf life of a
quality, glossy monthly magazine.
Many counties have the equivalent of
Hampshire Life, which, for example, is read
by over 52,000 consumers. Additionally,
nearly 14,000 more see the website and
another 9,000 receive the e.newsletter.
Another thing to think about, is how good
your advertisement will look in context.
You may want your high quality values to
only ever appear in a full colour, quality
stock environment. This may not be
possible in the local cricket club yearbook.

THE CREATIVE
Once you have decided on your media,
you need to create the advertisement/
campaign – to the agreed specification
in terms of size and format. This is best
done by a professional. If you are a
small business, your best option is likely
to be a local designer. Ask other local
(non-competitive!) small businesses
who have ads that you admire, and that
work for them commercially, to make
recommendations.
Good advertising will attract attention,
secure interest, generate desire and
ultimately stimulate action.
Some media sellers will offer to create
your advertisement for you – maybe, even
for free. Outputs via this route will vary
massively so try to be objective in your
assessment and do not just be swayed by
the prospect of saving money!
There is no point paying for space and then
not doing your business justice. A wellcrafted, attractive ad, will potentially really
engage new customers and deliver new sales.
Whoever creates your ad, will need a brief.
Target audience? Size? Message? What
image could be used? What is the call to

action – what do you want people to do
when they see it? As a minimum, you need
to include details of your website, an email
address, phone number and social media
channels so that interest created by your
advert can be transferred into a sales
enquiry as easily as possible.
Having agreed the terms with your creative
supplier, allow at least a week between
briefing the ad and the deadline when it
is needed by the media owner. If you are
new to advertising, you should probably
allow double this time, so that there is time
for thinking and reviewing and checking. It
may sound obvious, but your ad must be
factually accurate and truthful. And you
need to be really happy with it – with every
last word and visual checked for accuracy.
Once the ‘creative’ is complete, you will
need to get the ad artworked or supplied
in the appropriate digital file. Again the
media owner may do this for you but
compare costs with those that are likely to
be available through the local designer.

TEST AND LEARN
Whichever route you go, make sure you
measure the success. If you are offering
a deal, ask people to quote a particular
reference number to qualify for the
discount so that you can count the number
of responses that a particular ad has
generated. If the same offer is running in
different media, allocate a different number
to each one, if possible, so you can see
which creates the most business.
How many people came to your event?
Ask them, if you didn’t invite them
personally, how they heard about the
function?
Whenever you get new customers,
ask them how they heard of you. It is
important that you understand the
best source of business – this could be
advertising, social media, word of mouth,
positive editorial in print or online, a
striking website, a fantastic shop window
display, or, and most likely, a combination
of the lot, with different influences driving
different types of trade.
In summary, here are a few questions
to ask yourself before you commit to an
advertising campaign:

IT MAKES SENSE TO SENSE
CHECK
Before you spend any money on
advertising, take a good long look at what
your competitors do. Who does a good
job and who is probably just wasting their
money?! Bad advertising can actually do
more harm than not advertising at all.
In terms of getting objective opinion, why
not talk to a few regular customers about
what media they consume, and what ads
they think work for creative purchases like
art and framing.

What do you want to achieve?
• Awareness? Maybe around new
premises?
• Sales?
• Attendance at an event?

Who are you targeting?
• Affluent homeowners in Anytown?
• Sports’ fans?
• Parents?

What message do you want
to communicate?
• Get all your summer framing done at
My Framers?
• My Framers can turn memorabilia into
amazing presents?
• Enhance your home with beautiful art?

Why should they believe you?
• We frame every commission with
personal care?
• Fantastic collections of art?
• Happy customer testimonials?

What does success look like?
• Purchases of a specific offer?
• Attendees at an event?
• Your regular customers commenting
on your ad?
• A peak in website traffic?

What is your budget?
• What figure can you afford/do you
feel comfortable spending?

Further advice on promoting your business can be found at www.arqadia.co.uk
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The Arqadia sales team
were recently given an
insight into how mouldings
are created on a trip to the
Larson Juhl Lira factory in
the Czech Republic.

EU ROPEAN
PRODU C TI O N

INSIGHT

[SECTOR FOCUS]
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INSIGHT

[SECTOR FOCUS]

Located at the beautiful Czesky Krumlov World Heritage site, the
group took in the surrounding scenery while getting a first-hand view
of the process behind creating the mouldings – from forest to frame.
Arqadia’s Pauline Hutchinson said of the visit: “The location of
the facility is stunning and the people we met were very hospitable
and welcoming.
“It was a fascinating look into production, and it was great to see
that none of the materials are wasted.
“It will prove hugely beneficial for the team, as they are now armed
with first-hand knowledge and experiences which can, in turn, be
relayed to our customers.”
The process starts with the sawing of 60 year-old matured pine
trees, with the wood then stored, climatised and taken through the
kiln drying process. The timber is sorted, and only the outer edges
are used for moulding production. The inner part of the tree is not
suitable for the manufacturing of the mouldings.
However, that’s not to say there is any wastage. Wood which is not
used in mouldings, and even the sawdust that is created, contributes
towards the production of briquettes which are locally distributed for
commercial use. These briquettes are also used to power the plant,
making it self-sufficient in energy use.
Once the planks have been cut, they are sorted into lengths which
are marked to remove any knots and cut into approximately 12 inch
blocks. These blocks are then finger jointed by machine and made
into three metre stable lengths, ready to be milled into profile shapes.
From milling, they are subject to processes which add gesso - like an
undercoat when painting. This gesso is a special formula developed
over many years, and gives a nice smooth finish ready for the leaf, foil
or spray finish in the final design process.
Larson Juhl ranges that are made at the factory include – Anvil,
Aurora, Brittany, Birchwood, Prague, Sevilla and Sofia.
During their visit the team saw the company’s Birchwood moulding
receiving its final touches before being made available for sale. This
involves receiving a coat of paint to give the realistic appearance of
a birch tree trunk.
The factory became operational in 1881 and today employs 270
people who help to create more than 2,000 different mouldings.
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GL A ZING BECOMES
A BREE ZE WITH
E XPERT HELP
SAFETY
Handling a sheet of acrylic glazing is similar
to handling other substrates used in framing,
with little exposure to danger. However,
handling a sheet of glass (which in glazing
terms is called a ‘lite’ of glass) does present
some serious risks.

By Jared Davis MCPF, GCF
Megawood Larson Juhl

 Glass offcuts should only be discarded in
a special reinforced or metal container,
not with regular rubbish. Glass recycling
options are also a common consideration
when it comes to disposing of offcuts.
STORING GLAZING

Almost every framer has cut themselves on
a piece of glass at one time or another, and
sometimes these injuries can be painful.

All glazing, both glass or acrylic, should be
stored vertically in a safe, accessible place in
your workshop.

Consequently there are some essential safety
measures to be aware of, when it comes to
handling glass.

With the risks involved in handling and
breakage, it is not practical to have glass
stored behind a cupboard or behind a
machine. The ideal storage solution is an
A-frame stand built from hardwood timber
that is designed to support the whole surface
of the sheet at a safe incline without forcing
the sheet to stress or bow, rather than just
supporting the top and bottom edges when
leaning against a vertical wall.

 Always carry glass vertically, especially
larger or full-sized pieces.
– Picture framing glass is only 2 to 2.5mm
thick, which does not provide the
strength to support its own weight
when carried horizontally.
 Always carry glass with two hands.
 Only carry glass from the top edge using
as much surface contact with your palms
and fingers as you can to ensure a secure
grip. The only exception would be if
you are wearing protective cut-proof
gloves or gauntlets. If you carry glass by
the side or bottom edges and you have
collision, you may have to drop the glass,
which means you could easily cut into
your palms as the glass falls. If you only
carry the glass from the top edge, in the
worst case scenario you can safely let go
of the glass and step back away from the
impending smash.
 Never try to catch a piece of falling glass.
Just step back and let it fall. The mess can
always be safely cleaned up afterwards.
 Wear safety eyewear, particularly when
scoring glass just in case any small
splinters fly up and land in the eyes.
 Sensible footwear is essential. Covered
toe shoes, preferably thick leather, should
always be worn when handling glass to
avoid any serious injuries if a piece of
glass is dropped.

CUTTING GLASS
In the framing industry, glass is conventionally
cut by the traditional score and break
method using either a hand-held glass
scoring tool or a wall-mounted board and
glass cutting system, both of which have an
especially hardened scoring wheel.

This, in turn, provides a controlled and
directional weakness that can be put under
pressure to separate it by breaking.
Here are a series of practical tips for scoring
and breaking glass:
 Glass scores better if it has been cleaned
first. Most glass comes pre-cleaned to
help with this.
 If you are cutting glass with a handheld
cutter, always work on a flat surface and
try to keep the cutter perpendicular
to the glass. Try to lock your wrist and
elbow for better control as you score.
 Never score glass too heavily, to the
point where it splinters. A splintered cut
can break off in a different direction from
the score.
 A glass score should be performed in
one continuous process (don’t stop), with
a light, consistent and even pressure.
 The perfect score should have the
smooth sound of tearing silk, without any
crunchy or rough sounds.

 When scoring glass, start about 1/16”
away from one edge, and make sure
you roll the wheel completely over the
opposite edge at the end of the cut.
Always break the glass from the edge
Some hand-held glass cutters have an oil
that you finished your cut.
reservoir. Although not essential, the oil helps
preserve the life of the scoring wheel and
 If you try to score over an existing score
also assists with creating a smooth score.
line in glass to make it deeper, you can
However, the use of oil can also create some
damage the scoring wheel in your cutting
negative cleaning consequences.
device, and the glass is unlikely to break
evenly.
Scientifically speaking, glass is actually
considered a liquid. Although nowhere
 It is always best to break glass
nearly as viscous as water, glass still exhibits
immediately after scoring.
similar characteristics to some liquids, such
Due to its ‘liquid healing’ nature, the
as being transparent.
longer you leave a score line in glass,
the harder it becomes to break.
So when it comes to cutting glass, the
process of scoring a line into the glass is
 Glass becomes brittle when it is cold.
basically breaking the surface tension of
Thus it is easier to cut glass when it
an extremely hard liquid.
is warm. If glass has been stored in
a cold place, bring the glass to room
temperature before scoring.
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 Glass breaking pliers are handy for
removing a thin length of scored glass
from a larger piece, because they have
wide, flat jaws.
 If the glass is coated with a protective
coating, such as UV filtered glass, it
is best to score and break from the
uncoated side.
 Mirrors should only be scored
from the face.
CUTTING ACRYLIC
Acrylic can either be cut by a conventional
table-saw (which is best for thicker or larger
sheets) or scored and snapped (which is
best for smaller pieces). When using the
score and snap method, you need to make
a heavy score into the acrylic surface, using
either a wall-mounted cutting system with
a special scoring blade attached or with a
knife and straight edge. The scored piece
can then be broken off by bending it with a
considerable amount of force over the edge
of a bench.
FINISHING GLASS
After cutting, the freshly cut edges of glass
can be sharp to handle so some framers like
to arris (dull) the edges back to make them
safer, which is done using a glass seamer.
A glass seamer is a hand tool set with two
opposing cylindrical stones, designed to be
rubbed along the edge of a piece of glass
to lightly smooth the sharp edges. Not only
does seaming make the glass safer to handle,
but it can also help safeguard the inside
edges of the rebate of the frame from any
shaving, which can get under the glass. It can
also help clean up any roughly broken or cut
edges, which can catch inside the rebate of
the frame, creating a pressure point, which
in turn could cause cracking and breakage.

CLEANING GLASS
It is best to clean glass with a soft, lint-free
cloth or paper towel. Use a commercial
grade glass cleaner that is ammonia-free.
Some framers like to wear cotton gloves
when handling and cleaning glass to reduce
the amount of cleaning required. When it
comes to saving time with ease of fitting, it is
better to thoroughly over-clean rather than
under-clean the glass. Also note that you
can sometimes fix a light scratch in a piece
of glass by buffing it with a cloth soaked
with some Brasso metal polish.
CLEANING ACRYLIC
Acrylic is supplied with a protective release
film on both sides because it is much more
easily scratched than glass. When sizing
acrylic, it is best to leave this release film on
until the picture is ready to be assembled
into the frame.
Acrylic is easily scratched, so there are
special non-abrasive acrylic cleaning
products designed to polish and clean
acrylic surfaces, designed to be used in
conjunction with a non-abrasive cloth, such
as a microfibre cloth. Never use ordinary
glass-cleaning sprays, alcohols, solvents, or
ammonia-based cleaners as these can cause
permanent damage and crazing. In addition,
you can sometimes fix a light scratch in
a piece of acrylic by lightly buffing it with
a damp non-abrasive cloth with a small
amount of high grade car wax.
SIZING GLAZING
Glass should be cut to a size that allows
a clearance from the inside edge of the
frame, between 1mm and 2mm (1/16"),
depending on the size of the frame. With
acrylic, however, this needs to be at least
2mm to 3mm (1/8") considering that acrylic
can expand over time due to its hygroscopic
nature and absorption of moisture.

OVERSIZED GLAZING
When dealing with oversized glazing, a
thicker substrate needs to be considered
for safety and handling, such as 3mm (1/8")
or more.
However, this extra thickness could add
considerable weight and stress to the overall
frame structure and hanging support as
well. Thus there is a preference for using
acrylic for oversized artworks because it is
much lighter and safer to store and handle.
When storing oversized glazing, it should
only be rested on its longer edge, in a
landscape format.
It is also vital that weight of the
oversized glazing should be equally
distributed throughout the pane of glass
to avoid fractures, so a 90° A-frame
stand is definitely the best option for
proper storage.
SPACING GLASS
From a conservation standpoint, glazing
should never come into contact with any
artwork because any condensation that may
develop inside the glass can transfer to the
artwork and cause damage. Therefore a
method for spacing the glazing away from
the art should be considered. Generally
this function is performed by mountboard.
In the absence of mountboard, you may
choose to use a spacing product, which is
either adhered or clipped around the edges
of the glass to lift it away from the artwork.
FITTING GLAZES
Finally, fitting a complete framing package
into a frame is commonly done with a
framer’s point driver, which drives points
or tabs into the rebate to secure everything
in place.
Understanding how to properly handle glass
and acrylic is a fundamental requirement
of picture framing, and it is important to
review procedures and methods from
time to time to ensure that mistakes and
accidents are avoided and that quality and
safety are always maintained.
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SCH O LA RS HI P

S CH E M E

The first two candidates have been selected for
the Arqadia Scholarship Scheme, which will cover
their study and examination costs for the
Fine Art Trade Guild’s Certified Framer
(Accredited Professional Framer) – GCF(APF) –
qualification. They are Keith Gilson and
Jonathan Birch.

bear in mind that only the information in their application
(sections 2/3) will be used in the selection process.

“The results were very close but, on analysis, the successful
candidates returned in-depth and detailed applications, which
allowed the judging panel to make an informed decision,” said
the chairman of the Guild’s Framing Quality and Standards
Committee, Mal Reynolds GCF(APF) Adv.

The scholarship is aimed at existing framers who already have,
or are looking towards owning, their own business.

Candidates who were not selected this time should not be
disheartened, he emphasised: “We would encourage you to
reapply for the next tranche later this year.”
All personal and company information was removed from
the applications before they were presented to the FSQC for
judging. For this reason, said Mal, it is essential that candidates

Keith Gilson

The scheme, launched in April, is running for two years and
will provide benefits for four candidates each year – a total of
eight people. Two more candidates will be selected later this
year and another four in 2017.
Applications open 1st September.

The Arqadia-sponsored scholarship will include the GCF(APF)
examination and examiner’s fee, GCF(APF) Study Guide,
and free access for one year to the Guild’s Awards weekend
seminars and workshops, including the keynote speaker, and
selected study days/workshops held in the Guild office.
To find out more, contact GCF manager Moira Sanders in the
Guild: email moira@fineart.co.uk, phone 020 7381 6616 or go
to fineart.co.uk.

Jonathan Birch
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D I A RY D AT E S

GEORGE SHAW:
MY BACK TO NATURE
NATIONAL GALLERY

RUNNING UNTIL OCTOBER 30
A former Turner Prize nominee, Shaw is renowned
for his highly detailed approach and suburban subject
matter, and for his idiosyncratic medium – Humbrol
enamel paint, typically used to colour model trains and
aeroplanes.
Admission – FREE

CONCEPTUAL ART
IN BRITAIN
TATE BRITAIN

RUNNING UNTIL AUGUST 29
Featuring the work of key conceptualists including Keith
Arnatt, Conrad Atkinson, Michael Craig-Martin, Hamish
Fulton, Margaret Harrison, Susan Hiller,
John Hilliard, Richard Long, David Tremlett and Stephen
Willats – among many others.
And with the British heyday of conceptual art straddling
the sixties and seventies, one of the highlights is surely
Bruce Maclean, in a fine pair of flares, taking the mickey
out of plinth-based sculpture – years before the fourth
plinth had ever even been dreamed of.
Admission – FREE for members.

STUART WHIPPS:
ISLE OF WHIPS

SPIKE ISLAND, BRISTOL
RUNNING UNTIL SEPTEMBER 18
The photography of Birmingham-based artist Stuart
Whipps, currently featured in the British Art Show 8, is
the focus of Spike Island’s summer exhibition.
Admission – FREE

STONE AGE
FROM THE ALPS

NATIONAL MUSEUM OF SCOTLAND
RUNNING UNTIL OCTOBER 30
The rare and exquisite jadeitite axeheads found
around the Scottish countryside have long puzzled
archaeologists.
How did these beautiful Neolithic axeheads end up in
Scotland, so far from their origins in the North Italian
Alps around 6,000 years ago?
Admission – FREE

ASK THE

EXPERTS
A client has asked us how best to put the
provenance of his various artworks on the
back of each picture, to ensure it is safely
passed on to future generations.
For example, what would be the longest
lasting in terms of the paper, ink and
method of ‘sticking’ it to the artwork given
that ink fades?
He has begun by purchasing a Staedtler
pigment liner which claims to be ‘lightfast,
indelible and waterproof on paper’ but I
wonder if you are you able to advise please?

MAL REYNOLDS
ANSWERS:
As your client appreciates, it is important that
any form of provenance accompanies artwork,
thereby providing a record of information
relating to that particular item.
This may be in different
formats but nevertheless
should be safely stored and
available should it be required.
My suggestion would be to
enclose information in an
archival envelope such as
those sold by CXD (visit
www.conservation-by-design.
com). These envelopes could
be stuck to the backboard
of the framed item using an
adhesive such as EvaCon-R
(available from Arqadia).
However, it sounds like your client may be
writing on the backboard itself which is not a
particularly good method of recording
provenance. I would certainly suggest
the above as an alternative.
Should the client be concerned
about the possibility of mould
etc. then the envelope
could be encased in
a plastic sleeve,
thereby providing
further protection.

From mouldings to mountboard, frames
to glass (and everything in-between).
Whatever you are looking for, Arqadia
gives you plenty of options.
Visit arqadia.co.uk to view our range.
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