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Introduction

The world of picture framing is changing.
Time was if you wanted to frame a picture
you were obliged to use a professional.
The equipment and materials necessar
were the exclusive domain of Who|esoTi
ers who would only sell to those willing
fo invest the time and capital fo start @
picture framing business—and that busi-
ness was defined as a storefront ouffitted
with fixtures, encumbered with legal and
financial obligations, and sodd|e§ with a
substantial investment in equipment and
materials. For those who wanted to start
a small framing business from their home,
catering to friends and neighbors with the
potential for growth—or for the artist or
phofo%ropher who needed to frame in
a professional manner—or for business
people who wanted to add picture fram-
ing to an existing business—there was no
way in.

In 1974 logan Graphic Products quietly
led a revolution. They designed a low-
priced mat cufter designed for arfists,

hotographers, and what the industry re-
Eerred to then with some disdain as "ga-
rage framers”. The Simplex Mat Cutter
took the heft out of a professional frame
shop's mat cutter, creating a machine de-
signed to cut an average of 15-25 mats
a week, vyet refaining all the key ease-
of-use features available on professional
mat cutters, and at a price the average
do-ityourselfer could o&ord. The Simplex
quickly became Logan'’s flagship product
and grew info a full line of mat cutting
equiEmem with products affordable for
any budget.

A common complaint of late has been
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the cost of picture framing. For those who
frame with some regularity, the cost of
going fo a frame shop is an uncomfort-
able burden. For those who frame only
occasionally, it's a shock! The cost of pro-
fessional picture framing has climbed in
recent years as suppliers and mass mer-
chandisers have shiffed the emphasis to
costly, archival framing—the Cadillac of
framing treatments—and the small, inde-
pendent frame shops, once the purveyors
of a low-priced alternative, have fallen by
the wayside. The result has been a profes-
sional framing industry devoted almost ex-
clusively to high-end framing. For the man
on the street, it seemed there was just no
way fo frame inexpensively any more.

In basement workshops and on kitchen
tables across America a small cadre of
devoted craftspeople knew better. With
a reasonably priced mat cutter and some
store-bought picture frames, they could
mat and frame themselves for 50 percent
less than the cost of going to a frame
shop, and if there was a woodworker in
the home, something remarkable could
happen. By cutting and joining their own
frames, these same craftspeople could
toke as much as 75 percent out of the
cost of traditional framing.

At the other end of the market, traditional
picture framing suppliers viewed the sfir-
rings from below as a threat to their live-
lihood. Consequently, if a home picture
framer confacted his local wholesaler
looking to purchase picture frame mould-
ings in length so that he could cut and

Loin his own frames, he was gently but
irmly turned away. If he wanted to buy



cutting and joining equipment, he was pre-
sented with prices that staggered him. And
if he Wontefto learn how to do it, he was
informed that he would need to make o
substantial investment in a serious business
enferprise and show a financial commitment
fo his future as a professional picture framer.

It is a credit fo those early home framers that
against all odds they continued fo sfrive to
do their own picture framing. Without easy

Art Courtesy of D.M. Moore

access to equipment or materials, they kept
at it, producing quality work. It is a credit
fo those small business owners who saw
picure framing as a viable complementary
offering fo their main line of business, that
they made it happen. It is a credit fo art
ists and photographers everywhere who

refused to hand over a substantial part of
their profits for framing that they elected to
do it themselves. Given the climate in which
they were working, if's a credit to anyone
who has done their own picture framing that
they have succeeded. And it is due fo their
determined efforts that the world of picture
framing is now changing.

logan Graphic Products, the worldwide
leader in mat cutting equipment, has seen
the trend and has now
developed a full line of
frame  making equip-
ment, which, in addition
to their mat cutter line,
provides small, startup
and do-ityourself picture
framers with the ability to
produce quality framing
without @ disheartening
outlay of cash and com-
mitment. And logan is
not alone. In the same
spirit other manufacturers
have come to the fore,
companies like Lineco,
Inc. and Filmoplast, both
purveyors of quality art-
work  mounting  fapes,
and 3M, Inc., ﬁwe world-
wide leader in mounting
adhesives and tape ap-
plication tools. All have
as their goal the simple
concept of making pic-
ture framing accessible
fo anyone who wants to
do it.

So the trend toward

picture framing for the

small, startup and do-

ityoursell picture framer
is well underway. For those seeking a
L)rofessiono| picture framer fo provide o
igh-end service, there are sfill plenty of
them; but now, by virtue of those brave
few who toughed it out and demonstrated
the need, there are other, less expensive
ways to frame as well.
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CHAPTER OF

Designing Your
Picture Framing

Wait. Wait just one minute. Don't go out
and buy that stuff. You'd be making a mis-
fake. Resist the urge. Sit down and take a
look at what you're framing. That's what
it's all about. The art of piciure framing is
about the framing of art, so that's where it
starts—not with the frame. One

the composition itself. First, you will want
to “read” the artwork. What is its dominant
color value? What is its dominant tempero-
ture? How would you characterize its style®

A color's value is where it falls on the white-
to-black scale. When it falls more towards
white, it's a tint; when it falls more towards
black, it's a shade. In between are tones.
Some artwork is composed primarily of tints,
like scientific botanicals, posfe| prints and
watercolors. Other artwork is composed pri-
marily of shades like deephued sunsets or
dark and brooding expressions rendered in
oils. Often it is possible to look at a given art-
work and detect its dominant value. VWhen

of the most common errors nov-
ice framers make is fo buy the
frame before they've done their
planning, thinking that framing is
a litle like baking o cake: gath-
er the ingredients, then follow a
list of instructions. If's not. Every
frame job is unique and has to be
planned for individually, which
means making decisions that will
guide how you present a specific
piece of artwork. You might look
at the composition without regard

fo anything else, but often proper
designing means more than just
focusing on the artwork. It can,
in addition, mean making the
framed artwork fit into a particu-
lar sefting. And this dual obligation helps
narrow the parameters by which design de-
cisions are made—which is a good thing.
You will find that anything you do to narrow
your design decisions makes them easier.

Reading the Artwork

There are over three hundred color choices
in matboard alone. Add to that an almost
limitless variety of frames and the pofential
combinations are virtually endless. Where
do you starte Well, a good place is with
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Figure A-1: The dominant value of this artwork
consists primarily of shades, so the framing should
also consist primarily of shades.

selecting colors for your framed presentation
you will want fo select colors that share the
composition’s dominant value (Figure A-1).

A composition’s temperature is the predomi-
nance in the piece of either warm or cool
colors. Warm colors are oranges, reds,
yellows, browns, golds—the colors of au-
tumn. Cool colors are violets, blues, greens,
pinks—the colors of spring. Naturally, the
composition will have a mix of colors, but
you will be looking for the temperature that
predominates. When selecting colors for



Confemporary artwork is en-
hanced by flat or box mould-
ings. Selecting a frame mould-
ing that shares the style of the
artwork is a key ingredient to
effective presentation and is a
major part of “reading” the art

work (Figure A-3).

But what if your reading of the
artwork is different than that of
someone else? Not to worry.
The way you read the artwork
is uniquely yours. You must have
the courage and confidence fo
go forward with your inferprefa-
fion. At the end of the day the
framing of art is an art itself. Af
some point the framer's inferpre-

Figure A-2: Honoring the dominant temperature
of the artwork means letting cool colors enhance

a cool composition.

your framed presentation you will want fo
select colors that share the artwork’s domi-
nant temperature (Figure A-2).

In addition to value and femperature you
will want to consider the style of the compo-
sition. Is it Contemporary? Classicale Rus-
fice Pastorale Modemn? Does it strike you as
a slice of Americana or is it richly ethnic?
Does it evoke bright, positive,
upbeat feelings, or dark and
brooding ones? The question
of style is particularly relevant
fo the selection of a frame.
The contoured and finished
length of wood that will be
your frame is referred fo as a
moulding. Highly omamented
frame mouldings do justice to
Classical artwork. Streamlined
mouldings in solid colors best
enhance compositions with a
Modem feel. Rustic or pastoral
compositions are complement-
ed by wood mouldings—oak
or maple, even bamwood.

Figure A-3: The question of style is particularly rel-
evant fo the selection of a frame.

fation of the art's message and
purpose must come info play,
and if's unlikely that any two
framers will interpret a com-
position exactly the same. But
that doesn't mean that one or the other is
wrong, just that each have a different set of
parameters when it comes fo evaluating the
art's meaning. Designing well means, first,
defining your parameters for a given piece
of artwork, and then following the param-
eters you've laid out. Picture framing is not
following a pre-set recipe; if's like creafing a
recipe yourself.

i
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Determining the
Window Size

Once you have a sefled on a
reading of the artwork, you will
want fo decide how you are go-
ing fo present it in the window
of the mat. You can display the
image exclusively in the win-
dow of the mat, covering up
any unprinted area surrounding
the image. Or you may elect
to show some of the unprinted
area surrounding the image.
Alternatively you may decide
fo show the paper complete,
which means you will show the
edges of the paper inside the
window of the mat.

Your decision should be based

on shlistic considerations. For example,
presenting only the image is o more con-
femporary approach evocative of artwork
that spreads or “bleeds” to the edges of the
paper. Presenting the image as well as the
unprinted area surrounding it is a more fradi-
tional approach, frequently used with prints
and essential when the print is signed and
numbered below the image. Showing the
paper complefe is an approach frequently
used when the paper lends value fo the pre-
sentation, as with a handmade paper or @
paper suggestive of the composition, such
as a Japanese painting on rice paper or
Egyptian hieroglyphs on papyrus.

When matting a bleed—that is, displaying
only the image in the window of the mat—
the window is generally a half inch smaller
than the dimensions of the image. Therefore,
if the image is 8'x 10", the window size is
7-1/2"x9-1/2". By making the window small
er by a half inch on each dimension, the
window’s edges encroach on the edges of
the image by a quarter inch at each edge;
and if the image is the same size as the po-
per, this quarter inch is sufficient fo hold the
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Figure B-1: When matting a bleed, subtract a
half inch from each of the image dimensions to
get the window size.

paper in the window (Figure B-1).

When matting to display both the image
and the unprinted area surrounding it, de-
termining the size of the window is a simple
matter of measuring the area that consists of
the image plus the unprinted area surround-
ing it, and then cutting the mat's window
fo that size (Figure B-2). Thus, if the image
is 8'x 10" and you want fo expose an ad-
ditional half inch of surrounding area, the
window size will be 8-1/2"x10-12"—an
entirely different window size than would
be called for if the same artwork was mat-
fed as a bleed.

When matting to display the paper com-
plete in the window of the mat, the art-
work is first mounted against a mat blank
(Figure B-3). A mat blank is a piece of
matboard that has been reduced from the
full size sheet to the frame size but doesn't
have a window cut in it. Artwork can be
mounted against a mat blank for presen-
fation without a window mat. Such a
presentation is called a float because the
artwork is suspended or “floated” against



Figure B-2: When matting to display both
the image and the unprinted area, simply
measure the area you want to display.

Figure B-3: When matting to display
the paper complete, the artwork is first
“float mounted” against a mat blank.

Figure B-4: A window mat is placed over
the artwork. The window of the mat is larger
than the artwork.

the mat blank and the means of hold-
ing it there are concealed behind the
artwork.

When matting fo display the paper com-
plete, the framer first floats the artwork and
then places a window mat over it (Figure
B-4). In this case, the window of the mat
is larger than the artwork so that the edg-
es of the paper are revealed. In addition,
a margin of the mat blank on which the
artwork is mounted is revealed. The de-
gree of this reveal is up to the individual,
but let's say the image is 8"x 10" and
the paper is 10'x 12" meaning there is
a 1" wide margin of unprinted area sur-
rounding the image). To show the paper
complete in the window of the mat with
a halfinch wide reveal of the mat blank
along each edge, the window size will

be 11"x13".

The point is, the way you decide to pres-
ent the artwork in the window of the mat
impacts the size of the window, and
since measuring for matting and framing
requires s to build from the artwork size
outward fo the frame size, the first step
in the measuring process is fo defermine
the window size. The next step is to de-
termine the sizes of the mat borders that
will surround the window. And then, by
adding mat borders fo the window size,
you arrive at the frame size. This process
will be defailed below. But for purposes
of measuring if's very important fo note
that the frame size is not actually the size
of the frame when measured from edge
fo edge but rather is the size of the recess
within the frame that will accept the fram-
ing components. As a result, the perim-
eter sizes of the mat, backing board and
glass are all the same size as the frame.
Hence, working outward to the perim-
eter size of the mat is the same thing as
working outward fo the size of the frame.

CHAPTER ONE: Designing Your Picture Framing 9



Determining the Frame Size

The question frequently arises, “How do |
know what mat borders will look right with
the size window I've gote” To help answer
that question, we've devised a table called
the Border Finder (Figure C-1). Using the
Border Finder, you will select borders that
will lock appropriate for the size window
you've got. However, these may not be the
borders you finally seffle on. In most cases,
given borders you know will look right, you
will want fo expand or confract them fo fit
a frame size that works for you. So this be-
comes a twostep process.

To use the Border Finder you must first ex-
press the window size in “united inches”.
The united inches of any two-dimensional
object are the sum of the two dimensions.
For example, the united inches of 16"x20"
is 16" + 20". In other words, 36 united

inches. The united inches of 8'x 10" is 18
united inches.

Instructions - Border Finder

Using the Border Finder, find your sum in
the table. (When the united inches falls be-
tween two numbers shown, use the higher
number.) Then refer to the adjoining column
fo find appropriate borders for that size win-
dow. For example, for a window size of
8'x 10" we find that borders of 1-34" will
be appropriate. This means four borders
each of 1-34". (The question of whether the
bottom border should be wider will enter
our thinking a little further on.)

Adding the mat borders to each dimension
of the window gives you the frame size. For
example, adding two mat borders of 1-3/4"
fo each dimension of an 8'x 10" window
gives you a frame size of 11-1/2"x13-1/2".

Since it is always easier to work in whole
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inches rather than fractions, you will prob—
ably want fo expand the mat borders a litle
fo aftain a whole-inch frame size. By adding
a quarter inch to each mat border, you will
add a half inch to the mat perimeter size, as
well as to the frame size. Given our window
size of 8'x 10", four borders of 2" will bring
us fo a frame size of 12'x 14"

Ah, but what if we want a wider bottom
border? The rationale for a wider bottom
border goes back to the nineteenth century
when the style of hanging artwork was to
hang it above eye level and have it pitch
outward from the wall on a long wire so
that viewing it required looking up from an
angle. The wider bottom border was used
fo offset the illusion of imbalance inherent
in this shortlived style of display, but the
wider bottom border remains with us today
because of its usefulness in making non-pro-
portional art fit standard frames.

When the framer is obliged fo use a pre-
determined frame size, as is the case when
using frames made in standard sizes, using
a wider bottom border helps to fit the frame

(Figure C-2).

In our example, we have an 8'x10" im-
age surrounded by four borders of 2" which
brings us fo a frame size of 12'x14"—
but the closest standard frame size to that
is 11"%14". If we want to fit an 11"x 14"
frame, the side borders will each have to be
a half inch narrower (1-1/2"). The top bor-
der can be made slightly wider ot 1-34",
which will allow for the bottom border to be

noficeably wider (2-1/4").

This “weighted border” effect is best used
with compositions that benefit from sitting
down in the frame or having a foundo-
tion or base. landscapes are particularly
well suited for wider bottom borders, as



Figure C-1: BORDER FINDER

BORDER FINDER

Instructions

Step 1. Convert your window dimensions to United Inches. To get the
United Inches, simply add the height and the width. For example, the
United Inches of a window that is 8"x10” is 18" (8" + 10” = 18”).

Step 2. Find the United Inches of your Window Size in the first column.
When the United Inches exceed the number shown, go to the next highest
number. Read across to find your suggested Starting Borders.

Window Size Suggested Window Size Suggested
in United Inches Starting Borders in United Inches Starting Borders
6” 3/4” 38” 21/2”
8” ‘I” 40” 2 ‘I/Z”
10” 11/2” 42” 2 3/4”
12” 13/4” 44~ 2 3/4”
14” ‘I 3/4” 46” 3”
16” ‘I 3/4” 48” 3”
18” 1 3/4” 50” 3”
20” ‘I 3/4” 52” 3”
227 13/4” 54” 31/4”
24" 13/4” 56” 31/4”
26”7 27 58” 31/4”
28”7 27 60” 31/2”
30” 27 62” 31/2”
32”7 27 64” 31/2”
34” 21/4” 66” 3 3/4”
36” 21/4” 68” 3 3/4”

CHAPTER ONE: Designing Your Picture framing 11



are portraits and other artwork with @
distinct horizon.

But what if we prefer all four borders
the same? By being able to make our
own frames, we will not be forced into
using a wider bottom border when we
don't really want one. By being able to
make our own frames, we can make all
four borders the same because we can
make the frame any size we want it.

Measuring for
Frame Making

Cetting the measurements correct for
frame making is a bit more compli-
cated than it appears at first. The first-
fime framer can be forgiven for be-
lieving that making, say, a 12'x 14"
frame involves nothing more than
cutting two 12" moulding sections
and two 14" moulding sections and
assembling them. Such an approach
would quickly run aground because
the framer would be overlooking a
number of important details.

As was mentioned earlier, the perim-
eter size of the frame [i.e., the frame
measured from edge fo edge] is not
12'x 14", Rather, it's the recess at the
back of the frame (the part that con-
tains the stack of mat, artwork, back-
ing and glass) that is 12"x 14". Fram-
ers refer fo this recess as the “rabbet”
(Figure D-1). Also, in order to make a
90-degree comer, the ends of each
section must be cut at an angle. When
two of these 45-degree angles are fit
ted together, they form a 90-degree
corner. The 45-degree cuts at the ends
of each section are called “miters”

(Figure D-2) and the tool necessary to
cut them is a miter saw. But when mea-
suring fo cut a miter, you must measure

Figure C-2: Using a wider bottom border
allows a framer to fit a frame.

Figure D-1: The frame size is the inte-

rior recess of the frame which is called
the “rabbet.”

Figure D-2: The 45-degree cut at the
end of each section is called the “miter.”

12 The Complete Guide to Home Picture Framing



from the outside edge of the
miter, not the inside. So what
exactly is the measurement at
the outside edge of the miter,
because as we've said it's not

12'x 14"

The measurement at the outside
edge of the miter is the length of
the section plus the width of the
frame when measured across
its face (Figure D-3). And since

PR R Ia ‘i 20 2122
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there are miters at both ends of
each section, to determine the
measurement of each frame
section, including ifs miters,
you must add the width of the
frame twice to the length. So, lef's say
you want fo make a 12"x 14" frame from
a moulding that's 1-12" wide. The mea-
surement for each 12" section will be 12"
+(2x1-12"or 12" + 3" = 15" The
measurement for each 14" section will be
14"+ (2x 1-12" or 14"+ 3" = 17". The
measurement will of course be different if
the width of the moulding is different.

Having said this, we're nof finished vet.
I we create the above frame, using the
measurements indicated, we will indeed
have a frame that's 12"'x 14"—but it will
end up being exactly 12'x 14", What if
we make a mistake and find ourselves a
fraction of an inch offe The stack of mat,
artwork, backing and glass won't fit!
And indeed if we make a mistake cut-
fing any one of the framing components,
we're in frouble. Smart framers build an
“allowance” into their frame providing
extra clearance should anything not be
exact. This allowance is typically 1/8".
So now the proper equation for deter-
mining frame size is length of section +
width of frame (x 2) + 1/8". looking af
the 12'x 14" we're talking about:

Figure D-3: The measurement at the outside
edge of the miter is the length of the section plus
the width of the frame x 2.

12"+ (2 x 1-12") + 1/8" = 15-1/8"
and
14"+ (2x 1-12") + 1/8"=1/-1/8"

Mind you, you will need two sections of
each length to make the frame, so you
will need 641/2" of moulding to make the
above frame. Here's how we figured that:

15-18" + 15-18"+ 1/-18" + 1/-1/8"
= 064-172"

But moulding is not sold in inches. It's sold
in feet. So to know how long a piece of
moulding is needed, we'll have to convert
the inches fo feet. No problem. There are
12 inches to each foot, so we'll divide
the inches by 12 to get our feet: 64-12"
divided by 12 is 5 feef, 4-1/2 inches.
We'll need a sfick of moulding 5 feet,
4-1/2" long. But moulding is only sold in
feet. So we'll need a sfick of moulding
6 feet long to make this 12"'x 14" frame.

As you can see, there will be almost a
full foot of moulding left over after we
make the frame—a full foot of scrap. But
don't feel bad about that. Bear in mind,

CHAPTER ONE: Designing Your Picture Framing 13



you are saving in the neighborhood of
75 percent by making this frame your-
self, even with the scrap! Not only that,
but you may need the extra moulding in
order fo make the frame out of two 4-foot
sections, rather than one 84oot section.
The problem is, shipping anything longer
than 6 feet increases its cost. Therefore,
unless the manufacturer of the moulding
can deliver the stick locally, it behooves
him to sell it in shorter lengths. Conse-
quently, most moulding is sold in 3-foot,
4Hoot or Sfoot lengths, which means
that when you make a frame you must
select the correct lengths.

let's look at the possibilities given the
64-1/2" necessary to make our 12"x 14"

4 feet is 48 inches. We can get both
17-1/8" sections out of 48" with 13"

of moulding left over, but that won't
be enough to gef even one section of

14 The Complete Guide to Home Picture Framing

15-1/8". This approach produces a lof of
scrap.

5 feet is 60 inches. We can get both
17-1/8" sections out of 60" with enough
moulding left over to make one section of
15-1/8". But that means we'll have to buy
a separate 3foof length to get the remain-
ing 15-1/8" section. If we have to buy two
lengths of moulding, it will be preferable
fo buy two of the shorter lengths than one
long one and one short one? let's look at
the final option.

Three feet is 36 inches. We can get both
of the 15-1/8" sections out of 36". We
can also get both of the 17-1/8" sections
out of a second 36". So the most econom-
ical approach is to make our 12'x 14" out
of two 3-foot lengths of moulding.

Now if's just a matter of buying the two 3-foot
sticks of moulding and getting fo work.



Preparing Your
Framing Materials

When you begin your picture framing
project, many of the materials you will
use are not in the condition necessary to
use them. For example, at this stage your
frame moulding is a pair of sficks, not a
picture frame. Your matboard and back-
ing are 32"'x40" sheets, not even reduced
fo frame size. And your glass or acrylic
may be too large. Before going any fur-
ther you need tfo reduce your materials o
size. Armed with the notes you fook during
the measuring and designing sfage of the
process, you are ready to proceed.

Cutting Picture
Frame Moulding

One of the most challenging parts of picture
framing is building a frame with joints that
close tightly in the corners with no gaps or
discrepancies. One of the essential steps to
achieving this is fo saw the miters accurately.
To make a frame with four 90-degree comners
you are going fo need o cut eight 45degree
miters. Each one of these miters must be virtu-
ally flawless. If any one is even slightly off a
gap will appear af the joint. For this reason
you must have as much accuracy in sawing
as you can reasonably afford.

Beware of inexpensive miter boxes and
manual saws. Generally these tools do not
provide enough accuracy for picture framing.
Plastic and wooden miter boxes are always
fo be avoided. Manual miter saws can, with
pracice, produce adequate results, but they
will usually require sanding after the fact fo
close the joints.

In considering a miter saw for picture fram-
ing also bear in mind that there are two
kinds of moulding: softwood mouldings
and hardwood mouldings. While sawing
softwood mouldings with @ manual saw is
easy enough, sawing hardwood mouldings
can be quite demanding. Most softwood
mouldings can be sawed through in nine
or fen strokes. Sawing through hardwood of
comparable thickness may require as many
as thirty strokes.

What's more, the rigorous back and forth
raking acfion of a manual saw can lead fo
blade twist or blade torque, resulting in less
than accurate miters.

For all these reasons, it is advisable to use
a power saw when cutting picture frame
moulding. A power miter saw can cut
through hardwood or softwood with ease,
and the quality of the cut is generally bet-
fer than that produced by a manual saw.
Which is not to say that you will never have
fo sand your miters if you use a power saw.
For a variety of reasons — warped mould-
ings, infrusive ornamentation, uneven ex-
pansion through the stick — discrepancies at
the joint remain a possibility and sanding
should be viewed as an inevitable part of
the frame making process. But more fre-
quent and consistent accuracy is aftained
with a power saw than with a manual saw.

Most power miter saws, however, are de-
signed for the building frades and lack some
of the essential ease-ofuse features fo be
found in a good picture framing sow. For-
tunately, these features can be added affer
the fact.

For example, most power miter saws do not
come ouffitted with the correct blade. In pic-
ture framing, an 804ooth blade is necessary
to provide the sort of fine cuts needed to
close eight miter faces. Most power miter
saws come with 404ooth blades. Replace

the 404ooth blade with an 80+ooth blade

CHAPTER TWO: Preparing Your Framing Materials 15



of the saw, and the remaining
4-1/2 feet of moulding where?
Hanging out in space?

A proper 3 foot fence extension
provides support for the rest of the
moulding and provides a way of
measuring the moulding while it's
in the saw. A fence exfension with
an angled scale is best. Such a
scale is unique because the incre-
ments are at 45-degrees, not at
90-degrees as is the case with
most scales. The 45-degree scale
is pertinent to picture framing be-
cause the frame size — the size
you are measuring — is nof the ouf-
side dimension of the frame. As
mentioned before, the frame size
Figure E-1: Set the pivot of your miter saw is considered to be the size of the
to 45-degrees on the right. recess at the back of the frame,

purchased separately to make your
miter saw picture frame ready.
Note that you can select a blade
with more than 80 feeth if you like.
The more the better. But the blade
should not have less than 80 teeth.

Another feature you will want is o
picture framing saw fence exten-
sion. Power miter saws typically
offer litle in the way of a proper
fence extension, perhaps just a thin
bar that extends six inches on either
side of the saw deck. Without an
extension for the fence of your miter
saw you must contrive a way to sup-
port the majority of the stick while
sawing it. Quite often you are cut
fing just a few inches from the end
of a long sfick to produce a miter,

which means you may have only Figure E-2: Place the stick of moulding
three inches through the saw gap, against the saw fence finished side up with
maybe six inches more on the deck  the rabbet facing toward you.
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Figure E-3: Move the moulding just past
the slot in the saw fence so a 45-deEree
cut can be made at the end of the stick.

what picture framers call the rabbet.

Seen as a single side of the frame with
the miters already cut, the frame size is not
the length of the stick measured fo the two
points of the miter. The frame size is the
length of the stick measured to the two in-
side points of the miter. The only way to
measure accurately to those points is with
a scale having increments at 45-degrees.

Finally, a proper fence extension comes
with a stop which can be used to posi-
fion the moulding precisely on the scale for
making repeated cuts of the same length.

To cut the moulding, begin by cutting
the two long sections first. If a mistake
is made, the two shorter pieces can still
be salvaged out of the longer pieces you
made a mistake on.

CHAPTER TWO: Preparing Your Framing Materials

Figure E-4: Hold the moulding firmly
against the fence, activate the saw & lower
the blade through the wood.

STEP ONE: Set the pivot of your miter saw
to 45-degrees on the right (Figure E-1).

STEP TWO: Place the stick of moulding
against the saw fence. It's important to
ploce the moulding on the fence cor
rectly. The moulding should be finished
side up with the rabbet facing toward
you (Figure E-2).

STEP THREE: To begin you are going to
cut a miter at one end of the sfick. Move
the moulding past the saw gap, enough so
that a 45-degree cut can be made at the

end of the stick (Figure E-3).

STEP FOUR: Hold the moulding firmly
against the saw fence, activate the power
saw blade and lower the blade through the
wood (Figure E-4).

17



saw to 45-degrees on the left.

STEP FIVE: For the second cut, set the pivot
of your miter saw to 45-degrees on the left

(Figure E-5).
STEP SIX: Place the moulding you just cut

against the saw fence finished side up with
the rabbet facing toward you. Move the
moulding down the scale until the inside cor-
ner of the miter is af the measurement that
denotes the size you wish to cut (Figure E-6).

STEP SEVEN: Move the fence sfop against
the moulding. let the moulding seat itself
within the gap at the back of the stop. Tight-
en the fence stop info position (Figure E-7).

STEP EIGHT: Actfivate the power saw and
lower the blade through the wood. After cut
fing, leave the stop where it is. One section
of the frame is done.

STEP NINE: For the next section, return
your miter saw to 45-degrees on the
right. Place the second stick of mould-
ing against the saw fence so the finished
side is up and the rabbet facing toward
you (Figure E-8). Move the moulding
just past the saw gap, enough so that a
45-degree cut can be made at the end
of the stick. Cut the moulding.
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Figure E-5: Set the pivot of your miter

Figure E-6: Move the moulding down
the scale until the inside corner of the
miter is at the proper measurement.

Figure E-7: Let the mou|ing seat itself
within the gap at the back of the stop.

Figure E-8: Place the second stick of
moulding against the fence so the finished
side is up and the rabbet facing foward you.



Figure E-9: Move the moulding along
the scale until it lines up at the precise
measurement.

Figure E-10: Let the moulding seat within
the gap at the back of the fence stop.

Figure F-1: A strap clamp is the best way
to see the frame fully assembled before
driving nails into it.

STEP TEN: To complete the next section,
move the saw back to 45-degrees on the
left. Move the moulding back along the
fence (Figure E9). Bring the moulding
into confact with the stop (Figure E-10).
Cut the moulding.

STEP ELEVEN: Repeat the above proce-
dure for the remaining two frame secfions.

STEP TWELVE: To check the precision
of your work, lay two frame sectfions of
equal length on their side with the mi-
ters facing up. Align the miters at one
end. Run a finger across the surface of
the two miters fo be sure they are flush.
Then check the miters at the other end
of the two sficks in the same way. They
also should be flush. If not, the cut may
not have been precise and sanding may
be required.This is not uncommon. Sand-
ing is routinely required when making
frames. But the job can be done quickly
and accurately with the right tool.

Sanding Picture
Frame Moulding

A more precise way fo ascerfain the pre-
cision of your miter cufs prior to sanding
is to employ a strap clamp (sometimes
called a band clamp). Using a strap
clamp allows you to see your frame fully
assembled with all the miters firmly in con-
fact before you begin nailing. When the
frame is in the strap clamp it will be clear
if there are any gaps or discrepancies af
the joints that require sanding (Figure F-1).

logan offers the Model F200-2 Sander
to make the job of sanding quick, simple
and precise.
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STEP ONE: Sef the alignment bar of the
sander at 45-degrees (Figure F-2).

STEP TWO: Place the frame secfion to be
corrected against the alignment bar so the
finished side is up and the rabbet is facing
toward the center of the sanding disc.

STEP THREE: Hold the moulding so it press-
es against the alignment bar and bring the
miter face firmly against the surface of the
sanding disc (Figure F-3).

Rotate the sanding disc. The disc should
always rofate downward onfo the top of
the moulding (Figure F-4). Rotate the disc
four fo six times. Do not press too hard. It is

better to have more rofations as opposed
to harder pressure.

Check your progress by placing the two
sections on their backs side by side with
the miters facing up and running a fin-
ger across the surface of the two miters,
or for better precision use a strap clamp.
Repeat the above procedure for the other
two sections and you are ready to join
your frame.

Reducing Matboard and
Foamboard to Frame Size

Matboard is usually sold in sheefs of
32"x40" which you will need to reduce to

J

Figure F-2: Set the alignment bar of
the sander at 45-degrees.

Figure F-3: Press the miter face against
the disc.

Figure F-4: The disc should always ro-
tate downward on top of the mou|o|ing.
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Figure G-1: A squaring arm provides
an abutment against which the sheet
rests during cutting.



Figure G-2: The squaring arm sticks out at right
angle from bed of mat cutter, providing a scale
for measuring.

your desired size. Cutting it precisely to
size is imporfant, because matboard that
is inaccurately sized is usually
out of square, meaning that it is
not cut at proper right angles.
This will cause problems later
when you cut a window in it or
when you place it in your frame.

Reducing matboard accurately
fo size can be achieved with
due care in measuring, mark-
ing and cutting, but the process
can be simplified with the use
of a squaring arm. A squar-

G-1). Since the squaring arm is
situated at a precise right an-
gle fo the guide rail of the mat
cutter, all cuts made with the
matboard abutted against the
squaring arm will be square.

A squaring arm is different than
a squaring bar, which acfs as
an abutment but provides no
means of measuring. A squar-
ing arm sticks out at a right
angle from the bed of the mat
cutter and provides a scale on
which to measure (Figure G-2).
Three full size Logan mat cutters
include squaring arms: the lo-
gan Model 750 Simplex Plus
Mat Cutter, the logan Model
650 Framer's Edge Mat Cutter,
and the logan 850 Plafinum
Edge Mat Cutter.

To reduce matboard to size us-
ing a squaring arm, begin by
removing the mat guide of your
mat cutter (Figure G-3). Then lift
the guide rail of the mat cutter
and insert the full sheet of mat
board. Place the bottom edge

of the sheet firmly against the squaring arm
and move the right edge fo the right until

ing arm provides an abutment

against which the edge of the Figure G-3: Remove the mat guide

sheet rests during cutting (Figure
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Figure G-4: Move the right edge to the right
until it aligns with the proper measurement on
the squaring arm scale.

I 4

Figure G-5: Situate the cutting head Figure G-6: Pull back toward you,
outside the top edge of the matboard.  cutting the sheet.
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it aligns with the size you want
(Figure G-4). Lower the guide rail.

Adjust your 90degree cutting
head to penetrate fourply (single
thickness) matboard. Situate the
cutting head outside the fop edge
of the matboard so the blade sits
in the slot in the cuting bed (Fig-
ure G-5). Pull back toward you,
cutting the sheet (Figure G-6). As
you cut, the action of pulling brings
the bottom edge of the sheet firmly
against the squaring arm, keep-
ing the mat square. Cut through
the bottom edge of the sheet. The
squaring arm has a slot in it to lef
the blade pass through.

To cut the second dimension,
turn the sheet a quarter turn.
Again place the boftom edge
against the squaring arm and
move the right edge along the
scale until it aligns with the size
you want. Cut again and your

/A



matboard is accurately sized.

The logan Model 450-1 Artist Elite Mat Cut-
fer includes a squaring bar and a measur-
ing bar. To size using this mat cutter, insfall
the measuring bar Info the machine, insert
the mat blank and rest the edge of the mat
board blank on the measuring bar number
you wish fo size the blank to. The Model
4501 includes a 90-degree cutting head
with adjustable blade depth to make this
straight cut.

The Logan Model 301-1 Compact Classic
Mat Cutter has no squaring feature but the
capacity of its cutting bed is 32". To reduce
mat board fo size using this mat cutter, you
must insert the 32" si&ge of the mat board
info the machine and using a ruler or mea-
suring tape, mark out the back of the mat
blank to the size you wish to cut it fo.

The Llogan Model 350-1 Compoact Elite
Mat Cutter includes a squaring bar and a
measuring bar with a stop. It also has a 32"
capacity like the model 301-1 Compact
Classic. But with the use of the measuring
bar, you can size mat blanks much fasfer

than the 301-1 can.

To reduce matboard to size using a hand-
held mat cutter instead of a mat cutfing sys-
fem, you should use a Llogan Model 500
Mat Knife, a rule and a straightedge. First,
measure and mark the sheet for the size you
want, then align a straightedge along the
mark and score the line. Avoid frying to
cut through the sheet in one pass, instead
score repeatedly—as many as three or four
fimes—to insure a clean cut (Figure G-7).

The procedure for reducing foamboard to
size is exactly the same as %r reducing mat
board except that the depth of the blade
in the 90degree cutter should be set af its
lowest sefting. Foamboard is best sized in a
mat cutter that includes a 90-degree cutting
head with an adjustable depth. It is prob-
lematic to attempt reducin foomboorfwith
just a mat knife or utility knife. If you must
reduce foamboard by hand, use the logan

Foamboard Cutter, Model 1500 (Figure

Figure G-7: To size outside a mat
cutter, score repeatedly with your mat
knife along the straightedge.

Figure G-8: Use the Logan Foamboard
Cutter to size foamboard manually.

G-8), designed for this purpose.

Reducing Glass to Size

like matboard and foamboard, glass can
be quickly and accurately sized with a
squaring arm. The measuring feature of the
squaring arm is particularly pertinent when
cutting glass because, unlike matboard and
foamboard, it is difficult to mark the surface
of glass, and since the use of a squar-
ing arm eliminates the need for marking,
the procedure is greatly simplified. Logan
makes the Model 704 Glass Cutter which
adapts to the Model 750 Simplex Plus Mat
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Figure H-1: Cover the bed of your Figure H-2: Move the right edge of
mat cutter with a backing sheet. the glass to the right until it lines up
with the correct point on the scale.

Cutter, the Model 450 Interme-
diate Mat Cutter and the Model
301-1 and 350-1 Compact
Mat Cutters.

Before atffempting to cut glass
on your Model 750 Simplex
Plus Mat Cutter, cut a piece
of scrap matboard just wide
enough fo cover the bed
(Figure H-1). Cutting glass
involves the deposit of glass
dust and porﬂcfes; the piece
of scrap matboard prevents
these from gefting into the
slofs and Chonne?s of your
mat cutter. In addition, it is
advisable to wear white cot-
fon gloves when cutting and
honghng glass.

To cut glass, remove the mat
%uide of your mat cutter, lift
the guide rail and place the
glass on the cutting bed.
Place the boftom edge of the
glass firmly against tae squar-
ing arm and move the right

Figure H-3: Hook the glass cutter onto outer- edge fo the right until it aligns

most lip of the guide rail. with the size you want (Figure
H-2). lower the guide rail.
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Figure H-4: Pull the glass cutter back,
scoring the surface of the glass.

Figure H-5: Align the score along the
edge of the table and snap the glass
cleanly along the score.

Place the Model 704 Glass Cutter on
the guide rail just outside the top edge
of the glass (Figure H-3). Bring the cut-
fer info position so the cutting wheel is
resting against the edge of the glass.
Squirt a small bead of glass cutting fluid
along the proposed line of the cut. Exert
slight downward pressure on the cutter
and pull back, scoring the surface of
the glass (Figure H-4). Unlike cutting
matboard or foamboard, where you cut
through the material in one pass, cutting
glass is a matter of scoring and snap-
ping. Affer scoring, remove the glass
from the cutter and bring it to the edge
of a table or counter top. Align the
score along the edge and press down,
snapping the glass cleanly along the
score (Figure H-5).
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CHAPTER THREE

Assembling Your
Picture Frame

After you've prepared your materials, it's
fime to fashion them into something you can
actually use. For matting this means cutfing
a window in the mat blank. For framing this
means faking the frame secfions you've cut
from the longer sficks and assembling them
info an actual frame by joining

Joining with the
Studio Joiner F300-1:

Step One: Begin by selecting the correct
Venail for the job. V-nails commonly come
in two types [hardwood or soft/medium
wood) and three sizes (1/4", 3/8" or
1/2"). Hardwood V-nails are often red
along the cutting edge while soft/medium V-
nails are often white along the cutting edge.
Hardwood V-nails should be used for very
hard woods like oak, hickory and maple.
Soft/medium wood V-nails should be used
for most other types of moulding, including

them at the corners.

Llogan offers two joiners for assem-
bling picture frame mouldings: The
Studio Joiner F300-1 clamps the
moulding in a sfandard clomp (in-
cluded) and presses one Venail at o
fime info the back of the frame with
the moulding lying face down. The
Pro Joiner F300-2 clamps the frame
in a sophisticated vise and drives
two V-nails up from under with the
moulding lying face up. The less ex-
pensive Studio Joiner requires you
fo visually line up the nails before
driving. The Pro Joiner dligns the

Figure I-1: A V-nail is a V-shaped staple that
penetrates the wood on either side of the miter.

nails for you, making the process
quicker and more precise.

A “Vnail” is a V-shaped staple de-
signed fo penefrate the wood af
the joint where the mitered ends of
two frame sections come togeth-
er to form a comer (Figure |-1).
Venailing s preferred over tradi-
fional nailing because the nail is
driven info the back of the mould-
ing rather than through the side,

making it less conspicuous and
avoiding the need to cosmeti-
cally cover up the nail head.

26 The Complete Guide to Home Picture Framing

Figure 1-2: Mark edge of each miter to hide
any gap in the joint.



Figure 1-3: Place a small bead of wood glue on
the face of the miter.

Figure 1-4: Press the spring button and slide the
cloamp handle forward, trapping the moulding.

F |
Figure I-5: Adjust the joint so the two miters
are aligned.

oy

pine and basswood. The size of the V-nail
indicates the depth to which the V-nail will
sink info the wood, not the width across its
wings. Choose a Venail that is slightly more

than half the thickness of the mould-
ing. For example, if you have a
moulding that measures 34" thick,
a 1/2" Vnail would be best. Plan
on using two Vnails per joint un-
less the frame is very narrow.

STEP TWO: If you wish, before
clamping the moulding, you can
mark the edge of each miter with
a sfain pencil to disguise any gap
at the joint and render the seam
inconspicuous  (Figure 1-2). The
corners of frames joined by Venails
should always be reinforced with
wood glue. Gluing is as important
in building a sturdy frame as nail
ing. Place a small bead of wood
glue on the miter face of one sec-
fion and spread it evenly over the
miter before clamping (Figure 1-3).

STEP THREE: Select two mould-
ing sections to join. Unless the
frame is square-shaped, this
means one section will be longer
than the other. Put the longer sec-
fion on the right and the shorter
section on the left as you place
them in the clamp.

STEP FOUR: Place the two sections
face up in the clamp. Bring the two
miters into contact with each ofher.
Press the spring button and slide
the clamp handle forward, trap-
ping the two sections (Figure I-4).
Wipe away any excess glue that
squeezes out at the seam. Use a
wet cloth followed by a dry cloth
for quick, thorough clean up.

STEP FIVE: Loosen the clamp slight-
ly and adjust the joint so the two
miters are aligned, making a per-
fect comer (Figure -5). Refighten
the clamp firmly.
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Figure 1-6: Raise the beam so the clamped

moulding will fit under it.

'-l
)

Figure I-7: Lower the beam until the depth gauge

touches the top of one of the posts.

STEP SIX: Adjust the beam height
for depth of penetration. loosen
the knobs on either end of the
beam and raise the beam so the
clamped moulding will fit under it
(Figure 16). Turn the clamped frame
over so the omamented side of the
moulding is down. The clamp has
legs on the botfom that stick up
when the clamped frame is turned
over. Slide the clamped moulding
under the beam, lower the beam
until the depth gauge fouches the
fop of one of the legs (Figure 7).
Then tighten the knobs, fixing the
beam in place. The depth gouge
may be pivoted out of the way af
fer this for added clearance.

STEP SEVEN: Determine whether
or not o use the spacer. Mould-
ings likely to tip or rock when lying
face down will need the spacer to
level and support them (Figure 1-8).
With the clomped moulding face
down, insert the spacer between
the moulding and the base if nec-
essary (Figure |9).

STEP EIGHT: load o Vnail. Hard-
wood Vnails are red along the
edge while soft/medium Vnails
are white. The colored edge is the
sharp edge. It is important that the

to rock will need the spacer to
support them.
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Figure I-8: Mouldings prone  Figure 1-9: Insert the spacer between the clamped
moulding and the base.



Figure 1-10: Load the V-nail onto the Figure 1-11: Visually align the penetra-

magnetic tip with the sharp/colored
edge facing down.

Venail be driven with the cutting edge against
the wood. Driving a Vnail upside down will
cause it fo jam and crumple. Place the Venail
on the magnefic nose that protrudes from
the black cylinder under the beam with the
sharp edge facing down. (Figure -10).

STEP NINE: Visually align the penetration
point of the Vnail. Place the first Vnail about
a quarter inch in from the rabbet. Place the
second V-nail about halfway between the
first Venail and the perimeter of the frame
(Figure IF11). The wings of the V-nail should

penetfrate evenly on either side of the joint.

STEP TEN: Press down on the lever, driving
the Venail info the wood (Figure 12). Press
until the bottom of the V-nail is flush with the
surface of the wood. Repeat for the second
V-nail on the same comer.

N

Figure 1-12: Press down on the lever,
driving the nail.

tion point of the V-nail.

Repeat for the remaining three corners of
the frame. Be careful when assembling
the remaining sides. Instead of adding
another section fo the sections already
joined, join the remaining two sections
next. If you started by placing the long
length on the right side of the vise, then
the second half of the frame must also be
joined by placing the long length on the
right side of the vise, thereby giving you
two identical halves of a frame which can
be correctly joined together.

Joining with the
Pro Joiner F300-2:

STEP ONE: The clamp moves up and down
for an adjustable height relative to the base
of the joiner. Lock the clamp af a level that's
easy fo work with using the clamp locking
collar (Figure J-1).

Figure J-1: Lock the clamp down using
the clamp locking collar.
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Figure J-2: Adjust the clamp jaw by
pressing the spring button and sliding the
handle until the moulding is secure.

Figure J-3: Adjust the moulding sections
in the clamp so the top corner is square.

Figure J-4: Measure the width of the
moulding using the set block scale on
the clamp.
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STEP TWO: Select two moulding sections o
join. Unless the frame is squareshaped, this
means one section will be longer than the
other. Plan on putting the longer section on
the right and shorter section on the left when
you place them in the clamp.

Before putting the sections in the clamp you
may want fo mark the edge of each miter
with a sfain pencil fo disguise any gap at
the joint and render the seam inconspicuous.
Clue the sections before clamping. The cor-
ners of frames joined by Vnails should al
ways be reinforced with wood glue. Place @
small bead of wood glue on the miter face
of one section and spread it evenly. Place
the two sections of moulding face up in the
clamp. Bring the two miters info confact with
each other. Press the spring button and slide
the clomp jow forward, trapping the two
secfions (Figure J-2).

STEP THREE: It's important fo align the joint
properly in the clamp. loosen the clamp
slightly and adjust the sections so the top cor-
ner o}/ the joint is square (Figure J-3). Then
refighten the clamp firmly.

STEP FOUR: Adjust the posiion of the V-
nails. First, measure the width of the mould-
ing using the sef block scale on the clamp

(Figure J-4).
STEP FIVE: Next, working from the mea-

surement determined on the set block
scale, adjust the V-nail blocks on the car-
fridge to that measurement (Figure J-5).
Do not load the V-nails yet. First, you must

Figure J-5: Adjust the V-nail blocks to
the measurement determined on the set
block scale.



the moulding.

E.d

guides. Slide it back until it stops.

Figure J-6: Adjust the foot until it contacts

Figure J-7: Slide the V-nail block cartridge
(without the V-nails loaded) between the

Figure J-8: Lower the lever arm and make
minor adjustments to the foot level until the
moulding bottoms out on the V-nail blocks.

adjust the range of the press.

STEP SIX: To adjust the range of the
press, release the clamp locking col-
lar and adjust the foot screw until the
foot contacts the face of the moulding

(Figure J-6).

| STEP SEVEN: Slide the Venail block car

fridge (without the V-nails loaded) be-
tween the guides. Slide it back until it
stops (Figure J-7).

STEP EIGHT: Llower the lever arm and make
minor adjustments to the foot level by tum-
ing the foot screw (Figure }-8). Keep adjust
ing until the moulding bottoms out on the
Venail blocks when the lever arm s fully
lowered. You will feel the lever arm notch
and lock as it bottoms out. The range of the
press is now adjusted and you are ready
fo load the Vnails.

STEP NINE: Raise the lever arm and re-
move the Vnail block cartridge. Load the
Vnails onfo the blocks. Make sure the
sharp edge of each Venail is up. It's impor-
fant that the V-nail is driven with the cutting
edge against the wood. Driving a V-nail
upside down will cause it fo jam and
crumple. Small diagrams on the blocks
will show you the proper arangement of
the Ve-naiils on the pins (Figure J9).

Figure J-9: Remove the V-nail block car-
tridge and load V-nails onto the V-nail blocks.
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Figure J-10: Slide the V-nail block car-
tridge (with the V-nails loaded) between the
guides. Slide it back until it stops.

Figure J-12: The Pro-Joiner drives the V-
nails flush with the surface of the wood.
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Figure J-11: Lower the lever arm to
drive the V-nails.

STEP TEN: Slide the V-nail block car
fridge (with the V-nails loaded) between

the guides. Slide it back until it stops
(Figure J-10).

STEP ELEVEN: lower the lever arm to
drive the V-nails (Figure J-11).

STEP TWELVE: The Pro Joiner drives
the V-nails flush with the surface of the
wood (Figure J-12). Clamp your next two
moulding sections and repeat the driving
procedure. There is no need fo readjust
the position of the V-nails or the range of
the press until you change to a different
width of moulding.



Cutting Your Mat

logan makes a wide range of mat cutters
suitable for everyone from the novice fo the
professional. Which mat cutter is right for
you depends on two of the following foc-
fors: how many mats you will be cuting on
a weekly basis and how quickly you want to
master your mat cuffing skills.

Understanding the Differences
Between Mat Cutters

Consider how much time you're willing to
spend becoming proficient at mat cutting,
because the leamning curve does get pro-
gressively shorfer the more you spend. On

the other hand, you don't have to empty
your bank account to find a comfort zone.
In fact, good mat cutting becomes a man-
ageable proposition with the purchase of a
mat cutter in the $75 to $500 price range,
and does not gef a whole lot easier even if
you spend more.

Highend mat cutfers, such as the logan
Platinum Edge, Model #850, are built to
fake the wear and fear of rigorous profes-
sional use, as is common in a frame shop.
They have thicker, more durable cutting
boards, heavier guide rails and bigger cut-
fing heads. They are designed to cut 100+
mats a week, fo stand up under continuous
use and are production-oriented for multiple
repeat cuts. They are easy to become com-
fortable with and provide consistently good
results sfraight out of the box (Figure K-1).

On the other end of the specirum, hand-held
mat cutters are capable of cutting just about
anything. With a hand-held cutter you can

cut a window as precise as one cut

on the world's most expensive mat
cutter—but you'd better be willing
to devote some time. The leaming
curve on handheld cutters can be
long. Handheld cutters usually re-
quire a fair amount of patience to
master.

A mat cutting “system” is distin-
guished from a handheld mat cut-

Figure K-1: High-end mat cutters like the Platinum
Edge are designed for heavy duty frame shop use.

fer in that it provides some of the
other necessities besides just the

mat cutter, such as a place fo cut
(@ cutting board), a measuring
system, and a sfraightedge fo cut
against (a “guide rail”). A system
such as the logan Team System
combines a handheld mat cutter
with a guide rail and allows the
cutting head to ride on the guide
rail fo eliminate the problem of the

Figure K-2: The Team System combines a hand-

held cutter with a guide rail.

two pushing against each other

(Figure K-2). Still, the guide rail it-
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and a measuring bar which
speeds up downsizing of mat
blanks. Plus it has production
stops to speed repeat cuts and
a regular pull style straight cut-
ter instead of a hand-held mat

knife (Figure K-3).

The next grade of mat cutters
solves this problem of working

Figure K-3: The Logan Compact Elite Mat Cutter pro-
vides a fixed guide rail and built-in measuring system.

self is not attached to anything and may
slip, even though it has a rubberized base.

Systems that have the guide rail ot
tached to the base board, or board-
mounted mat cutters as they are called,
represent a vast improvement. The
Compact Mat Cutters are this type of
mat cutter. For those serious about cut-
ting mats, a 32" capacity mat cutting
system like the 301-1 Compact Classic
or 350-1 Compact Elite represents the
minimal investment for the quick aftain-
ment of superior mat cutting skills.

On the face of it, the biggest shortcoming
of a 32" mat cutter appears to be its size.
After all, a sheet of mat board is 32"x
40". So right away you might conclude
that with a 32" mat cutter, large mats
can't be cut. But this is not so. 32" mat
cutters are open at either end so the mat

board can shift along the cutting board

to allow for cutting a window of any

size. However, it is true that the small

size of a 32" mat cutter requires special

aftention when it comes fo sizing. Sizing

means reducing a full size sheet of mat
board to the frame size. A 32" capacity
mat cutter like the 301-1 or 350-1 can
only accept the 32" side of a full sheet of
mat board, not the 40" side.

The logan Compact Elite Mat Cutter Model
350-1 has the same 32" size capacity as
the Llogan Compact Classic model 301-1.
However it has some handy additions like
a squaring bar to hold mat board square
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with full 32" x 40" mat board
with no limitations. Matf cut-
fers such as the logan Model
450-1 Artist Elite Mat Cutter
provide a full 40" base board
with a hinging guide rail, squaring bar,
measuring bar, production stops plus bev-
el and straight cutting heads. And it ac-
cepts a full sheet of 32"x40" mat board
with ease.

Figure K-4: The Simplex is a full-featured
mat cutter, including a squaring arm, a

40-1/2" cutting bed and production stops.

The logan Model 750 Simplex is an-
other example. It is a fullfeatured mat
cufter that includes a host of innovative
benefits, including all those listed above,
plus production stops and the durability
to handle an average of 25+ mafs per

week (Figure K-4).

Mat Cutters above the 750 Simplex, like
the Model 850 Platinum Edge Mat Cut-
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Figure L-1: By loosening the black knobs,
you can slide the mat guide back and forth.
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Figure L-2: Set the mat guide on the scale
for the border you want to cut.

ter, are considered production cutters
designed to cut hundreds of mats a day
it necessary with great precision and
efficiency, ideal for frame shops or con-
fract framing.

In choosing a mat cutter, the wise shop-
per weighs the advantages of each
against budget and makes an informed
decision. Good mat cutting begins
with a good tool—and one that's right
for you.

Cutting a Single Mat

Cutting a single mat is a three-step pro-
cess. First, set your measurements. Sec-
ond, mark out your mat. Third, cut.

At this stage you have already reduced
your matboard from the full size sheet
and are ready to cut a window in it.
Refer to the notes you made earlier, dur-
ing the design process, for the measure-
ments of the borders you will cut. It's
inferesting fo note that in mat cutting
you don’'t measure and mark out the
window of the mat; rather, you measure
and mark out the borders that surround
the window, and you use the mat guide
to do that measuring.

STEP ONE: The mat guide is the narrow
metal bar situated in the angled chan-
nels beside the guide rail. By loosening
the knobs you can slide the mat guide
back and forth in the channels and it will
always remain parallel to the guide rail
(Figure L-1). Beneath the mat guide you
will find a scale in 1/16™ inch incre-
ments. Align the mat guide with the size
border you want (Figure [-2).

Note: Your mat cutter comes with a back-
ing sheet. This is the long, narrow piece
of matboard that lies on the cutting bed
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Guide Rail

Mat Guide ——

[— Squaring Arm

Figure L-3: Stand ot the end of the mat cutter.

under the guide rail. Whenever you cut
a window, you should use the backing
sheet underneath the mat you are cutting.
After a while your backing sheet will be-
come well scored and you should replace
it. You may use any piece of scrap mat-
board for this. During sizing, you should
remove the backing sheet. It is only for
use when cutting a window in a mat.

STEP TWO: Mark out your mat. Stand
at the end of the mat cutter (Figure [-3).
Lift the guide rail and place the mat
face down on the bed of the mat cut-
ter and on top of the backing sheet. If
your mat cutter has a squaring arm or
squaring bar, bring the boftom edge of
the mat info contact with it. Then move
the left edge to the left until it rests firmly
against the mat guide (Figure 1-4). Low-
er the guide rail.
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Figure L-4: Place the mat blank against
the squaring arm and the mat guide.
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Figure L-5: Mark the guide rail.

Using a sharpened pencil, mark a line
along the outside edge of the guide rail.

Mark the full length of the back of the
mat (Figure L-5).

If you are cutting a mat with all four bor-
ders the same, turn the mat a quarter
turn, replace it under the guide rail with
the left edge firmly against the mat guide
and mark again. Keep tumning the mat
and marking until all four borders are
marked. If you are cutting a mat with a
wider bottom border, mark the first three
borders, then readjust the mat guide for
the bottom border and mark it.

STEP THREE: leave the mat in position
and put the bevel cutting head onto the



Figure L-6: The plastic guides clip over the
outer lip of the guide rail.

Figure L-7: Align the start / stop indica-
tor line with the intersecting pencil line.

guide rail. The cutting heads on many
logan models are separate pieces and
must be "hooked” onto the guide rail be-
fore using. The plastic guides at the front

of each cutting head will hook easily over
the outer lip of the guide rail (Figure 1-6).
After the cutting head is hooked on, the
base of the cutting head should glide
along smoothly over the back of the mat.

Locate the sfart /' stop indicator line on the
back of the cutting head. Move the cutting
head along the guide rail and align the
start/stop indicator line with the correct infer-
secting pencil line (Figure 1-7). Which pencil
line is correct depends on the model of mat
cutter you're using. The Model #750 Sim-
plex Plus Mat Cutter and the Model #450-1
Artist Elite Mat Cutter are operated by pull
ing toward you as you cut. With these mat
cutters, you cut from the top pencil line to the
bottom pencil line. The Logan Compact Mat
Cutter series is operated by pushing away
from you, so you cut from the bottom pencil
ine to the top pencil line.

Figure L-8: Exert adequate pressure to
penetrate the mat.

STEP FOUR: Lower the blade. The depth of
the cut has been pre-set by the manufacturer
fo penefrate standard thickness matboard,
so you cannot cut foo deeply; you can only
fail to cut deeply enough. Exert adequate
pressure to penetrate the mat (Figure 1-8).

Nofe: Every logan mat cutter comes with
an adjustable blade depth. On most models
this takes the form of a small screw in the
base that can be tumned in or out to adjust
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Figure L-9: The cutting head has a blade
depth adjustment screw in its base.

Figure L-11: By pressing from the back
of the mat, you should be able to see that
you've cut through the mat.

the degree of penetration (Figure Q). Proper
blade depth is crucial to getfting good quality
cuts and must be readjusted when switching
fo different thicknesses of matboard.

STEP FIVE: Cut the mat. Apply firm down-
ward pressure on the cutting head as you cut
(Figure L-10). Stop your cut when the start/
stop indicator line aligns with the opposite
infersecting pencil line. Retract the blade
from the mat. Remove the cutting head from
the guide rail.

STEP SIX: Lift the guide rail. Turn the mat
and replace it on the cutting bed on top of
the backing sheet. Bring the left edge firmly
against the mat guide and the bottom edge
firmly against the squaring arm or squaring
bar. Llower the guide rail. Hook the cutting
head onto the guide rail. Repeat the cutting
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Figure L-10: Cut the mat, applying firm
downward pressure on the cutting head as
you pull it back.

i

ke b
Figure L-12: The drop-out piece should
fall cleanly from the window.

procedure. If you are cutting a wider bot-
tom border, you will need fo readjust your
mat guide affer the first cut and reset it to
the proper measurement for the remaining
borders. VWhen you are finished cutting, the
dropout piece will fall away, revealing the
window of your mat.

Note: It is advisable to check your progress
as you go. By pressing from the back of the
mat, you should be able to see that you've
cut completely through (Figure [-11). After
you've made two cufs, one cormner of the
window should be free. After you've made
three cuts, the drop-out piece should open
like a door. After you've made all four cuts,
the dropout piece should fall cleanly from
the window (Figure |-12). If it doesn't, it
means you've undercut and you should



go back and re-cut—always starting at
the beginning and cutting the full length
of the cut again. Cut a litlle bit farther
and get the drop-out piece to fall away
cleanly, even if it means gefting a slight
overcut.

Don't be disappointed if your first mat
is not perfect. It takes a few tries to
become proficient at mat cutting. Even
professional framers who have been cut-
ting for years still have frouble from fime
fo time. That's because mat cutting is a
skill. It doesn't happen automatically as
soon as you buy a mat cutter. To become
adept at mat cutting you must anticipate
common problems, understand why they
occur and know what to do when they
occur. A competent framer is a knowl-
edgeable framer.

Troubleshooting

The first step in good mat cutting is to
understand common problems and how
to deal with them, and among the most
common problems in mat cutting are
overcuts and undercuts.

Dealing with Overcuts
and Undercuts

An overcut is an incision that passes
beyond the corner of the mat’s window
into the face of the mat (Figure M-1). You
would think that the manufacturers of mat
cutters could design their equipment so the
blade would stop precisely on the corner.
Yet this is easier said than done. Where
the blade starts and stops is due in part to
the thickness of the matboard—and mat-
board varies a great deal in thickness.

Matboard is available in a variety of
different cores. The core is the inside

Figure M-1: An overcut is an incision
that passes beyond the corner into the
face of the mat.

part you see when you bevel cut the
mat—bevel cutting refers to cutting the
mat at a 45-degree angle. The bevel is
the sloped edge that results. Most mats
are cut with a beveled edge on the win-
dow so the core is quite evident. There
is regular cream core matboard, white
core rag matboard, regular bleached
core matboard, black core matboard,
efc. These cores vary in thickness; con-
sequently, there can be a variation in
thickness from one type of matboard
to another. In addition, the paper that's
laminated onto the core can vary in
thickness. These face papers give each
mat its distinctive color and texture. Con-
sequently, when you change from one
color of mat to another, you may en-
counter a difference in thickness. Bottom
line, when you change from one mat to
another, it is not unusual to encounter a
difference in thickness.

The thickness of the mat affects where
the blade starts and stops because as
the blade penetrates the mat it moves
downward at an angle. Since the mat is
typically cut face down, this means the
blade enters the back of the mat at a
point farther back than it emerges from
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the mat you cut before. As
you cut, the blade penetrates

the back of the mat at the
same point it did previously,

w |

passes through the core at an
angle, yet emerges from the

face sooner than it did previ-

Ny Ny -

ously—because this mat is
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> thinner. Now you again have
an overcut!
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and change to a thinner
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mat, you will get an overcut.

Figure M-2: The blade enters the back of the mat at a
point farther back than it emerges from the face.

the face (Figure M-2).

After cutting your first mat, you may dis-
cover that your corner is not perfect,
that you have an “overcut”. Because the
blode moves downward at an angle, it
may occur o you to address the problem
by adjusting the depth of the cut. This is
quite logical.

Since the blade is housed
in the mat cutter at an
angle, if it is cutting too
deeply, it's also extended
out foo far, meaning that
when you get fo the end
of the cut the blade passes
beyond the intersecting cut
and gives you an overcut.
By adjusting the depth of
the cut, it is possible to
adjust out the overcut. Fair
enough. But eventually
you will change to anoth-
er thickness of mat and the
problem will occur again.

overcuts and undercuts,
the start and stop mdlcator line in
proper relation to the penC|| line.

let's say the next mat is
marginally  thinner  than
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Figure M-3: To eliminate

If you start with no overcuts
and move fo a thicker mat,
you will get an undercut.
Overcuts and undercuts are
directly related to the thickness of the mat-
board and, unfortunately, you're changing
thickness of matboard more often than you
think. So what are you supposed to do?
How do you get a perfect corner?

Start by changing the way you think about
mat cutting. The start and stop indicator
line that's supposed to fell you where to be-
gin and end each cut can-
not be exact because it
does not move around on
the cutting head to accom-
modate the different thick-
nesses of matboard you
encounter. Instead, think
of the indicator line as a
reference, a gauge that
can be moved in relation
to the pencil lines in or
der to achieve the results
you want (Figure M:3).
To eliminate overcuts and
undercuts, first diagnose
the overcut situation as it
exists and then use that
information to move the
start/stop indicator line

move



in proper relation fo the pencil lines.

The easiest way to form a diagnosis is fo
make some test cuts in the area of your mat
that will become the drop-out piece. Mark
some lines and cut a test comer there. See
what your overcut/undercut situation looks
like. Using that information, prepare fo cut
the actual window but move the start/stop
indicator above or below the pencil line
by the degree necessary to eliminate the
over- or undercut. If you are using a cuf
ting system with production stops instead
of a sfart/stop indicator line, the same
problem exists and the same solution is
called for, except that with production
stops it's a matter of moving the sfops on
the scales by the degree of the over- or

undercut (Figure M-4).

If all of this seems like too much work,
there is another method. Go ahead and
accept that you will have overcuts and un-
dercuts and then take measures to make
them less conspicuous. Most professional
picture framers have a tool called a bur-
nishing bone. This is a narrow burnish-
ing fool, somefimes called a bone folder,
that looks like a lefter opener. By gently
rubbing it over an overcut, the overcut is
smoothed out, making it less conspicuous

(Figure M-5).

If you get an undercut, resist the urge to
punch the corner out. Instead, go back to
the beginning of the cut, cut the full length
of the cut again and cut a litlle bit far
ther to get the corner out clean—even at
the risk of getting an overcut. As was just
mentioned, an overcut can be cleaned up
with a burnishing bone, but if you tear the
comer by punching it out, you may ruin
the mat. If you end up with a small tuft
of paper in the corner, you can clean it
up with a tool called a mat saver. A mat
saver looks suspiciously like a nail file but
is somewhat larger and has a heavier grit.
A mat saver is commonly used fo smooth

Figure M-4: Move the stop on the scale
by the degree of the overcut.

Figure M-5: Use a burnishing bone fo
smooth down and conceal overcuts.

Figure M-6: Use a mat saver fo smooth
out rough and ragged edges.

out the rough and ragged edges of mats
that have been poorly cut (Figure M-6).

Dealing with Rough
and Ragged Edges

When you cut a mat, you expect to get
clean, sharp edges, but from time fo time
you get ragged edges. Surprisingly, if you
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use a backing sheet and are cutting regu-
lar matboard, the source of those ragged
edges is probably not a dull blade. That's
because of what the backing sheet does
for you. The backing sheet is there to give
you clean cuts. By providing support for the
face paper of the mat, the backing sheet
prevents the blade from erupting the face
paper before breaking through. Because
of the added support of the backing sheet,
the blade is made to slice rather than punch
through the matboard and the result is o
clean, sharp edge. If you are using a back-
ing sheet and you encounter a sudden rash
of ragged cuts, it's probably not because
the blade is dull, but because it's damaged.
I's not uncommon for a blade fo become
chipped or dented, particularly if you forget
fo refract the blade after cutting. The simple
solution is 1o replace the blade.

Dealing with Inconsistencies
in the Beveled Edge

Another common problem in mat cutting is @
beveled edge that is not consistent the entire
length of the cut. This occurs because the
blade flexes and the result is an edge that
shows evidence of wavering. To get to the
bottom of what causes inconsistency in the
angle of the cut, you need to discover what's
causing the blade to flex and fix it. There
are three general causes of blade flex: First,
the mat is not perfecﬂy flat when you cut it;
second, something is causing the blade to
drag; and third, you may be operating the
mat cutter improper|\/.

To achieve good results in mat cutting, the
mat must be flat and firm when you cut it.
If the mat is allowed to sag or bow while
cutting, the result will be blade flex. First,
the mat cutter itself must be on a flat, firm
surface. If the table is warped, the entire mat
cutter can sag when pressure is applied for
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Figure M-7: If the blade cuts too deep-
ly into the backing sheet, you are invit-
ing blade flex.

cutting. As a result, the mat can sag away
from the blade, the blade rises in the mat
and flexes in response to the change in
resistance. Second, there must be no ob-
struction under the mat during cutting. Even
something as seemingly minor as paper
scrap or a broken piece of pencil lead can
cause frouble. If you are replacing the drop-
out piece in the window of the mat (as is
necessary when you are double matting),
make sure it fits flush within the window. If i's
ilited to the window, when the two mats
are adhered together, the dropout piece
will be an obstruction and cause the mat fo
bow slightly.

The second major cause of blade flex
is a blade that drags while cutting, and
one of the most common causes of drag
is a blade that's cutting too deeply. The
blade should penetrate the mat and just
scrafch the surface of the backing sheet.
If the blade cuts too deeply or all the way
through the backing sheet, you are expos-
ing too much blade, putting excess drag
on it and inviting blade flex (Figure M-7).
Another common cause of blade drag is a
dull blade. As the blade becomes increas-
ingly dull it drags more and more, and as



Figure M-8: Avoid rocking the cutting
head. Keep the base of the cutting head

flat on the mat.

it drags it flexes. If you encounter a sud-
den rash of inconsistencies in the beveled
edge, replace the blade and, if necessary,
adjust the depth of the cut.

When operating the mat cutter, avoid rock-
ing the cutting head (Figure M-8). The cut
fing head should ride flat on the mat dur
ing the entire course of the cut. Also, avoid
lateral, or sidetoside, play of the cutfing
head on the guide rail. Even with a new
mat cutter there will be some degree of
sidetoside play. Overcome this by using
consisfent directional pressure down and
in throughout the cut (Figure M9). It's not
difficult o see that rocking or wobbling the
cutting head can lead to blade flex, and

Figure M-9: Overcome side-to-side play
by keeping consistent directional pressure
down and in throughout the cut.

blade flex in turn can lead to inconsisten-
cies in the beveled edge.

IF you can cut a mat with a perfect cor
ner—meaning no evidence of overcuts or
undercuts—and one with a clean, sharp
beveled edge, and that has a consistent
45-degree edge on its window, you've got
a perfect mat. To the extent that good mat-
fing is defined by the absence of common
problems, being able fo recognize and
address those problems is crucial to good
matting.

Cutting a Double Mat

A double mat is really just two single mats
taped fogether where the window of the
mat on top, or “overmat”, is slightly larger
than the window of the mat undemeath,
so that the window of the “under mat”
appears as a band of color within the
window of the overmat. The obvious ap-
proach fo cutting such a mat would be to
cut two mats of the same size where the
window of the overmat is slightly larger
than the window of the undermat and tape
them together. The problem is, the obvious
approach doesn't always work.

If the two mat blanks are even slightly out
of square, when you fry to line them up you
will have trouble getting the perimeter edges
fo line up at the same time you are gefting
the band of color fo line up in the window.
Professional picture framers avoid this by
frimming the undermat slightly smaller on its
perimeter edges, and having done that, they
go even further. They employ a fechnique
that allows them fo tape the mats together
before they make the second set of cuts, and
which insures that they will get perfect align-
ment every time. Here is the fechnique:

STEP ONE: Cut the window in what will
be your overmat. Remember, your overmat
will conform to your frame size. Follow the
same procedure as you would for cutting
a single mat with the following exception:
Make the mat borders narrower by the
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width of the band of color that you want
fo appear within the window. This band
of color is called the “liner” and the fin-
ished mat border consists of the overmat
plus the liner. Therefore, if your measure-
ments call for mat borders of 2-3/4" and
you want to have a sfandard liner of
/4" the border of the overmat will be
2-1/2". When you add the 1/4" liner, the
finished double border will be 2-3/4".

STEP TWO: Replace the drop-out
piece in the window of the mat you
just cut. Lay the drop-out piece face
down on a flat surface and place the
window mat over it. Fit them together
like a puzzle (Figure N-1).

STEP THREE: Cut the mat blank to be
used as the undermat. Be sure to make it
marginally smaller on its perimeter edges
than the overmat. So, if the overmat is
24" 31", the undermat should be about
23-1/2"'x30-12", although it doesn't
need fo be exact.

STEP FOUR: Apply double-sided adhe-
sive transfer tape to the back of the over-
mat (Figure N-2). The fape most com-
monly used for this job is ATG tape. ATG
tape is a doublesided adhesive transfer
tape that fits info a roller applicator gun
called an ATG gun. ATG tape can be
applied by hand but it is a lot easier to
work with in an applicator gun. ATG
fape and an ATG gun can be found at
most art supply refailers.

STEP FIVE: Affix the undermat foce down
fo the back of the overmat (Figure N-3).
Since itis smaller than the overmat, you
should be able to position it entirely
within the perimeter of the overmat.

STEP SIX: Reset your mat guide in

Figure N-1: Lay the drop-out piece face
down and place the window mat over it.

Figure N-2: Apply double-sided adhesive
transfer tape to the back of the mat.

Figure N-3: Affix the undermat, which is
slightly smaller, face down to the back of
the overmat.
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Figure N-4: Place the stack of two
mats under the guiderail and firmly
against the mat guide.

preparation for cutting the borders of the
finished double mat. Remember, these
are the borders that your original mea-
surements called for.

STEP SEVEN: Place your stack of two
mats under the guide rail and firmly
against the mat guide (Figure N-4).

STEP EIGHT: Lower the guide rail and cut
your double mat following the same pro-
cedures as you would for a single mat.

Figure N-5: Cut the undermat. The

result is a perfectly aligned double mat.

The result is a perfectly aligned double
mat that is already taped together (Figure
N-5). The same procedure can be taken
a step further to create a friple mat.

The single mat and double mat are two of
the most fundamental matting fechniques.
But there are others. Read on to learn oth-
er essential matting techniques. For ad-
ditional hints and tips and free streaming
video, visit www.LloganGraphic.com.
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Employing Other
Essential Matting
Techniques

Once you become comforfable with basic
mat cutting, you will probably become more
adventurous. Certain questions may arise.
How do you cut @ mat with more than one
window? How do you cut a mat with a
round or oval window? How do you cut
a decorative accent like a V-groove? VWhat
about decorative ink linese A mat with litile
steps in each comer? A shadowbox effecte
Here are some essential matting techniques
to help you expand your matting abilities.

Cutting Multiple Opening Mats

The multiple opening mat, sometimes called
a “collage mat”, is a mat with a series of
windows in it. It is used most often to present
photographs.

Much of the challenge in cuting a multiple
opening mat is in figuring out the measure-
ments. To simplify the task, you might want
fo decide on a uniform size for all the
windows, even if some photos are larger
than others, and fry to orient the windows
uniformly. In other words, place dll the
windows in either a portrait orienfation or
a landscape orienfation and avoid mixing
them. The more uniform you design your
multiple opening mat, the easier it will be to
measure and cut.

There are two approaches to determining
the placement of the windows in a multiple
opening mat. The first is to affack it math-
ematically beginning with the size and num-
ber of the windows and working outward
fo the frame size. This approach virtually re-
quires that all the windows be uniform, since

46 The Complete Guide to Home Picture Framing

using this method to figure out the placement
for a variety of different size windows would
challenge a Mensa scholar. The second ap-
proach is fo frace out the size of the win-
dows on some light cardboard, cut them out
and arrange them on a sheet of matboard
until you are safisfied with their appearance.
Then trace around them. This method gives
you greater lafitude in the sizes and orienta-
fion of the windows, but involves a lot of
cutting and pasting. In either case, the first
step is to determine the size of the windows.

If the windows are to be uniform, they can-
not be larger than the smallest photo you
have, and should in fact be slightly smaller
so the edges of the windows can overlap
the edges of the photos and hold them in
place. If your smallest photo is 4'x6", the
windows should 3-3/4"x5-3/4", providing
an eighthrinch overlap along each edge.
Now how many windows will you have?
Once you've decided on the number of win-
dows, you can then calculate the “bracket
ing borders” (the outer borders that will sur-
round all the windows.

let's say you're going to have eight win-
dows of 3-3/4" x 5-3/4" arranged in two
rows of four, all in portrait orientation.
To calculate the bracketing borders, mul-
tiply the width of each window by the
number of windows in each row to get
the equivalent width of a single window.
In our case that would be 3-3/4"x4=
15". Then, multiply the height of each
window in each column to get the equiv-
alent height of a single window: 5-3/4"
x 2 = 11-12". What we discover from
this exercise is that if we were going to
have a single window rather than eight
small windows, that window would be
11-1/2"x15". Referring now to the Bor-
der Finder in Chapter One, we find that
a single window of 11-1/2"x 15" calls
for mat borders of 2". Therefore, the
bracketing borders for all eight of our
small windows should be the same—2".
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Figure O-1: The layout of the multiple opening mat in our example.

Next, we need fo defermine how much
space should go between each window.
The spaces between each window should
be no wider than the bracketing borders,
but they can be narower. So we experi-
ment, adding up the spaces, windows and
brackefing borders fo see what frame size
results. If the frame size doesn't suit us, we
can modify the spaces or borders. In our
case, we have four windows of 3-3/4" and
bracketing borders of 2". This takes up 19"
of space. There are three spaces between
the windows. If the spaces between the win-
dows are the same width as the bracketing
borders (2" each), this brings us to a fofal

frame width of 25"

For the height dimension, we have two win-
dows of 5-34" with one space between
them. If the spaces are the same size as the
bracketing borders, this will bring us to a
fotal frame height of 17-1/2".

Looking this over, we see that if we push
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the height up to 18" and reduce the width
to 24" we can fit a standard sized frame
of 18"x24". However, we aren't allowed
to make the spaces between the windows
greater than the bracketfing borders. On the
other hand, it's all right to make the top and
bottom borders marginally wider than the
side borders. So if we increase the top and
bottom bracketing borders to 2-1/4" and
leave the single space between the win-
dows at 2", we arrive af a frame height of
18". To arrive at 24" for the width, we must
reduce the frame dimension by an inch. We
can do this by reducing the space between
each window by 1/4", and then reducing
each side border by 1/8". After our modi-
fications, we end up with side borders of
1-7/8"; top and bottom borders of 2-1/4",
spaces between the windows on the width
dimension of 1-34"; and spaces between
the windows on the height dimension of 2"
(Figure O-1). Now the multiple opening mat
will fit info an 18"x24" frame.
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Figure O-2: Mark out the windows on
your mat blank.

Figure O-3: Place the mat in your cutter
and lower the guide rail.

Figure O-4: Align one of the pencil lines
defining one of the windows along the
guide rail.
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Alternatively, you could cut  eight
3-34"x5-34" reclangles out of card-
board and arrange them on a mat untfil
they look right and you will probably ar-
rive at about the same conclusion. Two
different approaches, same result. Either
way, you can see that the most difficult
part of cufling a multiple opening mat is
designing and measuring it. The cutting is
relatively easy.

STEP ONE: Mark out the windows on
your mat blank (Figure O-2). Here again
a squaring arm comes in handy. With
it you can measure and mark a multiple
opening mat using your mat cutter. With-
out it you will have to measure and mark
the mat with a rule and straightedge out-
side your mat cutter.

STEP TWO: Remove the mat guide from
your mat cutter, lift the guide rail and
place the mat in the cutter (Figure O-3).
Lower the guide rail.

STEP THREE: Concentrate on cutting
one window at a time. Align one of the
pencil lines defining one of the windows
along the guide rail (Figure O-4). If you
are cutting with a Simplex, Infermediate
or Compact mat cutter, always be sure
the window is situated fo the right of the
guide rail as you cut. If the window is ever
fo the left of the guide rail, you will end
up with a “reverse bevel”, a bevel that
slopes outward toward the back of the
mat and is not visible from the face. A
reverse bevel will ruin the mat, requiring
you to start over again.

STEP FOUR: Cut one window at a fime.
Cut all four sides of the window and the
dropout piece will fall away.

STEP FIVE: Repeat the procedure for
the remaining windows, focusing on
proper placement of each window rela-



enfial scale is set af 1. By changing
the difference between the height and
the width, you change the shape of
the oval. By setting the difference be-
tween the height and width fo zero,
you are seffing up fo cut a circle.

STEP TWO: On the rotating arm, you
will find a separate scale. Slide the
cutting head along this arm and lock
it down at the point on the scale in-

Figure O-5: The finished multiple opening

mat will result.

five to the guide rail before cutting. The
finished multiple-opening mat will result

(Figure O-5).
Cutting Oval and Circle Mats

logan makes a mat cutter designed espe-
cially to cut oval and circle mats. The Model
#201 Oval and Circle Mat Cutter operates
independently of any other mat cutter and
cuts ovals from 3"x 4-12" up to 20'x23"
and circles from 4" to 20". As with most mat
cutters, there is a learning curve associated
with it. The following stepby-step procedure
will provide deeper insights to help you fo
shorten the leaming curve and begin pro-
ducing quality oval and circle mats fasfer.

STEP ONE: Set the shape of the oval or
circle. The design of the Model #201 Oval
and Circle Mat Cutter has a bevel cutting
head mounted to an arm that rotates around
a sfationary base. A camshaped plate with
an adjustable mid-point allows for the set-
fing of different ellipses (Figure P-1). Each
shape is defermined by adjusting the scale
inside the base for the difference between
the height and width of the window you
want fo cut. For example, if you want to cut
an 8"x 10" oval, you sef the differential scale
to 2", because 2 is the difference between
8 and 10. If you want a shorter, squatter
oval, an 8'x9" is called for and the differ-

dicative of the narrow dimension of
your oval (Figure P-2). For example,
if you want to cut an 8'x 10", set the
scale on the arm to 8". When the dif-
ferential scale is set to zero, the seffing

Figure P-1: A cam-shaped plate with
an adjustable mid-point allows for the
setting of different ellipses.

Figure P-2: Lock down the cutting
head at the point equal to the narrow
dimension of the oval you want to cut.
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on the scale arm indicates the diameter of
the circle you will cut.

STEP THREE: Position the oval cutter on the
mat. On the front of the mat mark a large
plus sign (larger than the base) where you
want the middle of the oval window fo be
(Figure P-3). Note: Unlike other mat cutters,
oval and circle mat cutters are designed to
cut on the front of the mat.

STEP FOUR: Anchor the base fo the mat.
First, place a second mat of the same size
under the mat you are going to cut. This sec-
ond mat is the backing sheet.

Without it you will cut through your mat and
info the table top. Next, arrange the base
over the plus sign, aligning the pointers on

each side of the base with the arms of the
plus sign (Figure P-4). Caution: The base
must be oriented fo the mat the same way
you want the window oriented fo the mat.
For example, in most cases you don't want
a horizontal oval oriented to the vertical axis
of the mat.

STEP FIVE: Press down firmly on the base
with the heels of your horﬂ\; (Figure P-5).
The pins under the base will sinE info the
mat helping to anchor it. However, the pins
will not be enough to hold the base in place
once you begin cuting. During cutting you
must always ao|d down firmly on the base
with one hand.

STEP SIX: Allow the cutting head fo swivel

info the sfarting position. The cutting head is

e
Figure P-3: On the front of the mat mark a

large plus sign (larger than the base) where
you want the middle of the oval to be.

Figure P-5: Press down firmly on the
base with the heels of your hands.
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Figure P-4: Align the pointers on
each side of the base with the arms of
the plus sign.

Figure P-6: Rotate the scale arm, al-
lowing the cutting head to swivel into the
starting position.



mounted on a pin under the scale arm and
is desi?ned to swivel (Figure P-6). Without
i

the ability to swivel it would be impossible to

cut different shaped ovals. Before engaging
the blade, if's necessary to allow the cutfing
head fo swivel into position. Holding down
firmly on the cutting head, rofate the scale

Figure P-7: With your thumb resting on
top of the cutting head, lift the stepping le-
ver until it clicks into the first step.

Figure P-8: As you cut, rest your thumb
lightly on top of the cutting head but keep
your fingers out of its way.

7
Figure P-9: During the final rotations ex-
ert moderate downward pressure with your
thumb on top of the cutting head.

arm around the base. Do not engage the
blade. The cutting head will roll forward on
its fracking vvhee?ond swivel fo assume the
curvature of the oval. Caution: The scale
arm must only be rofated around the base
in a clockwise direction. Caution: Do not
allow your fingers to fouch or obstruct the
swiveling cutting head, doing so will prevent
the cuting head from swiveling info position
and will result in a frayed cut.

STEP SEVEN: Fngage the blade. With
your thumb resting |ig%t|y on fop of the cut
fing head, lift the stepping lever until it clicks
into the first step. You will feel it click in. The
blade is now engaged (Figure P-7). Cau-
fion: You are now af the most critical stage
in the procedure. Anything you do fo block
or obsfruct the swiveling cutting head will re-
sult in a frayed cut. Do not let your fingers
fouch the swiveling cutting heoJ as you ro-
fate the scale arm. However, to achieve the
best results, rest your thumb lightly on top of
the cutting head (Figure P-8).

STEP EIGHT: Rofate the scale arm around the
base, making a light initial score in the sur-
face of the mat. The cutter is nof designed to
cut through at this point. Do not exert down-
ward pressure with your thumb on top of the
cutting head; simply let it rest lightly there as
you rofate the arm. Keep your fingers well out
of the way of the swiveling cutting head. Ro-
fate past the point where the score joins itself.

STEP NINE: \With your thumb resting lightl
on fop of the cutting head, reach down wit
your index finger and lift the sfepping lever
fo the next step. Rotate the scale arm around
the base again. You will feel an increase
in resistance as the blade cuts more deeply
info the mat. Rotate past the point where you
started the cut.

STEP TEN: Lift the stepping lever fo the final
step. Rotate the scale arm around the base
two or three more times. You cannot cut too
many fimes; you can only fail fo cut enough
fimes fo penetrate the mat. During the final
rofations you can exert moderate c?ovvnword
L)ressure with your thumb on top of the cutting
ead fo insure cutting through (Figure P9).
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Figure P-10: Lift away the drop-
out piece.

STEP ELEVEN: Disengage the blade and lift
away the drop-out piece (Figure P-10). Your
oval is complefe.

The procedure is exactly the same for cutting
circles. The only difference is in how you set
up the cutter.

Cutting V-Groove Mats
The Llogan Models #7703, #705 and #706

V-Groove Cutters are designed fo carve
decorative V-shaped grooves in the surface
of a mat. The Model #703 is for use with
Model #750 Simplex Plus Mat Cutter, as
well as with the Model #450 Intermediate
Mat Cutter and the Compact Mat Cutters
with the addition of a Model #303 Adapt-
er. The Model #705 is for use with the lo-
gan #650 Framer's Edge Mat Cutter. The
Model #7006 is for use with other brands of

mat cutters.

\-grooves are delicate, lowkey accents
used fo offset artwork and direct the view-
er's eye info the composition. For best effect
they are placed about a quarter of the way
inside the mat border from the edge of the
mat window. The V-groove cutter works by
engaging two 45-degree opposing blades
in succession, first by pushing away, then by
pulling foward you. The first blade cuts mar-
ginally farther than the second, creating a
mitered corner. The cutter begins and ends
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each cut with a stop.

Step One: Before you attempt to cut a V-
groove with the logan V-Groove Cutter if's
necessary to make delicate calibrations or
adjustments fo the stops and the cutter. A
piece of scrap matboard should be used
fo make fest cuts while adjusting. Adjust
the width of the V-groove by loosening the
red knob and moving the two blade hold-
ers closer together or further apart (Figure
Q-1). Adjust the eccentric post on top of the
mat cutter. This post comes info contact with
the top stop and creates your sfopping point
when pushing the cutter away from you (Fig-
ure Q2). Finally, adjust the screw seated in
the rear guide. This screw comes into con-
fact with the bottom stop and creates your

ER

Figure Q-1: Adjust the width of the V-groove
by loosening the red knob and moving the two
blade holders in relation to each other.

Figure Q-2: To adjust the stopping point
of the mat cutter, adjust the eccentric post.



Figure Q-3: To begin the cut, bring the
V-Groover into contact with the bottom stop
and lower the lever with the arrow pointing
away from you.

Figure Q-4: When the V-Groover comes
into contact with the top stop, refract the
blade and lower the opposing blade.

Figure Q-5: Pull the cutter back until it
again contacts the bottom stop.

stopping point when pulling foward you.

Step Two: If's best to cut the V-grooves be-
fore you cut the window in the mat. Sef your
stops and place the V-groove cutter on the
guide rail. Bring it into confact with the bot
fom stop. lower the lever with the amow
poinfing away from you (Figure Q-3). Push
the cutter away from you.

Step Three: When the V-Groove Cutter
comes into contact with the top stop, refract
the blade and lower the opposing blade
(Figure Q-4). Caution: Make sure the first
blade is fully retracted before lowering the
opposing blade. Failure fo do so may cause
the blodes fo scrape together, dulling them
and leading to a gritty V-groove.

Step Four: Pull the cutter back until it again
contacts the bottom sfop (Figure Q-5). Re-
fract the blade.

Step Five: Repeat the procedure for the re-
maining three sides. VWWhen your V-groove is
complete, cut the window in the mat. You
now have a mat with a decorative V-groove

in it (Figure Q-0).

Putting Decorative Ink
Lines on Your Mat

Matting techniques such as V-grooves or
ink lines are distinguished from other types

Figure Q-6: A decorative V-groove results.
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of creative matting in that they involve en-
hancements fo the surface of the mat rather
than variations in the window itself. They
serve as launching points for even greater
elaboration. Decorative ink lines, for in-
stance, are the basis for painted panels
that involve coloring between the lines
with watercolors or pastels. The fraditional
French mat with its elegant combination of
lines and washes is really just an elaboro-
fion of basic ink lines. So competfence with
a range of surface designs requires, first, a
mastery of decorative ink lines.

The application of ink lines requires the use
of a ruling pen and a straightedge. Most
professional framers use a quality dualnib
inking pen for this purpose because the
nibs can be adjusted o produce different
thicknesses of lines and because the ink is
permanent and nonfading. However, for
casual work you can get by with an in-
expensive fine-point feltip pen. The guide
rail of your mat cutter can serve as your
straightedge for this purpose.

Apply the ink lines before cutting the win-
dow in the mat. For best effect, place them
about a quarter of the way inside the mat
border from the edge of the mat’s window.
The ink lines will be drawn between tick
marks that you place on the surface of the
mat. Precise placement of the tick marks
is essential. A tool called a corner marker
can make this part of the procedure easier.

STEP ONE: Place tick marks on the face
of your mat. Measure down from the top
edge of the matboard and in from the
left edge, locating the point at which you
want fo begin your first line. Using a pen-
cil, make a small, light tick mark (Figure
R-1). Turn the mat a quarter turn and repeat
the procedure, placing the tick mark for
the end of your first line and the beginning
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of your second. Keep turning the mat until
all four fick marks are down.

STEP TWO: The real trick when applying
ink lines is to avoid the blofching that oc-
curs when the pen first contacts or leaves
the mat. Magic Tape™ by 3M provides
the solution. Place a small tab of Magic
Tape™ just below the botftom tick mark.
Place it as close as possible to the tfick
mark. In fact, place the tape so it is against
the tick mark (Figure R-2). Place a second
tab of Magic Tape™ above and against
the top tick mark.

Figure R-1: Measure down from the fop
edge of the matboard and in from the left
edge, locating the point at which you want
to begin your first line. Make a tick mark.

Figure R-2: Place a small tab of remov-
able tape just below the bottom tick mark.



Figure R-3: Start drawing the line on
the tape.

STEP THREE: Position the mat under the
guide rail of your mat cutter and align the
outside edge of the guide rail with the fick
marks.

STEP FOUR: Draw the first line. Start draw-
ing the line on the tape (Figure R-3). The
pen will already be moving forward when
it contacts the mat. Move the pen along the
guide rail at a constant speed (Figure R-4).
Stop drawing the line on the tape at the op-
posite end. By sfarting and stopping each
line on the tape, any blotching that occurs
will occur on the fape.

STEP FIVE: Lift the guide rail and peel up the
tape (Figure R-5). Your line begins and ends
crisply and precisely af each end.

STEP SIX: Repeat the procedure for the re-
maining three sides, endeavoring fo begin
and end each line in exact conjunction with
the adjoining lines. Erase the tick marks.
Cut the window in the mat. Decorative ink
lines nicely enhance the window of your
mat (Figure R-6).

Cutting Stepped Corner Mats

Placing two small steps at each comer of
a maf's window creates an elegant effect
reminiscent of an art deco motif. The cutting

Figure R-4: Move the pen along the
guide rail at constant speed. Stop the line
on the bottom tab of tape.

Figure R-5: Lift the guide rail and peel
up the fape.

Figure R-6: Decorative ink lines enhance
the window of your mat.
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part of the procedure is relatively simple
once you've gotten the procedure straight
in your mind. But getfing the procedure
straight can be somewhat challenging.

To begin with, realize that in most cases
when cutting a mat, you begin and end
each cut on the same sef of pencil lines.
This is because you have only one set of
pencil lines to work with. However, when
you cut a stepped corner mat, you have
three sefs of pencil lines to work with. You
will not always start and stop on the same
sef of lines. In fact, fo cut steps in the cor-
ners of a mat, you must start and stop on
the set of lines opposite those you're cut
ting whenever possible. (In this case, by
"opposite” we mean as in outermost versus
innermost. )

STEP ONE: Mark your lines. You will mark
your first sef of lines a half inch outside the
border width your measurements called
for. So, if your measurements called for
2" borders, draw your first sef of lines af
2-1/2". Then reset your mat guide and
draw your next set of lines a quarter inch
inside the first. In our example, the next sef
of lines would be at 2-1/4". Reset your mat
guide for the border width called for in
your measurements and draw a third sef of
lines. In our case, the sefting would be 2".

STEP TWO: You now have three sefs of
lines, each inside of the next—three
marked out rectangles, as it were. The
largest of the three surrounds the other two
and will henceforth be referred to as the
outermost recfangle. The smallest of the
three is surrounded by the other two and
will be referred to as the innermost rect-
angle. The rectangle lying between them
is the middle rectangle.

STEP THREE: leave the mat guide where
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it was set when you drew your last sef
of lines. Place the mat in the mat cutter
face down under the guide rail and firmly
against the mat guide. Bring the bevel cut-
fing head info position to start your cut. You
will be confronted with three lines at the
start of the cut. The question of which line
fo start on is most pertinent to the success
of this fechnique. Remember, where pos-
sible you will always start and stop the cut
on the set of pencil lines opposite the ones
you are cutting. So which set of lines are
you cutting? Whichever rectangle is lined
up against the guide rail is the rectangle
you are cuffing. If you didn't move your
mat guide since drawing your last line, the
rectangle you are cutting first will be the
outermost rectangle. So you will start and
stop each cut on the sef of lines that make
up the innermost rectangle (which is op-
posite the outermost).

STEP FOUR: Align the start and stop indi-
cator line on your cutting head with the top
of the innermost rectangle (Figure S-1). Cut
until you reach the bottom of the inner-

Figure S-1: Align the start and stop
indicator line with the top of the inner-
most rectangle.



most rectangle (Figure S-2). Cut all four
sides starting and stopping on the lines
that make up the innermost rectangle.
At this point your cuts will not meet in
the corners.

Figure S-2: Cut until you reach the bot-
tom of the innermost rectomg|e.

Figure S-3: Align the start and stop indi-
cator with the top of the middle rectangle.

Figure S-4: Cut until you reach the bot-
tom of the middle rectangle.

STEP FIVE: Readjust the mat guide to
cut the middle rectangle, a quarter
inch wider than the sefting you were
just af. In our example, the setting will
be 2-1/4". Now the middle rectangle
will be aligned against the guide rail.
Since there is no rectangle opposite to
the middle line, you will start and stop
this cut on the middle rectangle. Align
the start/stop indicator line with the top
of the middle rectangle (Figure S-3). Cut
until you reach the bottom of the middle
rectangle (Figure S-4). Cut all four lines
starting and stopping on the middle rect-
angle. After this sef of cuts the drop-out
piece will fall from the window.

STEP SIX: Readjust the mat guide a quar-
ter inch wider than the last sefting, taking
it back to the sefting it was at when you
drew the first set of lines. In our case,
that setting is 2-1/2". For the remaining
four cuts you will have to hold the drop-
out piece in the window. Fit the drop-out
piece back into the window and, hold-
ing it together, replace the mat under the
guide rail (Figure S-5).

STEP SEVEN: Now the innermost rectan-
gle will be aligned against the guide rail.
So you will start and stop your cuts on the
outermost rectangle. Align the start/stop

Figure S-5: Fit the drop-out piece back into
the window and replace the mat in the cutter.

CHAPTER FIVE: Employing Other Essential Matting Techniques 57



Figure S-6: Align the start/stop indicator
line with the top of the outermost rectangle.

Figure S-7: Cut until you reach the bot-
tom of the outermost rectangle.

Figure S-8: The drop-out piece and
long strips fall away, revedling the
stepped corner mat.
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indicator line with the top of the ouftermost
recfangle (Figure S-6). Cut until you reach
the bottom of the outermost rectangle (Fig-
ure S7). Caution: As you cut, long sfrips will
fall from the mat. Remove these as they fall
out so they don't become an obstruction.
Caution: As the strips fall away, the window
will become larger; however, the dropout
piece will remain the same size.

Soon the dropout piece will slide and shift
in the window space. let it. You sfill need
the drop-out piece in place to keep the bev-
el cutting head riding on a level plane. Cau-
tion: By this stage in the process it becomes
difficult to keep clear which side you've cut
and which side you haven't. It's easy to get
confused and cut the same side twice. To
avoid this, turn the mat a quarter tum clock-
wise dfter each cut. This way, if you get lost,
you can stay on frack simply by turning the
mat clockwise affer each cut and counting
out four cuts.

STEP EIGHT: After you've cut your final set of
cuts, the long sfrips and the drop-out piece
fall away, revealing a stepped corner mat

(Figure S$-8).
Creating Shadow Box Effects

Occasionally for aesthefic effect framers
want to raise the window mat off the artwork
so it appears fo be suspended above the art
work, sort of hovering there. This is called a
shadow box effect. There is some confusion
with this terminology since “shadow box”
also refers to the type of deep frame used for
displaying  three-dimensional objects, also
known as an object box. What we're falk-
ing about here is a shadow box effect.

The shadow box effect works best when the
artwork is displayed as a matted float. As @
reminder, a matted float involves first mount-
ing the artwork on a mat blank and then cut-
fing a window in the mat that's larger than
the artwork, revealing the edges of the art-



work and a margin of the mat blank within
the window. Selecting the color of the mat
blank, then, is much like selecting the color
of the undermat in a double mat. It is an ac-
cent color which surrounds the artwork in a
narrow band. In the case of a shadowbox
effect, the accent color does not end abrupt
ly at the edge of the mat's window but fades
info the shadowy recesses under the mat
which is raised above it. The technique for
float mounting the artwork to the mat blank
will be covered in the next chapter. Here we
will concern ourselves with raising the win-
dow mat above the mat blank, a procedure
accomplished with the use of foamboard.

STEP ONE: Using a 90degree cutting head
adjusted to its lowest depth sefting, cut a
sheet of 18" thick foamboard into narrow
strips (Figure T-1). The length and width of
those sfrips depends on the size of your
mat and the width of its borders. The strips
should always be slightly narower than half
the width of the border. So if the mat border
is 2", the strip should be about /8" wide.

Figure T-1: Cut a sheet of 1/8" thick
foamboard into narrow strips.

You don't have fo be exact. The main objec-
five is to conceal the sfrips under the mat's
borders so they can't be seen when the mat
is viewed from the side. The length of the
first two sfrips should be slightly less than the
length of the mat. Again, you don't have
fo be exact. If the length of the mat is 20",
the first two strips can be 19". The length of
the remaining two sfrips must take info ac-
count the presence of the first two sfrips. They
should be shorter than the mat is wide, minus
the width of the other two strips. So if, say,
the mat is 16" wide and the other two strips
are 7/8" wide, strips of 13-1/2" ought to suf
fice (Figure T-2).

STEP TWO: Apply doublesided adhesive
tape or ATG tape to both sides of each strip
(Figure T-3).

Figure T-2: The length of the remaining
two strips must fit within the other two strips
already in place.

Figure T-3: Apply double-sided adhesive
tape on both sides of each strip.
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Figure T-4: With the artwork already
affixed to the mat blank, assemble the
strips beside each edge of the mat blank.

STEP THREE: With the artwork already
affixed to the mat blank, assemble the
strips on the mat blank, bringing them
close to, but not against, the edges of

the blank (Figure T-4).

60 The Complete Guide to Home Picture Framing

Figure T-5: Place the window mat down
against the strips.

STEP FOUR: Place the window mat
down against the strips of foamboard,
adhering it to them (Figure T-5). Your
shadowbox effect is now complete.



Mounting
Your Artwork

"Mounting” your artwork is just a fancy
way of saying that you will be aftach-
ing your artwork for presentation within
a mat window or against a mat blank
or backing board. There are three ba-
sic methods for mounting artwork. You
can atftach it by coating it with adhe-
sive. You can suspend it using tabs
of tape. Or you can trap it along its
edges or at its corners. Within each
method a variety of techniques exist.
Which technique you use depends on
the type of presentation you want to
make and the value of the artwork. If
the artwork has a great deal of poten-
tial value, you will want to limit your
mounting materials and techniques to
those that are of archival quality.

Grappling with
Conservation and
Archival Concerns

In a typical conservation or archival
frame job, the main objective is keep
acid-bearing materials out of direct
contact with the artwork. Untreated
acid-bearing materials can seep acid
which, when in contact with artwork,
leaves a brown hazy effect called acid
burn. Acid burn is a stain that perma-
nently damages and devalues artwork.
Materials used in conservation and ar-
chival framing are acid free for the ex-
press purpose of safeguarding artwork
so it retains its value.

It stands to reason, therefore, that any
mounting technique that might cause
artwork to lose its value would also be
off the table. Bearing this in mind, the
process of coating a piece of artwork
with adhesive and permanently stick-
ing it down would not be considered
archival, since sticking anything per-
manently to anything else tends to de-
value it. For this reason the first method
of mounting, called permanent mount-
ing, should only be used for artwork
unlikely to increase in value over time.

Permanent Mounting

Dry mounting involves a tissue impreg-
nated with adhesive placed between the
artwork and the mounting board, which
is usually foamboard. With the applica-
tion of heat the adhesive melts, creating
a uniform coat of adhesive between the
artwork and the mounting board. With
the use of a steel platen or vacuum, the
artwork is pressed uniformly against the
mounting board. The resulting mount is
flat, firm and uniform with no sign of
buckles or waves. Dry mounting is such
an effective technique that it is a favorite
of many professionals, but the high cost
of dry-mount presses makes it impracti-
cal for most novices.

Do-it-yourself picture framers often fall
back on spray mounting as an acces-
sible option. Spray mounting involves
coating the back of the artwork with an
aerosol adhesive. Performed properly,
the work area is covered liberally with
newspaper and the artwork is placed
face down on it. The adhesive is sprayed
from 8 to 12 inches away in a sweep-
ing motion tfraveling across the plane
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of the artwork and out onfo the surround-
ing newspaper (Figure U-1). The work
area should be well ventilated and the user
should wear a paper respirator mask. Spray
adhesives can be unpleasantly messy and
one has fo be careful to avoid adhesives
that are not repositionable. If it is not the
repositionable type, your artwork will stick
permanently to the mounting board the mo-
ment it contacts the adhesive, and if you
don't position the artwork perfectly to begin
with, your artwork will be ruined.

less messy and unforgiving are permao-
nent mounting boards. These fourply po-
per boards have the rigidity of illustration
board and are coated with an adhesive
that only becomes permanent once you
burnish it. Peel back the release paper and
place the artwork face up on the mounting
board (Figure U-2). Position the release pa-
per over the artwork and burnish through it,
adhering the artwork fo the mounting board
(Figure U-3). Because the unmounted por-
fion of the board is not presentob|e, it must
be covered with a mat, making it impracti-
cal for float mounting.

For the doityourselfer the preferred meth-
od is Positionable Mounting Adhesive or
PMA. PMA is a more versatile fechnique
than permanent mounting boards because
it can be used for float mounting. In ad-
dition, it is cleaner and safer than spray
mounting and much less expensive than
dry mounting. Although a machine can be
purchased for applying it, PMA can be ap-
plied manually with relafive ease.

PMA is a 50400t sheet of transferable adhe-
sive on a roll. The rolls are available in 117,
16" and 24" widths. For larger artwork,
two swatches of PMA can be applied side-
by-side with a slight overlap. No evidence
of a seam will be visible. The package also
confains release paper, a plastic burnishing

squeegee and insfructions.

Step One: Unroll a length of PMA larger
than the item you are mounting and cut it

62 The Complete Guide to Home Picture Framing

Figure U-1: With spray mounting, the
adhesive is sprayed from 8 to 12 inches
away in a sweeping motion.

Figure U-2: With permanent mounting
boards, peel back the release paper and
place the artwork face up on the board.

Figure U-3: Position release paper over
the artwork and burnish through it.



with a razor blade (Figure U-4). positionable until you bumish it a second time.

Once you are safisfied, place the release pa-
Step Two: Place the arwork face up on the  per over the artwork and bumish it again to
tacky side of the sheet [Figure U-5). adhere it permanently (Figure U-8).

Step Three: Place the release paper over the
artwork and burnish through it, transferring
the adhesive from the sheef onfo the back of
the artwork (Figure U-0).

Step Four: Peel the artwork away from the
sheet. The adhesive should transfer from the
sheet to the back of the artwork in a uniform
coat (Figure U-/).

Step Five: Position the artwork on foamboard
or a mat blank (if you want fo float mount if).
If you are unhappy with the positioning, peel
up the artwork and try again. The artwork
will peel up cleanly because PMA is fully re-

Figure U-4: Unroll a length of PMA
larger than the item you are mounting and
cut it with a razor bf;de.

Figure U-5: Place the artwork face up  Figure U-6: Place the release paper
on the tacky side of the sheet. over the artwork and burnish through it.

Figure U-7: Peel the artwork away Figure U-8: Arrange the artwork on the
from the sheet. mg’r blank or mounting board and burnish
it down.
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Hinge Mounting

"Hinge mounting” is framer-speak for mount-
ing artwork by suspending it with tabs of
fape. When performed using topes de-
signed for the purpose, hinge mounting
is considered a sound archival mounting
method and can be used with one-ofakind
artwork, such as original art on paper or
limited-edition prints. Proper hinging fapes
are acid free and have the quadlity of "re-
versibility”, meaning that the sfickiness of the
adhesive can be reversed and the tape can
be peeled cleanly off the artwork with-
out damaging i, if need be.

T-Hinge

The most common hinge mounting
method is called the Thinge. It is used
when the window of the mat is slightly
smaller than the artwork and the edg-
es of the maf's window overlap the
edges of the paper. A tab of tape is
applied vertically at the top edge of
the artwork about two inches from the
corner (Figure V-1). Half the tape is ad-
hered fo the back of the artwork and
half to the back of the mat. A second
fab of tape is applied vertically in the
same manner about two inches from
the opposite corner. Then both tabs of
tape are crossed with additional fabs
of tape for the purpose of reinforcing
the hold of the first tabs against the
back of the mat (Figure V-2).

Note: Only two fabs of tape are em-
ployed against the artwork. The art
work is not taped along the full length
of the top edge, nor is it taped at ﬁwe
sides or the %oﬁom. It simply hangs
in the window. The reason for this is
twofold. First, you want fo conserve
the artwork; you want to minimize the
amount of adhesive you put info con-
fact with it. Second, it is the nature
of paper that it “breathes”. That is, it
expands and contracts as it absorbs
and releases moisture. Unless you are
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going fo coat the paper with adhesive (os
with dry mounting or PMA), you cannot pre-
vent it from breat%ing, and anything you do
fo restrict it from breathing will create buckles
and waves. In fact, most artwork that shows
evidenlce of bUCkc!IeE and waves h|as beﬁn |fm||
roperly mounte taping it along the tu
Engfh g/f the top edg;/e OF? o?fhe sidegs or bot
tom. Proper hinge mounting promotes breath-
ing by faping the artwork at only two points.

V-Hinge

When the mat is out of contact with the artwork,

Figure V-1: A tab of tape is applied vertically
at the top edge of the artwork about two inches
in from the corner.

Figure V-2: Both tabs of tape are crossed
horizontally with additional tabs of tape
for reinforcement.



as is the case with a matted float or shadow
box effect, the Thinge is not an option, so you
must mount fo the mounting board or mat blank
using a method called the Vhinge.

STEP ONE: Place the artwork on the mounting
board and place the window mat over it. Ar-
range the artwork in the window of the mat,
then remove the window mat. The artwork
should be lying on the mounting board cor
rectly positioned. Using a sfraightedge, mark
guide lines at the corners of the artwork so you
can remove it and replace it in the proper posi-
fion (Figure V-3). Mark the full length of the top
of the artwork.

STEP TWO: Keeping the top edge of the art
work lined up with guideline, tum it over (Figr
ure V-4). Apply a tab of tape vertically about
two inches from the corner so that half the tape
is on the back of the artwork and half is on the
mounting board (Figure V-5). Apply a second
fab of fape in the same manner about two inch-
es from the opposite corner. Then cross each
fab of fape with a second tab of fape applied
horizontally. This second fab of tope doesn't
fouch the arwork but serves fo reinforce the
hold of the first tab against the mounting board
and provides an operable hinge point.

STEP THREE: Tumn the artwork back over
again, concealing the tape (Figure V-6). Place
your mat over the artwork.

Figure V-5: Apply a tab of tape verti-
cally about two inches from the corner.
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Figure V-3: Using a siraightedge, mark
guidelines along the top edge and at the
corners of the artwork.

the artwork
aligned with the guideline along the top
edge, flip it over.

Figure V-4: Keeping

Figure V-6: Flip the artwork back over
again, concealing the tape.
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Figure V-7: Cut a slot in a mat blank
using a Logan Mat Knife.

Figure V-8: Feed tape through the slot.

Figure V-9: Adhere tape to the back of
the mat in the area above the slot.

S-Hinge

Sometimes heavy artwork, such as heavy
watercolor paper, may pull against the tabs
of a Vthinge, in time exposing them in a float
mount presentation. Or you may have loose
media like pastels or charcoals which cannot
folerate being flipped over onfo their faces
fo be worked with. In these cases, you will
employ the Shinge. The Shinge always in-
volves a mat blank, which will subsequently
be backed by foamboard. Begin by cutiing
narrow slits in the mat blank.

STEP ONE: To find the location for the slits,
turn the mat blank upside down and place
the artwork on the back of if, position it
where it will be when mounted on the face.
Mark some guide lines to indicate this posi-
fion. Then remove the artwork. About an inch
down from where the top edge of the art
work will be located and about two inches
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Figure V-10: Pull the tape taut down
the face.

Figure V-11: Position the artwork face
up on the tape.

from where the left edge will be, cut a slit in
the matboard using a logan Mat Knife (Fig-
ure V-7). Repeat for a second slit two inches
from where the right edge will be. Caution:
Don't attempt to cut through the mat in one
pass; instead, score four fo six fimes fo get
a relatively clean cut. You will be feeding



fape through these slits so make them wide
enough fo accommodate the tape.

STEP TWO: Cut two fabs of tape about four
fo six inches long and feed them through the
slits. The tape should be adhesive side out as
it hangs down the face of the mat (Figure V-8).

STEP THREE: Adhere the fape tfo the back of
the mat in the area above the slit (Figure V-9).

STEP FOUR: On the face of the mat, pull the
fape taut and fape it down with a second
fab of tape fo prevent curling (Figure V-10).

STEP FIVE: Position the artwork face up on
the tape (Figure V-11).

Trapping Methods

If we acknowledge that using a minimal
amount of adhesive on artwork helps to con-
serve it, then using no adhesive must be an
even beffer approach. The frapping meth-
ods do just that. By cradling artwork, trap-
ping ensures the ability to recover artwork
in exactly the same condition as the day it
was framed.

Perhaps the simplest frapping method is
fo use a product called See-Thru Archival
Mounting  Strips by lineco, Inc. (Lineco
makes many of the mounting and hinging
tapes used in picture framing.] An Archival

Mounting Strip is a clear Mylar flange with
a band of adhesive along one edge. The
adhesive holds the sirip fo the mat while
the Mylar flange overlaps and fraps the art-
work. Position your artwork on the mount-
ing board. Peel the release paper from the
adhesive band (Figure W-1) and place the
strip along one edge of the artwork (Fig-
ure W-2). Trop the artwork af each edge
and then cover it with your window mat

(Figure W-3).

A variation on the same idea are adhesive
mounting comers, called Photo Comers or
Framer's Corners. Here you frap the artwork
in triangular pockets at each comer. (Think in
terms of an old time photo album.) Position
the artwork on the mounting board. Mark

Figure W-1: Peel the release paper
from the adhesive band.

Figure W-2: Assemble a strip along
each edge of the artwork.

Figure W-3: Trap the artwork at each
edge, then cover it with your window mat.
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lines on the mounting board to indicate the
position of the comers. Peel the corners from
the release paper (Figure W-4] and stick
them down. Fit the comers of the artwork info

Figure W-4: Peel a corner from the re-
lease paper.

Figure W-5: Fit the corners of the art-
work into the pockets.

Figure W-6: Affix the strips to the face
of the mounting board.

68 The Complete Guide to Home Picture Framing

the pockets (Figure W-5) and your artwork is
mounted.

When it comes to heavy watercolor paper,
canvas boards or other relatively flat yet
heavy items, including magazines, books
and record albums, the best approach may
well be the sink mount. A sink mount is made
by affixing strips of matboard or foamboard
fo the sur?oce of a mounting board, creat-
ing a shallow recess or “sink” info which
the artwork is placed. VWhen covered by a
window mat, the artwork is frapped frontto-
back as well as sidefoside.

The thickness of the strip material should be
about the same thickness as the item you are
framing. If you are mounting a thick maga-
zine or book, for example, foamboard
would be called for; if you are mounting
a canvas board, matboard would be your
best bet: and if you are mounting heavy
watercolor paper, you might want to make
your sfrips out of a second piece of heavy
watercolor paper.

To create a sink mount, measure the art
work. Then figure out the height and widh
of the strips you will need to create the sink.

STEP ONE: To figure the height of the strips
fo be placed along the fop and bottom of
the mounting board, subtract the height of
the artwork from the height of the frame and
divide the difference in half. The width of
these strips will be the same as the width of
the mounting board.

STEP TWO: To figure the width of the strips
fo be placed along the sides, subtract the
width of the artwork from the width of the
frame and divide the difference in half. The
height of these sirips is the height of the
mounting board minus the height of the top
and bottom strips.

STEP THREE: Using o 90-degree cutting
head, cut the strips ?rom a larger sheet.

STEP FOUR: Apply doublesided adhesive
tape or ATG tape fo each strip and affix them
fo the face of the mounting board (Figure

W-6). Place each strip flush with the edge of



Figure W-7: Place your artwork in the sink,
trapping it side-to-side and top-to-bottom.

the mounting board. When the strips are in
place, you will have created a recess on the
surface of the mat—a sink.

STEP FIVE: Place your artwork in the sink, frap-
ping it sidefoside and topiobotiom (Figure VW-7).

STEP SIX: Ploce your window mat over the
sink (Figure W-8). The edges of the maf's
window will overlap the edges of the art
work, frapping it frontHoback. If you wish,
you can also affix the window mat to the sink
with double-sided tape.

Mounting Stretched Canvas

Because there is no mat or glass involved in
framing sfretched canvas, it is among the easi-
est ifems to frame. However, canvas sfretched
on strefcher bars is often thicker than the depth
of the frame you're putting it info. Although so

5 '11

Figure X-1: Canvas clips wedge into
the space between the stretcher bar
and the rabb

etf.

Figure W-8: Place your window mat
over the sink.

called canvas frames exist, they are limited in
variely and availability, so many framers end
up using regular frames for strefched canvas.
The trick is %o|ding the canvas in. Generally,
framing components are secured in the frame
by inserting a point or brad info the side of the
frame recess, Eut if you can't get af the recess,
this is impossible. There are three methods
that exist fo get you around this problem.

OPTION ONE: Canvas clips are brackets
that fit over the backs of strefcher bars and
wedge info the space between the stretcher
bar and frame recess, securin? them (Figure

X-1). OPTION TWO: Offset c i&s have two

rightangle bends forming offsefting flat
ends between a vertical upright. One of
the flat ends is screwed info the back of
the frame while the other end overlaps the
stretcher bar, holding it in (Figure X-2). Op-

Figure X-2: Offset CIiFFf)S have two right
angle bends forming off-setting flat ends
between a vertical upright.
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Figure X-3: A screweye set into the
back of the frame provides a loop through
which a regular screw can be inserted.

fion Three: A screweye set info the back of
the frame provides a loop through which a
regular screw can be inserted info the side of
the stretcher bar, securing it (Figure X-3).

Mounting Needle Art

Needle art can be mounted quickly and eas-
ily with acidfree needlework tape. To better
preserve needle art and keep it out of contoct
with adhesive, you may want to mount it by
pinning and lacing. Cut a sheet of 3/16"
thick foamboard about 3 inches smaller on
each dimension than your canvas. Arrange
some coffon batting in the middle of the foam-
board and then p?oce your canvas face up
on top of it. Stretch your canvas around the
edges of the foamboard uniformly at each
edge and insert sfraight pins through the

canvas info the soft core of the foamboard
(Figure X-4). After pinning, many framers also
lace the needlework across the back of the
foamboard in a crisscross fashion.

Mounting 3-Dimensional
Objects

For the greatest flexibility in mounting three-
dimensional objects, your mounting surface
should be foomboorg/. You will, of course,
want fo cover it with an affractive fabric like
velvet or felt, but you will need the soff, work-
able nature of foamboard to employ the wid-
est range of mounting methods. To mount
loose items like necklaces, handkerchiefs and
scarves, sew them to the surface of the mount-
ing board using invisible thread and a pilot
needle. For sports jerseys and other apparel,
insert a sheef of cardboard or matboard info
the ifem to give it form and stability, then sew
through the ifem and into the foamboard. For
balls and other round obijects, make a shal
low crater in the surface of the foamboard,
cut away a small circle in the fabric over the
crater, apply a dollop of silicone rubber seal
ant and press the object in place. For cups,
jars and other open-mouthed objects, cut a
Lo|e in the foamboard, slit the fabric over the
hole and imbed the obiject in the surface. For
knives, guns, spoons and plates, there are
acrylic fixtures called Mighty Mounts that are
designed fo be anchored infto foamboard to
hold such objects. Mighty Mounts can be
used for a wide range of other objects you
may wish to mount.

Figure X-4: Stretch your canvas around the edges of the foamboard and insert

straight pins into the core along each edge.
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Glazing, Fitting
and Finishing
Your Frame

After you have mounted your artwork,
you are ready for the final stages of
your framing project.

Glazing Your Artwork

"Glazing” is the framer’s way of say-
ing that you're putting glass over
the artwork; and it would suffice to
say just that except that sometimes
you don't use glass, you use acryl-
ic. Acrylic, the clear, unbreakable
plastic often referred to by the brand
name Plexiglas, has several advan-
tages over glass that make it desir-
able in certain circumstances.

The primary advantage of acrylic is
how lightweight it is. When your frame
is larger than 24"x 36", it's wise to opt
for acrylic. The difference in weight
is remarkable and glass is dangerous
to handle in such large sizes. Acrylic

Figure Y-1: Peel the protective mask
away from the acrylic.

has the added advantage of being
virtually unbreakable; so it you need
to ship your artwork, acrylic is the bet-
ter choice. On the other hand, acrylic
scratches easily and must be cleaned
with a soft cloth and plastic cleaner.
Moreover, acrylic carries a high static
charge and is risky to use with loose
media like pastels and charcoals.

Acrylic usually comes covered with a
protective mask. If you are reducing
acrylic to size from a larger sheet, you
can size it with the protective mask on,
but when you are ready to clean i,
peel away the mask from both sides
(Figure Y-1). As the mask comes off, it
will cling to the surface, betraying the
static charge. Choose a plastic cleaner
that has an anti-static agent (Figure Y-2)
and then take it a step further by invest-
ing in an anti-static brush.

To clean acrylic, spray one side and
wipe it down with a soft cloth. Avoid us-
ing paper fowels as they can cause light
surface abrasions in acrylic. As long as
your plastic cleaner confains an anfi-stat-
ic agent, you can wipe the surface dry
before turning it over to clean the other
side. After cleaning both sides, use the
antistatic brush to further reduce the static

Figure Y-2: Use a plastic cleaner with
an anti-static agent.

CHAPTER SEVEN: Glazing, Fitting and Finishing Your Frame 71



charge (Figure Y-3).

When cleaning glass, apply glass cleaner liber
dlly to one side and then wait a few moments,
lefting the solvents in the cleaner break down dirt

Figure Y-3: Use an anti-static brush
to further reduce static.

Figure Y-4: Leave the glass wet for a moment,
letting the solvents break down dirt and oils.

and oils (Figure Y-4). Wipe the glass, but avoid
wiping it completely dry. Leave it moist and let it
air dry the rest of the way. The action of wiping
a paper fowel across the dry surface of glass
increases sfatic charge and is one reason why
dust and lint suddenly reappear inside the glass
after you've carefully inspected it fo be sure it's
free of such nuisances. The other reason for the
sudden appearance of dust and linf is the bel-
lows effect created when you press down on the
framing components as they are loaded info the
frame (Figure Y-5). Pressing down and releas-
ing the components creates a suction that draws
dust, lint and paper scraps into the air space
between the glazing and the artwork. To pre-
vent this, seal the edges of the stack of framing
components with white artist's tape or acidfree
masking tape before loading them info the frame
(Figureg(-é .

Loading and Securing
Your Framing Components

You now have everything you need to load the
frame. If you have not already done so, stack
your framing components together. If your art
work is mounted fo foamboard, you won't need
anything else behind it. On the other hand, if
your artwork is mounted to a mat blank, you will
want foamboard behind it fo provide stability
and fill the frame. Place your glazing over your
matted, backed artwork, turn the stack over and
place it in the frame (Figure Z-1).

Figure Y-5: When you
press down on the stack
of contents, it creates a

_/()?&

bellows effect, suctioning

in dust and debris.

Figure Y-6: Seal the stack along the edges with
white artist's tape or acid-free masking tape.
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Figure Z-1: Place the stack in the frame.



Figure Z-2: If the stack is too thick for the
rabbet, use offset clips to hold it in.

Figure Z-4: Press the release tab to slide the
foot away from the body.

In most cases the stack of components will
drop down, allowing you access to the inte-
rior wall of the rabbet. This is where you will
drive a point or brad fo secure the confents
of the frame. From time to time, however, the
stack may be too thick, preventing access fo
the rabbet. If this happens, use offset clips to
secure the confents. Offset clips are equipped
with two rightangle bends forming off-setting
flat ends between a verfical upright. One of
the flat ends is screwed info the back of the
frame while the other end overlaps the sfack,

holding it in (Figure Z-2).

Logan Frame Fitting Tool

When the stack sits low enough in the frame
fo allow access to the rabbet, you will be
able o use the logan Fitling Tool Model
400-1. The process of loading and secur-
ing the confents in the frame is called “fitting”

Figure Z-3: Rotate the turret to the setfing
for the point or brad of your choice.

Figure Z-5: Insert a point or brad into the tur-
ret, making sure the pointed end is sticking out.

the frame. Thus, the name of this product.
The Logan Fitting Tool is a unique device
that inserts a variety of different poinfs
and brads, eliminating the need o own
different devices fo insert different poinfs.
The operation is simple.

STEP ONE: Choose the type of point or
brad you want to use. The Fitting Tool
can fake framer’s points, flexi-points, multi-
points or brads. Rofate the turret fo the set-
ting for the point or brad of your choice

(Figure Z-3).

STEP TWO: Press the release tab and
slide the foot away from the body
(Figure Z-4).

STEP THREE: Insert o point or brad info
the turret, making sure the pointed end is
sticking out (Figure Z-5).
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STEP FOUR: Rest the body of the device
on the back of the framing components.
Move the body forward until the tip of the
point is pressing against the inferior wall of

the frame rabbet (Figure Z-6).

STEP FIVE: Slide the foot back until it con-
facts the outside of the frame (Figure Z-7).

STEP SIX: Firmly squeeze the handle, driv-
ing the point info the inferior wall of the
frame rabbet (Figure Z-8). Caution: For
best results keep the base of the device
flat against the back of the framing com-
ponents.

STEP SEVEN: Press the release tab and
slide the foot away from the frame (Fig-
ure Z-9). As a general rule points or

brads should be spaced about every
4" to 5" [Figure Z-10). Insert your first
point about 2" in from a corner. Repeat
for the remaining points.

Figure Z-6: Move the body forward un-
til the tip of the tab is resting against the
inside of the rabbet.

Figure Z-7: Slide the foot back until it
contacts the outside of the frame.

Figure Z-8: Firmly squeeze the handle,
driving the point into the rabbet.

. %
Figure Z-10: Points should be placed
every 4" to 5".

Figure Z-9: Press the release tab and
slide the foot away from the frame.
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Logan Dual Drive Elite
Point Driver

For greater versatility in driving points
into different types of frames, and for in-
creased speed and accuracy, you may
prefer the Dual Drive Elite Point Driver.
This tool drives points with authority
info hardwood and softwood frames.
Spring-loaded and  frigger-driven, it
fires points from a stacked magazine,
securing the contfents in mere seconds.

STEP ONE: To load the Dual Drive
Elite Point Driver, thumb back the re-
lease button on top of the device and
slide back the point loading cover

(Figure Z-11).

STEP TWO: Install the points which
are stacked magazine-style in a
strip. Place the strip in the magazine

slot and close the point loading cov-
er (Figure Z-12).

STEP THREE: Adjust the knob at the
back of the device to increase or
decrease the drive strength for pen-

etrating hardwoods or softwoods
(Figure Z-13).

STEP FOUR: Place the nose of the point
driver against the inside of the frame
rabbet (Figure Z-14]). Keep the bottom
of it flat on the frame contents. Don't lift
or angle the driver.

Figure Z-11: Slide back the point

loading cover.

Figure Z-13: Adjust the drive strength.

Figure Z-12: The strip of points in the
magazine slot.

Figure Z-14: Place the nose of the driv-
er against the inside of the frame rabbet.
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STEP FIVE: Squeeze the frigger fo drive
the point (Figure Z-15).

STEP SIX: Repeat, spacing the points
about 5" apart, and about 2" in from
the corners.

When you are finished securing the con-

Figure Z-15: Squeeze the trigger to
drive the point.

Figure AA-1: Cut the paper so that it's
larger than the frame.

tenfs in the frame, you are ready to install
the dust cover.

Installing a Dust Cover

The dust cover is the paper that covers and
seals the back of the frame. In addition to
preventing dust and insects from getting into
the interior space it conceals the inner work-
ings from clients and provides a nice finish-
ing touch. This is where many frame shops
put their promotional stickers.

Installing a dust cover is entirely optional. If
you are framing for yourself and don't fore-
see dust or insects as a major problem, you
might want fo skip this sfep, especially if
you've already sealed the edges of the sfack
of framing components with tape. If you do
choose to install a dust cover, the process is
fairly simple and made easier with the right
tools and helpful insights.

STEP ONE: Cut your paper. Two fypes of
paper are widely used for dust covers, either
brown Kraft paper, also known as mailing
paper, or acidfree frame backing paper.
The latter is preferred for archival frame jobs.
Cut the paper so it is about an inch wider on
each edge than the frame size (Figure AA-1).

STEP TWO: Dampen the paper with a wet
cloth or sponge (Figure AA2).

STEP THREE: Squeeze a bead of white glue
onfo the back of the frame (Figure AA-3).

Figure AA-2: Dampen the paper with a
wet cloth or sponge.
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Figure AA-3: Squeeze a bead of white
glue onto the back of the frame.



Figure AA-4: Crease the edges of the
paper fo the edges of the frame.

Spread it out thin with a wadded po-
per fowel.

STEP FOUR: Place the dampened paper on
the back of the frame. Wait one hour for the
paper to dry. To hasten things, use a blow
dryer. As the paper dries, it will shrink, pull
ing as tight as a drum.

STEP FIVE: Crease the edges of the paper
fo the edges of the frame (Figure AA4).

STEP SIX: Use a straightedge and mat knife
fo trim the paper to the edge of the frame

(Figure AAD).

Installing Hanging Hardware

Several options exist for hanging your art
work but the preferred method is picture
hanging wire because it provides the great-
est ease and flexibility with artwork o% any
size. Traditionally screweyes have been

Figure BB-1: Make a pilot hole with a
scratch awl.
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Figure AA-5: Use a straightedge and mat
knife to trim the paper to the edge of the frame.

used for attaching hanging wire to the frame
but in recent years strap hangers with D rings
have grown in popularity because they lie
flat against the back of the dust cover and
won't scratch the wall.

To posifion screweyes or strap hangers,
measure about onethird down from the top
of the frame and mark the location. You
don't have fo be exact in your placement of
the hanging hardware. If the two hangers
are not exactly aligned with each other, the
artwork may not hang sfraight. But then, of
course, you will shift the wire on the nail unfil
it does hang straight.

To attach a screweye to soft or medium wood
frames, make a pilot hole in the back of the
frame with a scratch awl (Figure BB-1). Start
turning the screweye by hand until it be-
comes too resistant (Figure BB-2). Then use

Figure BB-2: Start turning the screw
by hand.
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Figure BB-3: Use the barrel of a screw-
driver to turn the screw the rest of the way.

the barrel of the screwdriver or a screw-
e}/e twirler to turn the screweye the rest
ot the way (Figure BB-3). To attach a
screweye to hardwood frames, pre-drill
a hole with a power drill.

To attach a strap hanger to soft or medium
wood frames, make a pilot hole in the back
of the frame with a scratch awl. Turn the screw
info the wood with a screwdriver (Figure BB-
4). To attach a strap hanger info hardwood
frames, pre-drill @ hole with a power drill and
aftach the screw with o power screwdriver.

Installing Hanging Wire
and Bumper Pads

Traditional braided picture wire provides the
necessary sfrength for hanging EUT fends fo
fray at the ends, jabbing the user. Wire with a
plastic coatin effecﬂve?y keeps the wire from
unbraiding while allowing the wire to retain
its pliability. Hanging wire typically comes
in three sfrengths: 19 lb., 25 Ib. and 43

Figure CC-1: Insert one end of the
hanging wire through the hanger.
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Figure BB-4: Attach a strap hanger

with a screwdriver.

lb. Each sfrength is a measure of the weight-
bearing capacity of the wire. If the framed
piece is foo heavy for the wire, the wire will
unravel, pulling free of the hangers, regard-
less of the complexity of the knots used. If the
wire is adequate fo hold the weight, it adds
nothing fo the wire's holding power to fie a
complex knot. For this reason, the wire should
be secured simply by coiling it around itself.

To attach the wire, insert one end through
the D ring of your sfrap hanger (Figure CC-1)
and coil it around itself several times. Stretch
the wire across to the other hanger and pull it
faut. Don't worry about leaving any slack in
the wire. In spite of your best efforts at pulling
it taut, you will end up with some s|c|cE, and
there is no harm in leaving the wire relatively
faut. It just means your framed piece will hang
fight against the wall, which is desirable any-
way. Allow for about 3-5 inches of wire fo
feed through the D ring on the opposite side.
Clip off the excess wire (Figure CC-2) and

Figure CC-2: Clip off the excess with
wire cutters.



Figure CC-3: Coil the wire around itself
several times.

coil the remaining wire around itself sev-
eral times (Figure CC-3).

For a nice finishing touch, atffach self-
adhesive bumper pads to each corner
on the back of your frame. These will
prevent the frame from scrafching the
wall. The pads simply peel off a sheet

Figure CC-4: Adhere bumper pads to

each corner.

of release paper and adhere to the dust
cover (Figure CC-4).

Attaching the bumper pads is the fi-
nal step in the process. Your matted,
mounted, glazed and framed artwork
is now ready to hang.
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Conclusion

By being able to do your own framing,
you've arrived at a place where the grafi-
fication of a job well done infersects with
the safisfaction of having saved time and
money. This is a place where, until recently,
non-professionals were virtually excluded.
But now, with the advent of inexpensive and

reliable framing tools, anyone can frame for
themselves at home or in a small business.
For a modest investment you can cut mats,
build wooden frames, mount artwork and
perform quality framing for as much as 75
percent less than it would cost o have it
done by a professional.

On the other hand, if you sfill want to avail
yourself of the expertise provided by a pro-
fessional, that option still exists. On|y now
it's not the only option. Now there are other
ways to frame, and that's how it should
be—a choice for any budget, the flexibility
fo welcome all who aspire, a situation that
bodes well for the future of picture framing
as art and aptfitude.

For more information visit LogcmGraphic.com

Art Courtesy of D.M. Moore
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Framing Tools and Accessories

Logan F200-1

Precision Sander Elite
e Sand miters to perfect 45° angles
® Accepts up to 3-1/2" (8.89 cm) width moulding

Logan F300-1

Studio Joiner

* Joins frames with moulding up to 2-1/2"
(6.35 cm) in width

® Accepts up to 3-1/2" (8.89 cm) width moulding

Logan F300-2

Pro Joiner

® Joins frames with moulding up to 2-1/2"
(6.35 cm) in width

e Can drive two v-nails at a time using
adjustable nail blocks

POINT DRIVING TOOLS

Logan F400-1
Fitting Tool

® Drives rigid or flexible points plus multi-
points and brad nails

® Drives single points at time in up to
2-1/2" (6.35 cm) width moulding

Logan F500-1

Dual Drive Elite

* Drives rigid or flexible points strips
e Adjustable tension for hard or soft woods
® Uses point strips for repeat point firing
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Handheld Mat Cutters LOGAN

GRAPHIC PRODUCTS, INC.
Tools for Art - Tools for Life

Logan 2000

Push Style Bevel Cutter
® Retractable blade
e Start-and-stop indicator \

LY
vw E
Logan 4000 Logan 5000
Deluxe Pull Style Bevel Cutter 8-Ply Bevel Cutter
* Pivot and pull blade action ® For use primarily on 8 ply mat board

e Start and stop indicator
® Ergonomic blade holder for
comfortable operation

Specialty Accessories

Logan 201
Oval &

Circle Cutter
® Fast, portable,
easy to use

* No other equip-
ment required
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Board Mounted Mat Cutters LOGAN

GRAPHIC PRODUCTS, INC.
= Tools for Art - Tools for Life

Logan 301-1
Compact Classic Mat Cutter
e 32" (81.3 cm) capacity base board with guide rail and mat
quide Logan 350-1
® Includes push style bevel cutter & mat knife Compact Elite Mat Cutter
® 32" (81.3 cm) capacity base board with guide rail, mat guide,

measuring bar and production stops
© Indludes push style bevel cutter and straight cutting head

Logan 450-1 V

Artists Elite Mat Cutter
* 40" (101.6 cm) capacity base board with guide rail, mat Logan 550-1

quide, measuring bar and production stops Si .

. ioht cutf implex Classic Mat Cutter
ncudes pultyl beveland stroight cufing heads e 40" (?01.6 cm) capacity base board with guide rail, mat guide,
measuring bar and production stops

© Includes pull style bevel cutting head and straight cutting head

o Also available in 60" (152.4 cm) capacity as model 560-1

Logan 650-1
Framer’s Edge Logan 750
® 40" (101.6 cm) capacity base board with guide rel, mat guide,  §implex Elite Mat Cutter
measuring bar and movable produchor] stops ) o 40" (PO].() cm) capacity base board with uide rail, mat
® Includes a dual purpose bevel and straight cutfing head with quide, measuring bar and production stops
start and stop indicator indludes oull stvi | cutting head and straiaht cutt
o Also available in a 48" (121 cm) capacity as model 655 & as * h[::(llédes pultylebevel cuing head and sfroight cufing
60" (152.4 am) capacity os model 660 e Also includes glass cutter, 8-Ply bevel cutter, acrylic plastic
cutter and paper trimmer accessories
o Also available in 60" (152.4 cm) capacity as model 760-1
Logan 850

Platinum Edge Cutter

e 40" (101cm) capacity aluminum base board with guide rail
and lifter bar mechanism, mat guide, 32" detachable squar-
ing arm and movable magnetic production stops.

o Includes dual purpose bevel and straight cutting head

o Also available in a 48” (121cm) capacity as model #855
and as 60" (152cm) capacity as model #860.
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Straight Edges

Logan 524, 540 & 560

Adapt-A-Rule
e Scaled straight edges with rubber strip
underside to preventing slipping.
e Used to guide various Logan cutting
heads for more accurate cuts.
* Works with push or pull style cutting
heads that hook on.
* Available in three sizes
#524 24" (61 cm)
#540 40" (101 cm)
#560 60" (152 cm)

Accessories

Logan 701-1 i

1

Straight Cutter Elite

® Pull-type 90° cutter with ergonomic handle

e Three depth settings including storage,
standard 4-ply matboard and 3/16 (5¢m)
foam board

¢ Can be used on any Logan equipment
with cutting heads that hook on
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LOGAN

GRAPHIC PRODUCTS, INC.
Tools for Art - Tools for Life

Logan 424-1 & 440-1

Team System

e Complete mat cutting system including
either a 24" (61 cm) or 40" (101 cm)
scaled straight edge with rubberized
bottom plus pull style bevel cutting head
and 500 Logan mat knife.

* Available in two sizes
#4241 24" (61 cm)
#440-1 40" (101 cm)

Logan 704-1

Glass Cutter Elite

* Pull-type glass cutter with hardened
steel wheel

® Includes cutting fluid

* Sizes glass used for general framing

LOGAN MODEL 500

Logan 500

Mgt knite

Mat Knife

e Sizes matboard at a 90° angle

e Three depth settings including storage,
standard 4-ply matboard and 3/16 (5¢cm)
foam board
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