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	 Preface

Camera:  Nikon D2X

Digital	inkjet	printers	have	been	around	for	several	years.	Early	con-
sumer	models	provided	neither	the	means	for	printing	photographs	
with	quality	similar	to	common	silver	halogenid	prints	(normal	photos	
on	photo	paper	from	film	or	slide)	showed	nor	did	inkjet	prints	offer	
the	lightfastness	of	silver	halogenid	prints.	For	most	users,	the	printers	
which	delivered	the	desired	image	quality	(e. g.e.	g.	IRIS	prints)	were	rarely	
affordable.	This	has	changed	dramatically	in	the	last	few	years,	with	
2005	giving	a	further	push	to	the	inkjet	market.	With	the	rise	of	digital	
photography,	the	demand	and	market	for	a	new	breed	of	inkjet	
printers	arose	and	is	now	accommodated	by	manufacturers	like	
Epson,	HP,	Canon,	Lexmark, Dell and others.Lexmark, Dell and others.,	Dell	and	others.
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One	of	the	first	A��/Super B printers suitable for both fine artA��/Super	B printers suitable for both fine art	printers	suitable	for	both	fine	art	
printing	and	the	budget	of	a	broad	range	of	buyers	was	the	Epson	
P2000, and even more the P2200 (P2�00 in Europe). The break-,	and	even	more	the	P2200 (P2�00 in Europe). The break-P2200 (P2�00 in Europe). The break-	(P2�00 in Europe). The break-P2�00 in Europe). The break-	in	Europe).	The	break-
through	of	this	printer	was	based	on	its	quality,	reasonable	price	and	
its	Ultrachrome	ink	set.	A	lot	of	images	give	the	proper	impression	
only	when	presented	at	an	adequate	size	–	4		×		6	inches	for	most	
good	images	is	not	the	optimum	choice;	they	just	don’t	impress.	For	
many	good	shots,	even	Letter,	Legal	or	A4	is	not	large	enough.	This	is	
why	A��/Super B (about �� × ��� inches) printers, at an affordableA��/Super	B (about �� × ��� inches) printers, at an affordable	(about	��		×		���	inches)	printers,	at	an	affordable	
price,	are	important.	There	was	an	explosion	of	new	printers	of	that	
size	introduced	in	2005	and	it	continues	in	2006.

For	some	printing,	it	may	be	advisable	to	go	even	larger	in	size.	
Printer	makers,	like	HP,	Canon	and	Epson,	also	cover	formats	up	to	
about	44”	wide.	There	are	many	more	large	format	printers	out	there	
(e.g.	from	Encad, Oc�, Mutoh, Roland), yet most of them are reallyEncad,	Oc�,	Mutoh,	Roland), yet most of them are really),	yet	most	of	them	are	really	
not	designed	for	fine	art	printing.	For	this	reason,	we	mainly	deal	
with	moderately	sized	prints	and	printers	–	typically	from	letter/A4	to	
C/A2.	Most	of	the	aspects	we	cover,	however,	will	also	apply	to	both	
smaller	and	larger	printers	and	prints.

Put	your	feelings	into	a	print

Though	fine	art	printing	may	seem	to	be	a	particularly	technical	pro-
cess,	it	may	also	be	very	emotional	and	sensual.	As	the	term	
expresses,	it	is	the	printing	of	art	and	in	an	art-like	manner.	It	allows	
you	to	lay	down	on	paper	an	image	created	with	your	camera,	you	
enhanced	with	your	image	application	so	that	is	closely	represents	
the	picture	you	had	in	mind	when	shooting	the	original.	The	print	
allows	you	to	break	away	from	the	often	restricting	computer	and	
display	and	recreate	your	vision	to	other	people,	possibly	a	broad	
audience	–	or	give	it	away	or	even	sell	it.	Today’s	fine	art	printing,	
using	a	good	inkjet	printer,	allows	you	to	produce	a	quality	equalling	
or	sometimes	even	surpassing	that	of	silver-halonid	prints,	and	is	
clearly	able	to	surpass	that	of	offset	or	rotogravure	printing.	Done	
properly,	you	can	achieve	a	richer	color	gamut	and	finer	tonal	grada-
tions	than	with	traditional	book	and	magazine	printing	techniques.

As	with	other	kinds	of	art,	without	the	proper	knowledge	and	
experience,	the	resulting	print	may	not	be	totally	predictable	from	
the	image	on	your	computer	monitor,	and	you	may	have	to	try	sev-
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eral	techniques,	papers,	sizes,	borders	and	matts	to	achieve	an	opti-
mal	result.

Though	most	prints	are	either	presented	in	frames	behind	glass,	
often	reducing	the	visual	appeal	of	a	truly	fine-art	paper,	you	should	
very	carefully	select	that	printing	paper.	Take	your	time,	and	do	some	
experiments	to	select	the	right	paper	for	your	prints.	Paper	with	its	
tactile	essence	can	be	very	sensual.	

Try	to	match	your	paper,	its	color,	surface,	texture	and	gloss	to	
the	kind	of	print	you	make,	to	the	subject	of	your	image	and	the	kind	
of	feeling	you	wish	to	express.	An	architectural	shot	may	want	a	dif-
ferent	paper	than	a	photo	from	nature,	a	black	and	white	print	a	dif-
ferent	paper	than	a	colorful	print,	a	print	displayed	without	glass	
covering	and	a	framed	print	behind	glass.

Camera:  Nikon D2X

Both	authors	use	digital	cameras	–	Uwe	Steinmueller	in	a	very	pro-
fessional	way	and	Jürgen	Gulbins	as	a	serious	amateur.	They	were	
both	led	to	fine	art	printing	by	the	desire	to	control	their	workflow	
from	start	to	finish,	from	the	shooting	of	photos	to	the	finished	print.	
Printing	with	a	fine	art	printer,	for	them,	is	no	simple,	tiresome	task,	
but	the	final	step	–	a	very	important	one	–	toward	a	pleasing	image.	
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Planning	for	printing	and	printing	itself	takes	time,	but,	in	most	
cases,	only	a	perfect,	finished	print	gives	full	value	to	a	good	shot.	
Normally,	only	very	few	of	all	the	photos	you	take	will	make	it	into	a	
perfect,	fine	art	print,	but	in	many	cases,	this	print	will	be	the	ulti-
mate	crowning	of	your	photographic	shooting.	With	the	techniques	
shown	in	this	book	(together	with	others	books	we	have	published),	
you	should	be	in	complete	control	from	the	start	to	the	very	end	of	
the	process.

We	hope	that	the	control	of	this	process	and	the	creative	tasks	
along	the	way,	give	you	the	same	satisfaction	and	relaxation	we	
found	while	doing	it.	Producing	a	satisfying	print	from	your	work	has	
similarities	to	Christmas:	 the	work	is	finished,	and	the	present	is	
unwrapped.	You	must	still	find	a	place	to	keep	or	present	it,	a	place	
where	you	it	can	be	enjoyed	for	years	to	come.

Matting,	framing	and	hanging	of	prints	is	its	own	subject,	and	
we	go	into	it	only	briefly.	We	do,	however,	give	some	advice	on	how	
to	keep	and	store	your	prints
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	 Foreword	by	Mac	Holbert	(Nash	Editions)

In	���8��	my	partner,	Graham	Nash,	and	I	embarked	on	a	search	for	a	
way	to	save	a	large	body	of	his	photographic	work.	The	original	neg-
atives	had	been	lost	while	being	shipped	from	Los	Angeles	to	
Graham’s	home	in	San	Francisco.	All	that	was	left	was	a	box	of	
“jumbo”	contact	sheets.	Graham	had	been	offered	a	show	at	the	
Parco	Galleries	in	Tokyo	and	without	his	negatives	he	was	unable	to	
put	together	an	exhibit.	In	solving	the	“problem”	we	ended	up	creat-
ing	a	method	and	a	studio	that	has	been	recognized	by	many	as	the	
first	fine-art	digital	photography	studio	in	the	world.	With	the	help	
of	our	friends	David	Coons	and	Charles	Wehrenberg,	Jack	Duganne	
and	I	experimented	with	hardware	and	software	and	by	������	had	
developed	a	product	that	we	felt	was	ready	for	the	world.	As	it	
turned	out	we	still	had	much	to	learn.	

The	only	source	of	information	in	those	days	was	from	the	few	
individuals	that	were	involved	in	the	technology.	When	I	opened	the	
door	to	Nash	Editions	in	July	of	������	I	had	basic	working	knowledge	
of	word	processing	and	database	management	but	I	didn’t	have	a	
clue	what	the	difference	was	between	a	pixel	and	a	raster.	I	asked	a	
lot	of	questions,	nurtured	a	lot	of	friendships	and	slowly	I		 began	to	
develop	an	overview	of	image	processing	and	image	output.	By	the	
mid	�����0’s	the	Internet	had	become	an	excellent	source	of	informa-
tion	exchange	and	I	began	to	frequent	the	online	forums	that	
focused	on	imaging	and	printing.	I	can’t	remember	specifically	when	
I	first	saw	the	name	Uwe	Steinmueller	but	I	believe	it	was	either	2000	
or	200�.	Suddenly	I	noticed	his	name	appearing	everywhere.	Not	
only	was	he	in	quest	of	information	but	he	was,	more	importantly,	
sharing	it	with	anyone	and	everyone	who	would	listen.	

I	finally	got	to	meet	Uwe	in	200�	when	he	and	his	wife	Bettina	
visited	my	studio.	Their	enthusiasm	for	the	digital	photography	revo-
lution	was	obvious.	I	have	seen	many	“experts”	come	and	go	over	
the	past	�6	years.	Uwe’s	expertise	and	his	openness	have	gained	him	
a	high	level	of	respect	and	admiration	in	the	evolving	world	of	digital	
photography.

I	am	very	impressed	with	the	book	you	are	about	to	read.	It’s	
information	like	this	that	has	helped	to	raise	the	quality	of	digital	
output	and	reduce	the	traditional	art	world’s	resistance	to	the	use	of	
digital	tools	in	art.	It	is	a	book	written	by	someone	who	KNOWS	fine	
art	digital	printmaking.	Uwe’s	style	is	concise	and	to	the	point.	This	

http://www.nasheditions.com/
http://www.nasheditions.com
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comprehensive	and	complete	guide	to	fine	art	digital	printmaking	
should	be	included	in	the	library	of	anyone	who	is	serious	about	
making	fine	art	digital	prints.	

I	only	wish	that	all	this	excellent	information	had	been	available	
to	me	back	in	���8��	when	I	embarked	on	my	digital	journey.	The	
hours	I	wasted	…	The	ink	and	paper	I	wasted	…	The	late	nights	…
The	cold	suppers	…

Mac	Holbert	 April	2006

Read	our	brief	introduction	to	Nash	Edition	in	our	Printing	Insights	
#22:	“Digital	Printmaking	&	Printmakers”.

http://www.outbackphoto.com/printinginsights/pi022/essay.html
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