In keeping with our plans to establish a second branch of Kempock Digital in Istanbul and a third in
Holland, we are beginning to form working relationships with artists from both countries. Currently we
are accepting orders for prints of works by Y Imaz Keskin, an extremely talented and exciting young
artist.

Y Imaz Keskin Y Imaz Keskin

About Kempock Digital

Andy Green, the founder of Kempock Digital as an independently owned and operated business, has
gone into partnership with his colleague, Karen-Claire Voss, from Istanbul, Turkey. We are taking
over new premises and stand ready to offer the same high quality giclée printing to which you have
become accustomed. Tom Niven is working with us to offer a full range of custom framing services,
manifesting the same quality of excellence with which he has become identified over the last fifteen
years. Moreover, unlike other printers and framers, since we understand that life sometimes brings
unexpected contingencies, we will be happy to work with you to fill your rush orders whenever
necessary.

Kempock Digital is based in Gourock, on the River Clyde. The following information will allow you to
contact us, or even visit us. And you will be most welcome.
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We print Peter Howson'’s work for the benefit of The Third Step



Giclée Printing at Kempock Digital

We don’t claim to be the best, but we're still wait

What is Giclée ?

Giclée refers to a new method of creating prints. The Giclée
process begins after a transparency is produced from the
original painting, or the painting is scanned directly by a
high-end scanner, or even photographed with a high-quality
digital camera. Special software programs are used to
manipulate the attributes of the digitized image to achieve
the artist's own desired requirements. The approved image
is then output to a sophisticated printer while the printmaker
verifies the colour management elements. The word Giclée
itself is French and means spurt or squirt, however the
spray is more like a mist, each droplet being the size of a
red blood cell.

That said, let's be honest. Giclée is a fancy name for Ink-
Jet printing — which most computer owners do every day.
We just have bigger printers.

But Giclée has developed a deeper meaning, and we hope
to explain that in what follows:

What to Expect from a Giclée Print

Unless otherwise instructed, we aim to make the best-
looking print from any original. Because the papers, inks,
and pigments are capable of a very wide density range and
occupy a larger colour space than most artist's materials,
our prints often look “brighter” than the original.

ing to find someone who does it better.

Modern Giclée prints are expected to show no sign of
fading after 100 years — providing the prints are kept in
“suitable” conditions. We rely on the manufacturers for
their recommendations. It is worth remembering that most
materials, commonly used by artists, survive no better than
that.

Expect to be surprised.

Digitizing Pictures

There are three ways in which we can digitize an original
artwork — that is to transfer it to the computer that will
eventually send the image to one of our printers.

We can scan the picture into the computer

This is ideal for a watercolour, or any other “flat” medium up
to A2 size. It gives the highest definition and very accurate
colour rendition.

We can use a digital camera to photograph the pictu  re,
and then send it to the computer.

We have found that high quality digital cameras (5
megapixels, for example) can be used to generate
photographs up to Al size. Colour rendition is very good.
For copying original artwork, however, they are more
limited. The resolution of fine detail is inadequate, and so
they are best used for paintings with broad brushstrokes.

We prefer not to use “consumer” digital cameras for the
time being.



A conventional camera can be used to photograph the
picture, and the resulting transparency, or negativ e,
scanned into the computer.

Conventional film cameras come in a range of types and
sizes. We can scan almost any kind of negative or
transparency. We can also scan photographic prints.

However, the quality of the final print depends completely
on the quality of the photograph provided. We always
clean images (see the next section), but we can't improve
resolution, and we can’'t make a blurred image sharp.

The best quality prints are made from large format
cameras, giving 5x4 inch transparencies. Photography is
highly skilled and it is best to employ a specialist fine-art
photographer. (We recommend Marilyn Muirhead — just
phone 0141-334-5413. Her skills make our life very easy.)

Preparing the Digital Image for Printing

This is always a long and complex process because we
have found that switching all the systems to “automatic” just
doesn’t work. It is at this stage that our skills are required
and at this stage that the quality and accuracy of the final
print is defined.

Cropping

It is almost always the case that camera images of artwork
are not “square” — that is, the plane of the film was not
parallel to the plane of the artwork when the camera was
used. The first stage, therefore, is to square up the picture
and if necessary, after that, correct the aspect ratio. At the
same time the image is cropped to the area required for the
final print.

Resizing

The image is converted to the printer resolution and the
actual size of the final print. After that, a degree of artificial
sharpening may be applied — so long as it improves the
image.

Colour Balancing

The colour, brightness, and contrast of the image are
adjusted to match the original as closely as possible. At
this point a test print may be made to resolve any doubts.

Cleaning and Restoration

It is in this area that we feel Kempock Digital has the edge
—and therefore we want to go into rather more detail.

The art of cleaning and restoration is not just in knowing

how, and being able to do it. It is essential to know what to
clean and restore, and what not to....

For an image that would be printed at this size,

we normally work at a higher magnification

Working at this size, we can become more familiar with the
artist's technique. That is essential — because we must be
able to distinguish the art from the artefact. Perhaps the
best example of that is in the appearance of tiny hairs.
These can originate from the photographer’s eyelash, the
printer’'s beard, or the artist's brush. We leave only the
latter untouched.

Somewhat trickier is the odd spattered speck of paint. Was
it intentional, or not?

This is not a tutorial on what to do — rather it is a brief
survey of artefacts and their origin. So, where do these
things come from?

The first example, below before and after, illustrates a
lighting problem that almost always occurs when an oil
painting is photographed. You normally don't see it through
the camera viewfinder.

For want of a better term we can call this specular speckle.
It is caused by tiny light reflections from high points in the
picture. Often it coincides with the points where the threads
of the canvas cross, but it can also coincide with the high
points of individual brush strokes.



This example is severe of course, but every picture has at
least one, and our job is to find it.

The next before and after illustration shows a very bad case
of the most common artefact.

Airborne dust, and bits and pieces, are almost inevitable.
There is dust on the original, dust in the camera or scanner
(however much care is taken), and dust in film processing.
But it all has to go. Meticulous cleaning of every part of the
system helps of course, but sometimes this stuff just gets
embedded.

Everyone is entitled to a favourite. And the next one is
ours.

It can always be good to photograph a painting outdoors —
keep away from shadows and the light is even and the right
colour. But care should be taken to make sure the painting
is dry.

First time round we missed this tiny piece of flora. It was
only a fraction of an inch high and exactly parallel to the
distant yacht. And it's on the original painting now — so
should we remove it or not?

Well, that's where the art lies. It doesn’t detract from the
original at all, but it is very annoying to see it on the print.
So it had to go, and prints had to be recalled and replaced.
(But there’s still just one out there — maybe that will be
worth something one day).

The point of spending so long on this subject is just this.
On an original artwork most artefacts are acceptable
because it is the original. But on a print, only what the artist
intended is acceptable, and that's why it's difficult.

Printing the Image

Setting up a printer is one of those things that seems to be
shrouded in mystery, but it's really very straightforward.
You just have to be able to visualize what the final result
will look like before you press the button. So, Ok then, it's a
skilled job.

Inspecting the Print

Before we make the final print we normally produce a small
proof print so that colour rendition can be checked against
the original.

All our prints are carefully checked, but we expect our
customers to check them again, and we are quite prepared
to reprint if necessary.

Presenting the Print

There is no question that the full beauty of our prints is best
seen without glass, but without glass, they will pick up dirt
and be liable to damage. We can't recommend "non-
reflective" glass because that really degrades the image -
so please use plain clear glass.

While our prints are extremely stable we are bound to give
some general guidelines which apply to any picture of any
kind. All dyes and pigments are photosensitive — that's why
they are dyes and pigments.

Pictures are comfortable in an environment where people
feel comfortable. So we avoid long periods of exposure to
direct sunlight, and we avoid extremes of temperature and
humidity.



Prices

The following prices are for prints only. They do not include post, packing, delivery, etc. We don’t normally charge a set-up fee,
but in some cases that would have to be negotiated.

We are printers by trade, and we try to minimise “front end” charges in the hope of selling prints. But we are sometimes asked to
prepare artwork without making prints. In that case we are prepared to work at the highly competitive rate of £30 an hour + VAT.
Images on CD would be included in the price. The minimum charge is £15 + VAT.

Print Size Quantity
1-3 4-9 10-19 20-39 40+ P&p (UK)
A4 £13.00 £12.00 £11.00 £10.00 ask £1.50
A3 £23.00 £19.00 £17.00 £15.00 ask £1.80
A2 £40.00 £34.00 £30.00 £28.00 ask £2.50
Al £78.00 £66.00 £56.00 £54.00 ask £4.00
AO £150.00 £125.00 £110.00 £100.00 ask £4.50
VAT will be charged at 17.5% where required

Timescale

Orders for prints are normally fulfilled within 14 days. However, we can offer a more immediate service for visitors to our
premises.



Who We Are

For thirty-four years Andy Green— a Research
Associate with the world’s leading photographic
company—worked on the improvement  of
photographic chemicals, processes, and equipment for
both colour and monochrome photography. His
particular area of expertise was in the area of medical
radiography.

He began programming in the 1970's and has been
using microprocessors since the introduction of the
Intel 8080 that was used to build hardware, write
operating systems, and create software for processing
machine control. In the early days of the Internet he
began developing a product for transmitting pictures
via E-mail. That led to several years of working with an
international team developing a series of software
products to support a growing range of digital cameras,
etc. His function became “user interface” and his
software is still used today.

In his retirement he has taken to using that expertise in
the area of making prints using much of the same
technology that he helped to develop.

At the same time, interests that he kept under wraps
for years are coming to the fore. Among other things,
he has a classical education. He has studied everyone
from Pythagoras to Plato and Aristotle to Isaac
Newton. He is the son of an incredible woman who
wrote an exquisitely nuanced account of an alchemist.
He is an accomplished photographer and a musician
who plays the guitar. Lo and behold, what he has
discovered is that all these things are coming to bear
on his printmaking—for the art of printing is an
alchemical process, after all—and his dealings with the
artists Kempock Digital works with. The upshot is that
Kempock Digital is not just a business. None of this is
an accident. Something is happening, though we don’t
know what it is, and magic is most definitely afoot.

Karen-Claire Voss is former Assistant Professor of
American Culture & Literature at Fatih University in
Istanbul, and is former Adjunct Professor of Religious
Studies at San Jose State University where she taught
for five years. After doing doctoral research in France
for two years, she moved to Istanbul in 1994. She is a
sometime speaker at academic conferences in Europe
and author of numerous articles on topics ranging from
imagination, mysticism and methodology in esotericism
to philosophy of education. Translator of Basarab
Nicolescu's Manifesto of Trandisciplinarity (State
University of New York Press, 2001) and his Poetical
Theorems (forthcoming), this year she’s working on a
book about spiritual alchemy, and another about
‘feminine’ gnosis. After over a decade spent in Turkey,
Karen-Claire has utterly fallen under its spell and now,
passionately interested in traditional Turkish culture,
especially music and dance, she is working on a
collection of short stories inspired by her experience
there that she plans to bring out in a volume called
Istanbul? Yes, Istanbul.

Why has she become involved in a printing business in
Inverclyde, Scotland? one may ask. Well, Karen-Claire
is the kind of woman who is extremely curious about
everything—love, sex, death, chocolate—everything!
And during her first visit to Gourock, when she
discovered just what Andy Green was up to and the
kind of artists he was working with—'Now this,” she
thought to herself, ‘is something new'—and so she
threw herself into learning all about it. After a series of
truly serendipitous encounters with the people in his
circle, she understood that there was much she was
meant to contribute. Their partnership is alchemical, to
say the least, just like printing. It all fits together.



