
Step by Step
One Year after  
the Tsunami
Latest info on  
the 21st Annual  
Convention

•
•

•

THE CARICATURIST’S 
QUARTERLY
SpRIng 2012



�

,

From the editor

on the cover...
An oil painting of Morgan Freeman by 
Court Jones graces our cover this time. 
Follow along with Court, starting on page 
6, as he creates this work of art.

Caricature by Dennis Hart

Thanks to everyone who sent in 
articles and Showcase submis-
sions. Some were held for future 
issues, so keep an eye out. 

Also, it’s always best to send 
your idea for an article or tutorial 
BEFORE writing and sending the 
finished piece. In the past, I have 
had two people send in articles on 
very similar, if not identical, topics. 
And with limited space, not ev-
erything sent in can be included. 
Currently, I am looking for iPad 
articles or tutorials, business-re-
lated articles and cartoons.

We are also now taking questions 
for our Annual Convention Special 
Guest, John Kascht. Every pre-
con issue features a brief inter-
view with our guest of honor. If 
you would be interested, and think 
you will be up to the task, I will 
be accepting requests to inter-
view the man himself. Of course, 
you must be able to submit a full 
interview in writing for Exagger-
ated Features by the deadline. 
Please contact me via email if you 
are interested, and I can discuss it 
further with you. In the past, these 
interviews have been conducted 
either over email, over the phone, 
or in person. Usually, it depends 
on the artist’s schedule. You must 
have some writing experience to 
be considered.

Like last year, the cover for the 
Summer issue will be chosen from 
all items submitted for the next 
Showcase section. See page 29 
for all the details. You must abide 
by the rules to be chosen, but you 
can’t win, if you don’t play! All sub-
missions will also be eligible for 
the Apple Gift Card drawing which 
will be held at this year’s annual 
convention banquet.

in thiS iSSUe
It has been over a year since the 
tsunami and earthquake devastat-
ed parts of Japan. Member Kage 
Nakanishi takes us up close and 
personal with his experiences that 
fateful March 11th and how his 
company continues to help those 
affected by the tragedy. For the 
latest in convention news, be sure 
to check out the info on pages 4 & 
5. Also, we have two great demo 
articles, a return article by Lee 
Suckow and more.

Also, this is our first issue using 
a new printing company. Let us 
know what you think!

Hope you enjoy this issue! 

Debbie “debbo” Burmeister 
Exaggerated Features  
Editor/Art Director 
efeditor@caricature.org

did yoU know
The PDF version 
of this newsletter 
contains clickable 
links for all URLs and 
email addresses.
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Letter  

    the President
Technology is always moving for-
ward and with the release of the new 
iPad from Apple, we are seeing a 
new evolution of computing devices 
appear before our very eyes. That 
means as caricaturists, we have new 
tools available to us, which allow 
us to create in a new way! This is 
something we should be excited 
about as artists! The traditional 
mediums of creating art will never 
change and to have new ways to ex-
press our art, only adds to the tools 
we have at our disposal. So we now 
have a longer list of what we can 
use to draw and paint with and, even 
more exciting, is that these tools can 
be used both inside and outside of 
the studio. So theme park and live 
event caricaturists can take advan-
tage of what is available as well! 

ISCA as an organization has always 
embraced technology and we shall 
continue to do so. Our members are 
usually the first to use and experi-
ence both the new hardware and 
software that is released and we of-
ten become the experts in using that 
tool in our art. It is encouraging that 

Apple has now recognized that An-
gie Jordan has been leading the way 
with caricatures on the iPad. She has 
recently been working with Apple 
to show how you can create these 
on their device. I think it is safe to 
say that ISCA members were first in 
utilizing the iPad in creation of such 
art before Apple even realized it! 

We have a voice and I have always 
wanted to have our voice heard 
as an organization and as artists. I 
know many of you feel the same 
way. Together we can continue to 
hold that voice by drawing everyday 
and using these new technologies 
so that we are the first to know how 
to make them work and to be there, 
ready to show the rest of the world 
what we know! This is inspirational 
and gives me encouragement to 
continue in what I do and what the 
organization will do. 

This edition of the EF is another 
fully loaded edition that I am sure 
you will enjoy and it is made pos-
sible because of you, the members, 
contributing the content that is so 

interesting and relevant to all of us. 
Our EF editor, Debbo, works very 
hard in putting it all together and 
she does an outstanding job that I 
am sure we are all very grateful for. 

The convention plans are in full 
flow and our guest speaker, John 
Kascht, is very excited about being 
with us, so it will be one not to miss 
as always! 

I hope you can have fun with your 
work and enjoy whatever medium 
and tools you choose to create your 
art with. You are very welcome to 
share your thoughts and experiences 
on the forum so that we can share 
together, learn together and encour-
age each other. It is you, each and 
every ISCA member, that makes this 
all work! Thank you! 

 
 Steve Hearn 

Steve Hearn
President 
International Society of 
Caricature Artists

ISCA MEMBERSHIP
466 Members as of 3/21/12

from

Australia 8
Austria 1
Belgium 4
Brazil  1
Canada 24
Denmark 1
England  2

Finland  2
France 2
Germany 5
Great Britain  4
Greece 1
Hong Kong 2
Ireland 4

Italy 1
Japan 23
Kazakhstan 1
Netherlands 6
New Zealand 1
Philippines 1
Poland 1

Puerto Rico 5
Romania 1
Saudi Arabia 1
Scotland 1
Singapore 4
South Korea 2
Spain 8

Sweden 2
Switzerland 1
Taiwan 3
UK 17
USA 326
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Letter  

    the President
Send artwork, photos, announcements 
and articles to efeditor@caricature.org 
no later than may 20th for the next issue 
of Exaggerated Features.
in the email subject line, type “For EF:” followed 
by what you are sending (example: “For EF: 
Showcase”)

PhotoS
• Send all photos as attachments (do not embed in 
the email) 
• Save as JPg, 300 dPi, cmyk. Zipped images are ok.
• Longest side should be between 5 and 6 inches
•	 Please	name	files	with	what	you	are	sending	and	
your name. (example: A showcase item from debbie 
Burmeister would be ShowcaseBurmeister.jpg)

ArticLeS
• Please send article idea for approval before 
writing. Final article is still due by posted deadline.
• Spell check before sending.
•	 Send	as	Word	file	or	typed	directly	in	an	email
• Should be between 500 and 1000 words.
•  All articles must include photos and/or 
illustrations
• we ask that articles not be displayed online or 
reprinted until six months after issue has shipped.

SubmiSSion GuidelineS

Not following these guidelines may prevent your submission from being 
included. Due to space limitations, there is  

no guarantee that all submissions will be used. 

Enter to Win!

Submit an article, cartoon  
or showcase item to 

efeditor@caricature.org. 
if your submission is printed in 

Exaggerated Features, you will be 
entered in the drawing at the  

2012 Annual convention for an  
Apple Store gift card!

deadline for the next  
issue is may 20th, 2012.

Members must be in good standing at the time 
of submission and during the time of the entire 
annual convention to be eligible to win. Winners 
from previous years are ineligible to win again. 
Drawing to be conducted at the awards banquet 
from all submissions printed in the previous four 
issues. Printed showcase and panel/one-page 
cartoons = 1 entry. Printed full-page or longer 
articles = 2 entries. How-to articles and two- 
page cartoons = 3 entries. 

$100 USd 

Apple Store gift card

Are you  
Cover  
Worthy?
The cover for the next issue will be chosen 
from Showcase entries! To be considered, 
submissions must be in portrait orienta-
tion and must meet the printing require-
ments. See page 29 for more details!

Deadline is 
May 20th.  
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JOIN US IN  

SAN ANTONIO, TEXAS !

November 11-16, 2012

21ST Annual Isca Convention
El Tropicano Hotel guest speaker: John kascht

ISCA welcomes and thanks our sponsors for this year’s  
Convention in San Antonio, the independent caricaturists of 
texas and kaman’s Art Shoppes. We value their support and 
commitment to help us provide another fantastic convention!

www.kamansart.com

Convention Sponsors

Independent 
Caricaturists 

of Texas



FULL regiStrAtion
early registration  $195*  
(until 11:59pm CST on 8/31/12)
regular registration  $250*  
(9/1/12 - 11/1/12)
guest registration  $160**  
(Price regardless of date. )
gold member’s guest  
for the viP event:  $25

*Only members who register for the full convention are able to 
participate in competitions. **Guest registrations only available 
for guests of members who register for the full convention.

dAy PASSeS  
monday to thursday $60/per day
Friday (includes the Awards Banquet) $100/per day 

Friends and Family Pass $20/per day
This pass allows an accompanied walk around 
the competition room (nothing else). 
Friends and Family Pass only available from Monday to  
Thursday. Does not include the ice breaker or the Awards  
Banquet night. 

PAyment 
Registration is now open! Online payment 
with MasterCard, Visa, American Express, or 
Discover at http://www.caricature.org/carica-
ture_convention_registration.php
To pay via check or money order send  
payments to:

iScA
922 w drayton
Ferndale, mi 48220
USA

iScA convention  
reFUnd PoLicy 
100% of your registration fee will be refunded  
if you cancel by 11:59 CST 9/1/12
75% of your registration fee will be refunded  
if you cancel by 11:59 CST 10/1/12
50% of your registration fee will be refunded if 
you cancel by 11:59 CST 10/15/12
You also have the option to carry over your 
registration fees to the 2013 convention by 
contacting the ISCA Manager.

Registration Information Hotel Information

Airport Information
San Antonio Airport (SAt)

9800 Airport Blvd, San Antonio, (210) 207-3411

Airport is about 15 minutes by car from the 
hotel. Please see the forum for people looking 

to carpool to and from the airport.

el tropicano
110 lexington Ave, San Antonio, TX 78205

Please check the forum and website  
for up to the minute information!

�

http://www.caricature.org/caricature_convention_registration.php
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In the Studio with  

Court Jones: 
An oil painting demonstration

I don’t like the term “how-to” when it comes to demon-
strating an artistic method. “How-to” instructions are 
for furniture assembly manuals. It would be a little bit 
presumptive for anyone to say “This is how you are sup-
posed to draw or paint something.” So instead of this be-
ing a “how-to-paint” article, think of this more as a “how I 
paint” article. or more appropriately: “how I usually paint 
when creating a portrait to be photographed for printing 
in a magazine” because that is what I was thinking as I 
worked on this piece. 
I often focus on different goals each time I stand in front 
of the easel. In this particular painting demonstration 
of a Morgan Freeman caricature portrait, I begin with a 
detailed line drawing and attempt to create a realistic 
rendering, with some minor painterly touches and vis-
ible brush strokes. At other times, I might work with no 
line drawing at all and focus more on creating interesting 
edges or color harmonies. other times, I may only want 
to spend thirty minutes on a painting to capture a quick 
impression or gesture. The important thing is to have a 
goal and a finished look in mind when starting a painting, 
and then modify the procedure to achieve that look. 
And I can’t emphasize enough how important fundamen-
tal drawing skills are in painting. When you begin any 
painting, you usually quickly obscure any line drawing 

that is on the canvas. So you must be able to find the cor-
rect shapes again and again, and you will need to correct 
the drawing and likeness as you go. You can’t separate 
drawing from painting; they are one and the same. When 
you lay down a paint stroke, that stroke must have a 
shape. So that is a type of drawing. And being able to 
design good shapes is a skill you develop through years 
of training. If your drawing skills are not adequate, you 
will not produce successful paintings. 
First, it is important to find a painting surface that works 
well for you. There are many choices out there, from 
smoothly gessoed hardboards to fine or coarsely woven 
canvases and linens which come in either acrylic or oil 
primed finishes. I personally like a fine grain linen surface 
with lead oil priming. There is not a heavy grain which 
tends to cause lots of little reflections when photograph-
ing the work for print. Lead-primed linen is generally more 
expensive than cotton canvas, but it takes the paint more 
cooperatively without absorbing too much into the surface. 
I like a little bit of texture on the canvas, but not so much 
as to be distracting from the brush strokes. For this paint-
ing, I am using raphael oil Primed linen which I pur-
chased on the roll. It’s a very slick surface which requires 
me to use softer sable brushes more often than the stiffer 
hog’s hair bristle brushes. 

Preparing the Canvas
Before I begin any painting, one of the things that I always do consistently is stain 
the canvas with a thinned down mixture of a brown and blue in order to get a warm 
grey/brown even tone. It is easier to judge the values accurately when you eliminate 
the glaring bright white of the canvas from the beginning. A common problem I see in 
many novice painters’ works is that the flesh colors are often too light in value. This is 
caused by the artist judging the value of the flesh adjacent to the bright white canvas. 
A white background tricks the eye into thinking that any color you apply to the surface 
is much darker than it really is. But in reality the value of skin tone is often right in the 
middle of the value scale, rather than towards the lighter end. 

Palette 
My mixing palette is glass with a sheet of warm grey paper under-
neath, which is a close match to the color and value of the stained 
tone I apply to a canvas. In order to have the colors and values I apply 
to the canvas look the same as they do on my palette, it is important 
to have the backgrounds of each to be similar. My colors, listed from 
left to right: Ultramarine Blue, Sap Green, Burnt Sienna, Alizarin Crim-
son Permanent, Cadmium red Medium, Cadmium orange, lemon 
Yellow and Titanium White.
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After the canvas stain is dry, I then apply the drawing to the 
canvas. In this instance, I drew the original caricature of 
Morgan Freeman on a small sheet of paper. Then I scanned 
it in to Photoshop and printed out a larger version to fit onto 

a 16 x 20 inch canvas. I then use a sheet of graphite paper 
to transfer the line drawing onto the canvas. I use a hard 
red pencil so that I can easily see the lines which I have 
already traced.

Sometimes the lines transferred into 
the canvas by the graphite paper 
are very light, so I then use a thin 
pointy bristle brush to apply Burnt 
Sienna thinned down with odor-
less mineral spirits to darken and 
reinforce those lines. I have found it 
necessary to do this if I want to pre-
serve my original drawing as long 
as possible during the oil painting 
process. In the next step I will apply 
dark color stains, which would have 
quickly obscured or even dissolved 
away the light graphite lines.

I apply rich, dark colors thinned down 
with odorless mineral spirits (oMS). The 
colors are darker and more intense than 
will appear on the finished canvas. But 
they will help add color variety and inter-
est when they show through in areas. I 
thin the paint with OMS because it helps 
them to dry faster and lets some of the 
original canvas luminosity show through 
the paint. Plus, it is important to remem-
ber the rule of painting “fat over lean” 
when working with oils. The linseed oil in 
paints is basically a type of fat. The more 
you dilute it with a solvent like OMS, you 
are making the paint more “lean.” So the 
thinner leaner pigments should be ap-
plied first. And then the “fatter” undiluted 
paints can be painted over them. This will 
help ensure the paint layers dry properly 
without cracking. 

In this next step, I add a darker brown 
stain to the background so that I can bet-
ter judge the new darker values on the 
face. I also start to apply more opaque 

“fat” paint on the shadowed half of the 
face. This is the part where it really starts 
to feel like true artistic painting. I am us-
ing only soft sable brushes at this stage. 
And I am trying to indicate the various 
plane changes and thinking about things 
on the large scale. Details do not interest 
me yet. One of the most important things 
I have learned about how to paint is to 
focus on the big picture and overall value 
relationships for the first half of the paint-
ing. Do not let yourself become seduced 
with details and rendering too early or 
you risk creating a disjointed badly struc-
tured portrait. 

drawing

painting
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.here, I continue to add more opaque paint in other areas without 
getting too focused on a single area. I try to stand far back from the 
canvas and keep the overall relationships working well. The paint is 
applied in small “color tiles” (pretend you are laying down color mosaic 
tiles) with very little mixing or blending of edges. you must not over-
blend oil paints or you will soon get a muddy soup of browns or an un-
attractive airbrushed look. Oil paints stay wet for a long time and it is 
tempting to blend. But you will lose all sense of structure if you blend 
too much. You can achieve smooth transitions between values and 
colors simply by applying the correct intermediate value and color in 
between the larger color tiles. The foundation color for all of my flesh 
tones when painting any ethnicity is Burnt Sienna. It can be mixed with 
a red and white for lighter flesh tones, or cooled down and darkened 
with ultramarine Blue. It is a very versatile color which can be bent 
any direction you like by adding other colors.

At this stage, I have almost all of the 
face covered with large flat color tiles. 
So I begin getting into some of the detail 
work around the eye. My technique still 
is to apply color tiles, but now they are 
much smaller and I blend just a little bit 
here and there to help give variety to the 
edges. Sometimes I use a clean brush 
to soften an edge or even a finger to 
wipe an area. Manipulation of the edges 
between colors and values is where 
the illusion of three dimensional reality 
occurs as well as some of the personal 
style of the artist. 

here I have continued to add more 
refinement and details by layering smaller 
color tiles over the rest of the face. I am 
waiting to apply the lightest values and 
highlights until near the end. This will give 
time for the darker under-layers to dry so 
that I can keep the lighter values clean 
without contamination by darker wet paint. 
Also you can see that I chose to use a 
middle value color for the background. It 
is lighter than the shadow side of the face, 
but darker than the light side of the face. 
By doing this, I maintain a good contrast 
and the face pops out of the background. 
Some of the warm brown canvas stain 
shows through in areas.

I am now in the final stages of painting the 
face, where I add the lightest values in 
the hair and other highlights. Frequently, I 
stand far back to judge the overall effect. 
If there are any areas which call too much 
attention to themselves or any problems 
with edges or shapes, I can easily modify 
them because the paint is still wet. I did 
the original drawing transfer and canvas 
staining on one day, allowed it to dry 
overnight and then did all of the opaque 
wet painting on the second day. It’s best 
to work quickly wet into wet if you want to 
have control over the soft and hard edges. 
Here, in Southern California’s dry climate, 
oil paints dry very quickly and become 
unworkable after a few hours. So it’s nec-
essary to get large sections of a canvas 
done in a single day’s work. 
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The clothing did not take very long. 
I spent an additional hour or so on 
that. overall, I spent about nine to ten 
hours painting this caricature portrait. 
The main lessons I hope to convey 
in sharing my procedure are: having 
a clear goal or finished look in mind 
before beginning, solving the big-
ger problems first before solving the 
smaller ones, and understanding that 
oil painting requires following a pro-
cedure of layering and a disciplined 
application of paint strokes. You can’t 
let your focus drift away. That leads 
to making sloppy or poor decisions. 
But really, the only poor decisions 
you can make in painting are using 
the wrong value, shape or edge than 
the situation calls for. Color hue and 
saturation are issues too, but are not 
as important as the first three ele-
ments of values, shapes and edges. 
The guiding principles of oil painting 
are simple in theory, but applying 
them well is the tricky part. That’s why 
getting proper instruction where the 
ideas are reinforced through constant 
repetition and numerous life studies 
are so essential. 

 

 

Recommended Materials::
Court paints on Raphael Double Oil 
Primed linen or Claessen’s #13 Dou-
ble Primed Portrait linen using robert 
Simmons Signet bristle brushes and 
Royal Langnickle Sable brushes. His 
solvent is Gamsol Odorless Mineral 
Spirits. The brand of paint varies 
and is not very important. But Court 
recommends using only professional 
grade oil paints. Not the more diluted 

“academic” or “student” grade paints. 

Court Jones works as an illustrator, 
portrait artist and instructor at the Watts 
Atelier of the Arts in San Diego, California. 
Find more of Court’s caricatures at www.
courtjones.com. For more fine art work, 
see www.crjonesart.com.  
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Yves  
        Demers  

It's never long before 
Yves Demers is inspired 
with new ideas which he 
then brings to successful 
completion. We've already 
presented Yves' work in a 
previous issue of EF, and 
think his latest creations are 
well worth writing about!

by Robert LafontaineStrikes 
      Again
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yves demers' 3d  
oversized caricatures
Yves Demers put to use the considerable knowledge he had gained building 3D 
structures during his 19 years of work in the Christmas decoration industry to sculpt 
oversize caricatures. With the help of his talented caricaturist and illustrator friend, 
Patrick Dea, who did the drawings, Yves was able to create caricature heads that 
were 7 feet high. The end result was an acclaimed success.

His procedure is as follows: He first built a framework of wood, polyurethane and 
metal, then sculpted the clay over this sturdy support with the help of his sister and 
sculptor, Danielle Demers. The weight of the clay, at around 1000 pounds, requires 
a strong structural support. After each head was sculpted in clay, it was covered with 
fibreglass. Since the finished product will be used in a parade, it has to be both light 
and strong at the same time. And, the clay must not be allowed to dry out so that it 
can be reused for each of the other caricatures. Otherwise, it would be too costly.

A fibreglass mold is then made over top of this. It would of course be easier to do 
a latex mold, but again prohibitive costs influence the artist's decision. The clay 
is removed from inside the mold, a protective, release sprayed inside, and two 
layers of fibreglass are then poured into the mold. The outer mold is then removed 
from the inner, two-layered shell, which becomes the fibreglass caricature which 
is colored with highly resistant paint and varnish. Then he assembles a structure 
inside of it, in order to hold the caricatured head on the person who will parade 
with it once it’s done.

Yves  
        Demers  

Clockwise starting on page 10: 
Photo 1 Yves and his sister Danièle Demers, a sculptor.
Photo 2 Shooting gel coat on the head before the fibreglass is applied 
Photo 3  The fiberglass copy of the head
Photo 4 Preparing the mold for Whoopi Goldberg

Continued on page 12
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It took 300 hours for Yves to do his first giant-sized caricature and 125 
hours for each of the additional three. The models Roberto Benigni, 
Whoopi Goldberg, John Cleese and Martin Short were made for Just For 
Laughs in Montreal who commissioned the company Artefact which in turn 
hired Yves for the project.

Yves Demers’  
transparent air bubble
Yves had already designed a few inflatable structures when he decided 
to build his own transparent bubble so he could comfortably draw retail 
caricatures outdoors during cold weather. Made out of transparent plastic, this 
bubble is attracts lots of attention because of its unusual form.

Before beginning his bubble, he made several prototypes because of the 
complexity of the work. Since forms the basic shape of the bubble, rather 
than using tubular structures such as found in tents, he had to be very careful 
to keep the pressure inside the bubble without losing air through leaks. The 
door was the hardest part. Actually, entry is through 2 doors: after opening the 
first one, it has to be closed before opening the second, to keep the pressure 
constant within the bubble for it would deflate in seconds if the both doors 
were opened at the same time.

Things that appear simple are often the most complex to create. Hundreds 
of hours were spent on this project. The 16 strips of plastic that create the 
bubble could not be sewn together because the small holes created by the 
sewing machine would allow air to escape and deflate the bubble. Usually, 
the strips of plastic are melded together with a very expensive machine that 
is simply prohibitive to purchase by do-it-yourselfers. As he often does, Yves 
found a very inexpensive way to glue the strips of transparent plastic in such 
a way that the different parts hold together even more tightly than with the 
expensive melding machine. The bonds between the 16 strips are stronger 
and more resistant to lower temperature than what Yves saw available on the 
market.

In direct sunlight, the bubble becomes rapidly overheated so it must be 
placed in the shade. In cold weather, during winter time, Yves works in a t-
shirt in his bubble, with an electrical outlet to heat the air inside.

So if some of you ever come to Montreal in winter when it’s 30 degrees below 
zero, you may find a caricature artist in a transparent bubble working in his 
t-shirt, outside, in Place Jacques Cartier.

(Thanks to Montreal caricaturist  
Ferg Gadzala for translating this article)

 

Photo 5 The painting process on Whoopi Goldberg’s head
Photo 6 Working in January under minus 15 celsius
Photo 7& 8 Yves working in Place Jacques Cartier in Old 
Montreal

Robert Lafontaine is a caricaturist. He is the main orga-
nizer of the caricature event 1001Visages that will take 
place on the 5 and 6 of October 2012 in Val-David, Québec, 
Canada (www.1001visages.com)  
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We ate at a long, linen covered table in a restaurant, each of us 
from different parts of the globe, communicating with gestures, 
facial expressions and bits of broken Italian. 

A Dutch girl on my left asked, “You draw?” 

“Si,” I said. “Caricatura.” 

I pulled out a ball point pen, and used a blank page in my Italian 
vocabulary notebook to draw a quick profile of the Norwegian 
man across the table. 

An Austrian girl on my right pointed at the drawing and laughed. 
“Du macht spass,” she said, reverting to her native German 
language by mistake. We were celebrating our graduation from 
an Italian immersion class for beginners, and we were supposed 
to speak Italian only. 

Each student had enrolled in this crash course for different 
reasons. one German girl needed Italian for her opera career. 
A Swiss lady hoped her knowledge of Italian would propel her to 
a better job. An english academic thought Italian would aid her 
study of medieval literature. I needed Italian to enroll in an art 
restoration school. 

Chianti wine loosened our stumbling tongues and our reserve. 
As the celebration wound to a close, we called for a song from 
Monika, the German opera student. She treated us with a short, 
sweet aria. her mother and uncle, who had traveled to Italy for 
her graduation, beamed as she sang and applauded wildly when 
she finished.  

Monika pointed to her uncle. “This person, Uncle Juergen,” she 
said in her best elementary Italian, “paid for my school.” 

We applauded him, too. Our private language school in the 
medieval heart of Florence, Italy, was not cheap. 

Uncle Juergen bowed his head in acknowledgement of our ap-
plause. With his dark hair, chiseled face and athletic build, he 
looked young, mid thirties perhaps, too young to be Monika’s 
uncle. 

“He is very good looking,” a Danish girl whispered to a Spanish 
girl. 

“He is a pilot too,” the Spanish girl whispered back, and rubbed 
her thumb against the tips of her fingers. 

I drew Monika’s uncle from afar, scratched it out, and tried again. 
After three failed drawings I gave up. he was either too far away 
or too good looking. Maybe I drank too much wine. 

Next week many of us returned for the intermediate course. For 
several hours every morning we submerged ourselves again in 
the Italian language. 

After class I worked afternoons as an apprentice restorer in a 
small shop hidden in an alley. The owners of the shop were 
professional restorers from one of the city’s many state-run mu-
seums. I restored antiques under their guidance, and hoped they 
would recommend me to a restoration school. 

In the evenings I drew caricatures at an open-air art market on 
a historic bridge called Ponte Vecchio. Jewelry shops lined each 
side of this pedestrian thoroughfare across the river Arno. When 
the stores closed for dinner, portraitists, landscape artists, and 
print makers displayed their works before shuttered shops, while 
beaders, leather toolers, and souvenir hawkers spread their 
wares on blankets in the middle of the bridge. I would arrive at 
sunset, stake out a good spot with good light, unfold my display, 
hang it on a tripod, open my camping stools, and signal to stroll-
ing tourists and Italians that they possessed interesting faces. 

ISCA members who accept invitations to work abroad return 
home with broadened minds. The best way to experience 
another culture, another way of thinking, is to live inside it. Even 
small things, like drawing horns and a tail on a badly behaved 
kid, which usually makes American parents howl with laughter, 
means something different to different cultures. 

Caricature 
of a  

Terrorist 
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By Deano Minton
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 A couple sat for a caricature one evening at the Ponte 
Vecchio artisan market. She, in her thirties, slim, much 
younger than him, his trophy wife. She winked at me. He 
frowned. I drew her in a bikini, enticing, inviting. I drew 
him frowning, pointed nose, long chin. I added horns to 
his bald head. 

“What’s this?” He pointed at the horns and blushed. His 
trophy wife blushed, too. 

“you look devilish,” I answered. 

later an Italian friend explained that a man grows horns 
when his wife is unfaithful. 

Ponte Vecchio’s nightly art market is more accurately 
described as a black market. None of the artisans had 
licenses, none collected or paid taxes, and most, like me, 
were foreigners who were not allowed to work or earn 
money. If the police caught you, as they did sometimes, 
they immediately deported you. I always kept my “Per-
messo di Soggiorno,” my official residence permit, in my 
back pocket. This document insured the police would 
scold me, but not arrest me, for working in the black 
market. 

At that time, the police did little against this underground 
economy because it was everywhere. Even reputable 
government employees, like my teachers at the restora-
tion shop, participated in the underground economy. The 
government cut its employees’ hours in order to reduce 
its budget. Therefore state employees like museum art 
restorers received smaller paychecks. The government 
forbade its employees from working second jobs in an 
effort to reduce unemployment. State employees who 
worked outside their government jobs did so in secret 
without licenses and collected no taxes. The restorers 
who took me as their apprentice worked mornings in the 

state museum legally and afternoons in their clandestine 
shop illegally. 

I rented a bed in a cheap hotel. My room contained three 
beds and the hotel owner rented the other two beds to 
foreign tourists who stayed a few days before traveling to 
their next destination. If they spoke english, I gave them 
a rundown of Florentine museums, churches, palaces 
and restaurants. One night two frowning Austrians 
dropped their rucksacks on the extra beds. They spoke 
english much better than I spoke Italian or German. 

“What you work?” the big Austrian asked. His thick, dark 
beard hid half his face and his long, uncombed hair cov-
ered most of the rest. 

“I do caricatures,” I said, “on the street, not really legal 
– sort of underground. But not tonight. Looks like rain. 
Weather’s changing.” 

“Underground,” said the smaller Austrian. His thick, blond 
mustache obscured his mouth. He parted his dirty blond 
hair down the middle of his high forehead and hooked 
the strands behind his ears. “You like weathermen?” he 
asked. 

Thunder rolled outside. I glanced out the window at dark 
clouds. when I was a child, my parents gave me a toy 
weather station. I measured rainfall, wind speed and 
learned about air currents around high and low pressure 
systems. “yes, I like weathermen,” I answered. 

The Austrians spoke a few hushed German words to 
each other. The blond one turned and said to me, “We 
come to make partners. Come eat with us.” 

“I know lots of places to eat,” I offered. 

“No,” said the blond Austrian. “I know a good place, safe 
place.” 
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Streetlights reflected in the wet city streets. The show-
er had been brief. They led me into the night, turning 
right, left, right, right again, wildly zigzagging around 
city blocks until we arrived at a restaurant behind the 
cathedral, a tourist restaurant where no Italian dined. 

“I know better restaurants,” I said. 

“No,” the dark Austrian said. “This is a good place.” 

We sat at a table distant from other tourists in the half 
empty restaurant. The waiter, the only Italian present, 
groaned “non mi piace” when my new friends ordered 
a pasta dish for their first course and another pasta 

dish for their 
second course. I 
tried to explain to 
them the ethics 
of Italian dining, 
that ordering 
successive pasta 
dishes instead 
of a first course, 
pasta, and 
then a second 
course, meat 
and vegetable, 
was considered 
crude. 

My dark friend 
cut me off. “We 
care not.” 

My blond friend 
leaned over and whispered, “We like weathermen, 
too. We care not about food traditions.” 

I didn’t understand the connection between ordering 
food and weather forecasting. 

“We will free the people from old ideas with a new 
order,” the blond one explained. “we come to find 
partners. We meet tomorrow at the university. We 
make plans like your weathermen.” 

The grumpy waiter, the other tourists, everything else 
in the restaurant faded as my focus narrowed on the 
two Austrians across the table. They were not talking 
about the cheerful people on television that predict 
the weather. They meant an American terrorist group 
called “The Weathermen” that had bombed army 
recruitment centers, police stations and the Pentagon. 

Radical leftist talk was 
common at that time in 
Italy, especially among 
young people. Oc-
casionally I overheard 
older men, who met 
regularly at twilight 
in the town squares, 
discussing the merits of 
a proletariat govern-
ment - perhaps making up for their fascist past. The 
Italian Communist Party had a sizable representation 
in parliament and was negotiating a power sharing 
agreement with the Christian Democrat Party.  

“well,” I said to the Austrians, “Things need to 
change.” I complained about the old order, how my 
restoration teachers were not allowed to work second 
jobs. 

The waiter placed out pasta dishes before us. I was 
hungry. 

“They must not work the second job,” said the dark 

Austrian. “Everyone must share the suffering.” 

“But how can they pay their rent when they earn half 
the money?” I asked. 

“There will be no money,” the blond one said. “Every 
one will share. You will make drawings for coffee or 
candy.” 

I laughed and said, “I already do that.” Between bites 
of tortellini, I explained how a shortage of Italian 
coins forced merchants, including me, to give and 
receive pieces of hard candy as change. Rumor 
blamed the disappearance of coins on foreign ter-
rorists, who hoarded the coins in an attempt to ruin 
Italy’s economy. 

The image of terrorists sitting atop a mountain of Ital-
ian lira seemed ridiculous, but neither Austrian smiled. 
“We have friends in all parts of the world,” the dark 
one said. 

The blond one nodded his agreement. 

“So,” I said, “there will be no money in all parts of the 
world.” 

“Yes.” 

“And everyone will share?” 

“Yes.” 

“Well, we are a long way from that kind of a world.” 

“No,” said the blond one. “The change will come over-
night with one act of violence.” 

“Violence?” I shook my head. “A society born of vio-
lence will breed more violence. You have to change 
people’s hearts first. Then society will change.” 

The dark Austrian’s perpetual frown deepened. “That 
is laughable.” 

Laughable? Despite my friendly banter, the Austrians 
had not smiled once that evening. 

The blond one put down his fork and fixed his eyes on 
me. “The people will awake with one act of violence.” 

“But there has already been violence – here in Italy 
- terrorist attacks on judges and factory managers. 
People don’t like it.” 

The blond Austrian’s blue eyes turned to steel. “With 
the right act of terrorism, will the people awake. Those 
who like it not, we awake with force.” 

“And what would my restoration teachers do in this 

new society? What if people don’t share enough? 
What if they had to work a second job?” 

“That will not be permitted.” 

“But that’s no different from what they have now.” 

The blond one’s eyes cut into me. “It will be different 
because we will not ignore their crime.” 

“We are serious,” said the dark one. 

The waiter brought the Austrians their second course, 
another pasta. I received my second course; veal and 
spinach. But my appetite had vanished. 

“A society born of violence will 
breed more violence. You have to 
change people’s hearts first. Then 
society will change.” 
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I wanted to change the subject. “let me draw you a 
caricature,” I said, and whipped out a pen and my vo-
cabulary notebook. I scribbled the dark Austrian’s hair 
on paper, an easy head to draw, I thought, because 
his head looked like a lint ball under my bed. His frown 
changed to a sneer. I glanced at the blond Austrian 
just long enough to feel his steel eyes slice through my 
nerves. 

“Stop,” said the dark one. 

“No pictures,” the blond one said. 

I stopped scratching ink onto paper and studied what I 
had drawn. Ink lines twisted around the dark Austrian’s 
frown, a shaggy dog head if a dog could sneer, but I 
had not filled in two spaces on his forehead. Those two 
spaces looked like … 

“horns,” I gasped. 

My pen went back to work, scribbling over the horns. 

“Stop drawing,” hissed the dark Austrian. 

I tore the paper out of its notebook and crumpled it. 
The dark Austrian held out his hand and I gave him 
the drawing. He stuffed the paper wad into a pocket 
without looking at it. only then did I realize these Austri-
ans, unlike most tourists, carried no cameras, took no 
pictures. 

we left the restaurant in a misting rain. I knew a 
straight route back to the hotel but the Austrians 
insisted on zigzagging. They said nothing more to me. 
The next day they were gone before I awoke and I 
never saw them again. 

These Austrians were not like the superficial leftists I 
encountered nearly every day in Florence. Were they 
sympathizers with The Red Army Faction, a German 
terrorist group who robbed, kidnapped and killed with 
weapons said to be supplied by communist Czecho-
slovakia? Were they meeting sympathizers of the 
red Brigades, an Italian terrorist group who committed 
similar crimes with weapons said to be supplied by the 
Palestinian liberation organization? 

what would the police do to me, an illegal alien, if I told 
them I might have had dinner with terrorists, I might 
have drawn a caricature of a terrorist? If the police 
believed me after investigating my activities, they would 
jail me. If they did not believe me, they would deport me 
despite my precious Permesso di Soggiorno. 

My frenetic schedule–Italian school in the mornings, the 
restoration shop in afternoons and the artisan market at 
nights–pushed any questions about that dinner to the 
back of my mind. 

A short time later, a terrorist attack occurred that rivaled 
the attack at the Munich Olympic Games a few years 
earlier. One bright, sunny morning, in a quiet, upscale 
neighborhood in the middle of West Germany, the 
president of the German Employers Association was 
kidnapped in an ambush that killed all his bodyguards. 
The kidnappers demanded a ransom and the release 
of jailed German terrorists. Shortly thereafter, hijackers 
took over a German airliner full of tourists and repeated 
the same demands. The plane landed first in Italy and 
then hopped around different Middle Eastern airports. 
Radio and television reported the airplane’s odys-
sey every hour for days. No ransom was paid and no 
jailed terrorist was freed. Finally at the end of the fourth 
day, a German commando unit stormed the plane at 
Mogadishu’s airport. Three of the four hijackers were 
killed and all the hostages were saved except one - the 
German pilot. Two days earlier in Yemen, the terrorists 

executed the pilot as a way of saying, “We are serious.” 
The President of the German employers Association 
was also murdered. Police found his body in a Ger-
man forest. Nearly all jailed German terrorists died in 
prison the night after the hijacking ended. The official 
explanation for the death of the inmates, each in solitary 
confinement inside Germany’s most secure prison, was 
“mass suicide.” 

A short time after these events, one of my fellow lan-
guage students stopped me in the street. “You remem-
ber Monika?” he asked. 

“yes,” I said. “She was the opera student.” 

“And her uncle?” he asked. 

“oh yes,” I said. “All the girls loved him. he paid for 
Monika’s school.” 

He looked down and said, “Her uncle was on that 
hijacked plane.” 

“Is he ok?” I asked. 

“He was the pilot.” 

Deano Minton completed a Masters in Art History, 
studying Michelangelo, Leonardo, and other Ninja 
Turtles. While working in Europe with art restora-
tion, he fell into caricatures. Deano currently draws 
sunburned tourists in Florida, and writes in his 
spare time. His novel, “The Universal Essence,” 
was published in 2010.
www.cartoonsbydeano.com
www.theuniversalessence.com 



��

As a caricature artist, I’m “obsessed” with the abstraction of facial features and I 
always try to improve on this: only a few lines, a few colours, a few textures. To illus-
trate my own view of this fascinating art form, I’ve prepared a tutorial on my tribute 
to Steve Jobs, who sadly passed away last October. 

Though it is kind of obvious, I first of all think about the person and the type of cari-
cature I want to prepare. I usually draw my caricatures in a three-quarter pose, but in 
this case, I decided on a frontal caricature because I wanted to prepare an iconic im-
age of Apple’s genius. With the idea “icon” in mind, I begin with the drawing: 

Rough sketch: I have a common 
and simple school notebook, DIN 
A5 format (148 × 210 mm / 5.83 
× 8.27 in), with white 60 gram 
pages, where I sketch all my 
caricatures with a black Bic pen 
(I don’t know if it’s well known 
abroad, but in Spain it’s a very 
popular tool). At this stage my 
drawings are always very unruly, 
but in this example the draw-
ing is a bit cleaner. I look at the 
sketch and then decide what to 
change (for instance: I like the 
top middle part of the face and 
the nose-beard solution, but I 
think all should be wider) and I 
go to the next stage. 

Refined sketch: I scan the 
refined sketch and open it 
in Photoshop. I then clean 
the lines a bit and adjust the 
drawing to my standard size, 
DIN A4. (210 × 297 mm / 8.27 
× 11.69 in) Now, I modify the 
rough sketch, especially the 
jawline and the neck. I finally 
draw the new ears with the 
pen and tablet, because I 
don’t like the original shapes. 

Colour areas: The most impor-
tant part. I make the sketch 
blue with less opacity (it’s eas-
ier for me to work this way) by 
creating a layer over the sketch, 
filling it with blue and chang-
ing the layer mode to Screen. I 
then create paths with the pen 
tool for the different shapes 
and I fill each shape with a flat 
colour, with each shape/colour 
on a different layer. Finally, I 
make the lines with the same 
tool (except the eyes, which I 
simply draw free-hand) and my 
own Photoshop custom brushes    

3STEP
  

STEP 
STEPby

by David Garcίa Vivancos

Sometimes I receive messages, comments or  
e-mails in which fellow caricature artists (or  
simply people who like my work) ask me about 
how I prepare a caricature, so I’m going to  
explain my process from the sketch to the  
finished piece with this step-by-step article.
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Main texture: With all the coloured shapes fin-
ished, I put the basic texture, a cardboard pho-
tograph I took a few years ago (4a), on the top 
layer. I change the layer mode to Linear Burn and 
Opacity to 60% (for viewing on the screen this is a 
perfect percentage, but for print I need to lower 
it to 40%, because the texture makes the colours 
darker). Finally, I hide the sketch because I don’t 
need it anymore. 

Colours: I adjust the colours and I also paint the 
lines with all layers in Normal mode and opacity 
at 100%. I have my own colour palette but I also 
find Photoshop’s Hue/Saturation command very 
useful. Now, I can go to the next stage to prepare 
some “effects.” The lines are on the topmost 
layer: it easy because you can lock transparent 
pixels (the little checkerboard icon in the Layers 
Palette) and you can paint the lines with a nor-
mal rounded brush. At this point, I have 11 layers 
(main texture, lines and the rest for the shapes 
with the colours) in this caricature.

4STEP
  

5STEP
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Shadows and textures: With the final 
colour, I create a shadow below the head 
and the glasses. It’s a very easy trick: I fill a 
layer under both shapes with solid black, I 
apply a Gaussian Blur and I set the percent-
age to 20%. Then, I use two more textures 
to complete the image: a scratched metal 
texture (6a) with modified levels and Hue/
Saturation for the hair and beard (6b) and 
a concrete texture (6c) which I also modify 
for the black T-shirt (6d). These textures 
are from specialized websites like www.
cgtextures.com, probably the best source 
with tons of really useful files. To use the 
textures, I first open the file with the tex-
ture (for the beard, for example) and I drag 
it into the file with the Move tool. I select 
the shape (in PC with Control+click in the 
layer; Command+click in Mac), then I invert 
the selection and I delete the rest of the 
texture (with the eraser tool or pressing the 
backspace key).

a

a

b

c

d
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The false end: I delete the remaining card-
board background texture by selecting all the 
layers, inverting the selection and deleting 
the rest of the background texture with the 
eraser tool or by pressing the backspace key. 
The caricature is finished. I like it, however, 
it isn’t as iconic as I have in mind so I decide 
to do one final touch: I really think that it 
will look better as a duotone. 

Grayscale: I change the colour mode 
to Grayscale (Image->Mode->Gray-
scale) because the file must be in 
grayscale before creating the duo-
tone. The image looks very dark, but 
that’s no problem because it’s only 
an intermediate stage and I go to the 
next one (the real ending). 

Duotone: I change the mode 
to a Duotone (Image->Mode-
>Duotone) using black and 
gray which I love. I usually 
work with similar duotone 
curves for black (9a) and gray 
(9b) but, of course, I modify 
it if it’s necessary. Only when 
I really think the drawing is 
finished do I put my signature 
on it. 

I hope you found this 
information useful and 
the process enjoyable!  

David García Vivancos, 
DGV, is a professional cari-
cature artist from Madrid, 
Spain, who works for press, 
magazines and private 
clients with his particular 
style based on flat colours 
and textures. Find more of 
DGV’s caricatures at  
www.dgvivencias.com.  
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hey… All you young guys and gals— this 
article	is	aimed	at	you,	but	first	let	me	say	
something to the older gentlemen and ladies 
who have done so much throughout the years 
to make this organization work. i have really 
been privileged to gain so much from you 
folks who gave me good guidance through 
the seven conventions i was able to attend. 
now just as you treated me as an equal part-
ner in this business of caricaturing, i hope 
you will also continue to provide good  
sensible suggestions to those younger  
members of iScA. 

I recently looked through all 
my memorabilia from the 
conventions and counted up 

—would you believe this?—I 
found 102 drawings of me 
by other caricaturists! Most 
of the drawings were done at 
the conventions where the 
policy was “I draw you - you 

draw me.” A few people, such 
as my friend Eve, drew me 
three or four times conven-
tion-after-convention. But the 
majority were just individuals 
that I drew and they drew me. 
Now, you certainly are invited 
to read the rest of this article, 
but I am targeting those young 

Moving                
  On 

By Lee Suckow
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people who have such potential. 
So… HEY… you youngsters, 
tune in right now. It’s your turn.

I guess it was at a conven-
tion around 1999 when I first 
met Antwan. His abilities were 
outstanding, in my opinion. He 
reminded me of other young 
men I know, such as henry, 
a fellow who was just out of 
high school when he attended 
a community college series 
of lessons in cartooning and 
caricaturing that I taught. he’s a 
grandpa now, and it has been a 
joy to see his development and 
enthusiasm for drawing. I want 
to make it clear that I learned as 
much or more than students in 
the class. So it was with Antwan. 
I watched him draw and picked 
up some good ideas. Be sure 
to understand that people of 
your generation have so much 
to offer. I would like to offer you 
an idea to ponder and act upon. 
It’s nothing earth-shaking, but I 
believe that it’s really valuable. 
As you continue to grow as a 
caricature artist, look for people 
that you can rely on in various 
ways. One of these persons 
could be an auto mechanic. 
Most likely, he will not be ready 
to fix your car in trade for a 
drawing. Even so, build up that 
relationship. The time may 
come when you won’t be able 
to do all the things you can do 
now “under the hood.” Opportu-
nities may be found to use your 
drawing skills in ways that this 
auto mechanic would appreci-
ate. When you can’t handle the 
inner workings of your vehicle, 
your good friend will be there 
to help you along. He may not 
give you a discount on tires, but 
his advice will be of real value 
to you. I’m sure there are plenty 
of such relationships that you 
can establish. The important 
thing is that you find a long-term 
friend with whom you can work 
together in a fair-and-square 
partnership. In addition, as you 
get older, you will have some 
pals who will enjoy your draw-
ings - It is just plain fun! here 
are a few drawings that I’ve 
done during the early part of 
2012: my barber, my ear doctor, 
my neighbor across the street 
who has been so helpful, the 

woman who was a great care-
giver when my wife had surgery, 
and not to be forgotten, my eye 
doctor who gathered his staff 
for a Christmas holiday picture. 
Some of these people are long-
time associates and others are 
new friends. The drawings I did 
of them showed everybody how 
much these people were impor-
tant to me and they provided a 
few chuckles (although not $$$), 
but that doesn’t matter. What 
really counts the most is the 
special friendship that they and 
my wife and I really treasure. 
Lee is a retired elementary school 
teacher, college instructor, and adult 
education leader.  He continues 
to pursue his interest in writing 
and drawing even as he faces 
challenges living with Parkinson’s 
disease.  Have a question or idea 
for Lee’s next column?  Email him at 
LandL1937@comcast.net.  
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* Dr. Fox, the ear doctor
* Frank, the barber
* Dr. Jim, the eye doctor & staff

opposite Page
* neighbors across the street 
* Jill, the nurse



��

by Kage NakanishiOne Year  
          Later

On March 11, 2011, the Tohoku earthquake 
and tsunami devastated much of eastern 
Japan. On that single day, many of our lives 
were changed forever. For some, it was the 
loss of all material possessions. For others, 
it may have been their cars, houses, com-
panies, or even their entire city. Countless 
people lost dear family and friends. Lives 
were lost, memories were swallowed whole, 
and all hope had vanished.

Over a year has now passed since that tragic day. 
Although we as a nation lost so much then, we were 
also able to learn many lessons from the disaster. 
Some of these lessons include love for our families, 
bonds of friendship, community spirit, and precious-
ness of life. Each individual’s experiences will lead 
him or her to discover these lessons in a unique way.
In any case, the reality is that following this tragedy, 
it is imperative that we move forward into the future, 
rather than just dwell on the past. It is our respon-
sibility as adults to create a better world for future 
generations.
The moment the earthquake struck, I felt that I had 
to do something. As a professional caricaturist, I 
considered my options. I came to the realization that 
drawing caricatures was essentially my only skill, 
and I wondered how I could possibly use artwork 

to help the situation. Sadly, I concluded that there 
wasn’t really anything I could do. even after discuss-
ing this predicament with other caricaturists in my 
company, we all felt helpless given the circumstanc-
es. however, I had faith that one way or another, we 
could come together and help those affected by the 
disaster.

Today, over one year after the earthquake and tsu-
nami, we are using caricature art to spread laughter, 
emotion, and joyous surprise throughout the Tohoku 
region.

I’m delighted to take this opportunity to share some 
of our company’s experiences from the past year. 
Specifically, I would like to focus on the amazing po-
tential of caricatures. Hopefully this article can help 
spread pride and encouragement in our line of work. 
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On that fateful Friday afternoon last 
March, I found myself in the Shibuya 
district in Tokyo. Shibuya is a famous 
gathering place for young people 
and is one of Tokyo’s most famous 
entertainment areas. I was putting the 
finishing touches on three months of 
negotiations to acquire a prime retail 
location for a new Caricature Japan 
shop. With a targeted opening date of 
April 1, we all definitely had a positive 
outlook for the spring.

while en route to sign the contract, I 
exited the Shibuya train station and 
waited to cross at a large intersec-
tion, just across the street from my 
destination. This particular intersec-
tion is actually famous for being the 
busiest in Tokyo, with up to 3,000 
individuals crossing during a single 
green light. Also, the Starbucks on 
that corner proudly claims that it is the 
most profitable Starbucks in the world. 
At the exact moment the earthquake 
hit, I experienced a ferocious shaking 
unlike anything I had ever felt before. 
The entire intersection bellowed, many 
around me screamed and the build-
ings above shook violently. Worried 
people flowed out of the buildings and 
onto the streets. Instantly, I was en-
veloped by the crowd. Perhaps if the 
glass windows above shattered, or if 
one of the buildings collapsed, I would 
not be alive today.

Tokyo’s impressive public transpor-
tation system came to a complete 
standstill, and the only option for 
people to return to their homes was 
on foot. I actually ended up walking 
five hours from Shibuya back to our 
company headquarters located all the 
way across the city in Asakusa.

It is no surprise that our company’s 
ten shops were forced to close that 
day. Many of the artists in our com-
pany could not return to their homes 
and were therefore stuck in our office. 

I wondered what challenges the next 
day would bring.

In light of the giant earthquake that we 
experienced, our immediate priority 
was the safety of all our company 
employees. Suffice to say, generating 
company sales was definitely not an 
urgent matter. But then, one of our 
new employees spoke out: “I want to 
go back to work. I want to cover my 
shift tomorrow. This is my job, and this 
is all that I can do. It is our responsibil-
ity to try our hardest and do whatever 
we can do.” It soon became clear that 
we all understood what she meant.

So then I thought, “In that case, the 
shop managers should arrive to 
work 30 minutes early, confirm all 
evacuation procedures in the event 
of another immediate emergency, 
pay close attention to the developing 
news, and happily open our doors to 
the public while ensuring safety as 
our top priority.”

The next day, our shops that were 
located in larger buildings and malls 
remained closed, but those located 
directly on streets opened to the pub-
lic. Then we waited with heightened 
curiosity. Amazingly, our sales for that 
day were virtually identical to our aver-
age sales from before the disaster! I 
would like to share some words from 
our customers that day:

“It’s so great that you’re open! Most 
of the shops on the street had their 
shutters closed, and this is the only 
place that’s open. We’re so sorry for 
the areas that were affected by the 
disaster.”

“It might be inappropriate for me to 
say, but today is actually our wedding 
anniversary. I’m so thankful that I 
was able to find someplace that is 
actually open!”

“I need to immediately return to my 
hometown, which was severely hit. 
I’ll be traveling alone and leaving my 
wife and child here in Tokyo. That’s 
why I’d like to first have a drawing 
of our family together to leave with 
them. Time for me to be on my way!”

Some people were even taking trains 
(which had started to run again) to 
visit our shops. At that moment, I real-
ized that in this time of tragedy, there 
actually was something we were doing 
to help! Our work as caricaturists is 
to create not just a drawing, but also 
a physical manifestation of a memory 
from a fleeting moment in time.

We pledged to donate all proceeds 
from our Asakusa headquarters during 
a ten-day span in late March towards 
disaster relief. Even in this period of 
an incredibly poor national economy, 
our Asakusa shop had 373 customers, 
which enabled us to donate ¥794,360 



(about uS $10,350). we continued 
with our efforts to support the disaster-
stricken area from afar for the next three 
months, until they were able to achieve 
some semblance of normalcy.

As July rolled around, the public was 
finally able to get a more clear picture 
of what was actually happening in the 
devastated region, and we decided to 
send a team of five artists there. one of 
our first stops was at a refugee shelter in 
Ishinomaki city, Miyagi prefecture. The 
refugee shelter was located at a local 
gymnasium. The accommodations were 
shockingly crude; towels were laid out 
on bare ground and cardboard boxes 
were used as partitions. There wasn’t 
anything in that shelter that could bring 
joy and happiness to those relegated 
to such depressing conditions. As soon 
as we entered the gymnasium, crowds 
of people had already gathered, many 
clutching photographs in their hands.

One mother had lost her husband and 

three children, so I drew her a caricature 
of them. While crafting the caricature 
based on a few different photographs 
that had been collected, she shared a 
heartfelt tale about one particular sum-
mer trip to the beach. She told the story 
in such vivid detail that it was as if the 
entire family was right there with us. For 
her mischievous young boy, I drew a 
beetle on the top of his head. For her 
two daughters that loved watermelon, I 
drew them with their cheeks stuffed with 
the refreshing fruit. Behind them in the 
distance, she and her husband could be 
seen fondly watching over their children. 
Throughout the drawing process, she 
was smiling and crying tears of joy, and 
ultimately decided that the caricature 
would become her new good luck charm.

It became evident that many people had 
lost their pets to the tsunami, so I also 
drew some dogs. For many, pets are 
also important family members.

For the grandfather who had lost his 
grandchild and consequently his will to 
live, a grandmother brought a photo-
graph of the two and requested a carica-
ture be drawn of them together.

For the woman who lost her son, I made 
a composite caricature using images 
from both his early childhood and from 
when he was 20 years old and ready to 
start his new full-time job.

Photographs can serve as clear remind-
ers of the past. But caricatures are 
unique in their ability to safely enable 
someone to take a memorable journey 
back in time.

While listening to people share their 
stories, it was clear that there were 
countless memories in that gymnasium, 
both painful and sweet. While memories 
will never be completely forgotten, it is 
important to move forward in life and 
not dwell on the past; this all begins with 
being able to take that first step. It is my 
sincere hope that our caricatures were 
able to provide some of them with that 
initial nudge of encouragement.

Spring turned into the hot summer, then 
autumn led to the snow and cold of winter. 
And while paying attention to the chang-
ing seasons, I went back to Tohoku.

I went to all sorts of places. I started at 
the shelters, then moved on to tempo-
rary housing units, children’s day care 
centers, fishing spots, festivals, etc. 
wherever I could be of service, I went.

At a children’s day care center, I was 
encouraged by the countless smiles on 
the faces of the children. But deep within 
each of those smiles, I was saddened 
to see the pain and grief that they will 
undoubtedly be burdened with for the 
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rest of their lives. After the earth-
quake, some children were petrified 
and speechless by just a puddle of 
water. Some children lost both of their 
parents and had to come from their 
grandparents’ house. Others came 
from temporary housing units since 
their homes were washed away.

For these children, sharing a cari-
cature and getting them to smile for 
even a split second is a miracle. In 
life, there will definitely be hardships, 
but there will also be plenty of joyful 
moments, and that is what I ultimately 
want them to understand.

While going from place to place and 
meeting so many people, there was 
never a moment that I took my service 
for granted. I realized how truly fortu-
nate I was to have so many people let 
me draw them and their loved ones.

everyone I encountered was so grate-
ful throughout. At one of the shelters, 
an elderly woman served me some 
scraps of bread that were beautifully 
arranged on a plate. She did not even 
hesitate to spare the few resources 
that she still had.

At the children’s day care center, we 
were given some soup. The children 
were responsible for bringing their 
own rice for lunch, so the soup was 
all they had to offer us. It was cold 
and had only a few mushrooms, but 
for those of us that were drawing 
caricatures from morning until evening, 
it truly tasted delicious.

I’m especially grateful today for the 
work that we all do as caricaturists. 
Our jobs are about so much more 
than generating sales or increasing 
profits, and I truly am thankful for the 
special way that caricature art can 
serve the greater good.

And that’s why we won’t be defeated 
by this earthquake and tsunami. I’m 
doing my part by trying to create jobs, 
train workers, open new shops, and 
strengthen our national economy.

Thanks to your help, our new Shibuya 
shop eventually opened and has been 
a success, just like our other new 
shops in Kyoto and Odaiba. At these 
three shops and the rest of our retail 
locations, we are fortunate to have 
many customers every single day.

The one year anniversary of the 
earthquake and tsunami has come 
and gone. Did you know that in the 
cases of huge natural disasters, it is 
not uncommon for the local suicide 
rate to dramatically increase? We are 
now at a point that there is sufficient 
material aid in the Tohoku region. 
But what is still desperately needed 
there is the nurturing of the hearts 
and minds of those whose lives were 
devastated. While Tokyo remains my 
base of operations, I am dedicated 
to moving forward with this important 
project, and will be going back to 
Tohoku again soon.

In conclusion, through everything 
that I have been doing, I’ve come to 
an even greater realization of how 
amazing and powerful caricature art 

can be. A single caricature has the 
power to create a genuine smile in just 
a few minutes. In fact, the possibilities 
of caricature art are endless. This can 
be illustrated in the way that a piece 
of artwork can create a single moment 
to represent an entire lifetime, while 
simultaneously providing hope for the 
future. Perhaps through fate, we have 
all been blessed with a unique talent 
and ability to go to work and spread 
happiness with others. each day I 
can feel more and more proud of my 
profession and myself.

Following the Tohoku earthquake and 
tsunami, I received so much support 
from so many friends around the 
world. On behalf of all of the people 
of Japan, I would like to thank each 
and every one of you from the bottom 
of my heart. I promise that Japan 
will rise once again. We may have 
been knocked down from the disaster, 
but we were not knocked out. We 
sincerely thank you for being in our 
corner and helping us back to our 
feet. In early 2012, we are once again 
taking our first steps, dragging our feet 
along for now, but working our way 
back onto solid ground. We couldn’t 
have done it without you!

It is now my mission to continue to 
seek out smiles in the affected areas, 
and eventually share them through 
an art exhibition in Tokyo. I hope to 
continue this work for the next ten 
years. It is my dream that by 2021, 
Japan will once again be a strong and 
resilient nation.

kage nakanishi is an artist and owner 
of Caricature Japan, Inc. He has been 
a member of ISCA since 2003, and 
won the Golden Nosey in 2007.  
www.caricature-japan.com 



The Monkees
by Miki Saito/JAPAN

Sid and Nancy 
by Emily Anthony/USASh
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Larry David
by Bob East/USA

Ken watanabe 
by Atsushi Saito/JAPAN
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Are you  
Cover  
Worthy?
The cover for the next issue will be  
chosen from Showcase entries! To  
be considered submissions must be in 
portrait orientation and must meet the 
following printing requirements:
File Size: 8.25 x 10.75 inches 

Color can extend to the edge, but please note 
anything outside 8 x 10.5 inch area may be cut off 
when the magazine is trimmed. 

File should be at 300 dpi for the best quality

Higher consideration will be given to artwork not al-
ready posted on the internet or published elsewhere.

Email to EFeditor@caricature.org. 

Be sure to include your name and country in email.

Deadline is 
11:59pm CST 
May 20th.  

Russell crowe 
by Richard Baratz/USA

Barry Manilow 
by Mike Tofanelli/USA

Ben Roethlisberger  
by Sam Sutton/USA
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