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ABSTRACT 

According to Nattrass (2007:138), the denial and questioning of the science of HIV/AIDS 

at government level by, amongst others, Thabo Mbeki (former State President) and Manto 

Tshabalala-Msimang (former Minister of Health) resulted in an estimated 343 000 

preventable AIDS deaths in South Africa by 2007. Such governmental discourse of AIDS 

denialism has been the target of criticism in the media and by activist groups such as the 

Treatment Action Campaign. This study investigates the nature of this criticism, 

specifically considering the critical use of metaphor in visual texts such as the political 

cartoons of Jonathan Shapiro, who works under the pen name of “Zapiro”.  The purpose is 

to determine whether the nature of the criticism in visual newspaper texts differs from that 

of corresponding verbal newspaper texts, possibly providing means of criticism not 

available to the verbal mode alone. 

A corpus of texts published between August 1999 and December 2007 that topicalise 

HIV/AIDS was investigated. This includes 119 cartoons by Zapiro, and 91 verbal articles in 

the weekly newspaper Mail & Guardian. The main theoretical approach used in the analyses 

is Conceptual Metaphor Theory, developed by Lakoff and Johnson (1981), and its extension 

to poetic metaphor, developed by Lakoff and Turner (1989). Because of the socio-political 

nature of the problem of HIV/AIDS, the study also draws on Critical Discourse Analysis, 

including complementary concepts from Systemic Functional Linguistics. 

The study reveals that visual and verbal texts make use of similar sets of conventional 

conceptual metaphors at similar frequencies, which confirms the predictions of Conceptual 

Metaphor Theory. The study further reveals that the cartoons enrich these metaphors 

through four specific mechanisms of poetic metaphor, which the verbal articles do not. This 

indicates a significant difference between the two types of texts. Furthermore, it is found 

that the use of such poetic metaphors directly contributes to the critical power of the 

political cartoons. The study indicates that multi-modality in cartoons, which triggers single 

metaphoric mappings, adds a dimension to the critical function of the text that is absent in 

the verbal equivalent. The finding that the visual texts enable a form of cognition that is not 

available to verbal texts, poses one of the most significant avenues for future research. 

Thus, cartoons apparently achieve a type of criticism that is not found, and may not be 

possible, in the verbal texts alone. This makes the political cartoon a text type with an 

important and unique ability to articulate political criticism. 
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CHAPTER 1 - INTRODUCTION 

This thesis reports on research that topicalises visual discourses commenting on AIDS 

denialism in South Africa. The aim is to investigate the use of conceptual metaphors 

in media texts reporting on, and especially those critical of, AIDS denialism. The 

specific research problem that this study seeks to address relates to the use of 

conceptual metaphor in visual texts, specifically political editorial cartoons of a 

critical nature.  So far little research has been done in this field, and it has been shown 

in other studies (e.g. El Refaie 2003) that such research can contribute to a number of 

academic fields, including visual discourse in general  and conceptual metaphor 

theory in particular. The topic of AIDS denialism was chosen because of the powerful 

impact of the problem of HIV/AIDS in South Africa, and the damaging effect that 

denialism has had over the past nine years of Thabo Mbeki’s presidency (Nattrass 

2007). This study seeks to understand the role that political cartoons play in 

establishing a critical, in this case anti-denialist discourse. The focus is specifically on 

the role of visual conceptual metaphors in the construction of this critical discourse. A 

brief background of AIDS denialism and the role it has played in South Africa is 

described in section 1.1. 

1.1 AIDS denialism 

On 28 October 1999, then recently elected South African president Thabo Mbeki told 

the National Council of Provinces that Zidovudine (AZT), a type of antiretroviral 

drug used in the treatment of HIV/AIDS, was toxic and should be investigated 

(Nattrass 2007:187). This preceded many years of statements and actions by the 

president and health minister Manto Tshabalala-Msimang questioning the dominant 

scientific discourse on HIV/AIDS, and taking steps that undermined the treatment of 

HIV/AIDS in South Africa. According to Nattrass (2007:138), the denial of 

HIV/AIDS and particularly the resistance to prescribing antiretroviral (ARV) 

treatment in state health institutions was spearheaded by Mbeki and Tshabalala-

Msimang and resulted in an estimated 343 000 preventable AIDS deaths in South 

Africa by 2007.  

The AIDS denialist discourse takes many forms, but its defining characteristic is the 

questioning of the largely accepted scientific theories of HIV/AIDS. One of its main 
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claims is that the HI-virus is not the cause of AIDS (Nattrass 2007:22-23). This 

sometimes includes the questioning of the existence at all of HIV. Another claim is 

that ARVs used in the prevention-treatment of AIDS are toxic, or that they themselves 

may be the cause of AIDS. In South Africa this has also included claims such as those 

by Thabo Mbeki on 12 October 2001 (Nattrass 2007:190), that the conventional views 

of HIV/AIDS are a form of racist western conspiracy against the African people. 

These claims made by AIDS denialists contradict a large corpus of scientific evidence 

(Nattrass 2007) that show that HIV is the cause of AIDS, and that ARVs may be used 

safely in the prevention and treatment of the disease. The claims therefore go against 

international health recommendations by organisations such as the World Health 

Organisation. 

1.2 Criticism through political cartoons 

The AIDS denialist discourse of Thabo Mbeki and health minister Manto Tshabalala-

Msimang evoked strong criticism from both public and scientific sectors, including a 

number of activist organisations such as the Treatment Action Campaign (TAC) 

founded by an HIV-positive AIDS activist, Zackie Achmat. The news media were 

also a source of criticism. Besides articles in virtually every written newspaper genre, 

there were also visual texts including a series of political editorial cartoons by South 

African cartoonist Jonathan Shapiro. Shapiro, who draws under the pen name of 

“Zapiro”, has a history of political activism, and has been producing editorial cartoons 

since 1987 when he became editorial cartoonist for the newspaper “South” (Shapiro 

2008). Since 1994 his cartoons have appeared in the Sowetan, Mail & Guardian, 

Sunday Times, Cape Times, The Star, The Mercury and Pretoria News. Over the past 

nine years, Zapiro has published at least 119 cartoons topicalising the AIDS denialist 

discourse, and it is this corpus of critical texts that form the focus of the current 

study’s research into visual metaphor. 

Zapiro’s work has received acclaim for the social and political relevance and strength 

of its criticism. One of his recent awards, the international Prince Claus Award in 

2005, states that "the most important consideration of the jury is the positive effect of 

a laureate’s work on a wider cultural or social field" (Prince Claus Fund 2008). While 

cartoons have often been considered a light-hearted and humorous medium, with the 



 3

implication that they are harmless (Verwoerd & Mabizela 2000:vii), the importance 

accorded to them by such awards, as well as the strong reactions they sometimes draw 

from those that are targeted, suggest that they play an important role in political 

criticism. Verwoerd and Mabizela (2000) have commented on the importance of the 

work of South African cartoonists during the Truth and Reconciliation Commission 

process, of which Zapiro’s work forms an important part. He has at times been 

challenged in courts of law by those criticised in his cartoons for a variety of issues, 

notably a R15 million lawsuit by Jacob Zuma in 2006. In 2008, a new surge of public 

debate surrounding the importance and rights of political cartoons erupted when 

Zapiro drew a cartoon of current ANC President Jacob Zuma appearing to prepare to 

rape a female personification of “lady justice”. 

In view of the fact that political editorial cartoons are taken as serious texts of 

political criticism in many quarters, and that they draw such strong reactions from 

politicians and readers, I have undertaken a thorough study of the mechanisms by 

which political cartoons make meaning. It is suggested that the visual medium of 

cartoons is a particularly powerful medium in which sharp criticism may be levelled, 

of a kind that may not be possible or permissible in verbal newspaper articles. Either 

there are medium-specific restrictions, or there are social restrictions such as the 

requirement that potentially defamatory verbal newspaper reports should be factually 

accurate. Esterhuyse (in Verwoerd & Mabizela 2000: 63) has called political cartoons 

"shapers of public opinion; creators of convictions ... and, not least, tools of 

propaganda." This indicates the relevance of the current research. 

1.3 The focus of the research 

Since political cartoons such as Zapiro’s appear in newspapers alongside verbal 

articles, and often topicalise the same issues, the question arises as to the differences 

and similarities between the two modes when it comes to political criticism. One 

question is how the two modes differ in their approach to criticism, especially as 

regards their use of metaphor. Zapiro himself has commented on the importance of 

metaphor in his cartoons, saying that “you have a device, a metaphor whereby you are 

able to show all the things that you are feeling…” (in Verwoerd & Mabizela 2000: 

155). It has been claimed by some theorists (Wolk 2007; El Refaie 2003) that 

metaphor is one of the central mechanisms of cartooning. In view of these 
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suggestions, I propose to study metaphor in cartoons from the theoretical approach of 

Conceptual Metaphor Theory (CMT) developed by Lakoff and others (Lakoff & 

Johnson 1980, 1981; Lakoff & Turner 1989), in order to determine the prevalence and 

nature of conceptual metaphors in the texts, and the role that these metaphors play in 

political criticism. The primary aim of the research is to come to a better 

understanding of how exactly cartoons achieve the criticism that they apparently do, 

based on established linguistic and cognitive theory. While verbal newspaper 

journalism has been the topic of much research, much less has been written on the 

mechanisms of cartoon criticism, especially on the use of metaphor. No such study 

appears to have been done on metaphor in South African cartoons. This work intends 

to provide the groundwork for expanding investigation into the nature of visual 

criticism. 

The question that originally prompted this study of metaphor in cartoons is whether 

the visual mode can express stronger criticism than the verbal mode in newspaper 

articles. Through the course of the study it has become clear, however, that questions 

as to which is the “better” mode, are not useful. Rather, as Kress and Van Leeuwen 

(1996) suggest, the two modes should be seen as differing but complementary. The 

current study therefore focuses on investigating the use of conceptual metaphors in 

cartoons to reveal how the visual mode may differ from the verbal, but also how it is 

similar as is predicted by Conceptual Metaphor Theory. The study will also seek to 

disclose what the particular advantages of the visual medium might be for political 

criticism. 

1.4 Research questions 

The following four questions will guide the research that will address the issues 

discussed above: 

(1) In a database of newspaper articles, both visual and verbal, that topicalise 

HIV/AIDS, to what extent are the same conceptual metaphors found in the 

two different modes? 

If Lakoff and Johnson’s theory of conceptual metaphor, as explicated in section 2.1 of 

this thesis, is correct in stating that metaphor is primarily a mechanism of cognition, 

and is therefore found at a level preceding specific modal expression such as the 
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visual or verbal mode, then it follows that the same conceptual metaphors should find 

expression in both modes, since these are both mediums of expressing thought. 

(2) To what extent do either the visual or verbal texts employ the four 

mechanisms of poetic metaphor as described by Lakoff and Turner (1989)? In 

other words, can either set of texts be described as poetic? 

Lakoff and Turner present a theory of Poetic Metaphor, explicated in section 2.2, 

according to which an author is able to increase the range and power of conventional 

conceptual metaphor by enriching it in four specific ways (Lakoff & Turner 1989:67-

71). If the authors are correct in their claims, then the presence or absence of poetic 

enrichment should provide insight into the nature of criticism of a given mode, and 

into the way in which these mechanisms are used.  

(3) How does the use of poetic metaphor contribute to the critical power of the 

text? 

Biberauer (1996:133) describes four functions that conceptual metaphor fulfils in 

discourse, namely structuring, illumination, compensation, and manipulation. I will 

argue that the poetic enrichment of metaphor increases the author’s control of these 

four functions, and that poetic metaphor therefore has a stronger capacity for criticism 

than conventional metaphor. If hypothesis (2) below is correct that cartoons may be 

considered as visual poetic texts, then the answer to research question (3) may go 

some way towards explaining the power that political cartoons hold for criticism. 

(4) What is the role of multi-modality in the cartoons? 

Cartoons do not employ the visual mode alone, but include verbal elements in the 

form of labels, captions, and speech bubbles as well. This question will seek to 

establish what the function is of these verbal elements in the cartoons. Kress and Van 

Leeuwen (in El Refaie 2003:86) have claimed that the verbal and visual “intermesh 

and interact at all times.” This claim for the cartoons is examined, as well as the 

nature and function of this interaction. This issue will be specifically addressed from 

the perspective of conceptual metaphor theory, to determine what role if any multi-

modality might play in the use of metaphors in the cartoons. 
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1.5 Research hypotheses 

The four research hypotheses below are provided as tentative answers to the research 

questions given in section 1.4 above: 

(1) Both the visual and verbal sets of texts on the same topic contain the same set 

of conventional metaphors. 

If Lakoff and Johnson (1980) are correct in claiming that metaphor is conceptual in 

nature, then both the visual and verbal modes should express the same metaphors, as 

different expressions of the same conceptual system. It is also hypothesised, however, 

that the cartoons contain a larger range of metaphors than the verbal texts, due to the 

poetic enrichment of higher order metaphors by the cartoonist into novel metaphors 

that are nonetheless based on the same set of conventional metaphors. Furthermore, 

the frequency of the occurrence of the metaphors may be influenced by the nature of 

the mode, as suggested by El Refaie (2003:85) and it is therefore hypothesised that 

the cartoons may contain more occurrences of spatial metaphors. 

(2) The visual texts incorporate all four of Lakoff and Turner’s (1989) 

mechanisms of poetic metaphor to a greater extent than the verbal articles, and 

can therefore be considered as visual poetic texts. 

It is expected that verbal newspaper articles will stick more closely to the 

conventional use of metaphor because of socio-political restrictions on these texts – 

specifically the restriction of “factual accuracy” which may be absent from cartoons. 

The verbal articles may, however, contain some instances of poetic enrichment. The 

cartoons, on the other hand, falling under the expectations of an “artistic” medium and 

therefore possibly not subject to the same kinds of restrictions as the verbal articles, 

will likely contain a significantly greater number of instances of poetic enrichment.. 

As far as I am aware, the theory of poetic metaphor by Lakoff and Turner (1989) has 

not been applied to visual texts before, and so the results, although tentative, could be 

significant not only for cartoons, but also for theories of visual communication in 

general. 

(3) The poetic enrichment of metaphor does contribute to the power of criticism 

by allowing the author greater control over the four functions of metaphor 

described by Biberauer (1996).  
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I will argue that the use of poetic metaphor contributes to the critical power of a text 

by opening more choices to the author than those available to an author restricted to 

conventional metaphor. While an author using conventional metaphor is able to 

choose among metaphors, he is not able to choose the way in which a metaphor is 

structured and used to the same extent as the poetic author. Chapter 5 will seek to set 

out a theory of how this works, based on the analysis of the data in Chapter 4. 

(4) The verbal elements found in the visual cartoons will support the critical 

nature of the text, and may serve to anchor the textual interpretation to a 

specific context, thus reducing possible ambiguity. 

Since very little has been written about this question in the literature, it is not possible 

to posit more specific answers without a close analysis of the data. It is hoped that the 

analysis of multi-modality in the cartoons will reveal something about the nature and 

use of conceptual metaphors. 

1.6 Chapter outline 

Below I provide a brief outline of the content of each of the chapters in this thesis. 

Chapter 1 describes the background and motivation for the research, including the 

phenomenon of AIDS denialism in South Africa. It also presents the research 

questions and hypotheses. 

Chapter 2 presents an overview of the relevant literature, including the main 

theoretical approach of Conceptual Metaphor Theory, and other theoretical 

approaches that informed the research, including Critical Discourse Analysis and 

Systemic Functional Linguistics. The chapter further describes previous research on 

cartoons, specifically by El Refaie (2003). 

Chapter 3 describes the research methodology, including the kind of data analysed, 

the collection of the data, and the method of analysis. It describes the nature and 

composition of the visual and verbal databases that have been analysed. 

Chapter 4 reports on the close analysis of the visual cartoons in terms of conceptual 

metaphor theory and poetic metaphor theory, including statistical data on the types of 
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conceptual metaphors used; the frequency of use of poetic mechanisms; and a detailed 

analysis of each of the most frequently occurring metaphors in the database. 

Chapter 5 presents the analysis of the verbal articles as they relate to the cartoons, 

including statistical data on the types of conceptual metaphors used; the frequency of 

use of poetic mechanisms; and a detailed analysis of each of the most frequently 

occurring metaphors in the database. It also presents a theoretical argument on the 

contribution of poetic mechanisms to the critical power of texts, in answer to research 

question (3). 

Chapter 6 concludes the thesis by summarising the main findings in answer to the 

research questions, as well as a discussion of the possible weaknesses of the study and 

suggestions for future research. 
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CHAPTER 2 - LITERATURE REVIEW 

In order to answer the research questions presented in section 1.4, I will primarily 

make use of Conceptual Metaphor Theory (CMT) as described by Lakoff and Johnson 

(1980) in their book Metaphors we live by. I will also make use of Poetic Metaphor 

Theory (PMT) as described by Lakoff and Turner (1989), which is an extension of 

CMT and builds on the same principles in an attempt to describe the unconventional 

use of metaphor in poetic texts. Because the research deals with social and political 

criticism and concerns a sensitive topic with socio-political implications, I also make 

use of the approach of Critical Discourse Analysis (CDA), including complementary 

concepts from Systemic Functional Linguistics (SFL) and its extension to the visual 

mode by Kress and Van Leeuwen (1996). Each of these theories is set out below in 

sub-sections 2.1 to 2.6. 

2.1 Conceptual Metaphor Theory (CMT) 

According to Lakoff (1993:3), the origins of conceptual metaphor theory can be 

traced back to the paper by Michael Reddy (1979) titled The Conduit Metaphor. In his 

paper, Reddy analysed the language that people use to talk about language and 

communication, and found that it was based on a systematic metaphoric 

understanding of the concept of ‘communication’ through the concept of a ‘conduit’. 

According to Lakoff (1993:2), Reddy demonstrated three points with his analysis, 

namely: 

i. Metaphor exists at the level of thought, not language. 

ii. Metaphor is indispensable to the conventional way of understanding 

communication. 

iii. Human behaviour reflects this metaphoric understanding. 

Lakoff and Johnson attempted to apply these conclusions to other conceptual 

domains. According to Lakoff (1993:3), “a huge system of everyday, conventional, 

conceptual metaphors has been discovered since Reddy’s analysis.” Lakoff and 

Johnson (1981: 287) claim that Reddy’s conclusions apply not only to a few domains 
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of thought, but systematically underlie the whole of human conception. The 

fundamental claim of conceptual metaphor theory is therefore that the human 

conceptual system, with which we reason and on which we base our decisions and 

actions, is fundamentally metaphoric in nature (Lakoff & Johnson 1981: 287). 

2.1.1 The classical view of metaphor 

In order to understand the conceptual theory of metaphor, it is important to understand 

the classical theories that it seeks to replace. Lakoff (1993: 1) identifies a set of 

assumptions that defines what he calls the “classical theory of metaphor” – a concept 

which technically covers a range of theories, but which Lakoff discusses as a single 

group on the basis of them all subscribing to the same underlying assumptions. He 

claims that such earlier theories of metaphor subscribe to mistaken assumptions, and 

that the mistake is based primarily on the way that they draw a distinction between 

literal and figurative language (Lakoff 1993: 3). The central difference between CMT 

and the classical theory lies in this distinction, since the concept of ‘literal’ language 

entails the following assumptions: 

1. All everyday conventional language is literal, and none is metaphorical. 

2. All subject matter can be comprehended literally, without metaphor. 

3. Only literal language can be contingently true or false. 

4. All definitions given in the lexicon of a language are literal, not metaphorical. 

5. The concepts used in the grammar of a language are all literal; none are 

metaphorical. 

(Lakoff 1993: 2) 

According to Lakoff’s (1993: 2) theory of conceptual metaphor, all of these 

assumptions are false. The classical theory claims that a metaphorical utterance is 

derived from a literal utterance by the application of an algorithm that works on the 

literal language, transforming it for “decorative” purposes into a metaphoric 

expression. The conceptual theory rejects this claim, stating that the level of 

cognition, even before linguistic expression takes place, is fundamentally metaphoric. 

That is, a metaphorical expression does not represent the outcome of a transformation 
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of literal into figurative language; rather, cognition, and therefore its expression in 

language, is inherently metaphoric. Although Lakoff (1993) claims that the literal-

figurative distinction is misleading, and that most everyday concepts are understood 

metaphorically, he does acknowledge that there are some concepts that are non-

metaphoric. According to him (1993:3), “concrete physical” concepts and experience, 

expressed in sentences such as “The balloon went up” are non-metaphoric, since they 

are not based on a metaphoric mapping between two domains, but rather express 

direct empirical experience. The presence of non-metaphoric concepts based on direct 

empirical experience is called the “grounding” of conceptual metaphor (Lakoff & 

Johnson 1981: 312), since these literal concepts often serve as the source domains in 

metaphoric mappings.  Nevertheless, when it comes to the understanding of abstract 

concepts or emotions, “metaphorical understanding is the norm.” (1993:3) To say that 

some concepts are not understood metaphorically is not the same as the claim of the 

classical theories that all concepts are non-metaphoric. 

2.1.2 The conceptual view of metaphor 

As has been mentioned above, Lakoff and Johnson (1980, 1981) argue that the 

conceptual system that forms the basis of everyday discourse (both linguistic and 

otherwise) is metaphoric in nature. According to this theory, people understand 

abstract or unfamiliar concepts via structural, conceptual mappings from more 

specific and familiar concepts. Even everyday concepts such as ‘time’, ‘state’, 

‘change’, and ‘causation’ are understood metaphorically (Lakoff 1993:1). Because of 

this, the authors argue, metaphor influences not only our language, but also underlies 

our way of thinking, and therefore our decisions and actions. For the purposes of this 

study, then, metaphor is defined as in (Lakoff 1993:1): 

Definition of ‘metaphor’ in Conceptual Metaphor Theory: 

(1) A metaphor is a cross-domain mapping in the conceptual system. 

A ‘domain’ is a concept or semantic field of concepts. It may itself include, or be 

made up of, further concepts. An example is the concept ‘journey’, which includes the 

concepts ‘traveller’, ‘destination’, ‘obstacles’, and others.  

By contrast, the concept ‘metaphorical expression’ is defined as follows: 
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Definition of a metaphoric expression in Conceptual Metaphor Theory: 

(2) A metaphoric expression is a “linguistic expression ... that is the surface 

realization of such a cross-domain mapping.” (Lakoff 1993:2). 

In the classical theory this is what would have been referred to as the metaphor itself. 

For the purposes of this study I will extend the definition given in (2) to apply also to 

non-verbal / non-linguistic modes. The definition is therefore adapted as in (3) below. 

Adapted definition of a metaphoric expression in CMT: 

(3) A metaphoric expression is an expression in either the visual or verbal mode, 

that is a surface realisation of a cross-domain mapping. 

This extension can be justified on the basis of Lakoff’s (1993: 35) own comments that 

“metaphors can be realized in ... imaginative products such as cartoons, literary 

works, dreams, visions, and myths.” It is clear that Lakoff does not consider metaphor 

to be realised exclusively in the verbal mode, even though the definition he provides 

does not extend beyond this – perhaps because he works only with the verbal mode in 

his own study and therefore does not need a broader definition. El Refaie (2003) also 

showed that conceptual metaphor may find expression in the visual medium. This will 

be further illustrated in section 2.6. 

2.1.2.1 Evidence and Examples 

According to Lakoff (1993:3), there are five types of evidence for the reality of 

conceptual metaphor, of which the first three are the most robust. These types are 

identified as follows: 

i. Generalizations governing polysemy, that is, the use of words with a number of 

related meanings. 

ii. Generalizations governing inference patterns, that is, cases where a pattern of 

inferencing in one conceptual domain is used in another domain. 

iii. Generalizations governing novel metaphorical language (cf. Lakoff & Turner, 1989). 

iv. Generalizations governing patterns of semantic change. 

v. Psycholinguistic experiments. 

(Lakoff 1993: 3) 
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When discussing metaphoric mappings Lakoff and Johnson (1980) adopt a specific 

convention, which I will also follow in this study. According to this convention 

conceptual metaphors are expressed in the format: TARGET-DOMAIN IS SOURCE 

DOMAIN or TARGET-DOMAIN AS SOURCE-DOMAIN (Lakoff 1993: 4). While 

they also refer to the concepts that form a single domain in this capitalised format, 

such as DOMAIN, I will adopt the standard linguistic convention of referring to them 

in single quotation marks, such as ‘concept’, instead. The notions of target and source 

domain will be described below. 

To illustrate the theory of conceptual mappings, let us consider the conceptual 

metaphor LOVE IS A JOURNEY, introduced by Lakoff (1993). The following 

examples are all expressions of this metaphor: 

(4) a. Our relationship has hit a dead-end street. 

b. The relationship isn’t going anywhere. 

c. We’ve come very far in our relationship. 

d. We’ve had a bumpy road in our relationship. 

In the development of his theory, Lakoff (1993:3) asked two questions concerning 

such conventional ways of talking about relationships, namely, (i) Is there a general 

principle governing how these linguistic expressions about journeys are used to 

characterise love?, and (ii) Is there a general principle governing how our patterns of 

inference about journeys are used to reason about love when expressions such as these 

are used? According to Lakoff, the answer to both questions is “yes”. He claims that 

this general principle lies within the conceptual system that underlies language. The 

principle is a systematic understanding of the concept of ‘love’ via the concept of 

‘journey’. According to Lakoff (1993: 4), “the metaphor can be understood as a 

mapping (in the mathematical sense) from a source domain (in this case, journeys) to 

a target domain (in this case, love).” This means that there are certain 

correspondences between the concepts in the two domains, namely: 

(5) a. Lovers correspond to travellers. 

b. The love relationship corresponds to the vehicle. 
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c. The lovers’ common goals correspond to their common destinations on the 

journey. 

d. Difficulties in the relationship correspond to impediments to travel. 

(Lakoff 2003: 4-5) 

These correspondences between domains allow us to reason about love with the same 

knowledge that we use to reason about journeys. If one of the partners in a 

relationship were to say “We’re stuck” the logic about journeys evoked by this 

utterance would map onto their relationship in the following way: 

(6) a. Two travellers are in a vehicle, travelling towards a common destination. 

b. The vehicle encounters an obstacle and gets stuck, making it non-functional. 

c. If they do nothing, they will not reach their destination. 

d. They therefore have a number of options for action. 

(Lakoff 1993: 5) 

Some of the options referred to in (6)d are: 

(7) a. They can try to get the vehicle moving again by getting past the obstacle. 

b. They can remain in the vehicle and give up on reaching their destination. 

c. They can abandon the vehicle. 

(Lakoff 1993: 5) 

It should be clear how the set of correspondences given in (5) above (namely lovers-

travellers, relationship-vehicle, goals-destinations) map our understanding of journeys 

on to the concept of ‘love’. The conceptual correspondences allow not only new 

conceptual understanding of the concept ‘love’ to be formed, but allow the associated 

logic itself to be mapped. The resulting understanding may be expressed, parallel to 

the scenario in (6) above, as: 

(8) a. Two lovers are in a love relationship, pursuing common goals. 

b. The relationship encounters some difficulty, which makes it non-functional. 
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c. If they do nothing, they will not be able to reach their life goals. 

d. They have a number of options for action. 

Lakoff describes these actions, parallel to (7) above, as: 

(9) a. They can try to get their relationship moving again by getting past the 

difficulty. 

b. They can remain in the non-functional relationship and give up on 

achieving their life goals. 

c. They can abandon the relationship. 

(Lakoff 1993: 5) 

I have presented Lakoff’s explication of this example in detail because it is important 

to fully understand the mechanism of conceptual mapping and the implications that it 

holds for understanding and reasoning. Furthermore the example of a JOURNEY 

metaphor is relevant to the current study as it is found in both the verbal and visual 

databases that will be analysed in Chapter 4 and Chapter 5. A detailed analysis of how 

such mappings are realised in the visual medium will be given in the data analysis 

section in Chapter 4. In the following section I will elaborate on the concept of 

‘mapping’, since it is the central concept in Conceptual Metaphor Theory. 

2.1.2.2 Mapping 

The previous section demonstrated through the example of the LOVE IS A  

JOURNEY metaphor what a metaphoric mapping entails. However, it is necessary to 

unpack the working and concept of metaphoric mappings in greater detail. 

Specifically, each metaphoric mapping consists of the following four aspects that are 

mapped from the source domain to the target domain (Lakoff & Turner 1989: 63): 

(10) a. Slots 

b. Relations 

c. Properties 

d. Knowledge 
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‘Slots’ are sub-concepts contained within any domain, such as the concept ‘traveller’ 

in the ‘journey’ domain, which may itself contain further slots, for example 

‘possessions’. In a metaphoric mapping, the slots in the source domain (‘traveller’) 

get mapped onto corresponding slots in the target domain (‘lover’). Or, alternatively, 

the slots in the source domain my create slots in the target domain, as when the ‘path’ 

slot in the ‘journey’ domain creates a slot in the domain of ‘relationship’ which does 

not pre-exist the mapping, namely ‘course of relationship’ (Lakoff & Turner 1989: 

63). 

As was seen in section 2.1.2.1, it is not only the slots, or sub-concepts, that are 

mapped, but also the relations that hold between them. In the LOVE IS A JOURNEY 

example, the relation ‘reaching’ that holds between ‘traveller’ and ‘destination’ in the 

‘journey’ domain is mapped onto the domain of ‘love’, so that two people in a 

relationship can speak of “reaching” or “not reaching” the goals set out for their 

relationship. 

‘Properties’, including connotations, of the source domain are also mapped when a 

metaphor is activated. For example, we can say that a traveller can have certain 

strengths and weaknesses (Lakoff & Turner 1989: 63) that affect the way in which he 

conducts a journey and handles obstacles. These properties are mapped on the domain 

of ‘love’ so that it is possible to say that two people are “strong enough to break 

through any difficulty in their relationship.” These properties may of course be 

negative. For example, if someone refers to another person with an utterance such as 

(11) below the metaphor A PERSON IS A PIG is activated. The reason the metaphor 

is offensive is because of the properties that are mapped as part of the metaphor. In 

this case properties are mapped from the domain of ‘pig’ onto that of ‘person’. These 

properties are what are traditionally called “connotations.” For the concept ‘pig’ these 

may include properties such as ‘dirty’, ‘offensive’, etc. 

(11) He acted like a total pig! 

Lastly, as was demonstrated in section 2.1.2.1, knowledge about a person’s interaction 

with and relation to a concept is also mapped metaphorically. This type of knowledge 

is the reasoning that is applied to a situation. When ‘love’ is structured via ‘journey’, 

for example, it is possible to base one’s decision-making about love on knowledge 

mapped from the ‘journey’ domain. As in the example discussed in (8)b, when a 
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relationship “reaches an obstacle” one can decide to “get around the obstacle”, “stay 

stuck where you are”, or “abandon the relationship.” The important point that Lakoff 

and Johnson make is that these are all conventional ways of talking and thinking 

about relationships, and would not be considered odd or even metaphoric by most 

people. Such metaphors that are used relatively unconsciously as the normal way of 

speaking are called “conventional metaphors.” These stand in contrast to 

unconventional or poetic metaphors that will be discussed in section 2.2. 

In summary, apart from the fact that metaphoric mappings happen conceptually – that 

is, pre-linguistically – they also go deeper than simple conceptual comparisons. It is 

not just ones understanding of a concept that is taken from another concept (slots), but 

also one’s feelings (connotations or features) and decision-making and reasoning 

(knowledge), as well as one’s understanding of the relations that hold between 

concepts. 

2.1.2.3 Highlighting and Hiding 

One aspect of conceptual metaphor, namely its manipulative function, has important 

implications for a critical approach to metaphor in discourse; this will be discussed in 

section 2.1.4. The manipulative aspect of metaphor is referred to as “highlighting and 

hiding”. According to Lakoff and Johnson (1981: 294) the structural mapping that 

occurs between conceptual domains during the formation of a conceptual metaphor is 

only partial. This means that there are aspects of the target domain that remain 

unstructured by the source domain. This occurs because the source domain does not 

contain suitable elements for all the possible slots in the target domain. To illustrate 

this aspect of metaphor clearly, it is useful to compare the effects of two contrasting 

metaphors with the same target domain, namely POLITICS IS A JOURNEY and 

POLITICS IS WAR, illustrated in (12) and (13) below. In the POLITICS IS WAR 

metaphor in example (12), the ‘war’ domain does not include concepts for structuring 

the ‘politics’ domain in co-operative and mutually beneficial terms, as the ‘journey’ 

domain in example (13) does (Lakoff & Johnson 1981: 292). This is because war is 

based upon conflict between two sides, whereas in a journey two sides can travel 

together as partners towards a mutual destination, as discussed in section 2.1.2.1 

above. As a result, the metaphor causes us to focus on those ideas that are 

successfully mapped from the ‘war’ domain, thus highlighting them in our 
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understanding of the situation (Lakoff & Johnson 1981: 292). Similarly, it encourages 

us not to consider those aspects that remain unstructured by the metaphor because 

they are not coherent with it, thus “hiding” them from us.  

Examples of the POLITICS IS WAR metaphor: 

(12) a. Sibongile Manana was attacked by opposition parties and civic groups for 

her refusal to deviate from the national government line (Article 2002-02-

28d)
1
. 

 b. The KwaZulu-Natal government has deserted the Department of Health in 

its fight against the Treatment Action Campaign (Article 2002-03-07f). 

Examples of the POLITICS IS A JOURNEY metaphor: 

(13) a. I think the road map should be clear, simple, and we must all participate in 

this (Article 2005-03-31j). 

b. The government announced the long-awaited anti-retroviral treatment plan, 

paving the way for the challenges facing the country to be widely discussed 

(Article 2004-02-05a). 

The POLITICS IS A JOURNEY metaphor used in example (13) above has 

implications that are different to those of the POLITICS AS WAR metaphor 

illustrated in example (12), because of systematic differences between the two source 

domains of ‘war’ and ‘journey’. As a consequence, different aspects of the target 

domain of ‘politics’ are highlighted as well as hidden. For example, the opposition 

parties are constructed in (13) as partners taking a journey together towards a unified 

and mutually beneficial goal, and as such need to enter into negotiations about which 

direction they should take. The WAR metaphor, on the other hand, systematically 

hides each of these aspects highlighted by the JOURNEY metaphor: in a WAR 

discourse, the different parties are not seen as “partners”, they do not share a "unified 

goal", and winning is achieved by attacking the other parties, forcing them to retreat, 

concede, or be destroyed. The JOURNEY metaphor, similarly, systematically hides 

                                                
1
 Throughout this thesis, I will cite newspaper articles in this format, which represents their date of 

publication. The articles can be found in Appendix B, arranged chronologically according to this date 

convention. 
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such opposition-of-force aspects highlighted by the WAR metaphor. In a journey, 

partners are expected to work together to reach their final goal.  

This highlighting and hiding of different aspects of the same domain occurs because 

the conceptual domain of ‘war’ does not contain the structures and concepts of shared 

goals, mutually beneficial communication, and progress – all of which are salient 

within the ‘journey’ domain. Similarly, the ‘journey’ domain does not contain the 

structures and concepts of opposition and conflict that are salient within the ‘war’ 

domain. Because these structures do not exist within the source domain, they cannot 

be mapped onto the target domain, and because they are not mapped, we do not 

structure our understanding according to them, and we do not automatically consider 

them unless we consider a metaphor with different implications. Instead, the 

reader/listener’s attention is diverted to those aspects that are highlighted by the 

mapping. In the data analysis chapters, Chapter 4 and Chapter 5, this aspect of 

conceptual metaphor is discussed on a case-by-case basis where it plays a role in the 

critical nature of a text. 

2.1.2.4 Image metaphors 

Another aspect of CMT that is relevant to the current study is what Lakoff (1993:25) 

terms “image metaphors”. Lakoff identified this type of mapping in linguistic 

examples, and then showed that they express an underlying visual rather than an 

abstract conceptual mapping. The fact that visual mappings are present in linguistic 

utterances provides interesting insight into the multi-modality of conception, and is 

especially relevant to the current study since these image mappings are also found in 

the visual mode, as will be shown in Chapter 4. It should not be assumed that all 

visual expressions of metaphor are image-mappings. As will be seen in Chapter 4, the 

conceptual metaphors that underlie visual cartoons are often standard conceptual 

mappings just like the examples discussed in the previous sections. Image-metaphors 

in this sense of the word are also found in cartoons, and according to El Refaie (2003) 

may be even more frequent in cartoons than in other visual media. 

According to Lakoff (1993: 25), image metaphors belong to a special class of 

metaphor that “map one conventional mental image onto another.” He describes 

image metaphors as “one-shot metaphors” because they map a single image onto 
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another, as opposed to mapping a domain of concepts onto another domain. He uses 

the following Indian poem as an illustrative example: 

(14) Now women-rivers 

belted with silver fish 

move unhurried as women in love 

at dawn after a night with their lovers 

(Lakoff 1993: 25) 

Here, according to Lakoff (1993: 25), the “slow, sinuous walk of an Indian women is 

mapped onto the image of the slow, sinuous, shimmering flow of a river”. The 

mapping here follows the same rules as other mappings, namely that the structure of 

one domain is mapped onto the structure of another domain, only in this case the 

structures are visual images instead of abstract concepts, activated by linguistic 

utterances.  

As in non-image metaphors, it is not only the concept (image or otherwise) itself that 

is mapped but the relations, knowledge, and properties as well (Lakoff 2003: 26). It 

seems as though the image mapping activates a conceptual metaphor in the usual 

sense, resulting in a full mapping of all four aspects presented in (10) above. They are 

not simply the composition of one image onto another, rather they are full conceptual 

metaphors prompted and guided by the composition of two images.  

2.1.3 The persuasive power of metaphor 

According to Lakoff and Turner (1989: 63) conceptual metaphors can exercise 

persuasive power over participants in communication. They claim that we are 

predisposed to accept the validity of conceptual metaphors used by ourselves and 

other people because we rely on them “constantly, unconsciously, and automatically” 

to the extent that they are hard to resist or even notice. Lakoff and Turner (1989: 64) 

describe five sources of power of conceptual metaphor. These are the power to 

structure, the power of options, the power of reason, the power of evaluation, and the 

power of being there. Each is discussed separately in sections 2.1.3.1 to 2.1.3.5 below. 
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2.1.3.1 The power to structure 

According to Lakoff (1993: 64), “metaphorical mappings allow us to impart to a 

concept structure which is not there independent of the metaphor.” The part of our 

understanding of a concept that is metaphorically structured is fully informed by the 

metaphor. If another metaphor were used, this understanding could be radically 

different, as was demonstrated in section 2.1.2.3 with the POLITICS AS WAR versus 

POLITICS AS JOURNEY metaphors. If one does not realise that one’s understanding 

of a concept is given by the metaphor used to structure it, one may accord it the status 

of reality, and assume it to be the truth. Metaphor therefore has the power to structure 

our understanding in different ways. 

2.1.3.2 The power of options 

Because cognitive schemas are general by nature, they allow a wide range of choices 

as to how they are filled in. This will be made clear in the analysis of poetic 

enrichment of metaphors in Chapter 4. The ‘journey’ schema, for example, does not 

need to include the concept of ‘vehicle.’ If it does, there is still a wide range of 

options available: a journey can be on land in any type of vehicle or by foot, by sea in 

any type of boat, or by air in any type of aircraft. A journey undertaken in a raft on a 

stormy sea, for example, is very different to a journey undertaken in a sports car on a 

racetrack. These choices have significant implications for how we understand the 

target domain, since they each have their own features, slots, knowledge and relations 

(c.f. section 2.1.2.2) that they bring to the target domain. If we agree with Fowler and 

Kress (1979: 188) that all choice is ideological in nature, and “serves the larger needs 

of the speaker in a given situation”, then the fact that conceptual metaphor, especially 

via poetic enrichment, allows so much choice at so many levels indicates that the 

power of choice is an important ideological tool, and also forms an important part of 

the reason that poetic metaphor is particularly powerful, since it increases the number 

of choices available. This will be further discussed in section 5.4 in answer to research 

question (3) as to the contribution of the poetic mechanisms to the critical power of a 

text. 
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2.1.3.3 The power of reason 

Since metaphoric mappings map not only slots and features but also knowledge and 

relations (see section 2.1.2.2), metaphors provide us with a way of thinking about a 

target domain in terms of the logic of a source domain (Lakoff & Turner 1989: 65). 

We can base our reasoning, decision-making, and therefore also our actions on the 

logic imposed by the metaphor (Lakoff & Johnson 1981: 287). If Lakoff and Johnson 

are correct in claiming that much of this process happens unconsciously, then the 

person who is adept at using and enriching metaphors has a powerful device by which 

to manipulate discourse. I have used the RELATIONSHIP AS JOURNEY metaphor, 

illustrated by the examples in (4), to demonstrate how the reasoning of the ‘journey’ 

domain creates choices of action within the ‘relationship’ domain. 

2.1.3.4 The power of evaluation 

As was pointed out in section 2.1.2.2 with reference to example (11) “He acted like a 

total pig!” we not only map logical reasoning from the source domain onto the target 

domain, but also subjective evaluations and feelings, which I will refer to as 

“connotations” from now on (Lakoff & Turner 1989: 65). When Zapiro chooses to 

draw Dr. Matthias Rath through an image mapping as “chucky” from the famous 

horror films (see section 4.5), he is attributing all the fearful connotations of this 

character to Rath, as well as imposing the knowledge of how this character acts, what 

his motivations are, and so forth. Metaphor thus has the power to create evaluations of 

things based on implicit connotations. This aspect of conceptual metaphor relates to 

the notion of appraisal in Systemic Functional Linguistics that will be discussed in 

section 2.4.3. 

2.1.3.5 The power of being there 

It has been mentioned that much of the persuasive and manipulative power of 

metaphors comes from the fact they are so ubiquitous as to go generally unnoticed 

(Lakoff & Johnson 1981: 286). Most of the time we accept metaphors without 

realising that we are speaking about or understanding a situation metaphorically. 

According to Lakoff and Turner (1989: 65) this can make it difficult to question these 

metaphoric constructions of reality – or even to notice them in the first place. A 

person who is adept at using metaphor has a powerful tool at his disposal, because, as 
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Botha (1994: 269) states, he may not need to struggle with people’s conscious 

reasoning about a concept, being able to step around the critical faculty through the 

use of metaphor. My own view is that it is important not to overestimate the 

manipulative power of metaphor to one of total control, since it clearly is possible to 

look critically at metaphors and bring them to question, otherwise it would not be 

possible to study them. Indeed, one of the four ways in which authors poetically 

enrich conventional metaphor is by questioning them (see section 2.2.3). On the other 

hand it is also important not to underestimate this power. While some authors might 

make it sound like metaphor has an unbreakable power over people, others make it 

sound as though it holds none. In my opinion the truth lies somewhere in the middle: 

simply because it is possible for any person to critically question the metaphors they 

encounter does not mean that every person does so, and this may leave them open to 

unconscious influence. Getting people to become aware of, understand and question 

everyday metaphor is part of the reason for conducting studies in the field.  

2.1.4 The functions of metaphor 

Biberauer (1996: 133) proposes four functions that conceptual metaphor fulfil in 

discourse. These functions describe the ways in which metaphors function in 

communicative interactions – that is, what they are used for – in a similar way that the 

focus of SFL is on the functional aspect of language rather than the formal or 

cognitive one (see section 2.4). According to her, any metaphor can fulfil one or more 

of the following functions, namely structuring, illuminatory, compensatory, and 

manipulative. Each is discussed under its own heading below. 

2.1.4.1 The structuring function 

The structuring function is based on the claim that conceptual metaphors structure one 

domain in terms of another, so that the target domain is understood in terms of the 

structure of the source domain. It allows us to provide structure to abstract concepts 

that may not otherwise have structure of their own. In this way the structuring 

function of metaphors allow us to understand concepts in certain ways by employing 

certain metaphors. The LOVE IS A JOURNEY metaphor discussed in section 2.1.2.1 

is one example. Structuring love as journey allows us to understand love in certain 

ways which otherwise would not have been accessible. The ‘journey’ domain is 



 24

specific, while the ‘love’ domain is much more abstract. The mapping thus provides a 

specific way of thinking about and understanding the concept of ‘love’. 

2.1.4.2 The illuminatory function 

The illuminatory function provides a way for an author / speaker to make a complex 

or unknown concept accessible to others by relating it to something they already 

know (Biberauer 1996:133). The metaphor makes unfamiliar concepts accessible by 

applying the structure of a concept already known by the reader. While Biberauer 

describes this function as “illuminating”, which might suggest that a metaphor merely 

sheds light on a situation objectively, it should be remembered that what is 

highlighted by a metaphor is not necessarily true, and can not represent the full 

picture. While metaphor can be used to illuminate a concept, the very same 

mechanism can also be used to distort or even obscure aspects of a concept, leading to 

the manipulative function discussed under heading 2.1.4.4 below. The illuminatory 

and manipulative functions are closely related in my view; the author’s intention 

determines which function is operative. 

2.1.4.3 The compensatory function 

According to Biberauer (1996: 133) metaphor can also be used when a speaker / 

author is unsure of the “correct” way of stating something, in which case they employ 

a metaphor to express the same concept differently. Biberauer provides the example 

of a patient referring to the body’s immune cells as “body soldiers.” While it is of 

course possible to use metaphor this way in discourse, I think it is important to keep 

in mind that much that is metaphoric in the conceptual system is fundamentally 

metaphoric – that is, metaphor is there to be begin with, it is not simply an artificial 

means of bypassing “normal” or “correct” language, as might be suggested by this 

function. The compensatory function may therefore describe poetic metaphor more 

than conventional metaphor (the phrase “body soldiers”, for example, is an expression 

of the poetic extension of the WAR metaphor). It may also be a way to avoid directly 

referring to something that is socially taboo, as when one speaker referred to a person 

with HIV/AIDS as having “the slow puncture.”
2
 

                                                
2
 Heard in discussion with a colleague, Lauren Mongie.  
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2.1.4.4 The manipulative function 

Because of the highlighting and hiding aspect of metaphor discussed in section 

2.1.2.3, metaphor has the potential to distort and obscure concepts, and provide 

structures and thinking that do not fully accord with reality. According to Biberauer 

(2006: 133) this makes metaphor an “extremely effective manipulative device”. This 

aspect of metaphor is particularly relevant in the study at hand, because of the focus 

on metaphor as a tool of criticism. When metaphor is employed in critical texts it is 

necessarily used manipulatively in the sense that the attempt is to change or influence 

the reader’s understanding of the concept at hand.  

2.1.5 Summary 

The four functions of metaphor described above represent the ways in which people 

use metaphor discursively for their own socio-political purpose. I will argue in section 

5.4 that the use of poetic mechanisms described in section 2.2 increases the authors 

control over these four functions of metaphor, thereby increasing the critical power of 

the text. Throughout the data analysis chapters I will demonstrate how the poetic 

features increase the range of choices open to the author in using metaphor for his/her 

ideological purpose. 

2.2 CMT Extended: Poetic Metaphor Theory (PMT) 

Since conceptual metaphor theory rejects the distinction between literal and figurative 

language and shows that metaphor is found frequently in every day language, it raises 

the following question: If metaphor is everywhere in language, how is poetry different 

from everyday language? In order to answer this question, Lakoff and Turner (1989) 

analysed the language of poetry in search of mechanisms that explain the difference, 

since it was no longer the mere fact that metaphor was present. In their findings, they 

reaffirm the claims of Lakoff and Johnson (1980) that all metaphor is an expression of 

the underlying conceptual system, and is therefore not unique to poetry. They found 

that poets do not create “new” metaphors, as is generally thought. Instead they use 

conventional, everyday metaphors (Lakoff & Turner 1989: xi), and enrich these in 

specific ways. Lakoff and Turner argue that this is necessarily so, otherwise readers, 

whose interpretations are based on their own pre-existing knowledge, would not be 

able to understand poetic texts. The artistry comes from the ways in which poets 
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enrich these everyday metaphors. Lakoff and Turner (1989: 67) posit four 

mechanisms through which conventional metaphor can be enriched to become poetic 

metaphor. These are: extension, elaboration, questioning, and composition. Research 

question (2) concerns these four mechanisms and their use in verbal and visual texts. 

Below, I will discuss each of them in detail under its own heading, since they will be 

central to the analysis of the cartoons in Chapter 4. 

2.2.1 Poetic extension 

The poetic mechanism of extension may be defined as follows: 

(15) Extension is the mapping of previously unmapped slots in a conceptual 

metaphor. 

As mentioned in section 2.1.2, metaphors are partial mappings across domains 

(Lakoff & Turner 1989: 67), which means that there are aspects of the source domain 

that are not mapped onto the target domain, and therefore do not form part of the 

metaphoric structure. These gaps in the mapping result in the phenomenon of hiding 

described in section 2.1.2.3. However, in their analysis of poetic texts, Lakoff and 

Turner (1989: 67) found that it is possible to map previously unused aspects of the 

source domain, and so extend the conceptual metaphor in ways that still adhere to the 

basic logic of the metaphor, but go beyond the conventional use of it. 

As an example of a poetic text, Lakoff &and Turner (1989:67) provide a passage from 

Shakespeare’s play Hamlet (Lakoff & Turner 1989: 67), given in (16) below, where 

the author uses the conventional metaphor of DEATH AS SLEEP. In this 

conventional metaphor, the concept of ‘dreaming’ usually remains unmapped. That is, 

we do not conventionally think of a dead person as dreaming, even when we structure 

death through the ‘sleep’ domain in other respects. By using the phrase “Perchance to 

dream” the author extends the metaphor by mapping the previously unused aspect of 

‘dreaming’ from the source domain of ‘sleep’ onto the target domain of ‘death’. This 

allows the author to explore this new structure provided by the mapping, and through 

his questioning “what dreams may come?” to get the reader to consider a new 

understanding of death. The poet is calling forth this new conception of death by 

enriching a conventional metaphor in unconventional ways. 
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(16) To sleep? Perchance to dream! Ay, there’s the rub; For in that sleep of death 

what dreams may come? 

2.2.2 Poetic elaboration 

The poetic mechanism of elaboration may be defined as follows: 

(17) Elaboration is the filling in of existing slots in a metaphoric mapping with 

more specific, unconventional concepts. 

The mechanism of elaboration does not use unused slots the way extension does. 

Instead, it fills in existing slots in unconventional ways (Lakoff & Turner 1989: 67). 

Because the slots that make up a concept are abstract, as discussed in section 2.1.2.1, 

it is possible to fill them with more specific instances in many different ways. Each 

possible concept that is introduced brings with it all four of the different aspects of 

mapping discussed in section 2.1.2.2, and so changes the nature of the metaphor being 

used. The example discussed there was the filling of the ‘vehicle’ slot with different 

concepts such as ‘car’, ‘raft’, ‘boat’, or ‘aeroplane.’ Since they are all hyponyms of 

‘vehicle’ they are all possible elaborations of that slot. 

Let us consider an example by Lakoff and Turner (1989: 68) from a poetic text. In the 

DEATH AS DEPARTURE metaphor, death is conceptualised as a departure on a 

journey away from the present. The metaphor does not conventionally contain more 

detail than this. It is therefore possible to fill in the general slots with specific 

examples (Lakoff & Turner 1989: 68). As mentioned, a journey might be taken in a 

number of different vehicles. It can also have different purposes: to take a journey of 

exile is very different to taking a journey home. Thus, when Horace refers to death as 

“the eternal exile of the raft “ (Lakoff & Turner 1989: 67) he is extending the same 

metaphor in a different way to an author who says that a deceased person has 

“returned to the home of the gods”. In the first case the ‘journey’ slot is filled with the 

more specific type of journey, namely ‘exile’, and in the second case with a journey 

of ‘return’ towards the destination of ‘home’.  

Filling in the slots with more specific concepts adds content to the metaphor in all 

four ways discussed in section 2.1.2.2, namely: slots, relations, knowledge, and 

properties. Because of this our understanding of the target concept is altered by the 
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elaboration (Lakoff & Turner 1989: 68). Filling the ‘journey’ slot with ‘exile’ 

constructs death as being lonely, beyond our control, and a loss, because these 

concepts are part of the concept of ‘exile.’ The concept of ‘home’ carries very 

different connotations, and thus constructs death as being a joyful event that leads to 

safety, comfort and acceptance.  

The elaboration of conventional slots with unconventional concepts therefore allows 

the poetic author to give radically different interpretations to the target domain. As we 

will see in the data analysis in Chapter 4, the elaboration of general slots with specific 

elements is found with high frequency in cartoons. One aspect that may contribute to 

this is that an image is by nature specific, as El Refaie (2003) has pointed out. It is not 

possible to draw an abstract notion of ‘journey’ in the same way that the word 

“journey” refers to an abstract concept. The visual artist is forced to make a choice 

about how to represent, and therefore elaborate, the slot, and this choice will have 

conceptual and ideological consequences, as discussed by Fowler and Kress (1979: 

188), and mentioned in section 2.1.3.2. 

2.2.3 Poetic questioning 

The poetic mechanism of questioning may be defined as follows: 

(18) Questioning is the act of pointing out a discrepancy between the understanding 

that a conceptual metaphor imposes upon its target domain, and a reader’s 

other knowledge about that domain. 

According to Lakoff and Turner (1989: 69), “poets can call into question the 

boundaries of our everyday metaphorical understandings of important concepts.” That 

is, an author can ask questions about conventional metaphors in a way that points out 

their inadequacies. Lakoff and Turner (1989:69) cite the example from Catullus, 

given in (19) below. The metaphor used is A LIFETIME IS A DAY. Through this 

metaphor we conventionally conceive a person’s lifetime as going through the phases 

different phases of a day: ‘birth’ is structured as ‘morning’, ‘young age’ as 

‘afternoon’, ‘old age’ as ‘evening’, and ‘death’ as ‘night’ (cf. the DEATH AS SLEEP 

metaphor in section 2.2.1). The author calls the truth of this metaphor into question, 

however, by pointing out that it fails to include the concept of mortality – the idea that 

a person has only one life, and will not receive another after death. He does this by 
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saying, “but when our brief light goes out, there’s one perpetual night to be slept 

through.” In this way, the reader becomes conscious of the metaphor being used 

through the realisation that it does not fully apply to his understanding of life. This 

allows an author to challenge conventional metaphors that are not in accord with his 

ideological purpose, allowing him space to provide other conceptual metaphors in 

their place. 

 (19) Suns can set and return again, 

but when our brief light goes out, 

there’s one perpetual night to be slept through. 

(Lakoff & Turner 1989:69) 

Another example of questioning discussed by Lakoff and Turner (1989: 69) comes 

from Othello, given in (20) below. Othello speaks to a lighted candle while 

contemplating whether to kill Desdemona. The metaphor called into question is that 

of LIGHT IS LIFE. An ordinary light such as a candle can be relit if it is put out. 

However, when a person is killed, the life cannot be restored. 

(20) If I quench thee, thou flaming minister, 

I can again thy former light restore, 

Should I repent me; but once put out thy light, 

Though cunning’st pattern of excelling nature; 

I know not where is that Promethean heat 

That can thy light relume. 

 (Lakoff & Turner 1989: 69) 

An author using metaphor poetically therefore has the ability to reveal that which a 

metaphor conventionally hides, by purposefully speaking about it. By highlighting 

some aspect that was previously hidden, the author points out the discrepancy, and 

calls into question the logic that the metaphor would impose upon a situation  (Lakoff 

& Turner 1989: 69). This is a means by which an author may criticise conventional 
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metaphors, and could therefore be expected to play a part in texts of a critical nature. 

It is possible that critical texts would use the mechanism of questioning as a means to 

undermine the established discourse, in an attempt to change the way people 

metaphorically construct, and therefore think about, a situation or person. 

2.2.4 Poetic composition 

The poetic mechanism of composition may be defined as follows: 

(21) Composition is the combined use of two or more conceptual metaphors in 

such a way that they form a complex structuring with parts of the one 

metaphor relying on parts of another. 

An author may use metaphors in combination, with one aspect of a metaphor relying 

upon an aspect of another metaphor, so that a chain of metaphoric structuring is 

formed that says more than the metaphors do individually. According to Lakoff and 

Turner (1989: 70), this is can happen because there may be more than one 

conventional metaphor for a given target domain, for example LIFE IS A DAY, and 

LIFE IS A PRECIOUS POSSESSION. This composition is realised linguistically as 

the simultaneous use of two or more such metaphors in the same passage, or even in 

the same sentence. Lakoff and Turner (1989: 70) give another example from 

Shakespeare’s sonnet number 73, presented here in (22) below. In this quatrain, the 

concept of death is understood through a composition of at least five conventional 

metaphors, namely: LIGHT IS A SUBSTANCE, EVENTS ARE ACTIONS, LIFE IS 

A PRECIOUS POSSESSION, A LIFETIME IS A DAY, and LIFE IS LIGHT (Lakoff 

& Turner 1989: 70). 

(22) In me thou seest the twilight of such a day 

As after sunset fadeth in the west; 

Which by and by black night doth take away, 

Death’s second self that seals up all in rest. 

 (Lakoff & Turner 1989:70) 
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The simple clause, “black night doth take away [the twilight]”, contains all five of 

these conventional metaphors in composition. Night is the agent that takes away 

(EVENTS ARE ACTIONS) light (LIGHT IS A SUBSTANCE), which is 

metaphorically understood as life (LIGHT IS LIFE), and is therefore the stealing of a 

precious possession (LIFE IS A PRECIOUS POSSESION) (Lakoff & Turner 1989: 

71). Lakoff and Turner (1989: 71) point out that there are nearly as many conceptual 

metaphors as words used in the understanding of this clause. 

2.2.5 Summary 

Through the four mechanisms of poetic metaphor discussed above – namely 

extension, elaboration, questioning, and composition – an author is able to: 

a) Include, by extension, elements that are not conventionally mapped by a 

metaphor (Lakoff & Turner 1989: 71), thus introducing new ways of thinking 

about the target domain. 

b) Fill in abstract slots with specific concepts by elaboration, which introduces 

the understanding and logic of the new concept into the understanding of the 

target domain, and thus provides a new way of thinking about it. 

c) Comment on the limitations of conventional metaphors by pointing out, 

through questioning, where their logic breaks down. 

d) Combine metaphors, through composition, to produce inferences that may not 

be possible with the individual metaphors used separately (Lakoff & Turner 

1989: 71). 

When an author uses any of these four mechanisms, the metaphor is being used 

poetically, and thus forms an instance of poetic metaphor. The metaphor itself is 

changed in the process, even though it still relies on the conventional metaphors to be 

understood. It is the way in which it is used and enriched that can have significant 

ideological consequences. According to Lakoff and Turner (1989: 72), poets use these 

mechanisms to “lead us beyond the bounds of ordinary modes of thought and guide us 

beyond the automatic and unconscious everyday use of metaphor.” If this is the case 

in poetry, then it is possible that these same mechanisms could be employed in other 

texts that also seek to change the way people think about things. One of the main 
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hypotheses of this study, formulated as research hypothesis (2) in section 1.5, is that 

cartoons can be considered poetic texts, by virtue of their employing these four 

mechanisms of poetic metaphor, amongst other reasons, as tools of criticism. The 

validity of this hypothesis will be examined through the data analysis presented in 

Chapter 4. 

2.3 Critical Discourse Analysis (CDA) 

According to Anthonissen (2001:8), Critical Discourse Analysis as a methodological 

approach in linguistics grew out of the wider social and critical theory developed from 

the 1930s onwards, especially by a group of philosophers known as the Frankfurt 

School (Anthonissen 2001:39). This approach is concerned not only with the texts 

themselves, but also with the wider social contexts in which these texts are produced, 

including the institutions and the power relations that hold between them. A Critical 

Discourse Analysis proper would include a thorough analysis of the wider discourses, 

and their production and the power relations inherent in them. In this study, however, 

I am not presenting a Critical Discourse Analysis as such. My focus is rather on a 

cognitive (conceptual) investigation of one of the mechanisms, namely metaphor, 

used by certain institutions, in this case the media, to produce critical texts. For this 

reason I am not following any of the major approaches in CDA, such as, for example, 

the Discourse Historical Approach of Wodak (1996). I will therefore not present these 

theories and approaches here, since they have no bearing on the current study. Instead, 

in the following paragraphs, I present only the general framework of CDA as an 

approach to the critical analysis of language use. Even though I will not undertake a 

critical discourse analysis proper, it is important to place this study within the general 

framework of critical analysis, especially since it deals with the socio-politically 

sensitive topic of HIV/AIDS in South Africa. The importance of this framework is 

stressed by El Refaie (2003: 91) in her study of political cartoons in Austria, where 

she concludes that “future studies of metaphor must ... be careful always to take the 

socio-political context into account.” 

According to Locke (2004:1) the approach of CDA is based on the following views: 

• The prevailing social order is “historically situated and therefore relative, 

socially constructed and changeable.” 



 33

• The prevailing social order and social processes are constituted and sustained 

by the “persuasiveness of particular constructions or versions of reality ... 

referred to as discourses.” In line with this view, the current study analyses the 

way in which these discourses are acted out through conceptual metaphor in 

the visual medium of cartoons. 

• Discourse is “coloured by and productive of ideology.”  

• Power in society is an “inevitable effect of the way particular discursive 

configurations ... privilege the status and positions of some people over 

others.” 

• Reality is “textually and intertextually mediated via verbal and non-verbal 

language systems,” and texts are “sites for both the inculcation and the 

contestation of discourses.” One of these non-verbal mediums is the visual 

medium of cartoons. The metaphor analysis in Chapter 4 therefore seeks to 

determine exactly how these texts become sites for the contestation of 

discourse. It has been hypothesised in section 2.2 that the four mechanisms of 

poetic metaphor may play a role in this. 

According to Wodak and Meyer (2001:2), CDA is particularly concerned with the 

relation between language and power, which, for the present study and in line with 

authors such as Kress and Van Leeuwen (1996) and El Refaie (2003) I would like to 

extend to “communication and power”, since language is not the only medium of 

communication. 

It is possible to combine the approach of critical discourse analysis with the theory of 

conceptual metaphor because, as Locke (2004) says, CDA is a “scholarly orientation 

with the potential to transform the modus operandi of a range of research 

methodologies.” CDA seeks to bring a critical social and political awareness into any 

research being conducted, so that the researcher does not write under the pretext of 

being a purely objective analyser of the empirical world. The purpose is to become 

aware of the social and political impact of discourses, including one’s own subjective 

position as researcher, and to analyse the mechanisms underlying them in a systematic 

way.  
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One approach within the broad CDA framework is Systemic Functional Linguistics 

(SFL), and even though this study will not draw much from this complex set of 

theories, there are certain concepts in SFL that proves useful in the analysis and 

comparison of different modes of texts. These concepts will be discussed in the 

following section. A further approach that developed out of CDA and SLF is the 

attempt at a grammar of visual analysis proposed by Kress and Van Leeuwen (1996). 

Although their approach is not based on conceptual metaphor theory and will not be 

employed in depth, it is important to take note of since it represents an attempt at 

detailed analysis of visual texts in a way that has not been extensively attempted 

before them (Kress and Van Leeuwen 1996). I will therefore briefly describe some 

aspects of their theory that are relevant to the current study in section 2.5. First, I will 

elaborate on the theory of systemic functional linguistics. 

2.4 Systemic Functional Linguistics (SFL) 

Central to the approach of Systemic Functional Linguistics is the idea that language is 

used to perform certain social functions in the world (Fowler 1991: 69). Hence SFL 

focuses on how language as a system of communication is used as a tool for social 

and ideological purposes. This approach is therefore relevant to the current study, 

which aims to describe the ways in which the visual medium of cartoons as a form of 

communication takes part in this ideological structuring of discourse. 

At the core of SFL lie two perspectives on language. These are articulated as the three 

“strata” and the three “metafunctions” of language (Martin & Rose 2003: 3). These 

concepts will provide a vocabulary with which to describe the way in which the 

HIV/AIDS related texts function critically in the social world. Each of these concepts 

will be discussed under its own heading below. Another concept from SFL that is 

relevant to the current study is that of ‘appraisal’. It will be discussed in 2.4.3. 

2.4.1 The three strata of language 

Because SFL is concerned with language as a social tool, it subdivides the spectrum 

between the social world and language as a grammatical system into three levels 

called “strata” (Martin & Rose 2003: 3). These are the strata of: 



 35

1.  “social activity”, which represents the culture and social interaction of people. 

This stratum is realised in the strata of: 

2. “discourse” as socially regulated systems of meaning, which in turn is realised 

in the strata of: 

3. “grammar”, which represents the specific expression of meaning in a physical 

medium.  

None of these strata fully constitute each other. That is, discourse is not only 

grammar; just as social activity is not only discourse (Martin & Rose 2003: 4). Rather, 

each of the more abstract strata is said to be “realised” in the strata below it. 

2.4.2 The three metafunctions of language 

In SFL, (Halliday, in Fowler 1991: 69; Martin and Rose 2003: 3) language is said to 

perform three general functions, called the “metafunctions” of language. These are the 

ideational, interpersonal, and textual functions respectively, and describe three levels 

at which one may look at any given text to illuminate the way in which it functions 

within the social world (Martin & Rose 2003: 6). These concepts will provide a 

vocabulary for talking  about the way that both the visual and verbal modes are used 

by authors in their construction of critical texts. 

In their study of the visual medium that will be discussed in section 2.5, Kress and 

Van Leeuwen (1996: 40) also adopt the framework of the three metafunctions. 

Importantly, they claim that these functions are “not specific to the linguistic,” and so 

I consider their use in the present study of cartoons as merited. Each of the 

metafunctions will be discussed briefly under its own heading below. 

2.4.2.1 Ideational function 

According to Halliday (in Fowler 1991: 69), language serves the function of 

expressing content or ideas, or as Kress and Van Leeuwen (1996:40) put it, any 

representational system is able to “represent objects and their relations in a world 

outside the representational system”. It expresses the speaker’s experience of both the 

external world and the internal world of experience, cognition, emotion, perceptions, 

and actions – including linguistic actions such as speaking and understanding. 
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2.4.2.2 Interpersonal function 

Language also functions as a mediator of relationships between people; for example 

between the author and the reader in any communicative situation, and any third 

parties being talked about. Through language an author is able to relate to another 

person through speech acts such as “informing, questioning, greeting, and 

persuading” (Fowler 1991: 69) as well as express his evaluations, comments and 

attitudes towards things, including the reader himself and any third parties. 

This function of language is relevant to the present study because of its focus on 

criticism. In a critical text, a speaker or author tries to present a certain evaluation or 

opinion of a second or third party through the use of language. In this sense the author 

is using language to establish interpersonal relationships between himself and his 

reader, and between his reader and a third party being criticised. For more on this 

“evaluative” aspect of language, see the section on appraisal in section 2.4.3. 

2.4.2.3 Textual function 

Language also has as one of its functions the creation of texts (Fowler 1991: 69), 

which is the level at which discourse is constructed and negotiated. Texts are 

described by Kress and Van Leeuwen (1996: 41) as “complexes of signs which 

cohere both internally and with the context in and for which they were produced”. An 

author is able to create a text that serves an ideational and interpersonal function, and 

a reader is able to recognise and interpret such a text.  

In media discourse, these texts are available to a large audience and so can have a 

large influence. They can also be stored indefinitely, so that their potential to reach 

new readers rarely if ever diminishes. 

Analysis of the textual function is relevant to the current study since I will be 

analysing two different kinds of texts based on different modes. The question of how 

these two different types of texts go about fulfilling the ideational and interpersonal 

function is important for the critical aspect of this study. This is fundamentally a 

question about the textual function of these modes. 
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2.4.3 Appraisal 

According to Martin and Rose (2003: 16) appraisal is concerned with evaluation in 

texts, specifically the way in which “attitudes ... are negotiated in texts ... and the 

ways in which values are sourced and readers aligned.” 

In critical texts such as the ones in this study, the authors are engaging in acts of 

appraisal, in the sense that they are, “evaluating things, people’s character and their 

feelings” (Martin & Rose 2003: 17).  

Appraisal is an aspect of the interpersonal function of language (Martin & Rose 

2003:16), since it is concerned with communicating an author’s beliefs and opinions 

about something to his readers, and in so doing affect the social strata. 

2.4.4 Multimodal Discourse Analysis 

According to Martin and Rose (2003: 255), Multimodal Discourse Analysis (MDA) 

entails “going beyond linguistics into social semiotics and taking into account as 

many modalities of communication as we can systematically describe.” The current 

study will take this approach with regards to the visual and verbal mode, in the sense 

that I shall consider not only the visual aspects of the cartoons, but also how the 

verbal elements such as labels and speech bubbles that are found almost without 

exception in the political cartoons interact with the visual. I will seek to describe the 

role that they play especially with regards to the conceptual metaphors in the texts. 

One such way, discussed in section 2.6, is where the source domain is not realised 

visually, but rather evoked by the presence of a verbal label, as when a wolf is drawn 

with the label “AIDS” on its body. The metaphor AIDS IS A WOLF is thus evoked 

by an interaction of the visual and verbal mode, and the analysis is therefore not 

merely of one mode or the other, but is fundamentally a multimodal analysis. As the 

data analysis will reveal, it turns out that multi-modality plays a key role in evoking 

conceptual metaphors in this way in cartoons, as will be discussed in detail in section 

4.9. 

2.5 CDA & SFL in the visual medium 

In their book Reading Images, Kress and Van Leeuwen (1996: 13) set out to 

“broadened critical discourse analysis” by addressing the fact that CDA, including 
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SFL, has focussed mostly on verbal texts, largely ignoring the visual mode or seeing it 

as secondary to the verbal. According to Kress and Van Leeuwen (1996: 45), pictures 

do not simply reproduce realty; rather, they “produce images of reality which are 

bound up with the interests of the social institutions in which the pictures are 

produced.” They see pictures as tools of ideology in the same way that verbal texts are 

seen as tools of ideology in CDA and SFL. 

Since the primary theoretical approach of the present study is CMT, I will not employ 

Kress and Van Leeuwen’s theory. However, it is important to mention it here, and 

point out some aspects of their approach, since it is the first major study within CDA 

to focus primarily on the visual mode. They view the visual mode as an important 

mode of communication in itself, instead of one that is secondary or complementary 

to the verbal. This is the view that I also take here. I also share their views on the 

connection between “art” texts and social critique, since this has some bearing on the 

study of cartoons in a critical context. Specifically, Kress and Van Leeuwen (1996: 

13) state that “art can and should be approached from the point of view of social 

critique”. They place their own study, and the shift to the visual medium in general, in 

the context of a history of study of non-linguistic texts. I reproduce that context here 

since this current study should be seen as forming part of this progression. 

According to Kress and Van Leeuwen (1996: 5) three schools of semiotics have 

applied linguistic ideas to non-linguistic modes of communication in the past, of 

which they place themselves in the third, or “social semiotic” school. The first school, 

the Prague school, during the 1930s applied the work of the Russian Formalists with a 

linguistic basis to many different semiotic systems. They applied formalist concepts 

such as ‘foregrounding’, ‘deviation’, and communicative functions such as 

‘referential’ and ‘poetic’ to art, theatre, and cinema.  

The second school, the Paris school, during the 1960s and 1970s applied ideas from 

authors such as De Saussure, Schefer, Barthes and others to photography, fashion, 

cinema, music and comic-strips (which differ from cartoons in that they are narrative 

texts consisting of multiple frames (McCloud 1994: 20-21)). This approach is often 

referred to as “semiology”, and is the background against which Kress and Van 

Leeuwen set their own work.  
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The third school, of which the work by Kress and Van Leeuwen forms part, is the 

“social semiotic” school. Starting in Australia, this movement applies the ideas of 

Michael Halliday and SFL to literature, visual semiotics, music and other modes. In 

their own approach, Kress and Van Leeuwen set out to apply the principles of CDA 

and specifically SFL to the visual mode (1996: 13). They claim that images fall 

“entirely within the realm of ideology” (Kress and Van Leeuwen 1996: 12), and that 

the production of images is driven by ideological interest. In describing the visual 

mode, they use a linguistic metaphor, talking about the creation of a “grammar” of 

visual design, to describe the way in which images “say” things, and are used to 

perform the three metafunctions of language from SFL that were described in section 

2.4.2. 

The influence of the critical approach to semiology has meant that Kress and Van 

Leeuwen’s use of certain terms differs from that of the other approaches. The first of 

these is the notion of a ‘sign’. Unlike as in the semiology approach, they do not see 

the sign as a “pre-existing conjunction of a signifier and a signified” (Kress and Van 

Leeuwen 1996: 6). They see it rather as a process of sign-making where signifier and 

signified are relatively independent. The focus is on sign-making as a complex 

process, guided by the interest of the sign-maker. This interest is situated within an 

author’s cultural, social, and psychological context and history (Kress and Van 

Leeuwen 1996: 6). They claim that, as is clear in the case of cartoons, it is never the 

whole object that is represented. Rather, the interest of the sign-maker suggests 

certain criterial aspects, which come to represent the essential meaning of the object 

for the sign-maker in the specific context of the moment.   

Kress and Van Leeuwen do not discuss metaphor at length; however, they do claim 

that the process of sign-making is metaphorical in nature. Specifically, they state that 

it is a “process of the constitution of metaphor in two steps” (Kress and Van Leeuwen 

1996: 7). The example they provide is of a child drawing a car as a set of circles on a 

page, describing the process of this creation of the visual sign as consisting of the 

following two metaphoric steps: “a car is (most like) wheels” and “wheels are (most 

like) circles”. They describe this metaphoric process as a process of analogy of the 

form “X is like Y” in criterial terms. The interest of the child in the car at that instant 

is in the motion of a car. To the child at that moment, the most apt criterial features of 

the car are its wheels, so that the car comes to be understood metaphorically as 
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‘wheels’. The ‘wheels’ are in turn understood as ‘circles’, which can be drawn (Kress 

and Van Leeuwen 1996: 6). They claim that people are constantly engaged in the 

creation of such metaphors, guided by the interest of the moment. They also claim 

that the choice of which metaphors are considered conventional and which are not is 

the result of social relations (Kress and Van Leeuwen 1996: 7). Since they do not say 

any more concerning metaphor or conceptual metaphor theory, it is unclear how 

exactly they understand this analytic or metaphoric process and how it differs from 

the approach of CMT. The most they say is that these analogies, like the forms of 

sign-making, are motivated by interest (Kress and Van Leeuwen 1996: 7). 

With this description of the metaphoric process of sign creation, Kress and Van 

Leeuwen seem to agree with Lakoff on two points. The first is that the process of 

meaning generation is at least partly metaphoric, and the second is that conventional 

metaphor is socially governed. Lakoff also conceives of the fundamental meaning that 

is to be expressed as metaphoric – unless it is based on concrete experience. Whether 

Kress and Van Leeuwen would agree with this is unclear. 

According to Kress and Van Leeuwen (1996: 2), “some things can be ‘said’ only 

visually, others only verbally.” Some things can also be said in both modes, but the 

way in which it is said differs. They (1996: 6) claim that the author of a text chooses 

to express his message in “the semiotic mode that makes available the subjectively 

most plausible, most apt form”. However, I question the universal validity of this 

claim. The choice of which medium to use is not necessarily free. If one works as a 

cartoonist, for example, and one is expected to produce cartoons, it may not be 

possible to switch over at whim to the production verbal newspaper articles, and back 

again, based simply on the ideas one wishes to express. The same is true for writers of 

newspaper articles. In this sense, then, it may not be true that authors of verbal and 

visual articles choose their medium purely because it is the best way to communicate 

their message, but rather because it is the medium which they know best, or prefer for 

some other social or personal, rather than textual, reason. I would also question the 

idea that there is a “best” medium for expressing a given message in all cases, though 

it is beyond the scope of this thesis to address this issue. 

In the same way that CDA focuses on language, Kress and Van Leeuwen focus 

primarily on visual form. However, through CMT it becomes clear that the choice 
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open to an author is not only at the level of form, but also at the level of conception. 

Although an author uses the basic metaphors of his/her culture, there is choice in how 

such metaphors are enriched poetically, as discussed in section 2.2. Thus, even before 

the choice of form comes into play, there is already a choice of metaphor. Kress and 

Van Leeuwen (1996: 7) refer to this when they say that the choice of “analogy” is 

driven by interest. They (Kress and Van Leeuwen 1996: 7) claim that children have 

more freedom of choice, being less constrained by their culture and thus their 

metaphors. They suggest that the more freedom one has, the more control one has 

over the text and therefore the discourse. This is a question that will be discussed 

together with the contribution of poetic metaphor to the power of criticism of cartoons 

in section 5.4. The important point for this study is that it is not only the form of 

expression, but also the choice of conceptual metaphor that is motivated by 

ideological interest.  

2.6 CMT and cartoons 

El Refaie (2003: 76) states that “there is still no fully coherent account of how [visual 

metaphor] can be understood and how it differs from its verbal counterpart.” She also 

points out that most studies that analyse discourses of powerful institutions have 

tended to focus on the formal level instead of the conceptual level. That is to say, the 

studies have focussed on explaining the elements of the visual mode as though they 

were the words of a language, instead of looking at the underlying conceptual system 

and its realisation in the visual medium. She highlights Carroll (1996), Kennedy 

(1993), Morris (1993), and Gombrich (1971) to illustrate this. While this is of course 

an important research area, I agree with El Refaie that it is also important to consider 

the conceptual level in more depth. Specifically, El Refaie (2003: 76) argues that “the 

analysis of visual metaphors cannot be complete without detailed reference to the 

cognitive level.” It is to this end that conceptual metaphor theory is applied in this 

study, as it is in her study. 

El Refaie (2003) applies Conceptual Metaphor Theory in an analysis of political 

cartoons in Austria. According to her (2003: 77), conceptual metaphor cannot be 

described universally, but must be “explored in specific socio-political contexts.” This 

is part of the reason why I have chosen to apply the study of CMT in cartoons to the 
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specific socio-political context of AIDS denialism in South Africa, as well as 

incorporating the approaches of CDA and SFL discussed in sections 2.3 and 2.4. 

El Refaie’s article contains arguments in support of three main claims (2003: 75): 

• “Visual metaphors are best described in terms of their underlying metaphorical 

concepts.” 

• “Such a definition of visual metaphors in cognitive terms is not as 

straightforward as it seems, because the boundaries between the literal and the 

metaphorical are fuzzy and highly context dependent. This means that 

metaphors must always be studied within their socio-political context.” 

• “The specific form in which a metaphor is expressed may have an important 

influence on its meaning and impact.” 

According to El Refaie (2003: 77), there has also been the converse focus in studies of 

conceptual metaphor on the conceptual level in spite of the formal or surface level, as 

though the latter does not matter. I agree with her that both levels are important. For 

this reason, and since much research has been done on the conceptual level but very 

little on its expression in the visual medium, the present study focuses on identifying 

which metaphors are expressed in the political cartoons and how they find expression, 

including the role that they play in socio-political criticism. The focus is also on 

comparing this with the metaphors in verbal articles to shed further light on the role 

and nature of political cartoons in South Africa. 

El Refaie (2003: 78-79) argues against a definition of visual metaphor as a “visual 

fusion of parts from two separate areas of experience into one new, spatially bounded 

entity”, as presented by, amongst others, Caroll (1996) and Gombrich (1971). As will 

be seen in the analysis in Chapter 4, the data from Zapiro’s cartoons support this 

argument. There are indeed many metaphorical expressions that do not rely on a 

visual fusion. As El Refaie (2003: 79) points out, the reason for this is that the source 

and target domains are not always both visually present in the image. According to 

her (2003: 79), the explicit use of both source and target domains is rare in both visual 

and verbal metaphors. It will also be seen in Chapter 4 that one of the domains are 

often evoked through the use of a verbal label instead of a visual image, as mentioned 
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in section 2.4.4. A domain may also be completely absent, leaving the reader to infer 

its presence from the context (El Refaie 2003: 80) or socio-political knowledge.  

El Refaie (2003: 80) also argues against another definition of visual metaphor as 

being too narrow: Forceville (1994, in El Refaie 2003) considers visual metaphor to 

be a “replacement of an expected visual element with an unexpected one.” El Refaie 

(2003) argues that this is merely one possible form that visual metaphor can take. As 

will be seen in Chapter 4, this argument holds for the Zapiro cartoons as well. El 

Refaie (2003: 80) stresses that the main problem with such a definition of visual 

metaphor is that it is based solely on formal criteria, and does not take the conceptual 

level into account. It therefore misses a large array of possible forms of expression of 

conceptual metaphor. 

El Refaie (2003: 80) states that the metaphor often comes about through a complex of 

several interrelated signs, some of which may be verbal. She therefore agrees with 

Kennedy et al. (1993) that any image can be an instance of conceptual metaphor, 

“provided that its use is intended to occasion a metaphoric thought.” In short, El 

Refaie argues for a conceptual definition of and approach to visual metaphor, based 

on her own research into visual metaphors in Austrian political cartoons. Specifically, 

she (2003: 81) argues that a conceptual definition over a formal definition holds two 

advantages: 

i. It broadens the scope of what can be considered as visual metaphor. 

ii. It “makes it easier to compare and contrast verbal and visual forms of 

expressing the same metaphorical concept.” 

It is especially the second point that this study draws upon, and why I believe it 

valuable to conduct such a comparative study in the South African context.  

El Refaie (2003: 81) points out that the analyst of visual metaphor cannot assume that 

his analysis will correspond exactly to the way in which individual readers will 

interpret a text, since the reader brings much into his own reading of a text based on 

contextual knowledge.  Forceville (1995, 1996, in El Refaie 2003: 81) showed that the 

more associative interpretations can vary greatly between readers. The central 

meaning of the metaphor, however, tends to remain constant. 
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2.6.1 Similarities and differences between verbal and visual metaphors 

El Refaie (2003: 84) identifies a number of differences and similarities between the 

formal expression of conceptual metaphor in the visual and verbal mode. While the 

present study focuses more on the type and nature of the conceptual metaphors and 

their use in criticism than on an extensive analysis of their formal realisation, it 

remains an important aspect of visual metaphor, and so I present El Refaie’s findings 

here. While these will not be analysed in detail, I will refer to them in the data 

analysis chapters where appropriate.  Her findings are listed below as (23) to (26). 

(23) Sequential and temporal concepts are expressed through spatial metaphors. 

El Refaie (2003:84) argues that “while language is perhaps more precise in expressing 

some areas of meaning, other meanings may be shown more easily and more 

effectively in images rather than in words.” She cites a study by Kress (2000) in 

which he proposes that the visual mode may lend itself more to the representation of 

“relation” between elements because of its spatial display, while language may lend 

itself more to the representation of action and sequences because of its 

“sequential/temporal characteristics.” 

(24) Both in language and in the visual medium, it is possible for the target domain 

to be implied rather than explicitly realised (El Refaie 2003: 85).  

El Refaie (2003: 85) claims that, unlike in language where abstract concepts can be 

given verbal labels, in the visual mode abstract entities cannot be depicted except 

through symbols or metaphors. While the source domain may therefore be visually 

represented because it is by nature specific (recall that conceptual metaphors map 

more abstract target domains via more specific source domains), the target domain is 

“implied either through verbal or visual context.” As will be seen in Chapter 4, the 

abstract target domain is often depicted in the Zapiro database through the use of a 

verbal label. This represents an important aspect of the multi-modality of cartoons, 

which is discussed in section 4.9. El Refaie (2003: 85) mentions the claim of Barthes 

(2002) that the function of a linguistic message is to “anchor” the image, which is “by 

nature ‘polysemous.’” The claim is that the verbal fixes the denotational and 

connotational meaning of the image. While CMT would reject Barthes’ claim that the 

visual necessarily relies upon the linguistic for meaning, it is true that the verbal is 
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almost always present in the cartoons, and so the notion of “anchorage” may play a 

role to some extent. Kress and Van Leeuwen (1996) state that the verbal and visual 

“intermesh and interact at all times.” 

(25) The visual mode lends itself to the personification of abstract concepts (El 

Refaie 2003: 87) 

This point relates to the previous point, that abstract concepts cannot be expressed 

visually without some symbolic or metaphoric mediation. One such mediation is 

personification, also discussed in Lakoff and Turner (1989: 72). These 

personifications of abstract concepts can be shown as relating to one another, or even 

to representations of actual people, as though they were persons. According to El 

Refaie (2003:87), this kind of direct representation of the relation between abstract 

concepts is difficult to represent linguistically, and allows the cartoon to “convey a 

complex message in a much more immediate and condensed fashion than language.” 

As will be seen in Chapter 5, this kind of personification is indeed found in the Zapiro 

cartoons. 

(26) Large social groups tend to be reduced to one stereotypical image, since the 

visual mode is restricted in its portrayal of plurals. 

This reduction of complex or plural concepts into single images also relates to the 

previous two points, and is referred to by Morris (1993) as “condensation”. Again, the 

data analysis chapters will show that condensation is indeed present in the Zapiro 

cartoons. 
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CHAPTER 3 - RESEARCH METHODOLOGY 

In this chapter I will describe the nature of the data to be analysed, the process by 

which the data was collected, as well as the way in which the data will be analysed. 

This includes a description of the process of analysis that I will use to attempt to 

answer each of the research questions. I have listed the four research questions again 

below in section 3.3, with a short paragraph for each setting out the type and nature of 

the analysis employed in addressing it. 

3.1 Kind of data 

This study makes use of documentary sources for its empirical investigation. The data 

consist of a database of visual and verbal texts that topicalise HIV/AIDS drawn from 

the Mail & Guardian newspaper, both the online and print editions. The visual texts 

consist of a collection of 116 unique (as well as 14 rerun) political cartoons on the 

topic of HIV/AIDS by Zapiro, as hosted on the Mail & Guardian Online Archive 

(Mail & Guardian Online 2008). The verbal texts comprise newspaper articles from 

the print edition archive of the Mail & Guardian weekly newspaper on the “SA 

Media” database available on Sabinet Online (Sabinet Online 2008). The database 

covers the period from 1999 to the end of 2007. The year 1999 was chosen as the start 

of the database span because the cartoon archive on the Mail & Guardian Online only 

reach back to this date. However, this was also the first year of Thabo Mbeki’s 

presidency, and since he plays a central role in the discourse of AIDS denialism in 

South Africa, this time span is sufficient as it covers the most important events in the 

recent history of AIDS denialism in South Africa. 

3.2 Collection of data 

For this study I chose to focus on texts drawn from the Mail & Guardian newspaper. 

A number of considerations guided this decision. Firstly, the choice of a single 

newspaper serves to strengthen the validity of the findings by ensuring a coherent data 

set. Using multiple newspapers could introduce confounding variables, leading to 

differences being ascribed to the nature of the texts, rather than to editorial differences 

between newspapers. It will therefore be left to future studies to compare the findings 
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of the present study to those for other newspapers. Because of the necessarily limited 

scope of the study, the analysis of multiple newspapers would have been impractical.  

Secondly, the Mail & Guardian serves as the main publishing platform for Zapiro’s 

cartoons. This study focuses on the work of Zapiro for the same reason as the choice 

of newspaper, namely to ensure the validity of the findings based on a coherent 

dataset. There may be differences among cartoon authors, which may introduce 

confounding variables and doubt about the cause of observed phenomena. The 

application of the approach to other cartoon authors is again listed as a suggestion for 

future research. The choice of Zapiro is justified on other grounds as well: besides 

being one of South Africa’s most acclaimed political cartoonists, he has also authored 

a large corpus of texts that topicalise AIDS denialism, and therefore provides a large 

and coherent set of data on the topic.  

3.2.1 Collection of visual data 

The first step in the collection of data for the study consisted of going through the 

online Mail & Guardian Zapiro cartoon database (Mail & Guardian Online 2008), 

starting from the earliest cartoon on archive in August 1999 up to the end of 

December 2007. All cartoons published in this 101-month period that topicalise 

HIV/AIDS or AIDS denialism were extracted and included in the database. This 

resulted in a set of 130 cartoons, of which fourteen were reruns and 116 were unique. 

The reason that the entire set of cartoons that topicalise HIV/AIDS was selected was 

to ensure that a complete analysis of conceptual metaphors used in the visual texts 

could be compiled as the basis of not only a qualitative, but also a quantitative 

analysis. 

All the cartoons were organised chronologically by date and entered into wiki-based 

software “WikidPad” (WikidPad 2008). This allowed me to add qualitative tags to 

texts, similar to other qualitative data analysis software packages, which allows the 

researcher to search and draw statistics across the entire database once tagging is 

complete. This allowed for more accurate descriptions of the database and the 

mechanisms and metaphors employed therein, in not only qualitative but also 

quantitative terms. 
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3.2.2 Collection of verbal data 

The verbal articles were drawn from the Mail & Guardian print edition archive on the 

“SA Media” database available from Sabinet Online (Sabinet Online 2008). Unlike 

the visual texts, which comprise a much smaller set, it was not possible to include 

every verbal text published over the roughly seven-year period in the database. The 

verbal texts therefore had to be sampled to produce a manageable database. The 

sampling procedure consisted of the following two steps: 

i. Firstly, only those verbal articles that were published within a week prior to a 

cartoon were included in the database, producing a set of 366 articles. This 

was done for two reasons. Firstly, in order facilitate making comparisons 

between the verbal and visual texts in terms of how the visual texts draw from 

the verbal discourses and, secondly, to make it easier to determine how the 

same topics are handled in the two different modes. 

ii. From this set of 366 articles, which covered a number of articles for every 

cartoon in the database, a smaller sample was selected. This was done by 

randomly selecting one article per cartoon in the database. Since not all the 

cartoons had HIV/AIDS related articles preceding them by less than a week, 

this resulted in a database of 91 verbal articles, compared with the 114 original 

cartoons in the database.  

The necessity of sampling the verbal database could be seen as a possible weakness of 

the study. However, since the final sample represents a random selection of texts that 

cover exactly the same time period as the cartoons, it was deemed sufficient for the 

purposes of this study.  

After the articles were sampled, they were entered by date into the WikidPad software 

for qualitative and quantitative tagging and analysis. This in turn allowed for a 

comparative analysis of conceptual metaphors and poetic mechanisms found across 

the entire corpus of visual and verbal texts, aiding in the recognition of trends and 

patterns within the data. 
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3.3 Method of analysis 

The data analysis section of the thesis is separated into two chapters. Chapter 4 deals 

with the analysis of the cartoons in terms of conceptual metaphor theory and poetic 

metaphor theory (as discussed in sections 2.1 and 2.2 respectively). The focus of this 

chapter is on determining the set of conceptual metaphors used in the cartoons; on 

determining the poetic mechanisms used, and the extent to which they are used; and 

to go some way towards explaining how conceptual metaphor is used in the cartoons 

for critical purposes. The analysis will also focus on the metaphoric representations of 

role-players (see sections 4.2 and 4.6), since it was found during the analysis that such 

representations were very common, especially those of Thabo Mbeki and Manto 

Tshabalala-Msimang. 

The method of analysis employed is the standard conceptual metaphoric analysis as it 

is applied to verbal texts. A different method is not called for, since the analysis is 

primarily a conceptual analysis, and therefore does not depend on the mode of the 

text. According to this method of analysis, a text is examined for the realisation of 

systematic conceptual mappings, including target domains and source domains. The 

focus of the analysis is to find which conventional metaphors are present in the texts, 

as well as which unconventional (poetic) metaphors are present. Because CMT does 

not consider instances of metaphor to be isolated, but rather as part of a systematic 

mapping, the focus is on identifying general patterns across the dataset, including the 

larger socio-political context of HIV/AIDS. 

Following this, examples of each of the major metaphors that have been identified 

will be analysed closely to determine the way in which they are expressed in the 

cartoons, and the way in which they function ideologically – that is, the way in which 

they impart knowledge and properties and so take part in the larger discourse of 

HIV/AIDS and AIDS denialism. The focus of the analysis is therefore not only on the 

identification of conceptual metaphors but also on the three functions of 

communication in SFL as described in section 2.4 - namely the textual, ideational, and 

interpersonal functions. The analysis, primarily a conceptual metaphoric analysis, also 

has a critical discourse analytic side to the extent that it attempts to link the 

conceptual level of metaphor with the socio-political level of discourse and ideology. 
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The second data analysis chapter, Chapter 5, will present the analysis of the verbal 

articles as they relate to the cartoons. Since the primary focus of the study is on 

describing the visual mode as employed in cartoons, the verbal analysis will therefore 

not seek to describe the verbal texts for their own sake, since this has been done 

extensively in other studies (see for example Aitchison 2007). Rather, the verbal 

articles will be analysed for what they reveal about the visual texts. This includes an 

examination of which conceptual metaphors are present in the verbal articles, 

including their frequencies of use for comparison with the results from the cartoon 

database. In order to answer research question (2) (presented on page 5), the verbal 

analysis will also include an analysis of the poetic mechanisms used in the articles.  

In analysing the data in the database, I will set out to answer each of the four research 

questions in section 1.4. I repeat these questions here, and also outline the method 

employed in addressing them one by one. 

(1) In a database of newspaper articles, both visual and verbal, that topicalise 

HIV/AIDS, to what extent are the same conceptual metaphors found in the 

two different modes? 

As mentioned, this question will be answered by a standard conceptual metaphoric 

analysis in both Chapter 4 and Chapter 5. The use of the WikidPad software aided this 

analysis, since, once all the texts have been qualitatively tagged, it is possible to 

compile, tabulate, and thus compare the results to provide an overview of the data. 

These tables are presented in the data analysis chapters. 

(2) To what extent do either the visual or verbal texts employ the four 

mechanisms of poetic metaphor as described by Lakoff and Turner (1989)? In 

other words, can either set of texts be described as poetic? 

This research question is also answered by conceptual metaphoric analysis, 

specifically its enrichment into poetic metaphor as discussed in section 2.2. Once the 

conceptual metaphors have been identified, they are analysed to determine which of 

the mechanisms of poetic metaphor they contain. Once all the mappings and domains 

have been identified, it becomes possible to ask the following questions: 

i. Does the mapping contain unconventional slots? If so, the mechanism of 

extension has been used (see section 2.2.1). 
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ii. Does the mapping fill slots in unconventional ways? If so, the mechanism of 

elaboration has been used (see section 2.2.2). 

iii. Does the author question the mapping, or highlight any inconsistencies or 

incongruities in the mapping? If so, the mechanism of questioning has been 

used (see section 2.2.3). 

iv. Does the text contain multiple metaphors used in combination, so that they 

rely on each other, in an unconventional way? If so, the mechanism of 

composition has been used (see section 2.2.4). 

Of course, the process of determining whether a slot, elaboration, or composition is 

“unconventional” is not exact, but depends on the researcher’s knowledge of the 

context in which the discourse being analysed takes place. This is another reason why 

I have placed such importance on the socio-political and discursive aspects of the 

current study. While it might be possible to do a standard conceptual metaphoric 

analysis without adequate knowledge of context, it is not possible to do the same with 

a poetic metaphor analysis, because the researcher must be aware of what is 

“conventional” in the discourse before he can decide what is “unconventional.”  

(3) How does the use of poetic metaphor contribute to the critical power of the 

text? 

To answer this research question I will construct an argument based on the findings 

relating to the previous two research questions, as well as a theoretical argument 

based on Biberauer’s (1996) four functions of metaphor. Once the nature and use of 

conceptual and poetic metaphor in the visual and verbal texts is known, it should be 

possible to explain how exactly the use of poetic metaphor in the texts contributes to 

their critical nature. This discussion is found in Chapter 5, section 5.4 

(4) What is the role of multi-modality in the cartoons? 

I will approach this question specifically from the point of view of conceptual 

metaphor theory in order to determine whether the multi-modality influences the use 

of metaphors in the text in any way.  
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CHAPTER 4 - DATA ANALYSIS I: CARTOONS AS VISUAL TEXTS 

In this chapter I will present the analysis of the cartoon database. I will show through 

the close analysis of selected cartoons that conventional conceptual metaphors are 

found across the visual cartoon database. I will present a table showing which 

metaphors are used and their frequencies. I will present an analysis of how the most 

frequently found metaphors across the database are used, how they are realised in the 

text, and what role they play in the critical aspect of the text. I will show in Chapter 5 

that these are the same conventional metaphors found in the verbal articles, which 

supports the claim by Lakoff and Johnson that metaphors are conceptual, not 

linguistic. This part of the chapter will therefore seek to answer the first part of 

research question (1), the rest of which will be answered in Chapter 5 

I will also show that cartoons do use the four mechanisms of poetic metaphor (as 

discussed in section 2.2), and that they can thus be considered poetic texts. I will 

provide a table and graph of the frequencies of use of the mechanisms, as well as an 

analysis of the use of each of the mechanisms in the visual mode to demonstrate how 

they are used and what role they play in the critical aspect of the text. Chapter 5 will 

ask the same question of the verbal articles, and will show that the same is not true for 

them. This chapter will therefore provide part of the answer to research question (2), 

and the rest of it will be provided in Chapter 5. 

I will also demonstrate the role of multimodality in the cartoons, namely that it is an 

important part of the evocation of metaphors. I will show that multimodality plays a 

role in triggering a metaphoric mapping at the conceptual level, in that the target and 

source domains of even a single metaphor are often expressed in different modes. As 

such this chapter will provide an answer to research question (4). 

4.1 Overview and tables 

I will start the overview of the cartoon database analysis by presenting the frequency 

of occurrence of various role-players in the database. During the analysis it was found 

that the cartoons focussed heavily on two people: Thabo Mbeki and Manto 

Tshabalala-Msimang. Across the nine-year period covered by the database, Mbeki 



 53

was the president of South Africa, and Tshabalala-Msimang was the health minister. 

They were the two highest-profile members of government to support the AIDS 

denialist discourse. This choice of focus on the part of the cartoon author has great 

significance for the way in which his ongoing discourse on HIV/AIDS denialism 

constructs the causes and problems at hand. I will therefore discuss this issue first, 

since it represents a systematic ideational (see section 2.4.2.1) choice by the author 

that is relevant to all the further analyses. 

4.2 Roleplayers 

Table 4.1 below presents the statistics for the frequency of occurrence of various role-

players across the cartoon database. The role-players are presented in the order of the 

frequency of their occurrence. The number of cartoons in which they appear across 

the entire database is indicated, as well as the percentage that this number represents 

in the database. 

Role-player Represented Occurrences Percentage of Database 

Dr. Manto Tshabalala-Msimang 61 51.3% 

Thabo Mbeki 41 34.5% 

Zackie Achmat 11 9.2% 

Representations of scientists 11 9.2% 

Treatment Action Campaign 9 7.6% 

Matthias Rath 6 5.0% 

Nelson Mandela 5 4.2% 

Catholic pope or priest 5 4.2% 

Jacob Zuma 4 3.4% 

Pharmaceutical companies 4 3.4% 

Desmond Tutu 3 2.5% 

Roberto Giraldo 2 1.7% 

Nkosi Johnson 2 1.7% 
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Parks Mankahlana 2 1.7% 

Peter Mokaba 2 1.7% 

Thami Mseleku 2 1.7% 

Essop Pahad 2 1.7% 

Ronald Suresh Roberts 2 1.7% 

Anthony Brink 1 0.8% 

Makgatho Mandela 1 0.8% 

Medicines Control Council 1 0.8% 

Mswati III of Swaziland 1 0.8% 

Nozizwe Madlala-Routledge 1 0.8% 

Traditional healers 1 0.8% 

Trevor Manuel 1 0.8% 

Table 4.1: Frequency of role-players in the cartoon database 

Across the database, the cartoons focus almost exclusively on the people involved in 

the AIDS denialist discourse. Thabo Mbeki and Manto Tshabalala-Msimang are by 

far the most frequently occurring figures. Taken together, either one or both of them 

appear in 86, or 74.1%, of the 116 cartoons that topicalise AIDS over the 101-month 

period covered by the corpus. Individually, Tshabalala-Msimang appears in 61, or 

52.5%, of the cartoons, and Mbeki appears in 41, or 35.3%, of the cartoons. The main 

focus is therefore on Tshabalala-Msimang who appears in more than half of the 

cartoons.  

Such a strong focus on these two role-players in the texts that are highly critical of 

AIDS denialism highlights their role in the problem of HIV/AIDS, and could make it 

appear as though they are solely responsible for the AIDS problem if one were to read 

the cartoon texts exclusively, without taking other media into account. Within the 

larger discourse, the cartoons, through their focus on these two role-players, highlight 

what the author constructs as their personal and political faults, and thus necessarily 

hides other aspects of the complex issue that do come through in a more balanced way 
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in the verbal articles. The focus of the cartoon author is almost exclusively on 

portraying Mbeki and Manto Tshabalala-Msimang in a negative light. In the rest of 

this chapter I will show how this is achieved through specific examples. 

The focus on a few central role-players reduces the complex issue to a very simple 

formula where a small group of people are criticised. It could be argued that the 

author focuses on one small aspect of the complex issue because he sees this as the 

central aspect of the problem. In this regard, as well as in others, the cartoons tend to 

simplify and focus on the essential criteria (depending on what the author deems 

“essential”, as Kress and Van Leeuwen (1996) indicated), while the verbal articles 

tend to cover a broader spectrum of information, topics and role-players. In this sense 

the cartoons that topicalise AIDS are part of a much larger discourse. They are unlike 

the newspaper articles in that they are not constrained by the need to provide news, 

factual information covering a wide spectrum of the topic at hand. They are free to 

include and exclude aspects much more freely according to the author’s purpose. This 

freedom to include and exclude aspects of the topic may also contribute for the critical 

power of political cartoons, since the cartoon author is not bound to be objectively 

truthful or present a “balanced and fair” (to echo the Broadcasting Complaints 

Commission of South Africa) representation of an issue. The silences or gaps in the 

cartoon discourse are therefore very important, and serve as another form of 

highlighting and hiding that is not based on the structure of metaphoric mapping, but 

rather on the ideologically driven choice of topic. This is therefore part of the 

ideational and interpersonal function of a text, as discussed in sections 2.4.2.1 and 

2.4.2.2. Ideationally, the cartoon author chooses to represent ideas mostly surrounding 

people. This means that the focus in the cartoon database is also heavily on the 

interpersonal function (section 2.4.2.2) since, through his representations of these 

people, the author constructs the relationships between them and the readers in a way 

driven by his own purpose.  

The power of cartoon metaphor may therefore lie to an extent in the freedom of 

expression that cartoonists are allowed in newspaper editorials. It is this freedom of 

expression that is also frequently questioned by those that are targeted by cartoons, in 

court cases and public statements such as has been seen recently with Zapiro’s 

depiction of ANC President Jacob Zuma apparently preparing to rape the 

personification of “Lady Justice”, which resulted in strong reaction from the ANC, 
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and public debates about the limits of freedom of expression for cartoons. This aspect, 

combined with the open-ended range of possible interpretations of visual 

representation, including its perception as being “merely humour”, seems to provide 

the cartoon author with greater licence to control the discourse he produces according 

to his own purpose than is usually the case with verbal newspaper articles. 

4.3 Conceptual metaphors 

Table 4.2 below provides the frequencies of the conceptual metaphors found in the 

cartoon database. This table includes both conventional metaphors (including higher-

order metaphors), and unconventional metaphors. These will be analysed individually 

in order to demonstrate how they are used in the visual mode, and how they function 

within the larger critical discourse set up by the author, including their contribution to 

the functions of communication discussed in section 2.4.2. 

Metaphor Count Percentage 

Opinions are Positions 30 25.9% 

Fantasy Metaphors: 22 19.0% 

Cartoon Character Metaphor  17 14.7% 

… Wonderland Metaphor  9 7.8% 

… Mad Hatter Metaphor  9 7.8% 

… Dr Dolittle Metaphor  8 6.9% 

… Pinocchio Metaphor  1 0.9% 

… Chucky Metaphor  1 0.9% 

… Wacko Planet Metaphor 7 6.0% 

… Voodoo Metaphor  2 1.7% 

Knowing is Seeing 18 15.5% 

Solving the AIDS Problem is a Journey 14 12.1% 

... Difficulties are Obstacles 6 5.2% 
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Good is Up 6 5.2% 

Bad is Dirty 5 4.3% 

Good is Big 4 3.4% 

… Big Shoes 1 0.9% 

Wave Metaphor 3 2.6% 

Nero Metaphor 2 1.7% 

… Fire Metaphor 1 0.9% 

Politics is a Game 1 0.9% 

… The Race Card Metaphor 1 0.9% 

Devil Metaphor 1 0.9% 

AIDS is a Wolf 1 0.9% 

The Struggle Metaphor 1 0.9% 

Ideas are Poison 1 0.9% 

Table 4.2: Frequency of conceptual metaphors in the cartoon database 

I will first analyse the conventional higher order metaphors before analysing the more 

specific lower-order and unconventional metaphors. 

4.4 Higher order metaphors 

Higher order metaphors are those conventional conceptual mappings that map very 

abstract domains in the conceptual system that are applicable to a large number of 

situations. Not all the higher order metaphors are analysed here. The focus is instead 

on those which bear directly on the critical nature of the anti-AIDS denialism 

discourse constructed in the cartoons. 

4.4.1 OPINIONS ARE POSITIONS 

The OPINIONS ARE POSITIONS metaphor is a spatial mapping of the relation 

between ideas, in which ideas that are more similar are understood as being closer 

together in space and those that are less similar as further apart. It is therefore related 
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to the JOURNEY metaphor, which will be analysed later, where different goals are 

understood as different locations. Perhaps because this spatial orientation is natural to 

the visual mode, I did not recognise this metaphor in the cartoons during my first 

analysis of the database. Its explicit appearance in the verbal database prompted me to 

investigate its presence in the visual mode. It was found to be one of the most 

frequently used conventional metaphors contributing, although subtly, to the criticism 

of AIDS denialism. Consider Figure 4.1, in which Dr. Matthias Rath and Zackie 

Achmat are shown presenting their two separate claims in court. Rath and Achmat are 

drawn as separated spatially by the judge’s bench. They are on two different sides of 

the cartoon, and kept separate by the judge in the middle. Their widely separate 

positions express the OPINIONS ARE POSITIONS metaphor. The same logic is also 

seen in the fact that Tshabalala-Msimang is drawn extremely close to Rath – peeking 

out from behind him. Her spatial closeness is the metaphorical expression of the 

similarity of her opinions to those of Rath. The same is true of the giant personified 

earth drawn next to Zackie Achmat. Nothing else in the cartoon reveals that 

Tshabalala-Msimang agrees with Rath, or that the “world” agrees with Achmat. 

However, this is naturally understood because of the logic of the conventional 

metaphor of OPINIONS AS POSITIONS, and Chapter 5 will show how this 

metaphor is also used in verbal discussions of HIV/AIDS. 

 

 

Figure 4.1: Cartoon 2005-06-27: OPINIONS ARE POSITIONS 
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4.4.2 KNOWING IS SEEING 

The KNOWING IS SEEING metaphor is discussed in Lakoff and Turner (1989: 48, 

94, 158, 190-191, 206, 222). According to this mapping, knowing or being aware of 

an idea is structured metaphorically via the domain of ‘seeing’. According to this, 

someone who is not aware of something, or does not understand it, is understood as 

“not seeing” the idea, which in turn is structured via the IDEAS ARE OBJECTS 

metaphor. Linguistically, this metaphor finds expression in utterances such as I see 

what you mean and They left me in the dark about the situation, amongst others. 

This metaphor is used with relatively high frequency (15.5%) in the cartoons. The 

message that the metaphor is used to communicate is that the person depicted is either 

ignorant of, or purposefully ignoring, the HIV/AIDS issue. In twelve cartoons Thabo 

Mbeki is the person depicted as “not seeing” and therefore not knowing or ignoring, 

according to the metaphor. There are four ways in which the person is depicted as 

“not seeing” and therefore “not knowing” across the database. 

Firstly, as in Figure 4.2 below, a person may be depicted with their back turned 

towards an object. The object invariably represents some aspect of the HIV/AIDS 

issue, and is often also metaphorically constructed – as in this case where a flood of 

skulls represents the deaths caused by HIV/AIDS. In Figure 4.2, Thabo Mbeki is 

shown sitting in his chair facing two reporters. His comment, “What AIDS crisis?”, 

supports the visual KNOWING IS SEEING metaphor. Because his back is turned to 

the flood of skulls, it is understood through the logic of the metaphor that he is not 

aware of them, and by implication not aware of the deaths caused by HIV/AIDS. By 

contrast, the two reporters facing Mbeki are able to see the flood of skulls. Their 

expressions indicate their surprise that Mbeki is not aware of the skulls and hence of 

the deaths. Furthermore, the KNOWING IS SEEING metaphor is strengthened by 

drawing Mbeki with his eyes closed, which reinforces the message. Because 

KNOWING IS SEEING is a conventional metaphor, the reader of the text will 

comprehend the logic that is structurally mapped by the metaphor. The logic can be 

described in the following sets of syllogisms: 

(27) a. To see something is to be aware of it. 

b. Mbeki does not see the skulls. 
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c. Therefore Mbeki is not aware of the skulls. 

(28) a. The skulls represents the HIV/AIDS crisis. 

b. Mbeki is not aware of the skulls (as per the conclusion in (28)c). 

c. Therefore Mbeki is not aware of the HIV/AIDS crisis. 

The fact that the skulls are drawn as flooding into Mbeki’s office, under his chair, and 

one about to land on his head, serves to indicate that he should be aware of how 

casualties are piling up. This in turn suggests that he may be actively ignoring the 

skulls instead of simply not being aware of them. 

 

Figure 4.2: Cartoon 2004-02-12: KNOWING IS SEEING 

The second way in which the KNOWING IS SEEING metaphor is used is by drawing 

a person with closed eyes, as was also seen in Figure 4.2. Another cartoon (2004-10-

15) shows Mbeki sitting at his desk with his eyes closed, while three activists are 

drawn spiked onto an office paper holder, holding up posters reading “Rape Stats”, 

“Crime Stats” and “AIDS Stats” respectively. A thought-bubble in the shape of South 

Africa with the word “Utopia” reveals that Mbeki is concerned with fantasies about 

the country, and ignores the statistics shown to him. The logic is again the same, 

based on the metaphor. Because Mbeki’s eyes are closed, he cannot see the messages. 

Because he cannot see them, he does not know about them, or is ignoring them. The 

fact that the people are pinned onto an office paper holder suggests that Mbeki should 
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be paying attention to them (since this is the function of an office paper holder), but 

he isn’t. The activists are also drawn very small in relation to Mbeki and his thought-

bubble. This is an instance of the IMPORTANT IS BIG metaphor, which 

communicates the idea that these issues are not important to Mbeki. His “Utopia” 

dream bubble is both bigger and higher than the people holding the messages. The 

IMPORTANT IS BIG and GOOD IS UP, DOWN IS BAD metaphors here combine 

(although not in an instance of composition as defined in section 2.2.4) with the 

KNOWING IS SEEING metaphor to communicate a whole set of ideas about 

Mbeki’s attitude towards AIDS as ascribed to him by the author. 

Related to the closed-eyes examples is the use of a blindfold to evoke the KNOWING 

IS SEENG metaphor. In one cartoon (2006-04-11) Mbeki is shown wearing a 

blindfold with the word “DENIAL” written across it. The reason that denial can be 

constructed visually as a blindfold is because of the logic of the KNOWING IS 

SEEING metaphor, which dictates that to “not see” is to “not know”. By using this 

image, the author is again saying that Mbeki is unaware of issues that would be 

clearly visible to others.  

The logic of the metaphor itself does not dictate the question of agency – whether a 

person chooses not to see something, or is simply unaware of it. However, across the 

discourse the implication appears to be that Mbeki and others choose to ignore the 

issue, or at the least are remiss in not seeing it, since it is often drawn as very large 

and invasive, and therefore difficult to miss. This is the case in Figure 4.2 with the 

flood of skulls. 

The third way in which the metaphor is used is by drawing a person with their head in 

the ground (as in Cartoon 2007-02-09). This relates to the culturally held idea of an 

ostrich sticking its head in the ground when in danger, and thus suggests that the 

person depicted chooses to deal with the danger by ignoring it – which is visually 

represented as “not seeing” it.  

The fourth way in which this metaphor is employed across the database is by the 

cartoonist leaving an empty space where one would expect content. One cartoon 

(2003-02-20) consists of a title “Government’s AIDS Treatment Plan”, below which 

is simply an empty page. What this cartoon communicates, again through the 

KNOWING IS SEEING metaphor, is that the government does not have a plan. 
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4.4.3 SOLVING THE AIDS PROBLEM IS A JOURNEY 

The JOURNEY metaphor was discussed in detail in section 2.1.2.1. It is found with a 

frequency of 12.1% in the cartoons. According to Lakoff and Turner (1989:61) the 

schema of ‘journey’ contains a number of slots, not all of which are compulsory. 

Some common slots are: ‘travellers’, ‘path’, ‘impediments’, ‘destinations’ and 

‘vehicles’. All of these are found in the visual texts. 

Thabo Mbeki and Manto Tshabalala-Msimang are often drawn as the travellers in a 

journey. In four cartoons they are shown travelling together, as in Figure 4.3 below. In 

two cartoons Tshabalala-Msimang is shown on her own, and in one Mbeki on his 

own. Structured in this way they are represented as the travellers on the journey 

towards a solution (according to the mapping SOLUTIONS ARE DESTINATIONS) 

to the problem of HIV/AIDS in South Africa. The use of this metaphor highlights (see 

section 2.1.2.3) the idea that they are solely responsible for the direction in which the 

journey is going, since they are the only travellers depicted. They are often shown as 

making a bad decision in terms of their journey. Either, as in Figure 4.3, by ignoring 

the many “signs” indicating that they are going in the wrong direction, or choosing an 

inappropriate vehicle as in Figure 4.11 on page 73, or as in Figure 4.6 on page 67 

refusing to put wheels on their car that would allow it to complete its journey. All of 

their different choices communicate the same idea: they will not reach their 

destination. According to the structure of the metaphor this is understood as meaning 

that they will not be able to solve the problem of HIV/AIDS. 
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Figure 4.3: Cartoon 2000-03-28: PROBLEM SOLVING IS A JOURNEY 

4.4.3.1 GOALS ARE LOCATIONS 

In the JOURNEY metaphor, the solution is structured as the ‘destination’ of the 

journey. Since a destination is reached by following a path in a certain direction, 

opposite directions represent opposite destinations, and therefore opposite goals. 

There are a number of cartoons in which the idea of opposite directions in a journey is 

represented. For example, in Figure 4.4 below the words “denialism” and “action” are 

drawn on signposts pointing in opposite directions on a road. In Figure 4.11 on page 

73, the words “dissidents” and “mainstream” are similarly represented as opposite 

directions on a journey towards a solution. It is important to note the use of 

multimodality here. In all of these cases the verbal labels are used to evoke the 

abstract target domain of the mapping, while the visual mode is used to represent the 

specific source domain, namely ‘journey’. This construction highlights the idea that 

these different “directions” are mutually exclusive. In both cases the direction in 

which the AIDS denialists are going is drawn as the incorrect one, by the logic of the 

metaphor. In the one case it is indicated verbally on a board that reads “AIDS: The 

way forward”, which is shown pointing the opposite direction to which the denialists 

are headed. In the other cartoon this is indicated by a group of people, by implication 

those suffering from HIV/AIDS and in need of treatment, standing at the end of a 

road, while Mbeki and Tshabalala-Msimang are shown going in the opposite 
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direction. Deputy health minister Madlala-Routledge, on the other hand, is shown 

going towards them. This refers back to an incident where Madlala-Routledge refused 

to obey the official policy on HIV/AIDS. 

In all of these cases the cartoon author constructs Mbeki and Tshabalala-Msimang as 

purposefully making bad decisions (“going in the wrong direction”), and therefore 

leading away from the solution instead of towards it. 

 

Figure 4.4: Cartoon 2007-08-08: GOALS ARE LOCATIONS 

4.4.3.2 PROBLEMS ARE OBSTACLES 

In the JOURNEY metaphor, the conceptual slot of ‘obstacle’ is also often used. In 

many of the cartoons Manto Tshabalala-Msimang is depicted as being the obstacle on 

a journey towards a solution to HIV/AIDS, as depicted in Figure 4.5 below. 
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Figure 4.5: Cartoon 2002-03-05: PROBLEMS ARE OBSTACLES 

In this figure, Nelson Mandela is depicted as the traveller on a journey (“long walk”) 

towards the solution of “Free Aids Drugs”. He is impeded in his travel by Manto 

Tshabalala-Msimang and Thabo Mbeki, who are shown as resisting the forward 

motion of the journey. This representation not only establishes an interpersonal 

relationship between the reader and the people represented, but also between Mbeki 

and Tshabalala-Msimang on the one hand, and Nelson Mandela on the other. 

Ideationally the cartoon also draws rhetorical power from the connotations of the 

book “The Long Walk to Freedom” that describes Nelson Mandela and his role in the 

struggle against apartheid. This link between the HIV/AIDS issue and apartheid is 

also established in other cartoons, as discussed in the section on the STRUGGLE 

metaphor in 5.2.6. 

4.4.3.3 THE VEHICLE DOMAIN 

While the JOURNEY metaphor does not require the ‘vehicle’ domain to be used, it is 

often included via extension in the cartoons, as in Figure 4.6 below. In this example, 

the cartoon author presents his view of what is wrong with the AIDS campaigns run 

by Mbeki and Tshabalala-Msimang, namely that they do not include ARVs. This is 

achieved by a two-step poetic enrichment of the JOURNEY metaphor. In the first step 

the domain of ‘car’ is extended from the domain of ‘vehicle’, and mapped onto the 

‘AIDS campaign’ domain. The second step involves the mapping of a sub-domain of 
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the newly introduced ‘car’ domain – namely ‘wheels’ – onto the ‘ARV’ domain. This 

allows the logic of how cars function in a journey to map onto how ARVs function in 

AIDS campaigns, according to the author. The logic can be simply described as in 

(29), and since the following mappings in (30) form part of the metaphor, the idea 

communicated is that of (31). 

(29) A car without wheels cannot reach its destination. 

(30) a. A SOLUTION TO AIDS IS A DESTINATION 

b. THE AIDS CAMPAIGN IS A CAR 

c. ARVs ARE THE WHEELS OF THE CAR 

(31) An AIDS campaign without ARVs cannot reach a solution to AIDS 

Since it is obvious that a car cannot reach its destination without wheels, the author is 

able to make Mbeki and Tshabalala-Msimang’s decision not to accept ARVs look 

ridiculous. This is because, as has been said previously, the metaphoric mapping 

causes us to think of the target domain through the logic of the source domain. While 

the claim that ARVs are “too expensive” may otherwise seem reasonable on 

economic grounds, when structured through the JOURNEY metaphor in this way it 

seems anything but reasonable, as the metaphor highlights the idea that ARVs are 

crucial to the journey. This is a good example of the ability of conceptual metaphors 

to construct, even distort, the understanding of a situation by highlighting some 

aspects of it and hiding others. 
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Figure 4.6: Cartoon 2000-12-04: THE VEHICLE DOMAIN 

4.4.4 GOOD IS UP, BAD IS DOWN 

Another higher-order metaphor found frequently in the cartoon database is GOOD IS 

UP, BAD IS DOWN. Since this is a spatial metaphor, it lends itself naturally to the 

visual mode. Consider Figure 4.7 below. Here the author is presenting his views on 

the direction of the ANC leadership. The cartoon therefore also employs the 

JOURNEY metaphor discussed in section 4.4.3. Along with the BAD IS DIRTY 

metaphor, this cartoon thus contains a poetic composition of a number of metaphors. 

The poetic composition in this cartoon will be further discussed in section 4.7. 

In Figure 4.7 the characters are shown walking down a hill, which is marked by a 

verbal sign as “MORAL HIGH GROUND”. The phrase is a conventional verbal 

instance of the GOOD IS UP metaphor. However, the author’s message here is 

conveyed by the visual use of the same metaphor, since the ANC is shown as walking 

down from the hill into the quagmire below. The poetic composition of BAD IS 

DOWN with BAD IS DIRTY here serves to communicate the message that could be 

transcribed verbally as in (32). That one of the issues the author is concerned about is 

AIDS is represented verbally on a signpost. 

(32) The ANC’s leadership is getting worse. 
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Figure 4.7: Cartoon 2002-03-22: GOOD IS UP, BAD IS DOWN 

4.4.5 GOOD IS BIG 

In everyday terms, this metaphor is usually referred to as “bigger is better”. Here I 

employ Lakoff and Johnson’s technical format in referring to the mapping as GOOD 

IS BIG. Consider Figure 4.8 below, in which Mbeki is shown standing in a giant pair 

of shoes. The target domain is again marked verbally as “madiba’s AIDS 

LEADERSHIP” [sic]. The journey metaphor is therefore also employed here. 

In Figure 4.8 the ideational function of the text is to communicate the message that 

Mbeki is not as good as Mandela in his leadership on the HIV/AIDS issue. It is 

important to note that the text itself does not state explicitly anywhere that Mandela’s 

leadership was better. It merely shows, by implication through the shoes, Mandela as 

being much bigger than Mbeki. By the logic of the conventional metaphor GOOD IS 

BIG, it is understood that the message is “Mandela is better”. 
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Figure 4.8: Cartoon 2002-12-03: GOOD IS BIG 

4.5 Fantasy metaphors 

There is a whole set of unconventional conceptual metaphors in the cartoon database 

that I have termed the “Fantasy Metaphors”. These metaphors all construct the AIDS 

denialist discourse as being out of touch with reality and having nothing to do with 

real life. Part of their rhetorical power is in making those who support the denialist 

viewpoint appear ridiculous, often in a humorous way. 

The three most frequently used of these fantasy metaphors are the WONDERLAND 

metaphor, the WACKO PLANET metaphor, and the DR DOLITTLE metaphor. I will 

examine each of these below under its own heading. 

4.5.1 THE WONDERLAND METAPHOR 

In this metaphor, which could be described as AIDS DENIALISM IS 

WONDERLAND, concepts from Lewis Caroll’s “Alice in Wonderland” stories are 

used in metaphoric mappings about HIV/AIDS denialism. The most frequently used 

concept is of the Mad Hatter character, as portrayed in Figure 4.9 below in an image 

mapping with Mbeki. In this cartoon the metaphoric mapping THABO MBEKI IS 

THE MAD HATTER is established. This results in all four aspects of the concept 

being mapped onto the concept of Mbeki. As mentioned in section 2.1.2.2, this 

includes knowledge, or the logic related to the concept, as well as features, or the 
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connotations of the concept. The understanding mapped from the ‘mad hatter’ concept 

could be summarised as in (33) below, which in turn communicate the propositions in 

(34) via the mapping. 

(33) a. The Mad Hatter is insane, and believes things that are not true. 

 b. The Mad Hatter’s advice should never be followed. 

 c. The Mad Hatter is ridiculous and laughable. 

(34) a. Thabo Mbeki is insane, and believes things that are not true. 

 b. Thabo Mbeki’s advice should never be followed. 

 c. Thabo Mbeki is ridiculous and laughable. 

 

Figure 4.9: Cartoon 2004-04-08: THE WONDERLAND METAPHOR 

4.5.2 THE WACKO PLANET METAPHOR 

In the WACKO PLANET metaphor, the main ideational function is also to make the 

AIDS denialist discourse seem ridiculous. This is achieved through a set of mappings 

based on the concept of an ‘alien planet’. The overarching metaphor may be described 

as: AIDS DENIALISM IS AN ALIEN WORLD. Consider Figure 4.10 below. In this 

cartoon, Manto Tshabalala-Msimang is shown as receiving her statements about 

HIV/AIDS, as well as the controversial exhibit at the Toronto World AIDS 
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conference that was internationally criticised, from two aliens, who take them from a 

box labelled “gobbledy gook”. In another cartoon (2000-09-08) Tshabalala-Msimang 

is shown as being abducted by these aliens while they say “Brainwashing 

commenced”. In other cartoons, it is Thabo Mbeki who visits this alien planet, and 

receives his statements on HIV/AIDS from them. 

 

Figure 4.10: Cartoon 2006-08-18: THE WACKO PLANET METAPHOR 

The purpose of the metaphor is to make the denialist discourse seem ridiculous and 

out of touch with reality. The aliens are consistently drawn in a humorous fashion, 

which communicates the idea that AIDS denialism should not be taken seriously. 

Furthermore, this metaphor often combines with the KNOWING IS SEEING 

metaphor discussed in section 4.4.2. In cartoon (2005-12-01) for example, Mbeki, 

Tshabalala-Msimang and Rath are shown sitting on “Wacko Planet” while a big 

poster on the earth proclaims “World AIDS Day”. They are unable to see this because 

they are on a far away planet. As discussed in the section on the KNOWING IS 

SEEING metaphor, the logic of the metaphor thus dictates the idea that they are not 

aware of the realities of HIV/AIDS, since they cannot see what is going on from so 

far away on “Wacko Planet”, which is metaphorically structured as the AIDS denialist 

discourse. 
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4.5.3 THE DR DOLITTLE METAPHOR 

The DR DOLITTLE metaphor is found in eight cartoons, and is similar to the 

WONDERLAND metaphor in its use of a fictional character in order to undermine 

the AIDS denialist discourse. In this case, the cartoon character of Dr. Dolittle is used 

for humorous and rhetorical effect. The metaphor is partly a play on the name of the 

character, “do little”, through which the author suggests that Manto Tshabalala-

Msimang does not do anything to solve the problem of HIV/AIDS. It is not just the 

name, however, but also the concept of the character that is used in a metaphoric 

mapping to represent Tshabalala-Msimang throughout as being inept, inactive, and 

uncaring. Consider Figure 4.11 below. Here she is shown sitting on a two-headed 

antelope that is also from the original Dolittle cartoons. This cartoon employs the 

JOURNEY metaphor in composition with the DR DOLITTLE metaphor do 

demonstrate how Dr. Dolittle’s attitude of “doing nothing” hinders the progress 

towards a solution to HIV/AIDS. Via the JOURNEY metaphor, the antelope is 

constructed as the ‘vehicle’ with which Tshabalala-Msimang is supposed to travel 

“forward” to reach the goal of a solution to HIV/AIDS, as was discussed in the 

JOURNEY metaphor section 4.4.3. Because the vehicle that she chooses to use has 

two heads trying to go in opposite directions, however, she gets nowhere. 
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Figure 4.11: Cartoon 2001-04-06: DR DOLITTLE METAPHOR 

4.6 Representations of Mbeki and Tshabalala-Msimang 

Because Thabo Mbeki and Manto Tshabalala-Msimang appear in 74.1% of the 

cartoons in the database and form the main focus of the cartoon author’s criticism of 

HIV/AIDS denialism, it is important to investigate the different ways in which they 

are metaphorically constructed for the purpose of criticism in the texts. I will present 

this analysis for each of them under their own heading below.  

4.6.1 Manto Tshabalala-Msimang 

Manto Tshabalala-Msimang appears in 51.3% of the cartoons. The following is the 

complete list of metaphoric constructions of Tshabalala-Msimang throughout the 

cartoon database: 

(35) a. An obstacle on a journey, including: 
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i. A snake, in a snakes-and-ladders game, about to eat people heading 

towards the rollout of ARVs (Cartoon 2004-12-02). 

ii. A whale blocking a R712 million AIDS relief package heading on a 

boat towards KwaZulu-Natal (Cartoon 2002-07-23). 

b. A spanner jamming the wheels of a machine marked “ARV Rollout” 

(Cartoon 2004-12-22). 

 c. Dr. Dolittle, discussed above (Figure 4.11). 

d. Different kinds of vegetables (Cartoon 2006-08-22). 

e. A used condom marked as “defective” (Figure 4.15 on page 87). 

f. The Devil (Cartoon 2003-08-15). 

g. A rat-tailed maggot (Cartoon 2006-04-20). 

h. An overthrown statue (recalling the pulling down of a statue of Sadam 

Hussain that was widely televised; Cartoon 2003-04-17). 

i. An ostrich with its head in the ground (Cartoon 2002-12-12). 

In each case the item listed represents the source domain in a metaphoric mapping in 

which Tshabalala-Msimang is the target domain. The ideational content of the 

resulting text constructs her in a negative light in each case. In metaphoric mappings 

with concepts such as ‘devil’ and ‘rat-tailed maggot’, ‘snake’ and ‘defective used 

condom’ it is mainly the negative connotations (the features discussed in section 

2.1.2.2) that are used to make the author’s ideological point against Tshabalala-

Msimang, and in so doing attempts to establish a negative interpersonal relationship 

between the reader and the health minister. Note that these metaphors do not make 

any logical arguments against Tshabalala-Msimang’s views. Rather, they have an 

emotional impact that seeks to structure her, as a person, negatively. According to 

Botha (1994) this type of use of conceptual metaphor is particularly powerful, since it 

proposes no logical propositions against which one may argue.  

The image of an ostrich with its head in the ground relies on the KNOWING IS 

SEEING metaphor that was discussed in section 4.4.2. The ideation of the text is thus 
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that Tshabalala-Msimang chooses to ignore the problem, instead of seeking a 

solution. 

The image of her as an overthrown statue relies on the BAD IS DOWN metaphor 

discussed in section 4.4.4, as well as the historical-contextual knowledge of the reader 

about the symbolic pulling down of the statue of Sadam Hussein, which was 

constructed as a great and positive victory for “good” in the media. By drawing on 

this knowledge, as well as the emotional connotation, the message conveyed is that 

Tshabalala-Msimang’s defeat in court by the TAC is a similar great and positive 

victory for good. As such this construction also echoes the WAR metaphor, but does 

not use it explicitly. 

4.6.2 Thabo Mbeki 

Thabo Mbeki appears in 34.5% of the cartoons. The following is the complete list of 

metaphoric constructions of Mbeki throughout the cartoon database: 

(36) a. “Not seeing” (KNOWING IS SEEING). Specifically because of: 

  i. Having his back turned towards the issue (Figure 4.2). 

  ii. Wearing a blindfold or blinker (Cartoon 2006-04-11). 

 b. Emperor Nero playing the fiddle while the country burns (Cartoon 1999-11-

19). 

c. With his mouth zipped shut (Cartoon 2007-02-08). 

 d. With his head in the ground (KNOWING IS SEEING; Cartoon 2007-02-

09). 

 e. Too small to fit into Mandela’s shoes (GOOD IS BIG, BAD IS SMALL; 

Figure 4.8 on page 69). 

 f. An obstacle on a journey (discussed in section 4.4.3.2; Figure 4.5). 

 g. Pinocchio with a long nose (Cartoon 2003-10-04). 

h. The Mad hatter from “Alice in Wonderland” (Figure 4.8). 
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i. Marie Antoinette turning away from the crowd of HIV/AIDS victims 

(Cartoon 2003-10-04). 

 j. A space-traveller in the WACKO PLANET metaphor (Cartoon 2001-05-04). 

 k. A voodoo-priest (Cartoon 2003-03-26). 

l.. A Devil and an Angel arguing over HIV/AIDS (Cartoon 2004-02-10). 

 m. A snake, along with Manto Tshabalala-Msimang (Cartoon 2004-12-02). 

The expressions of the KNOWING IS SEEING metaphor have been discussed in 

section 4.4.2, the GOOD IS BIG metaphor in section 4.4.5, and the Fantasy 

metaphors, which include the Pinocchio metaphor, in section 4.5. 

As in the examples of Manto Tshabalala-Msimang, the cartoon author uses a number 

of different approaches in his construction of Mbeki. One is to draw on contextual 

knowledge, such as the ‘Mad Hatter’, ‘Pinocchio’ and ‘emperor Nero’ concepts. The 

other is to employ conventional metaphors such as KNOWING IS SEEING to 

represent the author’s view of Mbeki as aloof and out of touch. This is reinforced by 

the WACKO PLANET metaphor that was discussed in section 4.5.2.  The depiction 

of Mbeki and Tshabalala-Msimang in Cartoon (2003-03-26) as practitioners of 

Voodoo has the same ideational purpose as the fantasy metaphors, namely to make 

their discourse of AIDS denialism appear ridiculous and out of touch with reality. 

4.7 Use of poetic mechanisms 

In this section I will adres research question (2) for the cartoon database, namely the 

nature and extent of the use of poetic metaphor in the cartoons. Each of the cartoons 

were analysed for their use of each of the four mechanisms discussed in the literature 

review section 2.2. This allowed for statistical analysis of the presence and absence of 

the features, including combinations of features. The means by which each feature 

functions in each cartoon was analysed to determine what role, if any, it plays in the 

construction of the critical discourse. The frequency of occurrence of each of the four 

mechanisms is given in Table 4.3. Each mechanism will be discussed under its own 

heading, in this order. 
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Mechanism Occurrences Percentage 

Elaboration 75 64.7% 

Extension 35 30.2% 

Composition 27 23.3% 

Questioning 6 5.2% 

Table 4.3: Frequency of poetic mechanisms in the cartoon database 

4.7.1 Elaboration 

The definition of elaboration was given in section 2.2.2 as (17), repeated below: 

(17) Elaboration is the filling in of existing slots in a metaphoric mapping with 

more specific, unconventional concepts. 

Of the 116 cartoons in the database, 75, or 64.7%, employed the mechanism of 

elaboration. It is thus by far the most frequently occurring poetic mechanism in the 

cartoon database. This may be due to the requirement for visual texts to be specific, as 

mentioned in section 2.6. If a specific slot in a schema has to be filled by a specific 

concept – and cannot as in verbal language simply be left at the abstract level – then it 

is a natural step to have that concept contribute to the author’s ideological purpose 

with the metaphor. In this way the natural elaborative nature of the visual medium 

encourages the poetic elaboration found in the cartoons.  

Consider again Figure 4.6 on page 67. This is one of fourteen instances in the 

database where the ‘vehicle’ slot in the ‘journey’ schema is filled with specific 

concepts such as ‘aeroplane’, ‘spaceship’, ‘donkey’ or, as in this case, ‘car’. Because 

the author is using the visual mode he is unable to leave the expression of concepts 

abstract in the way that can be done with words, for example the word “journey”. He 

has to convey the journey metaphor by drawing concrete images of objects. In many 

of the cartoons this elaboration occurs as a specific vehicle on a road of some kind. 

Since the vehicle slot can not be left abstract because the author is forced to draw a 

certain kind of vehicle, this naturally leads to elaboration which serves not only to 

evoke the conventional metaphor visually, but contributes new content to the 

metaphor in an unconventional way. With each new concept that is introduced, such 
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as ‘car’, a whole new schema is also introduced that can itself form further 

metaphoric mappings, introduce new logic, and new connotations. 

Such elaboration allows the conventional metaphor, such as SOLVING THE AIDS 

PROBLEM IS A JOURNEY, to be enriched by the new content. The new concept has 

its own set of associations and slots, all of which then becomes available for use in the 

conventional metaphor, thereby enriching it beyond its conventional use. In Figure 4.6 

the concept of ‘car’ may be extended (see the following section on extension) with the 

concept of ‘wheels’ so that the ‘car’ schema itself can be the source of further 

metaphoric mappings within the larger conventional metaphor of a JOURNEY. This 

new sub-metaphor, AN AIDS CAMPAIGN IS A CAR, then allows cross domain 

mappings of its own slots, in this case resulting in the sub-metaphor ARVs ARE THE 

WHEELS OF A CAR. The logic of the source domain, namely that cars cannot drive 

without their wheels, is then mapped onto the domain of ‘AIDS campaigns’, which is 

in its turn seen as a subpart of the journey towards a solution for AIDS. In this way a 

discourse is constructed that would not be possible through use of the conventional 

metaphor in its unelaborated state alone. The message conveyed by the author of the 

cartoon through the use of this elaboration in combination with extension is that the 

government AIDS policy simply cannot succeed without antiretrovirals. More than 

this, the fact that it is obvious that a car cannot drive without wheels, and thus not 

reach its destination, is also mapped via the metaphor so that Mbeki and Manto 

Tshabalala-Msimang are made to look ridiculous for not understanding the need for 

ARVs. The elaborated metaphor that results constructs antiretrovirals and the people 

involved as having certain kinds of relations to each other that may not be thought of 

as true, or perhaps as clearly, without the metaphor. 

The use of elaboration in the cartoon is therefore not simply a poetic flourish meant to 

entertain the reader – rather it is a fundamental method of constructing and 

undermining discourses that introduces new logic and emotional connotations into the 

reader’s interpretation of the text.  

The previous paragraphs demonstrated how elaboration can introduce new logic and 

conceptual relations within a metaphor. I will now show how elaboration can result in 

the introduction of new emotional connotations (features, as discussed in section 

2.1.2.2) not present in the conventional metaphor. Consider Figure 4.12 below: 
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Figure 4.12: Cartoon 2002-02-08: Elaboration 

The metaphor used here is GOVERNMENT POLICY IS A TOXIN. The ‘toxin’ slot 

is not required by the metaphor to be filled in specifically. In this case the slot, via the 

representation of a bottle marked “GOVT. POLICY”, is elaborated specifically with 

something that is not in reality toxin, but sounds like one because of the ending “-ide” 

also found in “cyanide”. Through this elaboration, the negative connotations of both 

the ‘toxin’ concept, and the ‘infanticide’ concept are mapped onto the domain of 

‘government policy’. The GOVERNMENT POLICY AS TOXIN metaphor is further 

elaborated by constructing ARV as one of the possible chemicals in the 

metaphorically understood toxin, triggered by the phrase “contains no antiretrovirals.” 

This ironically plays off of statements by Tshabalala-Msimang and others that ARVs 

are poisonous. The ideational purpose of the text could be verbalised as in (37): 

(37) The government is murdering children by not including ARVs into its policy. 

Such a claim stated verbally might be unacceptable in a verbal newspaper article. 

Since the cartoon employs metaphor, and is subject to less stringent socio-political 

restrictions, it is able to communicate that message. 
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4.7.2 Extension 

The definition of extension was given in section 2.2.2 as (15), repeated here: 

(15) Extension is the mapping of previously unmapped slots in a conceptual 

metaphor. 

The use of poetic extension was found in 35, or 30.2%, of the 116 cartoons in the 

database. Consider again Figure 4.6 on page 67. This cartoon contains poetic 

extension as well as the elaboration discussed previously, and is a good example of 

how the different poetic mechanisms work together to achieve an effect. Once the 

metaphor AN AIDS CAMPAIGN IS A CAR is created through elaboration, it 

becomes possible to extend the metaphorical mapping of the schema of ‘car’ by 

including the slot of ‘wheels’, a concept that forms part of the ‘car’ schema but is not 

conventionally required by the metaphor. In the cartoon author’s understanding of the 

AIDS problem, antiretrovirals play a central role in its treatment, and so forms the 

natural target element for the slot of ‘wheels’ to map onto. By choosing to extend the 

metaphor to include ARVS ARE THE WHEELS OF A CAR the author is able to 

impose the logic of the car schema onto the AIDS issue. As discussed earlier, the fact 

that a car cannot go anywhere without its wheels informs the message the author 

intends to convey: that an AIDS policy without ARVs simply cannot work.  

Notice that the sub-metaphor is created via extension according to the author’s own 

understanding of the situation, and by drawing it in the visual medium he is able to 

communicate this understanding – he is able to impose his metaphor. Another person 

might have a completely different understanding of the situation, and, if they were to 

extend the ‘wheels’ slot into the metaphor, might map this slot not onto antiretrovirals 

but something else, such as ‘condom use’, or ‘education’. In each case the same 

message would be sent about whichever target schema is chosen, because it is the 

logic of the ‘car’ schema that informs the resulting structure. It is this thought-

structuring aspect of metaphor that Lakoff, Johnson, and Turner place great 

importance on in their theory. 

Next consider Figure 4.13 below: 
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Figure 4.13: Cartoon 2002-05-07: Extension: LIGHT IS LIFE 

The conventional idiomatic phrase “lights a candle” evokes the LIGHT IS LIFE 

metaphor to communicate a positive message and intention. In this cartoon, the author 

creates humour by extending this conventional metaphor in a way that is consistent 

with his discourse about Manto Tshabalala-Msimang, but that undermines the 

conventional metaphor. In the conventional use of the metaphor the ‘light’ slot in the 

‘candle’ schema is used for the mapping, but not the ‘fire’ slot, which has greater 

potential for negative understanding, because fire can burn, as shown in the cartoon. 

By introducing the ‘fire’ and ‘burn’ aspects into the text through the visual 

representation of the burning court order, the author is able to undermine the verbal 

message that headlines the cartoon. This is an instance where the visual aspects of a 

cartoon respond ironically to the verbal aspects. This simultaneously creates humour 

while also communicating the authors ideational purpose, namely what he considers 

Manto Tshabalala-Msimang’s true intentions to be. By using extension in this way the 

author is thus able to undermine the discourse usually created by the conventional 

metaphor he employs. He essentially takes the metaphors provided by conventional 

use, and comments on those by extending them poetically in unconventional ways. 

This parallels what Shakespeare did with the DEATH IS SLEEP metaphor (16) in 

section 2.2.1, repeated below: 
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(16) To sleep? Perchance to dream! Ay, there’s the rub; For in that sleep of death 

what dreams may come? 

By doing so the author  is also undermining the positive conceptualisation created by 

the mapping of ‘sleep’ onto ‘death’ by his use of extension. As such, the extension of 

the LIGHT IS LIFE metaphor in this instance is also an instance of poetic 

questioning, discussed in section 2.2.3 above and 4.7.4 below. This is another 

example of how the mechanisms function interdependently, and how the use of one 

mechanism may lead to the use of another. 

4.7.3 Composition 

The definition of composition was given in section 2.2.2 as (21), repeated below: 

(21) Composition is the combined use of two or more conceptual metaphors in 

such a way that they form a complex structuring with parts of the one 

metaphor relying on parts of another. 

Composition occurs in 26, or 22.4%, of the 116 cartoons. Consider Figure 4.7 given 

on page 68. Here, a number of conventional metaphors are used in composition to 

create a unified message that would not be possible by using the metaphors 

individually. Each metaphor extends from another one, creating layers of metaphoric 

meaning within one overarching metaphor, in this case LEADERSHIP IS A 

JOURNEY.  The metaphors used in composition are: 

(38) a. LEADERSHIP IS A JOURNEY 

b. GOOD IS UP, BAD IS DOWN 

c. GOOD IS CLEAN, BAD IS DIRTY 

d. AIDS IS A QUAGMIRE 

e. MORALITY IS A COMPASS 

What makes this a case of composition is that the metaphors are not simply used 

independently. It is possible for there to be more than one conventional metaphor 

present in a text without composition. In the case of composition, however, the 

metaphors used each rely on the mapping results of another metaphor for their source 
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or target domain, and therefore cannot function independently, while still conveying 

the same message. 

In this cartoon, the overarching metaphor is LEADERSHIP IS A JOURNEY. The 

journey is shown as coming from a hill, marked “Moral High Ground”, into a lower 

area, evoking the GOOD IS UP, BAD IS DOWN conventional metaphor. Further 

composed into the logic of the metaphor is the GOOD IS CLEAN, BAD IS DIRTY 

metaphor, which is evoked by the images of dirt and rubbish, and the label 

“quagmire” (itself an extension of the metaphor) in the lower area. By contrast the 

higher part is drawn as being clean with radiant lines coming from the sign. This 

quagmire which the ANC is shown as going through, indicating via the logic of the 

metaphor that their leadership is bad, is then mapped onto the domains evoked by the 

words “AIDS / ZIM / ARMS”. The logic of the metaphor thus communicates the idea 

that the country is being led into these three problem areas by the ANC. The reason 

for this is given by yet another metaphor joining the composition, namely that 

MORALITY IS A COMPASS, which in the case of the compass carried by the ANC 

is shown as breaking apart. The compass evokes and relies upon the ‘direction’ slot in 

the ‘journey’ schema. 

The message that this complex composition of metaphors communicates could be 

summarised as in (39):  

(39) The problems of AIDS, etc., are caused by a lack of morality by the ANC. 

Of course, to simplify the message in this way, removing the metaphors, excludes a 

large part of the message, and includes only the most basic logic – which is merely 

one of the four aspects of a mapping (see section 2.1.2.1). 

It is important to note that if any of the conventional metaphors in the composition 

were to be removed, then the message as it is would fail to be delivered. The resulting 

message is constructed by the composition itself, so that composition is seen to be not 

merely a poetic flourish for aesthetic purposes, but a way of constructing 

understanding at the conceptual level. 

Next consider the cartoon in Figure 4.11 on page 73. The metaphors used in 

composition here are: 
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(40) a. AIDS LEADERSHIP IS A JOURNEY 

b. THE AIDS PANEL IS A TWO HEADED ANTELOPE 

c. THE TWO HEADED ANTELOPE IS A VEHICLE IN THE JOURNEY 

d. EACH FACTION OF THE PANEL IS A HEAD GOING IN OPPOSITE 

DIRECTIONS 

Here, a signpost points the way “forward”. This, along with a starting line, evokes the 

JOURNEY metaphor. The ‘vehicle’ slot of the journey schema is filled by the concept 

of the ‘antelope’, which in turn is metaphorically constructed as the ‘AIDS panel’ as 

per (40)b. Manto Tshabalala-Msimang as the ‘traveller’ is drawn sitting complacently 

on the antelope, while the two sides struggle to move in opposite directions, with the 

result that they do not go anywhere. Moving in opposite directions is consistent with 

the logic of the journey metaphor – to move in opposite directions is to head towards 

different destinations, evoking the GOALS ARE DESTINATIONS sub-metaphor of 

the JOURNEY metaphor. According to the logic of the two-headed antelope 

construction of the AIDS panel, the two factions, here named “dissidents” and 

“mainstream”, can never head in the same direction and therefore never reach the 

same goal. The position of the cartoon author on the matter is communicated by 

which head is facing in the direction marked “forward”. The use of the label 

“forward” on the sign by the same logic indicates the direction of the metaphoric 

destination, and thus towards the goal of a solution to the AIDS problem. By labelling 

the head that is going in that direction as “mainstream” the cartoonist makes his 

position against the discourse of AIDS denialism clear.  

It is seen here again that the unified message results from a complex composition of 

metaphors that are interlinked – their source and target domains linking up in a 

metaphoric chain-formation, each link relying on the previous link for its metaphoric 

significance. 

4.7.4 Questioning 

The definition of the poetic mechanism of questioning was given in section 2.2.2 as 

(18), repeated below: 
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(18) Questioning is the act of pointing out a discrepancy between the understanding 

that a conceptual metaphor imposes upon its target domain, and a reader’s 

other knowledge about that domain. 

Questioning essentially brings to light that which is hidden by a metaphor, and in so 

doing reveals that the metaphor is not an exact correspondence to the reality it is used 

to describe. The unconscious and automatic acceptance of the metaphor may thus be 

removed, and in this way questioning can serve to undermine established discourse.  

Consider Figure 4.3 given on page 63. In this cartoon the JOURNEY metaphor is 

being called into question. In a journey towards a destination there are conventionally 

many different routes that a person can take to reach the same destination. In this 

cartoon the author questions the use of the JOURNEY metaphor by Thabo Mbeki by 

indicating through the warning signs that the road he is taking cannot lead to the 

desired destination – metaphorically understood as a solution to the problem of 

HIV/AIDS. The implication of the questioning is that, unlike conventional journeys 

where one can explore different routes but still reach the right destination, in the case 

of the HIV/AIDS problem this is not valid. The implication is that there is only one 

correct “direction” to take in solving the AIDS problem, and that the president and his 

health minister are not currently taking it. 

By using extension in this case the author is able to bring into question the discourse 

and language used by the president and his health minister. As will be seen in the 

other examples, this is the main purpose that questioning is put to by Zapiro in the 

cartoons collected in the database, and could also explain why questioning is used so 

infrequently – the author mostly focuses on representations of the people themselves, 

and dedicates very few cartoons to the contents of the discourse of AIDS denialism. 

Where he does, questioning is usually employed. 

Next consider Figure 4.14 below. In this cartoon Manto Tshabalala-Msimang is 

shown sitting on top of a monster or dragon resting on a pile of skulls, while the 

people in the monster’s grip are saying, “relax, the minister says they’re on top of it.” 

This evokes the metaphor CONTROL IS UP (Lakoff & Turner 1989: 149) and also 

GOOD IS UP. However, the health minister is drawn small compared to the monster, 

and it is clear from the drawing that she is not in control of it. It is shown resting with 

a very relaxed facial expression. As in the previous example where Mbeki says “we 
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have to explore all avenues”, this cartoon achieves questioning by the use of irony set 

up between the verbal component of the cartoon and the visual component, which 

undermines the verbal. In this way the author calls into question the AIDS denialist 

discourse, by calling into question the validity of the conventional metaphors 

contained therein. In this case the message may be simplified verbally as “being on 

top of something does not always mean you are in control of it”, which is contrary to 

the metaphor. 

 

Figure 4.14: Cartoon 2001-03-23: Questioning 

In the examples of questioning found in the database, the questioning is often aimed, 

as here, at the discourse of the AIDS denialists. It is used to undermine and call into 

question the validity of what they are saying. It is clear that questioning via the visual 

medium is possible, as shown in the example above. In the database, however, most 

of the cartoons are not aimed at directly questioning the discourse of the AIDS 

denialists. Rather, they are aimed at undermining the image of the denialists by using 
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metaphors that present the people in a negative light, or say something negative about 

their leadership, values, intelligence, or ability to solve the problems.  

4.8 Image mapping 

Image mappings, as described in section 2.1.2.4, also occur in the cartoons. Consider 

Figure 4.15 below. Here the mapping MANTO TSHABALALA-MSIMANG IS A 

CONDOM is evoked by the visual expression of an image mapping. As with 

linguistic expressions of image mappings, the mapping itself takes place at the 

conceptual level. The two concepts are mapped together, but the basis of the mapping 

here is on their visual form. So the head of Tshabalala-Msimang maps onto the 

metaphorically understood ‘head’ of the condom, and the same with the body. As was 

discussed in the literature review section, such an image mapping triggers a full 

conceptual mapping, so that all four aspects of mapping (section 2.1.2.2) are mapped, 

namely: slots, relations, properties, and knowledge. In this specific instance, the 

primary contribution towards the critical discourse of the text comes from the 

mapping of the negative properties from the source domain of ‘condom’. In this way, 

the author is able to construct a negative interpersonal relation between the reader and 

Tshabalala-Msimang (see section 2.4.2.2 on the interpersonal function of 

communication). 

 

Figure 4.15: Cartoon 2007-08-29: Image Mapping 
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4.9 Multimodality in the cartoons 

When analysing the multimodal aspects of the visual texts, a pattern emerged that 

supports the conceptual view of metaphor as described in the literature review section. 

Consider again Figure 4.4 given on page 64, in which Mbeki and Tshabalala-

Msimang are shown on a road along with Madlala-Routledge. In this cartoon the 

PROBLEM SOLVING AS JOURNEY metaphor is evoked. However, here, as in the 

other cartoons, the verbal labels, “HIV/AIDS RD.”, “DENIALISM”, and “ACTION”, 

are used to evoke the abstract target domains that cannot be directly represented in the 

visual mode. Throughout the cartoon database it has been found, as here, that: 

• The target domain is represented verbally (here ‘HIV/AIDS’) 

• The source domain is represented visually (here ‘road’) 

This is a significant finding, because it means that the visual and verbal modes do not 

only complement each other in the cartoon, but in fact work together to evoke a single 

metaphoric mapping. In other words, a single metaphor in a cartoon may be evoked 

multi-modally. When one considers that metaphoric mappings occur at the conceptual 

level, this means that the two different modes function together in combination to 

trigger a mapping at the conceptual level that might not have occurred if either of the 

modes were left out. The fact that multimodality plays such a core role in triggering 

metaphors at the conceptual level in cartoons is, in my opinion, a strong indication of 

the importance of multimodality, and that it would be valuable for future studies to 

pursue it further. 

Furthermore, the fact that the target domain is represented verbally while the source 

domain is represented visually is consistent with the claims of Conceptual Metaphor 

Theory. Recall that Lakoff and Johnson (1980) state in their theory that the source 

domain is always the more specific and grounded while the target domain is the more 

abstract. El Refaie (2003: 91) points out that the visual mode is not able to represent 

an abstract concept in the same way that language can. It is possible to use the 

abstract word “journey”, without giving further details. It is not however possible to 

do this visually. If one wants to draw the concept ‘journey’ one is forced to make 

specific choices, since one is reproducing a grounded, empirical mode. One would 

have to choose whether to draw a car or an aeroplane, or a person walking, or some 
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other specific symbols that would evoke the concept. Language is not forced to be this 

specific because it can represent abstract concepts via arbitrary association with a 

phonological form such as “journey”. It is thus natural for multimodality to find such 

an expression in cartoons that use metaphor extensively, since the verbal component 

is able to easily express the abstract target domain, while the visual is able to easily 

express the specific source domain. This finding also supports Kress and Van 

Leeuwen’s (1996) statement that the verbal and visual “intermesh and interact at all 

times.” 

Of course, as in other forms of visual texts such as paintings that also use metaphor, 

an author is not required to explicitly represent the target domain, verbally or 

otherwise. El Refaie 2003:91 states that “the token [target] or vehicle [source] or 

both” may be absent, in which case they are “implied by context”. Since there is not a 

single cartoon in the database that does not have a verbal component, it seems that 

this approach of leaving domains implicit rather than evoking them explicitly is not 

the dominant approach in the cartoons. Doing so would leave them open to broader 

interpretation, whereas making both the target and source domain explicit allows the 

reader to easily and quickly grasp the intended construction, since both domains are 

represented by the medium that does so most effectively. 

To the question of whether there are things which either the visual or verbal mode 

more easily achieve in communication, the answer, as far as metaphor is concerned, 

seems to be that the visual mode is adept at representing the source domain in detail – 

which accounts in part for the large amount of elaboration found in the cartoons – 

while the verbal mode is adept at representing the abstract target domain. 

4.10 Summary 

In summary, I have shown in this chapter that conventional conceptual metaphors are 

found across the visual cartoon database. In Chapter 5 I will show that these are 

substantially the same conventional metaphors found in the verbal articles. This 

supports the CMT claim that metaphors are conceptual, not linguistic. CMT would 

predict that the same metaphors should find expression in any mode that expresses 

thought, which includes the visual, and I have shown that the cartoon data supports 
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this. This chapter has therefore provided the first part of the answer to research 

question (1); the verbal part of the answer will be provided in the next chapter. 

I have also shown that cartoons do use the four mechanisms of poetic metaphor (as 

discussed in section 2.2) extensively, and they can thus be considered poetic texts. As 

will be shown in Chapter 5, this is not the case for the verbal articles, which include 

only two of the poetic mechanisms at very low frequency. This chapter has therefore 

provided the first part of the answer to research question (2), namely that cartoons can 

indeed be considered poetic texts. The next chapter provides the answer for the verbal 

texts. 

In this chapter I have also shown that the poetic mechanism of elaboration is the most 

frequently used of the mechanisms. I have proposed an explanation in terms of the 

natural specificity of the visual medium that was discussed in section 4.9. Elaboration 

has to do with filling slots with specific detail, and, since the visual mode requires a 

high level of specificity, I have proposed that this naturally encourages poetic 

elaboration in the texts. 

In this chapter I have also demonstrated the role of multimodality in the cartoons, that 

it plays a core role in the evocation of conceptual metaphors. The multimodality is not 

merely a way for the modes to complement each other. Rather, multimodality plays a 

role in triggering a metaphoric mapping at the conceptual level, in that the target and 

source domains of even a single metaphor is expressed in different modes. One may 

therefore speak of cross-domain triggers for conceptual metaphor in cartoons. This is 

a very significant finding for research into multimodality and, even though I had not 

foreseen this finding in my hypotheses, it is fully consistent with the claims of 

Conceptual Metaphor Theory that source domains are abstract and target domains 

specific. It therefore also answers the question as to the difference between the two 

modes. As such, this chapter has provided an answer to research question (4). 
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CHAPTER 5 - DATA ANALYSIS II: METAPHOR IN VERBAL TEXTS 

In this chapter I will present the analysis of the Mail & Guardian newspaper articles. 

The purpose of this analysis was to compare the verbal mode with the visual cartoons 

analysed in Chapter 4, in order to complete the answers to the research questions. 

Since the aim of this study is to enlighten the function of cartoons as critical texts, the 

analysis of the verbal articles does not constitute a full discourse analysis for their 

own sake. Rather, the purpose here is to compare verbal articles from the same 

newspaper with the cartoons, in order to shed further light on the functioning of the 

cartoons as critical texts. 

Specifically, I will show in this chapter that the conventional metaphors found in the 

cartoon database are to a significant extent the same ones found in the verbal articles. 

This supports the CMT claim that metaphor originates at the conceptual level, and 

completes the answer to research question (1). I will also show that the verbal articles 

do not employ the four poetic mechanisms to a significant extent, unlike the cartoons. 

They can therefore not be considered poetic texts. This marks an important difference 

between the visual cartoon texts and the verbal articles, and completes the answer to 

research question (2). 

Since the verbal metaphor analysis serves mainly for comparison with the visual, the 

analysis presented here will not go into the details of every conceptual metaphor, but 

will instead focus on the ideological use of metaphor for criticism. Conventional 

conceptual metaphor is pervasive in all language use, including newspaper articles, so 

to analyse each metaphor would not contribute to the answering of the research 

questions. After giving an overview of the conceptual metaphors used, I will present 

an analysis of each of the most frequently occurring metaphors in order to 

demonstrate the nature and extent of their use in the articles. It will be shown that, 

unlike the visual cartoons, the verbal articles resort very little to the use of conceptual 

metaphor beyond the everyday, conventional metaphors that can be found in all 

linguistic texts. Where metaphor is used poetically for ideological purposes it is 

generally isolated and does not form the core of the text or argument. In the cartoons 

exactly the opposite is the case, as was shown in Chapter 4. 
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Following this I will present the analysis of the nature and extent of use of poetic 

mechanisms in the articles. I will provide the statistical data for their presence, 

comparing it directly with the same data for the cartoons, in order to demonstrate that 

the articles use poetic metaphor to a significantly lesser extent than the cartoons. For 

comparison with the cartoons, I will present an analysis of the ones that did occur. 

Following this analysis I will present a theoretical argument based on Biberauer’s 

(1996) four functions of conceptual metaphor, in order to show that the use of poetic 

mechanisms in the cartoon texts increases the author’s capacity for criticism by giving 

him greater control over these four functions. This control stems from the greater set 

of choices available to the poetic author through the use of the poetic mechanisms. 

That section will therefore complete the answer to research question (3). 

5.1 Overview and statistics 

Table 5.1 below presents the frequency of occurrence of conceptual metaphors in the 

verbal database. The highest-level instance of a conceptual metaphor is presented in 

bold text, while sub-metaphors are prefixed with ellipses and presented in ordinary 

type. Both the number of occurrences and the percentage that this makes up of the 

total database are presented. The metaphors are ordered from the highest occurrence 

to the lowest, and include only those with more than a single occurrence. 

Metaphor Occurrences Percentage 

War 38 41.8% 

...Argument is War 21 23.1% 

...Overcoming AIDS is War 23 25.3% 

Problem solving is a journey 16 17.6% 

… Problems are Obstacles 3 3.3% 

Knowing is Seeing 8 8.8% 

Opinions are Positions 7 7.7% 

Good is Clean, Bad is Dirty 5 5.5% 

Overcoming AIDS is a Struggle 4 4.4% 
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Good is Up, Bad is Down 4 4.4% 

Politics is a Game 3 3.3% 

The spread of HIV is a Wave 3 3.3% 

A Difficulty is the Devil 2 2.2% 

Emotional response is an Erupting Volcano 2 2.2% 

 Table 5.1: Frequency of conceptual metaphors in the article database 

Figure 5.1 and Table 5.2 below show the list of metaphors found in both the cartoon 

and article databases, the frequency of occurrence of each, and the difference between 

these two figures. The significant finding here is that the conventional metaphors are 

found with similar frequencies in both the visual and verbal texts. This confirms 

research hypothesis (1). The only exception to this is the WAR metaphor, which will 

be discussed below. This lends strong support to the CMT claim that metaphor is 

conceptual in nature, and that verbal articles and visual cartoons are different 

expressions of the same underlying thought system. The biggest difference between 

frequencies of these metaphors is 6.7% in the KNOWING IS SEEING metaphor, 

occurring less frequently in the articles than the cartoons. The average difference 

across the table is 2.7%.  
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Figure 5.1: Comparison of frequency of metaphors found in both modes 

The data from Figure 5.1 is presented below in table format:  

Metaphor Cartoons Articles Difference 

Knowing is Seeing 15.5 8.8 6.7 

Problem solving is a journey 12.1 17.6 5.5 

… Problems are Obstacles 5.2 3.3 1.9 

Good is Up, Bad is Down 5.2 4.4 0.8 

Good is Clean, Bad is Dirty 4.3 5.5 1.2 

The spread of HIV is a Wave 2.6 3.3 0.7 

Politics is a Game 0.9 3.3 2.4 

A Difficulty is the Devil 0.9 2.2 1.3 

Overcoming AIDS is a Struggle 0.9 4.4 3.5 

Average Difference     2.7 

Table 5.2: Comparison of frequency of metaphors in both modes. 

The most frequently occurring metaphor in the verbal texts is the OVERCOMING 

HIV/AIDS IS A WAR metaphor, which does not occur in the cartoon database. What 

makes this curious is that it is the only exception in a set of results that otherwise 

strongly supports the research hypothesis. It is possible that the absence of this 

metaphor in the cartoon database reflects the cartoon author’s choice of focus – in 

other words, that it is a difference in the ideational purpose of the texts, and not a 

difference grounded in conceptual metaphor. In the articles the focus is most often on 

HIV/AIDS and on ways to treat, prevent and eradicate the disease. In the cartoons the 

author focuses almost exclusively on the role-players involved in the debates, 

especially Thabo Mbeki and Manto Tshabalala-Msimang. In such cases the WAR 

metaphor does not enter, since it concerns AIDS, not the role-players. While it is 

beyond the scope of this study to provide an adequate answer to the question of why 

the WAR metaphor is not found in the cartoon database, it presents an interesting 

topic for future research. It would be especially interesting to see whether this 
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metaphor is used by other cartoonists, in which case its exclusion may be a conscious 

choice by Zapiro. 

It also emerges that the unconventional (poetic) metaphors found in the cartoon 

database are not found in the article database. This finding foreshadows the finding 

that the newspaper articles do not employ the poetic mechanisms to any great extent, 

as will be shown later in this chapter. 

The PROBLEM SOLVING IS A JOURNEY metaphor occurs frequently in both 

databases, though more in the articles (17.6%) than in the cartoons (12.1%). The 

KNOWING IS SEEING metaphor also occurs frequently in both databases, with the 

articles at 8.8% and the cartoons at 15.5%. The BAD IS DIRTY metaphor occurs with 

similar frequency in both the cartoons (4.3%) and the articles (5.5%). The CURING 

AIDS IS A STRUGGLE metaphor could be seen as part of the WAR metaphor, but is 

analysed separately here due to its political significance in post-apartheid South 

Africa. It occurs only once in the cartoon database (0.9%), and only with a slightly 

higher frequency in the article database (4.4%). The UP IS GOOD AND DOWN IS 

BAD metaphor occurs with similar frequency in both the cartoon database (5.2%) and 

the article database (4.4%). 

5.2 Conceptual metaphors 

Because of space limitations it is not possible to present an analysis of all the 

conceptual metaphors found in the verbal articles, nor will such a wide ranging 

presentation contribute to the answering of the research questions. Therefore I will 

present a brief analysis of the use of each of the most frequently occurring metaphors, 

in order to demonstrate the role that they play in the texts. 

5.2.1 War metaphors 

The WAR metaphor was analysed in Biberauer (1996:130) based on the work of Ross 

(1988), who called it the MILITARY metaphor of AIDS. Through the WAR 

metaphor, HIV/AIDS is structured as an enemy that needs to be fought. Biberauer 

(1996), Ross (1988), and Sontag (1991) have all discussed the social and political 

dangers of structuring AIDS in this way. Ross has pointed out that the use of the 

metaphor can lead to people considering not only the virus but also the victim as an 
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enemy (Biberauer 1996). Similarly, Sontag warns that the metaphor can lead to 

negative overreactions and the “stigmatization of the ill” (Biberauer 1996). Even 

though Biberauer defends the use of the metaphor in a medical context, she too agrees 

that in the public sector the WAR metaphor may lead people to “lose sight of 

compassion as they race to beat the enemy rather than soothe the sick.”  

The metaphor is evoked linguistically in the articles by the use of words and phrases 

such as: “fight”, “combat”, “battle”, “hit”, “enemy”, “united front”, “wage war”, and 

“bombshell”. The following are examples from the newspaper articles that evoke the 

WAR metaphor of AIDS: 

(41) a. South Africa is failing in its fight against HIV/AIDS (Article 2000-03-16d). 

b. Combating HIV/AIDS has come to be seen as an esoteric area (Article 

2000-06-29a). 

c. AIDS has become the number one killer (Article 2000-06-29a).  

d. Leader of the opposition Tony Leon has called for a united front to wage 

war against this illness (Article-2000-10-26f). 

e.  The Global Fund to fight AIDS … awarded Uganda a new grant … to 

battle the disease (Article 2004-10-14a). 

f. Baby mortality bombshell (Article 2007-08-23b; Title). 

g. Southern Africa is still hardest hit by HIV/AIDS (Article 2006-11-30c). 

Biberauer (1996:138) presents the following five accusations made against the WAR 

metaphor of AIDS by various authors. 

Accusation I: In the doctor-patient context, the metaphor encourages doctors to 

aggressively over-prescribe drugs in an attempt to reach a “victory” that is impossible. 

Accusation II: The metaphor constructs death as an undesirable outcome, “thereby 

denying people the benefits of an acquiescent approach to death”. 

Accusation III: The metaphor increases the power differential between doctors and 

patients by assigning the doctor a powerful role as “MILITARY COMMANDING 

OFFICER”. 



 97

Accusation IV: The metaphor provides only negative roles for patients, such as 

VICTIM or BATTLEFIELD. 

Accusation V: The metaphor may lead people to consider not only the virus as the 

ENEMY but also the victims of the virus, thereby leading to the stigmatisation of 

people. 

Biberauer (1996) argues against these accusations, especially within the medical 

context. It is beyond the scope of this thesis to present her arguments in depth; 

especially since the instances of the metaphor found in the newspaper articles are not 

about the medical context but rather the social and political context of AIDS.  

Within the social and political context the metaphor may be used manipulatively. 

Those people accused of not doing enough to help in the “fight against AIDS” may be 

seen as being “on the side of the virus” and therefore also as enemies. For example, in 

Article (2000-10-26f), the author starts in the first paragraph by saying that Thabo 

Mbeki has announced that he will withdraw from the debate around HIV/AIDS. It 

states that Mbeki’s statements have “caused confusion” and follows with the use of a 

number of war metaphors, saying that R2-million rand will be invested to “combat” 

the illness, and that Tony Leon has “called for a united front to wage war against this 

illness”. The effect this has is to construct not only HIV as the enemy, but to implicate 

Thabo Mbeki himself. The reader may get the impression that the war is also being 

fought against Thabo Mbeki, without this being explicitly stated. 

The other use of the ‘war’ domain is the ARGUMENT IS WAR metaphor, which is 

discussed in detail by Lakoff and Johnson (1980), and is relevant here because it is 

used to construct the debates surrounding HIV/AIDS. The following examples from 

the articles evoke the ARGUMENT IS WAR metaphor: 

(42) a. The Northern Cape MEC for health was blasting a Kimberley hospital for 

giving the infant anti-retroviral medication (Article 2002-01-17c). 

b. Sibongile Manana was attacked by opposition parties and civic groups for 

her refusal to deviate from the national government line … (Article 2002-02-

28d). 
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c. The KwaZulu-Natal government has deserted the Department of health in 

its fight against the Treatment Action Campaign ... (Article 2002-03-07f). 

Here it is not HIV/AIDS that is structured as the ENEMY, but rather some person or 

group. In a discourse such as HIV/AIDS where the WAR metaphor is already so 

prevalent via the CURING AIDS IS WAR metaphor, the use of the ARGUMENT IS 

WAR metaphor has powerful manipulative potential, since it tends to implicate the 

person at the opposite side as being responsible for HIV/AIDS, since it structures 

them by the same domain as the virus, namely that of ENEMY. 

5.2.2 SOLVING THE AIDS PROBLEM IS A JOURNEY 

The JOURNEY metaphor is found in both the visual and verbal texts with similar 

frequencies (see Table 5.2). The structure of this metaphor has been discussed in 

sections 2.1.2.1 and 4.4.3, and will therefore not be repeated here. I will only discuss 

its use in the verbal texts. Examples of this metaphor from the articles are given in 

(43): 

(43) a. Drugs are not the way forward for us (Article 1999-09-16a). 

b. Mbeki’s actions are … taking us backwards (Article 2000-03-23e). 

c. This impoverished country [Mozambique] is already a step ahead of South 

Africa when it comes to HIV/AIDS treatment (Article 2003-11-20b). 

d. The government announced the long-awaited anti-retroviral treatment plan, 

paving the way for the challenges facing the country to be widely discussed  

(Article 2004-02-05a). 

e. Tenofivir has been the biggest stride forward in antiretroviral drug 

development for the last few years (Article 2007-02-08a). 

These are all conventional uses of the PROBLEM SOLVING IS A JOURNEY 

metaphor as applied to HIV/AIDS. The metaphor is expressed by phrases such as 

“forward”, “backward”, and “paving the way”, which evoke a conception of problem 

solving and interventions as movement towards the goal of eradicating HIV/AIDS. 
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As was shown in section 4.4.3, Zapiro makes frequent use of this metaphor in the 

visual cartoons, poetically extending and elaborating it in various ways to indicate 

that the way the problem is being handled will not “reach the destination”. The 

images that he uses do not always express anything about the reason why he thinks 

they will not work. They merely use elements of the source domain of ‘journey’ to 

indicate that they will not. In some cases the author does indicate the reason for 

failure, as when he labels the wheels that are missing on the car “Anti-retrovirals”. 

The following are all instances of the metaphor PROBLEMS ARE OBSTACLES, 

which is a sub-metaphor of the JOURNEY metaphor: 

(44) a. Minister of Health Manto Tshabalala-Msimang's blocking of a R720-

million grant to fight AIDS in KwaZulu Natal … (Article 2002-07-18e). 

b. Acquiring HIV medicine for victims of sexual assault is "an obstacle course 

for women" (Article 2003-08-14e). 

As mentioned above, this metaphor forms part of the JOURNEY metaphor. Anything 

that hinders the problem solving process is seen as an obstacle in the way of the 

traveller, understood as the group or person trying to solve the problem. In (44)a, for 

example, the health minister is constructed as an obstacle in the way of the AIDS 

grant. The cartoonist used this same metaphor on the same topic in cartoon (2002-07-

23), but elaborates it with a complex image mapping of a whale and Tshabalala-

Msimang’s head, blocking a ship carrying the AIDS package, represented by a box.  

In example (44)b the JOURNEY metaphor is similarly elaborated to OBSTACLE 

COURSE such that the domain of ‘obstacle’ becomes prominent. It indicates that the 

journey, because it includes a lot of obstacles, is difficult for the travellers, in this case 

women. This metaphor becomes a tool of criticism through the way the ‘obstacle’ slot 

is filled. In this case the obstacle is constructed as the government. The title of the 

article is the quoted phrase “An obstacle course for women”, following which the 

article starts by saying “Confusion still reigns over the degree of government 

commitment to providing treatment for rape survivors.” Although, as in previous 

examples, the mapping of ‘obstacle’ to ‘government’ is not explicitly done, it is still 

strongly implied by the narrative structure of the text. 
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5.2.3 KNOWING IS SEEING 

The KNOWING IS SEEING metaphor was discussed in section 4.4.2. According to 

this metaphor, knowing something or having some idea in one’s mind is to see an 

object (via IDEAS ARE OBJECTS). Conversely, not seeing the object is to not know, 

not think about, or ignore the idea. The following are examples of the KNOWING IS 

SEEING metaphor in the verbal articles: 

(45) a. Have they been blinded by their sense of infallibility? (Article 2003-05-15a) 

b. President Thabo Mbeki … faced with the spectre of a new struggle, this 

time against HIV and AIDS, turned his face away  (Article 2007-02-08c). 

c. The Eastern Cape Department of Education and the tender board’s inability 

to make a transparent decision have caused us to lose well-deserved business 

(Article 2004-02-19d). 

d. Doctors [are] helpless in the face of hidden AIDS therapy costs (Article 

2001-04-05b). 

In example (45)a, the author evokes the KNOWING IS SEEING metaphor through 

the word “blinded” to suggest that the AIDS denialists under discussion are not aware 

of the truth, which the author conceives as the dominant scientific view that HIV 

causes AIDS. The use of this metaphor presupposes that this view is the truth – that is, 

that what it refers to exists in reality and so can be “seen” unless one has been 

“blinded.” Zapiro uses this metaphor of not seeing in the cartoons quite frequently as 

discussed in section 4.4.2. 

Example (45)b is a verbal example of this metaphor applied to Mbeki, where it is said 

that he “turned his face away”. The implication is that he actively chose not to see, 

and therefore, according to the metaphor, to ignore, the problem of HIV/AIDS. The 

logic of the metaphor dictates that if Mbeki’s face is turned away he is not thinking 

about the issue – he is, in effect, trying to make it “unknown”. Turning ones face 

away is therefore an apt metaphor to imply denial, since, unlike merely not seeing 

something, it describes an active choice not to see something. 

Example (45)c illustrates another interesting conventional use of the KNOWING IS 

SEEING metaphor in AIDS related texts, namely the use of the word “transparency”. 
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If an object is transparent, one can see inside to its contents. If a decision is said to be 

untransparent, the metaphoric implication is that one does not know what is going on 

inside or behind the surface of the decision, which refers metaphorically via 

ESSENSE IS CENTRAL (Lakoff & Turner 1989:148) to that which is most important 

or most true about the decision.  

Example (45)d also uses the KNOWING IS SEEING metaphor in that something that 

is “hidden” is unseen, and therefore unknown, implying that people are not aware of 

the costs under discussion. 

5.2.4 OPINIONS ARE POSITIONS 

The OPINIONS ARE POSITIONS metaphor was found very frequently in the 

cartoon database, at 25.9%, most likely because of the visio-spatial basis of the 

metaphor. When characters are drawn in a cartoon they have to be placed somewhere 

specific, so that the ‘position’ domain is already active, and requires a choice. This 

could naturally lead the cartoonist to employ this metaphor for his own ideological 

purpose, and draw parties with different opinions in noticeably opposed or far apart 

positions. It could alternatively simply be a natural and unconscious expression of a 

conceptual understanding that is already metaphoric, as claimed by CMT. In the 

verbal texts the ‘position’ domain is not required, which could explain why the 

metaphor is found less frequently, at 7.7%, in the article database. 

The metaphor is related to the JOURNEY metaphor in the sense that it is a spatial 

representation of a mental phenomenon, ideas. The opinion that a person holds is 

considered to be a position in which that person is standing. Consequently, to “stand 

firmly” is not to change one’s opinion, and people with different opinions are 

considered to be in different positions, sometimes even in positions that lead to 

opposite directions, as in the journey metaphor; or are in some other way opposed to 

each other. The following are examples of the OPINIONS ARE POSITIONS 

metaphor in the articles: 

(46) a. The TAC's position is that VCT is an essential part of the overall mother-to-

child transmission program (Article 2002-02-28a). 
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b. Mpumalanga stands firm on which hospitals can provide drugs (Article 

2002-02-28d). 

c. The national government’s ruling against providing anti-retroviral drugs ... 

is one of the more controversial aspects of the government's stance on the 

disease (Article 2002-01-17c). 

d. The increasingly vocal unhappiness within the African National Congress 

and the government about the state’s stance on HIV/AIDS … (Article 2002-

04-25a). 

e. The Treatment Action Campaign (TAC) threatened the MCC with legal 

action for failing to take a public stance on the efficacy of anti-retroviral drugs 

(Article 2005-04-28a). 

This is a very common conventional metaphor that is not unique to the HIV/AIDS 

debates, but is also found in other domains where people have differing opinions. 

Here it is used to represent the different opinions regarding the solution to the 

HIV/AIDS problem and related issues. In the articles it does not appear to have been 

consciously used for any specific critical purpose. Even in the cartoons the 

OPINIONS ARE POSITIONS metaphor is not a striking presence in the critical 

aspect of the discourse, except in a few cases where the positions are radically 

different, such as when Mbeki and others are having a “tea party” on a planet far 

away from earth where an HIV/AIDS conference is being held (Cartoon 2005-12-01), 

or when Matthias Rath and Zackie Achmat are drawn at opposite sides of the judges 

bench, with a personification of the Earth standing on Achmat’s side to indicate that 

his opinions coincide with global opinions (Figure 4.1; page 58). 

5.2.5 BAD IS DIRTY 

In the BAD IS DIRTY metaphor something that is considered undesirable or wrong is 

structured via the conceptual domain of ‘dirty’. Like most conceptual metaphors, it 

structures something that is abstract and non-empirical by a domain that is specific 

and observable. Being dirty is undesirable in everyday life, and so this logic is 

mapped to the target domain. An example from the visual database was given in 

Figure 4.7 on page 68. The following are expressions of this metaphor in the articles: 
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(47) a. The TAC believes Rath is using smear tactics to further its commercial 

interests (Article 2005-04-28a). 

b. Ntshangase needs to clean his own house before attacking his neighbours 

(Article 2003-05-15a). 

c. The debate around anti-retroviral provision has been tainted ... by the 

creation of two artificial factions (Article 2003-03-19a). 

d. The move nimbly lifts the province from the murky controversy 

surrounding the national government’s apparent reluctance to extend a 

programme to reduce the number of babies getting HIV from their mothers 

(Article 2002-03-07f). 

The use of this metaphor has a strong critical aspect, in that it is used by speakers to 

construct someone or something in a negative light. It therefore has a destructive 

interpersonal function in the texts. When the TAC accuses Rath of using “smear 

tactics” it implies both that the tactics are bad and that Rath tries to make other people 

look bad. The effect of the use of the ‘dirt’ domain is to bring the full emotive 

connotations of this concept to play on how Rath is constructed. Similarly, in example 

(47)b, when the speaker says that Ntshangase must “clean his own house” the house is 

a further metaphor mapping onto the domain of ‘life’, so that the speaker implies that 

Ntshangase’s life is full of bad things, and that he therefore has no right to accuse 

other people. When the author in (47)c says that the debate has been “tainted” it 

implies that it has gone bad. Since dirt also covers things up so that one can no longer 

see the original item or see through it, the BAD IS DIRTY metaphor lends itself to 

being used in combination with the KNOWING IS SEEING metaphor. When the 

debate is said to be “tainted” it is therefore not only said to be bad, but also that it is 

no longer possible to see clearly, or know correctly, what it is about. The same applies 

to (47)d, where the controversy is said to be “murky”. 

5.2.6 OVERCOMING AIDS IS A STRUGGLE 

I have chosen to analyse this metaphor separately from the WAR metaphor because it 

has a particularly sensitive political history in South Africa, namely the “struggle 

against apartheid”. To evoke the struggle metaphor is therefore to evoke a whole 
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history of activism against a system of gross human rights violations. It is therefore a 

call to action that leaves no question as to the necessity of overcoming the “enemy”. 

When the author writes then, as in (48)a below, that Thabo Mbeki has “turned his face 

away” from the “new struggle” of HIV/AIDS, it is a particularly strong accusation, 

not merely because of the AIDS issue, but because of the whole history of the struggle 

against Apartheid and Mbeki’s involvement therein. Zapiro also uses this metaphor in 

one of his cartoons where he redraws a famous photograph from the 1976 Soweto 

uprisings of a man holding a slumping child in his arms, this time with the label 

“HIV/AIDS” on the child’s shirt and the caption “the new struggle” at the top 

(Cartoon 2006-06-15). The following are examples of the STRUGGLE metaphor in 

the verbal texts: 

(48) a. President Thabo Mbeki, fresh in office and faced with the spectre of a new 

struggle, this time against HIV and AIDS, turned his face away (Article 2007-

02-08c). 

b. Countless programmes with youth groups have taught this couple many 

skills in engaging people in the struggle against AIDS (Article 2000-09-07b). 

c. All those who are committed to the struggle against HIV and AIDS ... 

(Article 2003-04-10a). 

d. HIV/AIDS had become a struggle between the experts and ignoramuses ... 

(Article 2002-02-28b). 

When the speaker in (48)c talks about “all those who are committed to the struggle 

against HIV and AIDS” there is an implicit statement that those who are not 

committed to the struggle are wrong, even traitors, an implication that it receives from 

the apartheid connotation of the word “struggle.” 

5.2.7 GOOD IS UP, BAD IS DOWN 

The GOOD IS UP, BAD IS DOWN metaphor is also found with similar frequencies 

in both the cartoons (5.2%) and articles (4.4%), and was discussed in section 4.4.4. 

The following are examples of this metaphor in the verbal texts: 
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(49) a. The move nimbly lifts the province from the murky controversy … (Article 

2002-03-07f). 

b. You are likely to get a picture of a country on the precipice of collapse 

(Article 2006-08-31a). 

c. So it was heartening to see these pitfalls being avoided in a new book called 

Long Life ... (Article 2004-02-05b). 

d. The throwaway line about sliding towards a one-party state ... suggests 

some kind of wrongdoing and manipulation of the political system (Article 

2006-08-31a). 

In example (49)a the KwaZulu-Natal province, in choosing to no longer back the 

government in its legal battle against the TAC over provision of nevirapine, is said to 

be “lifted out of” the controversy. In example (49)b the image of a country as an 

object teetering on the edge of a cliff before it falls down is created. In example (49)c 

the mistakes that can be made, according to the author, in a book on HIV/AIDS are 

said to be “pitfalls”. All of these represent instances where taking action that is seen to 

be bad is structured as downward movement, and taking action that is considered 

good is structured as upward movement. 

As was shown in section 4.4.4, this metaphor is also found in the visual mode. The 

cartoonist uses this metaphor in Figure 4.3 on page 63 when he shows Mbeki and 

Tshabalala-Msimang headed down a road, with a sign indicating that it ends at a cliff, 

or as in Figure 4.7 on page 68 where he draws the ANC as heading down from a hill 

labelled “moral high ground” into a quagmire below. 

5.2.8 POLITICS IS A GAME 

The POLITICS IS A GAME metaphor occurs in 0.9% of the cartoons and in 3.3% of 

the articles. In the Zapiro cartoon (2005-01-04) Thabo Mbeki is shown opposite a 

person at a table. On the table the person has placed a row of cards that together spell 

“AIDS SCIENCE”. Mbeki is seen slamming a single card down on the table, yelling 

“trump!” On the card is written, “The race card”. This refers to comments by Mbeki 

that the interpretation of the AIDS pandemic by western nations is racist (Nattrass 
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2007:190). The following are examples of the POLITICS IS A GAME metaphor in 

the verbal articles: 

(50) a. The extremely unreasonable thing to do is to score a philosophical point at 

the expense of thousands of people's lives (Article 2003-05-15a). 

b. Refrain from cynical point-scoring about HIV/AIDS (Article 2000-10-26f). 

c. Mbeki had put his cards on the table (Article 2002-07-11d). 

Through this metaphor, as in examples (50)a and (50)b, the author is able to trivialise 

the political conflicts behind the AIDS issue and in so doing places more focus on 

solving the problem, or highlighting the serious nature of the issue by contrasting it to 

the politics as a “trivial” game. 

In the cartoon Zapiro does the same, by trivialising Mbeki’s claims of racism as being 

merely a game. This interpretation urges the reader not to take the statements 

seriously and perhaps also to see the person who does, for example Mbeki, as being 

trivial or frivolous as well. 

5.2.9 THE SPREAD OF HIV IS A LIQUID MOVEMENT (A WAVE) 

The LIQUID metaphor is also used with similar frequency in the articles (3.3%) and 

the cartoons (2.6%). In it, the spread of HIV/AIDS is seen as a liquid, often water or a 

wave, that flows outwards, covering an increasing surface area. In the cartoons this is 

drawn in two instances as an ocean wave rushing towards Mbeki or Tshabalala-

Msimang, or a flood of skulls (a further poetic elaboration) flowing in through the 

window of Mbeki’s office. The following are examples of this metaphor in the verbal 

articles: 

(51) a. MEC for Health Molefi Sefularo says his department has embarked on 

several programmes in an attempt to stem the HIV/AIDS tide (Article 2001-

10-18a). 

b. HIV/AIDS is devastating Africa’s armed forces in a wave of infections 

(Article 2004-07-08b). 

c. A looming wave of child mortality (Article 2007-06-21d). 
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d. Unless there is a concerted effort to put child survival strategies in place, the 

country faces an “unstoppable wave of child mortality”, paediatricians have 

warned (Article 2007-06-21d). 

In (51)a the spread of HIV is seen as a tide that rises and needs to be stemmed, the 

way that one stems the rising tide of the ocean to avoid a flood. In (51)b the word 

“wave” is used to describe the infections, and in (51)c to describe the child mortality 

as a result of HIV/AIDS. The wave is described as “looming”, and thus large and 

powerful. This is similar to Zapiro’s depiction of waves in the cartoons as being much 

larger, and looming over, Mbeki and Tshabalala-Msimang on the beach. 

5.2.10 A DIFFICULTY IS THE DEVIL 

The DEVIL metaphor is also found only a few times in the articles (2.2%) and only 

once in the cartoons  (0.9%). The following are examples from the verbal articles: 

(52) a. The devil is in the detail, said a senior health official, explaining the six-

month delay in the release of the “top secret” report (Article 2003-07-24a). 

b. Sex is a marvellous part of life ... and nudge-wink secrecy plays the devil 

with it (Article 2001-02-15e). 

The single instance of the metaphor in the cartoons appears to have been drawn from 

article (2003-07-24a), quoted in (52)a, which reports on the statements of a 

government health official. Explaining why the government is late in releasing a 

report on the affordability of HIV/AIDS medication, the official is quoted as saying 

“the devil is in the details”, explaining that the government is not questioning the 

larger issues, but merely struggling to work out “contextual issues”. The cartoonist 

takes this idiomatic expression and elaborates it by drawing Tshabalala-Msimang as 

the devil, peeking out from the pages of the report (Cartoon 2003-08-15). This 

communicates the cartoonist’s opinion that the reason the report is not released is 

because of interference by Tshabalala-Msimang. By representing her as the devil, the 

cartoonist maps all the negative knowledge and features of the ‘devil’ concept onto 

the health minister. This type of poetic enrichment of conventional idiomatic 

expressions (which are, according to CMT, merely conventional metaphors) is found 

often in the cartoons, as was seen in section 4.7. 
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5.3 Use of poetic mechanisms 

In Chapter 4 the first part of research question (2) was answered, namely that the 

cartoons do employ all four mechanisms of poetic metaphor. In this section the 

second part of this research question will be answered for the verbal articles. Figure 

5.2 below presents these results in comparison with the cartoons. As can be seen from 

the graph, it was found that the verbal articles employ only two of the four poetic 

mechanisms, and do so at very low frequencies, especially when compared to the 

cartoons. Elaboration was present in only 7.7% of the articles, as compared to 64.7% 

of the cartoons. Extension was present in only 2.2% of the articles as compared to 

30.2% of the cartoons. Composition and questioning was not found at all. It is not 

only the presence, but also the nature of use of the mechanism that differed, however. 

The poetic mechanisms occurred in the articles as isolated instances that did not play 

a central role in the text in the same way that they do in the cartoons. These results 

confirm hypothesis (2) that the cartoons are poetic texts, while the articles are not.  
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Figure 5.2 Graph of frequency of poetic mechanisms in both modes 

In order to demonstrate their limited use in the articles, I will analyse the instances of 

poetic mechanisms that did occur, for comparison with the cartoons. It will be seen 

that while these have been analysed as possible poetic uses, they are often still largely 

conventional. The degree, and not only the number, of poetic enrichment is much less 

than in the cartoons. 
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5.3.1 Elaboration 

Only seven instances of elaboration, amounting to 7.7% of the verbal database, were 

found in the articles. This compares with 64.7% in the cartoon database. For 

completion, I will present all seven of them here. These elaborations involved two 

metaphors, namely the WAR metaphor and the JOURNEY metaphor. The following 

are the two instances of elaboration of the WAR metaphor: 

(53) a. Baby mortality bombshell (Article 2007-08-23b; Title) 

b. Unlike the virus, we have not been aggressive enough. Unlike the virus, we 

have not been integrated and comprehensive in our strategies (Article 2002-

07-25c). 

In example (53)a, the ‘weapon’ domain is elaborated with the concept of ‘bombshell’. 

The metaphoric mapping is A REPORT IS A BOMBSHELL. The report under 

discussion was a Medical Research Council (MRC) report stating that 20% of infant 

deaths in South Africa were avoidable. The metaphor therefore structures the 

receiving of bad news as an attack, through the WAR metaphor of HIV/AIDS. The 

effect of this elaboration is to bring the metaphor out of its conventional abstract level 

and into a more specific level with stronger negative connotations. The elaboration 

therefore increases the emotional impact through these extra features that are mapped, 

and in so doing serves to increase the level of blame placed on the health department, 

and especially the AIDS denialism of Mbeki and Tshabalala-Msimang.  

Example (53)b is a direct quotation by the author from a speech by Graca Machel at 

the AIDS conference in Barcelona in 2002. This type of direct quotation appears to be 

one of the ways in which newspaper articles can bring strong criticism into their texts 

without breaking the restriction of objectivity and factual accuracy. By including a 

direct quotation, the responsibility for the statements lie with the person quoted, and 

not the journalist. Of course, the responsibility for the inclusion of the quotation does 

lie with the journalist, but this is still a less direct means than if the journalist penned 

the metaphor himself. In this quotation Machel elaborates on the WAR metaphor, 

where the “virus” (HIV) is structured as the enemy. She elaborates by evoking 

specific qualities and actions that an enemy might take and have, by talking about its 

“aggression” and its “integrated and comprehensive … strategies”. This elaboration, 
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just as in the previous example, serves to make the threat appear more real and 

dangerous in the minds of the listeners, by making it more visceral. In so doing it also 

places greater blame on the people she criticises in her speech, namely the AIDS 

denialists. 

The following are the instances of elaboration of the JOURNEY metaphor: 

(54) a. She [Tshabalala-Msimang] was sent on her absurd HIV/AIDS denialist 

safari by her boss ... Thabo Mbeki (Article 2006-09-14a). 

b. Irrational AIDS debate rides rough-shod over patients (Article 2000-03-16d; 

Title). 

c. Some observers fear the TAC and the government are on a collision course 

(Article 2005-04-28a). 

d. Abdullah says infrastructure and the cost of the drugs are not huge hurdles 

(Article 2002-02-28a). 

e. I think the road map should be clear, simple and we must all participate in 

this (Article 2005-03-31j). 

In (54)a the author elaborates the ‘journey’ slot in the JOURNEY metaphor with the 

more specific concept of ‘safari’. This concept has a number of features which come 

to bear on the critical use of the mapping in this case, such as those given in (55) 

below. The result of this mapping is to undermine the serious light in which 

Tshabalala-Msimang and Mbeki wish to portray their thoughts and actions. It 

trivialises their discourse, and sets this up against the serious nature of the problem of 

HIV/AIDS. What the author therefore achieves with the use of this elaboration is to 

make Tshabalala-Msimang and Mbeki appear guilty for trivialising the problem and 

not taking it seriously. Whether these implicit claims are true or not is not relevant to 

the metaphor. The metaphor achieves its power because its claims are implicit, 

making them harder to pin down exactly, and therefore harder to counter. 

(55) a. A safari is not a serious journey. 

 b. A safari is a trip into the wilderness. 



 111

In example (54)b the concept of ‘vehicle’ is elaborated with a slightly more specific 

concept of ‘vehicle with wheels’. A sub-metaphor is created, namely, AIDS DEBATE 

IS A VEHICLE WITH WHEELS. This allows the author to say that this vehicle 

“rides rough-shod over patients”. The implication of the metaphor is that the debate is 

causing harm to the patients – the physical damage being understood as emotional and 

health damage. Instead of stating this conventionally, the author has chosen to express 

this logic through metaphoric elaboration that, as in the other instances, draws on the 

negative features associated with the source domain – the idea of being run over by a 

car – to increase the emotional impact of the statement. 

The other instances of elaboration of the JOURNEY metaphor work in a similar 

fashion, and will not be analysed here in detail. The examples discussed above clearly 

demonstrate the use of elaboration in the verbal mode, and that it serves essentially 

the same kind of purpose as it does in the visual mode, even though its occurrence in 

the verbal mode is very rare, and the extent of the enrichment lower than in the 

cartoons. 

5.3.2 Extension 

Only two instances of extension, amounting to 2.2%, were found in the verbal 

database. This compares with 30.2% in the cartoon database. I will present and 

analyse both instances here: 

(56) a. KZN jumps state AIDS ship … In an acrobatic and aerial manoeuvre, the 

KwaZulu-Natal government has deserted the Department of Health in its fight 

against the Treatment Action Campaign (Article 2002-03-07f). 

b. What bent Mbeki? (Article 2002-04-25a; Title) 

In example (56)a, the conventional metaphor TO QUIT IS TO JUMP SHIP is used. 

This is itself a more specific instance of the OPINIONS ARE POSITIONS metaphor, 

but is in this case not an instance of elaboration since poetic elaboration must be 

unconventional, which the idiom “to jump ship” is not. The concept of ‘jumping’ is 

however poetically extended in this case through the use of the words “acrobatic and 

aerial manoeuvre”. These concepts are not conventionally part of the metaphor. This 

extension does not seem to play a strong role in the criticism of the text, but serves to 
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portray the unexpected and radical nature of the move via the mapping of features 

from the concept of ‘acrobatic aerial manoeuvre’ which is perhaps most strongly 

associated with circus acts. Since this metaphor is not taken further in the article, it is 

not possible to say more about its possible implications, and this once again illustrates 

the limited use of unconventional metaphor in the articles, as opposed to the central 

role that they play in the cartoons. 

Example (56)b is an instance of the SOCIAL RESPONSIBILITY IS PRESSURE 

metaphor, found in utterances like “the government’s shift was the result of 

irresistible pressure from all quarters” (Article 2002-04-25a). In this case the 

metaphor is extended so that the conventionally unused concept of ‘bending’ is 

applied to the metaphor. This is consistent with the logic of the metaphor because 

many things do bend when pressure is applied to them. The metaphor is again not 

taken further in the article, and does not appear to play a strong role in the criticism of 

the article. Actually, the strongest role it seems to play in this case is the alliteration 

between the words “bent” and “Mbeki”. 

5.4 The critical power of poetic metaphor 

As was discussed in section 2.1.4, Biberauer (1996) discusses four functions that 

metaphor can have in discourse, namely: structuring, illuminatory, compensatory, and 

manipulative. I have already demonstrated the critical contribution of each of the 

poetic mechanisms in my analysis of each in 4.7. Here I will provide a brief 

theoretical explanation of this critical power in terms of Biberauer’s functions. If she 

is correct in stating that these are the purposes for which metaphors are used in 

discourse – which must also include critical discourse – then the contribution of the 

poetic mechanisms as enrichments of metaphor must also fit into this framework. I 

will attempt to show below that it does. I will do this by discussing each of the 

functions individually. This will not be a detailed empirical analysis, since that has 

already been provided, but will merely be a summary and explanation in terms of 

Biberauer’s theory.  

As mentioned in the literature review section 2.1.4.1, the structuring function allows 

the author to provide systematic ways of thinking about abstract concepts that might 

not be available without the use of the metaphor. By using a metaphor, the author is 
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able to suggest a certain way of understanding the concept under discussion. If an 

author is forced to use the conventional conceptual metaphors that are already 

available within a society for speaking and thinking about a concept, then the author 

is limited in how he structures that concept. By contrast, the use of poetic metaphor 

enables the author to introduce new structure to the target concept, and therefore 

determine the way that concept is understood. This structuring aspect of poetic 

metaphor was demonstrated in the data analysis section, for example where the 

elaboration of the ‘vehicle’ slot with the concept of a ‘car without wheels’ allowed the 

author to introduce the idea that no AIDS campaign can be successful without 

antiretrovirals (Figure 4.6 on page 67). Since there is a large range of options 

available to the author using poetic metaphor, there is also a large range of different 

structures that he can use. Using poetic metaphor therefore greatly increases the 

author’s range of choices of how he structures a concept for his readers. In short, the 

poetic author has a much larger say in the construction of discourse in new and 

unconventional ways. Since the act of criticising relies partly on the undermining of 

conventional discourse and metaphors, this freedom of choice increases the critical 

power of a text.  

As mentioned in the literature review section, the illuminatory function of metaphor 

concerns the use of metaphor to make complex or unknown concepts accessible by 

relating them to something already known to the listener. It therefore also relates to 

the manipulatory function, in which the same highlighting and hiding aspect of 

metaphor is used, but in this case for deceptive purposes. In cases where the listener 

does not have first hand experience of the concept under discussion, a large part of 

their understanding of the concept is determined by the metaphoric mapping in use. 

Because the use of poetic mechanisms allows the author greater choice in structuring 

the target concept, and especially about which concepts to include and exclude 

(through elaboration and extension), the poetic author has greater freedom of choice 

over which aspects of a target concept to hide, and which to highlight, as discussed in 

section 2.1.2.3. The author can choose to highlight either negative or positive aspects 

of the target concept, as in Figure 4.5, where Zapiro chooses to elaborate the 

‘obstacle’ slot with the concept of ‘Manto Tshabalala-Msimang’. Through doing this, 

the author is able to highlight the idea that Tshabalala-Msimang actively resists the 

effort to cure HIV/AIDS. This interpretation hides the idea that she might have 
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positive intentions, or have the same goal in mind. For those who do not have first 

hand knowledge of Tshabalala-Msimang’s thoughts and goals, and who must 

therefore rely on discourses about her, this power to illuminate, or highlight, certain 

aspects of the reader’s conception of her – which necessarily involves the hiding of 

others – is a very powerful way to influence how they see her. As such, it relates to 

the interpersonal function of texts, as discussed in section 2.4.2.2. This ability to 

highlight and hide otherwise unknown aspects of a concept is an important part of the 

power of poetic metaphor. 

In conclusion, and in answer to research question (3), the act of poetically enriching a 

conceptual metaphor appears to be an act of exercising greater choice about how the 

metaphor is structured, which results in greater control over how the four functions of 

metaphor are used in the text. This in turn supports the author’s ability to undermine 

or change conventionally accepted discourses. Specific examples of how this is 

achieved were analysed in section 4.7. 

5.5 Summary 

In conclusion, I have shown in this chapter that the conceptual metaphors used in the 

verbal articles overlap to a large extent with those used in the cartoons. They do so 

not only by type but also by frequency. It was also found that there was one 

significant exception to this, namely the WAR metaphor of HIV/AIDS, which is not 

found in the cartoon database. It was suggested that this could be due to ideational 

choices by the author, instead of conceptual metaphoric reasons. The other metaphors, 

however, correspond closely in both modes, confirming research hypothesis (1). 

As far as the articles themselves are concerned, it was found that they tend to use 

formal, conventional language. Where metaphor is found, it is usually a single or a 

few isolated cases. There is no sustained use of metaphor, and unlike the cartoons the 

text is not centred on the metaphor, and does not rely upon it to achieve its ideational 

and interpersonal purpose. The metaphors are conventional almost without exception. 

The examples that were unconventional were isolated and did not play a central role 

in the critical aspect of the text. They often occurred in quoted text rather than the 

author’s own words. The articles also have a much wider ideational scope than the 

cartoons, and tend to present more sides of the story, including facts, figures, and 
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dates that are absent from the cartoons. The cartoons by contrast focus on one unified 

metaphoric representation to achieve their ideational and interpersonal purpose, and 

omit the fine details of the discourse, thus simplifying and amplifying the point. This 

is in line with McCloud’s (1994:31) statement that cartooning is “amplification 

through simplification”. McCloud further says that “the ability of cartoons to focus 

our attention on an idea is ... an important part of their special power...” The fact that 

the cartoons tend to be enriched poetically adds to this power, in an ideological sense 

as well as for purposes of humour. 

To complete the answer to research question (2), I have also shown that the poetic 

mechanisms are used to a significantly lesser extent in the verbal articles than in the 

cartoons, and that two of the mechanisms, namely composition and questioning, are 

not used at all. Unlike the cartoons, the verbal newspaper articles can therefore not be 

classified as poetic texts. The use of poetic metaphor marks an important difference 

between the visual cartoons and the verbal articles. This discussion completed the 

answer to research question (2), and confirms research hypothesis (2).  

In connection with this, I demonstrated through an analysis of the visual data, as well 

as through a theoretical argument based on Biberauer’s (1996) four functions, that the 

use of poetic mechanisms serves not only an aesthetic purpose, but actively 

contributes to the criticism of the texts at hand. I have shown that they do so primarily 

by giving the author greater control over the metaphor, and therefore over the four 

functions of metaphor. This therefore answers research question (3). 

All the research questions of this study have therefore been answered. In the final 

chapter I will summarise these findings, as well as present suggestions for future 

research. 
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CHAPTER 6 - CONCLUSION 

The aim of this study was to explore the nature and use of conceptual metaphors as 

tools of criticism in political cartoons. The purpose of this study was to draw on the 

field of knowledge of conceptual metaphors and to consider the role they play in 

visual texts, especially cartoons. To date very little has been published on political 

newspaper cartoons as a type of visual discourse. The study sought to answer the 

broad question as to the use of conceptual metaphor as a device in criticising public 

institutions and those who hold positions of authority. In order to answer this question 

empirically, four specific research questions (introduced in section 1.4) were 

established, investigated and answered. I will repeat each of them here, along with its 

corresponding research hypothesis, and present a summary of the answer to the 

research question as revealed by the study. 

6.1 Summary of research findings 

Research question (1) reads as follows: 

(1) In a database of newspaper articles, both visual and verbal, that topicalise 

HIV/AIDS, to what extent are the same conceptual metaphors found in the 

two different modes? 

The research hypothesis was as follows: 

(1) Both the visual and verbal sets of texts on the same topic contain the same set 

of conventional metaphors. 

This research hypothesis was confirmed by a conceptual metaphor analysis of a 

corpus of the newspaper articles and political cartoons. This finding supports the 

claim by CMT that metaphor is conceptual, and thus should find expression in any 

mode, either visual or verbal, that expresses thought. More than simply using the 

same set of metaphors, however, it was also found that the metaphors were employed 

at similar frequencies, a fact not pre-empted by the hypothesis. This lends further 

support to the claim. It was also found that there was one exception, namely the 

metaphor that constructs the process of CURING AIDS AS WAR, which was not 
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found in the cartoon database. Since this was the only exception in a list of 

similarities, it is suggested that the reason for its absence in the cartoons may lie in the 

author’s choice of ideation, rather than in the nature of conceptual metaphor. 

Research question (2) reads as follows: 

(2) To what extent do either the visual or verbal texts employ the four 

mechanisms of poetic metaphor as described by Lakoff and Turner (1989)? In 

other words, can either set of texts be described as poetic? 

The corresponding research hypothesis read as follows: 

(2) The visual texts incorporate all four of Lakoff and Turner’s (1989) 

mechanisms of poetic metaphor to a greater extent than the verbal articles, and 

can therefore be considered as visual poetic texts. 

This hypothesis was confirmed by the data, which showed that the cartoons employ 

the poetic mechanisms to a far greater extent than the articles. Specifically, it was 

found that the cartoons employ the mechanism of elaboration the most frequently, at 

64.7% of the 119 cartoons that formed part of the investigated corpus, while the 

articles employ this mechanism in only 7.7% of the corpus of articles. The mechanism 

of extension was employed in 30.2% of the cartoons, but only in 2.2% of the articles. 

Composition was employed in 23.3% of the cartoons and questioning was found in 

5.2%, while neither of these two mechanisms were found in the verbal articles.  

Research question (3) reads as follows: 

(3) How does the use of poetic metaphor contribute to the critical power of the 

text? 

The corresponding research hypothesis read as follows: 

(3) The poetic enrichment of metaphor does contribute to the power of criticism 

by allowing the author greater control over the four functions of metaphor 

described by Biberauer (1996). 

This research question was confirmed by the data. It was shown that the use of poetic 

mechanisms gives the author a greater range of choice in the four aspects that form 

part of a metaphoric mapping, namely knowledge, features, relations, and slots. It was 



 118

demonstrated that the use of poetic mechanisms contribute directly to the critical 

nature of the text, specifically the ideational and interpersonal functions of the 

cartoons. The author is given greater freedom to decide which conceptual elements 

will be mapped; this includes the author’s freedom to introduce new elements. It was 

argued that this freedom of choice can be related to Biberauer’s four functions of 

metaphor in that conceptual elements can be manipulated to gain a particular kind of 

social effect.  

Research question (4) reads as follows: 

(4) What is the role of multi-modality in the cartoons? 

The corresponding research hypothesis read as follows: 

(4) The verbal elements found in the visual cartoons will support the critical 

nature of the text, and may serve to anchor the textual interpretation to a 

specific context, thus reducing possible ambiguity. 

The data showed an even more significant interplay between the visual and verbal 

mode than was hypothesised. Instead of the verbal elements in the texts merely 

supporting the critical nature of the multi-modal text, it was found that these two 

modes function together to evoke even single conceptual mappings. It was shown that 

a single mapping at the conceptual level may be triggered multi-modally, with the 

target and source domains each depicted in a different mode. More specifically, it was 

found that, where multi-modal evocation occurs, the target domain is expressed in the 

verbal mode, while the source domain is expressed in the visual mode. This supports 

the claim by CMT that source domains are more specific and grounded in sensory 

experience, while target domains are more abstract. The abstract target domain is thus 

more easily depicted in language, which is able to express abstract concepts via an 

arbitrary association with a phonetic form; by contrast, the specific source domain is 

more adequately represented in the visual mode, which is able to express grounded 

visual data easily. Using the mode that is best suited to the expression of each of the 

two domains present in a metaphoric mapping allows the cartoonist to quickly and 

effectively communicate the metaphor, removing the possibility of ambiguity that 

may arise when domains are left implicit. 
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This study was therefore able to answer all four research questions in a manner that 

not only confirmed the hypotheses, but that also revealed additional findings that were 

not anticipated. Such findings are consistent with and provide strong support for the 

claims of Conceptual Metaphor Theory. 

It has therefore been shown that political cartoons do employ conceptual metaphor as 

one of their core means of producing criticism. Because of their use of multi-modality 

and poetic metaphor their means of achieving this criticism is very different to the 

means available to verbal articles covering the same topic. The claims by several 

authors, presented in Chapter 1, that cartoons are a strong and important means of 

political criticism therefore appear to be justified. Especially on the topic of 

HIV/AIDS denialism in South Africa, the corpus of cartoons by Zapiro seems to have 

played an important critical role, of a kind that could not have been achieved in the 

verbal articles alone. Interdisciplinarily, Zapiro’s cartoons on AIDS denialism are 

often used to illustrate aspects of HIV/AIDS, even when the topic is primarily medical 

or scientific, as in HIV-testing, rather than political (cf. Wolfgang Preiser, public 

lecture on Clinical research & HIV/AIDS, at Stellenbosch University on 15 October 

2008)  . 

6.2 Possible weaknesses and recommendations for future research 

Because of the wide scope of the media coverage of AIDS denialism in South Africa, 

it was not possible to analyse all the newspaper articles that topicalised HIV/AIDS 

over the roughly nine year period of Thabo Mbeki’s presidency. This study therefore 

used a sample of articles from the Mail & Guardian newspaper. A suggestion for 

future research would be to extend the investigation to include texts from other 

newspapers and to compare the findings. A further suggestion  is to investigate the 

work of other cartoonists such as Stephen Francis and Rico Schacherl (Madam & 

Eve) and again compare the findings. Zapiro was chosen for the current study because 

of the large corpus of texts that he produced on the topic of AIDS denialism and the 

prominent position his work has in popular culture in South Africa. This allowed for a 

thorough and coherent analysis in which confounding variables could be eliminated, 

but could to a certain degree have restricted the generaliseability of the findings. In 

this study it seemed to be more important to produce an extensive analysis of a single 
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author’s work. This may be fruitfully compared with analyses of other authors’ work 

in future studies.  

A further suggestion for future research is to compare the current findings with texts 

that criticise other topics than HIV/AIDS denialism. Political cartoons cover a wide 

range of topics in their criticism, and it would be valuable to compare the nature and 

use of metaphor in criticism of other issues, such as crime or unemployment, other 

politicians, such as role-players in the recent split in the ANC following Thabo 

Mbeki’s forced resignation, and in other countries and communities, such as the 

United States elections, the war in Iraq, or the current global financial crisis. While I 

suspect that the basic mechanisms outlined in this study will be constant, the exact 

nature of their implementation could be different when applied to different topics and 

contexts.  

The finding that conceptual metaphors are evoked multi-modally in cartoons presents 

perhaps the most promising topic for future research. It is clear that multi-modality 

may play a far more important role in political comment and criticism than has 

previously been considered. The fact that single metaphoric mappings are triggered 

multi-modally reveals a very close-knit interaction between different modes. Future 

studies may wish to explore this question of multimodality and metaphor in other 

types of texts, or compare the findings with other modes, such as the auditory. 

It is my hope that this study will encourage further academic research into the 

medium of cartoons and comics as a serious (even if humorous) and powerful tool of 

communication that provides mechanisms not available in the verbal mode alone, and 

so lift them out of the realm of entertainment, and into the richer realm of critical 

public discourses. 
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APPENDIX A – CARTOONS REFERENCED IN THE TEXT 

This appendix lists all the cartoons cited in the text, but not included as figures. They 

are listed chronologically according to their date of publication in the Mail & 

Guardian archive. 

 

 
Cartoon 1999-11-19 

 
Cartoon 2000-03-28 

 
Cartoon 2001-05-04 

 
Cartoon 2002-07-23 

 
Cartoon 2002-12-12 

 
Cartoon 2003-02-20 



 
Cartoon 2003-03-26 

 
Cartoon 2003-04-17 

 
Cartoon 2003-08-15 

 
Cartoon 2004-02-10 

 
Cartoon 2004-10-15 

 
Cartoon 2004-12-02 

 
Comic 2005-01-04 

 
Comic 2005-12-01 



 
Cartoon 2006-04-11 

 
Cartoon 2006-04-20 

 
Comic 2006-06-15 

 
Comic 2007-02-08 

 
Cartoon 2007-02-09 

 
Cartoon 2007-08-08 

 

 



APPENDIX B – ARTICLES REFERENCED IN THE TEXT 

This appendix lists all the newspaper articles cited in the text. They are listed 

chronologically according to their date of publication in the Mail & Guardian print 

edition. 

 

Article 1999-09-16a 

 



Article 2000-03-16d 

 



 



Article 2000-03-23e 

 



 



Article 2000-06-29a 

 



 



Article 2000-09-07b 

 



 



Article 2000-10-26f 

 



 



 



Article 2001-02-15e 

 



Article 2001-04-05b 

 



Article 2001-10-18a 

 



Article 2002-01-17c 

 



Article 2002-02-28a 

 



 



Article 2002-02-28b 

 



 



Article 2002-02-28d 

 



Article 2002-03-07f 

 



 



Article 2002-04-25a 

 



 



Article 2002-07-18e 

 



Article 2003-03-19a 

 



 



Article 2003-04-10a 

 



 



Article 2003-05-15a 

 



 



Article 2003-07-24a 

 



Article 2003-08-14e 

 



Article 2003-11-20b 

 



 



Article 2004-02-05a 

 



Article 2004-02-05b 

 



Article 2004-02-19d 

 



 



Article 2004-07-08b 

 



Article 2004-10-14a 

 



Article 2005-03-31j 

 



 
 



Article 2005-04-28a 

 



Article 2006-08-31a 

 



Article 2006-11-30c 

 



Article 2007-02-08a 

 



Article 2007-02-08c 

 



Article 2007-06-21d 

 



Article 2007-08-23b 
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