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CHAPTER 1 

INTRODUCTION 

 

“A nation that ceases to represent itself in images ceases 

to be a nation”  (Avraham and First, p. 296). 

The attacks on the United States on September 11, 2001 

produced some of the most memorable images this generation 

of Americans has ever seen.  Visual images of the attacks 

flooded minds through television, newspapers, and movies.  

Images were seen through the editorial cartoons in 

newspapers around the county and these images communicated 

various things to the United States populace. 

These cartoons used symbols to communicate to the 

viewer.  Symbols can be on “the visible or concrete level” 

or they can be “impressionistic” (Cline & Graham, p. 182).  

The purpose of any editorial cartoon is to “move the viewer 

to believe or do something” (Werner, p. 81).  These 

editorial cartoons communicated everything from sadness 

shown with a tear, to anger shown with a fist, to unity 

shown with an American flag.  These images drew on the 

cultural assumptions of the people of the United States and 

reflected feelings felt across the country.  These same 

images argued points of view and made powerful statements 
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about both the United States as a nation and the 

individuals who reside in the United States.  What was 

different about the cartoons occurring right after 

September 11, 2001, was that “unlike most news events that 

become fodder for political humor- was that cartoonists and 

comics were just as horrified and scared by the terrorist 

attacks as the general public” (Tugend, p. 50).  However, 

within a week after the attacks, some editorial cartoonists 

“dared to break with the national mood of uncritical 

patriotism” (Tugend, p. 50). 

This study takes an in-depth look at some of the 

cartoons seen around the nation in the three months 

following the attacks. Some of the questions asked are the 

following: 

Do some of the post September 11th editorial cartoons argue? 

What are the general themes present in the cartoons? 

What do these themes reveal about our assumptions regarding 

terrorism and the ideology of America and what do they 

reveal about us as people? 

These questions evaluate, through a study of visual 

communication and argument, an area overlooked in the field 

of communication.  The use of visual communication as a 

means for interpreting the world emphasizes various types 
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of visual communication like the television, computer, and 

World Wide Web.  Julia Thomas in Reading Images declares, 

“We live in a visualized world, a world in which we are 

bombarded everyday and everywhere with images that appear 

transglobal, capable of crossing geographical and racial 

divides… ‘uniting’ hand in virtual hand, people of 

different age, sex, and ethnicity” (Thomas, p. 1).   

Images “shape perceptions of places, peoples, events, 

and issues that lie beyond immediate experience” and 

because of this, “lives are framed and interpreted” through 

images (Werner, p. 81). Communication researchers tend to 

focus more on language, but “language and vision, it seems, 

are intimately connected” (Thomas, p. 4) as language is 

comprehended through a series of images and images often 

need language to enhance and elaborate their meaning and 

interpretations. 

Few have studied visual communication, particularly in 

the area of cartoons; however, to specialize in the field 

of cartoons, an overview of visual communication must be 

given.  Culture is an important part of interpreting 

cartoons but is often overlooked in the area of visual 

communication.  Cartoons are a composite of easily 

recognizable symbols and the more widely known the symbol, 
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the easier it is for the cartoon to communicate to the 

viewer.  Symbols are typically derived from the culture of 

the society and by that reasoning, understanding the 

culture becomes vital to understanding the symbols used in 

the cartoons and what the cartoons are trying to 

communicate to the viewer.   

Many of the cartoons revolve around easily 

recognizable symbols that are cultural 

icons/representations of the United States like the Statue 

of Liberty, the American flag, and Uncle Sam. Thus, 

understanding the context of the symbols is necessary to 

understand the visual communication.  Visual communication 

is “influenced by what culture has to offer” and because 

“not everyone in society has the right or opportunity to 

look, and at the same things” it causes differentiations 

and varieties of images and experiences (Thomas, p. 4). 

This thesis posits that visual images present 

arguments, not in the classic sense, but in a broad sense, 

and this can be seen with an analysis of editorial 

cartoons.  The cartoons following the tragedy of September 

11, 2001 are key images of culture and prime examples to be 

used in the study of cartoons and their connection to 

culture.   
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The Events of September 11, 2001 

 The destruction of the World Trade Center became “the 

most photographed event in history” (Johnson, p. 51) and 

the “smoke rose more than 200 miles” and marked “what 

remained of the World Trade Center and the deaths of as 

many as 5,200 people—surpassing the number of Americans 

killed in the War of Independence” (Kiernan, p. 11).  It is 

important to understand at least a timeline of the events 

of September 11, 2001 to understand the impact of the 

visuals following the attacks.   

The following timeline is from September 11: 

Chronology of Terror found on the CNN website 

http://archives.cnn.com/2001/US/09/11/chronology.attack/. 

At 8:45 a.m. “ a hijacked passenger jet, American Airlines 

Flight 11 out of Boston, Massachusetts, crashes into the 

north tower of the World Trade Center, tearing a gaping 

hole in the building and setting it afire.”   

At 9:03 a.m. a second hijacked airliner, “United 

Airlines Flight 175 from Boston, crashes into the south 

tower of the World Trade Center and explodes.  Both 

buildings are burning.”   

At 9:43 a.m. American Airlines Flight 77 “crashes into 

the Pentagon, sending up a huge plume of smoke.”   
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At 10:05 a.m. the south tower of the World Trade 

Center collapses, “plummeting into the streets below.  A 

massive cloud of dust and debris forms and slowly drifts 

away from the building.”   

At 10:10 a.m. a portion of the Pentagon collapses and 

a United Airlines Flight 93, also hijacked, crashes in 

Somerset County, Pennsylvania.   

At 10:28 a.m. the north tower of the World Trade 

Center collapses from “the top down as if it were being 

peeled apart, releasing a tremendous cloud of debris and 

smoke.”   

Later that day there are reports of how many 

passengers and crew were in the airplanes and the New York 

Police Department says at least seventy-eight officers are 

missing and at least “half of the first 400 firefighters on 

the scene were killed.”   

Many speculated in those first hours and days about 

how many people were killed.  The numbers varied from the 

tens of thousands on downward.  The total was 2,995 dead or 

missing which is more than the lives lost at Pearl Harbor.  

This amount was not final until August 8, 2004.   

The following is reported as occurring on the first 

three days after the attacks. On September 11th, “hijacked 
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jetliners hit the World Trade center in New York and the 

Pentagon outside Washington.  A fourth hijacked plane 

crashes into a field in Pennsylvania” (September 11 

News.com).  Trading on Wall Street is stopped and the 

Federal Aviation Administration “Halts all flight 

operations at the nation’s airports for the first time in 

U.S. history” (September 11 News.com).  Also, hundreds of 

New York City firemen and policemen are sent to rescue 

World Trade Center workers and are lost when the Twin 

Towers collapse.  

On September 12th, New York Mayor Rudolph Giuliani 

“warns the death toll will be in the thousands at the trade 

center” and George W. Bush labels the attacks “acts of war” 

and asks Congress to devote twenty billion dollars to help 

rebuild and recover (September 11 News.com).    

On September 13th, Secretary of State Colin Powell 

identifies “Osama bin Laden as the prime suspect” 

(September 11 News.com).   

And on September 14th, George W. Bush declares a 

national emergency and calls thousands of reservists to 

active duty.  Also, the nineteen names of the hijackers are 

released and the Afghanistan Taliban “warns of revenge” if 
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the United States “attacks it for harboring bin Laden” 

(September 11 News.com). 

Some coverage of the attacks provides an even more in-

depth look at the timeline, moving minute by minute, and 

others show the cell phone calls placed by victims.  

Regardless of which timeline, the devastation and shock is 

mirrored in the text and the images are extremely powerful. 
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CHAPTER 2 

LITERATURE REVIEW 
 
 

 
 The scope of this study includes a broad overview of 

visual communication and its importance, a look at the 

ideology supporting semiotics and the terminology used in 

the semiotic area of communication, and the controversy 

surrounding visual argument is examined.  Since visual 

argumentation is a controversial theory both sides are 

represented.  Finally, the connection of visual 

communication to cartoons and politics is inspected.   

Editorial cartoons and their relation to politics is a very 

specific type of visual communication; therefore, it will 

be studied last. 

 

Visual Communication 

 The study of visual images in relation to 

communication is a relatively new occurrence.  Before this 

thesis, the main focus was on language and its obvious link 

to communication.  A recent theory contends that visuals 

communicate just as much as language, just in a different 

way.  According to Leo Groarke (1996) in “Logic, Art, and 

Argument,” “the emotion and indefiniteness associated with 
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visual images-as opposed to words-have been exaggerated.  

It is too easily forgotten that one of the prime 

difficulties one faces in dealing with verbal claims is 

vagueness, ambiguity, and emotional language” (Groarke, p. 

107).   

In contrast, he claims, “many visual images-maps, 

pointed cartoons, paintings, etc.-can be precise, definite 

and/or emotional.”  This claim upholds the theory that 

images do need to be studied even if they are not directly 

related to language.  Also, visuals can be related to 

language because they can both “…suffer from vagueness and 

ambiguity.  Suffice it to say, we can clarify visual 

meaning much as we clarify verbal meaning-by defining 

visual (as opposed to verbal) vocabulary, by discussing a 

statement’s context, and so on” (Groarke, p. 109).   

Therefore, an examination of the vocabulary of images 

is necessary.  Semiotics explains much of this vocabulary 

or terminology and it will be examined in the following 

section of the literature review.   

 The argument continues though, that images can have 

polysemic meanings.  Edelman (1995) states, “art that 

sentimentalizes everyday experiences, or that appeals to 

beliefs and emotions encouraging vanity, prejudices, or 
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unjustified fears and dubious successes, is all around us” 

(Edelman, p. 29).  These hidden meanings are obvious in a 

parodied image as shown in an examination of the famous Iwo 

Jima image of American servicemen hoisting a flag after a 

battle is won.  Here, there is the possibility of looking 

beyond its “concrete, motivated constraints, allowing for 

elasticity in application and interpretation” (Edwards and 

Winkler, p. 289).  The image then “becomes more of an 

abstraction, an available site for the attachment of 

multiple connotations serviceable in multiple contexts” 

(Edwards and Winkler, p. 290).   

It is important for an image to have this ability 

because “successful works of art enhance, destroy, or 

transform common assumptions, perceptions, and categories, 

yielding new perspectives and changed insights, although 

they sometimes reinforce conventional assumptions as well” 

(Edelman, p. 52).   

When looking at the Iwo Jima image, which has been 

parodied a number of times throughout history, it becomes 

apparent that “verbal or nonverbal visualization” can at 

times, “linger in the collective memory of audiences…when 

rhetoric has been successful” (Edwards and Winkler, p. 
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292).  The images communicate a multitude of emotions, 

prejudices, and beliefs to the viewer.   

 If the rhetoric pertaining to an image has been 

successful, then the image can be repeatedly presented to 

the mass media and it will be understood by the audiences, 

even in different contexts (Edwards and Winkler, p. 292).  

These transmitted images are recognized in various contexts 

because they draw on the culture of a society, which, 

because of cultural specificity, can “authorize arguments 

and social practices” (Edwards and Winkler, p. 292).  The 

culture behind an image can “transcend the domain of the 

political elite to affect both the nation’s leadership and 

its citizenry” (Edwards and Winkler, p. 305).   

Images and culture or art are intimately intertwined.  

According to Murray Edelman in his book From Art to 

Politics, a piece of art or a news report is likely to 

contain “a small string [of] images that are influential 

with large numbers of people, both spectators of the 

political scene and policymakers themselves” (Edelman, p. 

1).  Because of this, “art is the fountainhead from which 

political discourse, beliefs about politics, and consequent 

actions ultimately spring” (Edelman, p. 2).   
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 Images can lead to language or discourse or they can 

evoke feelings or emotions that cannot be verbally 

expressed.  Edelman focuses on art as a link to politics, 

but for the sake of this study, images will be considered 

as art and the words, images and art, are interchangeable.  

Another example of culture and polysemic meanings is 

Edelman’s statement that “an awesome image of God can 

signal compassion, vengeance, or terror” and that “art can 

also emancipate the mind from stereotypes, prejudices, and 

narrow horizons” (Edelman, p. 12).   

Art can generate “new and useful ways of seeing the 

world around us” (Edelman, p. 12) just as easily as words 

or a narrative can.  Images, much like symbolism within a 

novel, “carry latent meaning that can mask their 

ideological implications and the reasons for their 

emotional thrust” (Edelman, p. 15).  Art can “drive 

political action” with the images of “the potentialities 

and problems of human nature and of the worlds that humans 

inhabit and create” (Edelman, p. 55).  It is art that can 

“shape perception of achievements, challenges, and 

failures” and transform the underlying “political 

beliefs…policies, and the choices of leaders” (Edelman, p. 

55). 
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 Images and language can, at times, be connected and 

sometimes separated. This flexibility increases the 

complexity of understanding and studying visual 

communication.  There are those who believe the image is 

“weak in respect of meaning” and that “the image is an 

extremely rudimentary system in comparison with language” 

(Barthes, p. 32).   

However, others believe that there is no way to 

“exhaust the image’s ineffable richness” (Barthes 32).  J. 

Anthony Blair (1996), in his article “The Possibility and 

Actuality of Visual Arguments” states, “visual 

communication, when understood in contradistinction to 

verbal communication, occurs without the mediation of words 

or language in the literal sense” (Blair, p. 25).  Visual 

communication will use “conventions…however,” these 

conventions are not a language in the literal sense.  There 

is no grammar, just signs and symbols…”(Blair, p. 25).   

Because of this lack of grammar, Blair concludes that 

visual imagery is not capable of being verbalized, but 

through properties like colors, dress, and scenery, the 

images can be “exploited effectively to cause feeling and 

attitudes and to evoke responses,” but he states, the 

images to which they attach “are [not] languages in any 
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literal sense” and so can not be classified as verbal 

communication (Blair, p. 26).   

Though it may not be classified as verbal 

communication, visuals are highly complex and deserving of 

study.  Images contain “meanings [that] are multivocal and 

subject to change, depending on their context, their 

content, and the situation of the observer” (Edelman, p. 

28).  They also depend on “comparisons and contrasts with 

other works of art and with the images they evoke” 

(Edelman, p. 28).  Images are “polysemous; they imply, 

underlying their signifier, a ‘floating chain’ of 

signifieds, the reader [is] able to choose some and ignore 

others” (Barthes, p. 39).   

 The implication that the observer chooses where to 

look and what to look at is very true.  Edelman states that 

“seeing is based on expectations more than on observation” 

and that “what is expected guides what is noticed, how it 

is interpreted, and what is ignored”.  Because, as Roland 

Barthes declares, “at the level of mass communications, it 

appears that the linguistic message is indeed present in 

every image: as title, caption, accompanying press 

articles, film dialogue, comic strip balloons”, all of 

which emphasizes the link between verbal and visual.   
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It is hard to determine what needs to be looked at and 

what can be overlooked.  Over time, the link between the 

words and the image has changed.  In the past “the image 

illustrated the text (made it clearer)” whereas now, the 

“text loads the image, burdening it with a culture, a 

moral, an imagination” (Barthes, p. 26) thus pushing the 

need to determine what to look at and what not to look at.   

Barthes argues that visuals cannot argue, but rather, 

is a series of connotations and denotations that is 

relative to society, culture, and history.  According to 

him, imitative arts like drawings and paintings are 

comprised of two messages, “a denoted message, which is the 

analogon itself, and a connoted message, which is the 

manner in which the society to a certain extent 

communicates what it thinks of it” (Barthes, p. 17).   

A picture is the only structure of information that is 

“exclusively constituted and occupied by a ‘denoted’ 

message, a message which totally exhausts its mode of 

existence” (Barthes, p. 18).  This denoted message is 

“absolutely analogical, which is to say continuous” 

(Barthes, p. 20).  The connotation of an image however, “is 

not necessarily immediately graspable at the level of the 

message itself…but it can already be inferred from certain 
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phenomena which occurs at the levels of the production and 

reception of the message…”(Barthes, p. 19).   

The connoted message, in contrast to the denoted 

message is comprised of a “plane of expression and a plane 

of content, thus necessitating a veritable decipherment” 

(Barthes, p. 20).  The connoted system of meaning is “very 

likely constituted either by a universal symbolic order or 

by a period rhetoric, in short by a stock of stereotypes 

(schemes, colours, graphisms, gestures, expressions, 

arrangements of elements)” (Barthes, p. 18).   

Because of the denotations and connotations of an 

image, there has been an “important historical reversal” 

where “the image no longer illustrates the words; it is now 

the words which, structurally, are parasitic on the image” 

(Barthes, p. 25).  Because of this change in visual 

communication it is necessary to examine one of the leading 

approaches to studying visuals, semiotics. 

 

Semiotics 

 Semiotic theory is useful in visual communication 

because it cannot only better explain “visual 

interpretation, but also communication in general” 

(Moriarty, p. 167).  In general, visual communication is 
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“grounded in perception” and can be “extended internally 

through cognition and language” and “modified externally 

through social and cultural frames” (Moriarty, p. 168).  By 

looking at semiotics, visuals are better understood in 

perception and by society.   

A simplified definition of what semiotics is would be, 

“what signs mean and how they relate to one another” 

(Moriarty, p. 168).  Within the overall theory of semiotics 

there are three scholars, with varying theories of this 

study; each adding a significant dimension to the field.  

The first scholar is Ferdinand de Saussure who refers to 

semiotics as semiology.  This is the European approach that 

“focuses on language as a sign system” (Moriarty 168).   

The second scholar is Charles Sanders Pierce who uses 

what is called the American approach.  This approach is 

defined as a “focus on the logic of meaning and the 

philosophy of knowledge” (Moriarty, p. 168).  The final 

approach to semiotics that is discussed is Roland Barthes 

theory of semiotics, that includes layering at its center. 

 Ferdinand de Saussure, in researching semiology, found 

that the “sign [is] the basic unit of language” (Rose, p. 

74).  Within semiology are two concepts, the signified, 

which is “a concept or object (a very young human unable to 
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walk or talk)” and the signifier, which is “a sound or an 

image that is attached to the signified (a baby)” (Rose, p. 

74).  However, there is no necessary relationship between 

the two,  “link between sign, or expression, and what it 

stands for is understood by convention” (Moriarty, p. 170) 

and can be questioned.    

In simplified expression, there must be a sound or 

image, the signifier, and the concept for which it stands, 

the signified.  In a nutshell, an example of signifier and 

signified is a bowler hat (signifier) and Englishness 

(signified) and both of these things are determined by 

convention. (Berger 48)  Saussure also argued “the process 

of differentiation at work in the act of looking occurs 

with the emergence of language itself” (Thomas, p. 4).  He 

believes that “language is not a mould into which pre-

existing ideas or concepts fit, but a system of signs that 

actually constructs these ideas, dividing them up and 

attributing a sound to them” (Thomas, p. 4).   

An example of his underlying assumptions for his 

theory is that “we recognize a dog as a dog because it is 

not a cat, a bird, a jellyfish, and so on” and that 

“without language, ideas as well as sounds would be an 

indistinguishable continuum” (Thomas, p. 4).  Also, 
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“looking is always a type of reading because it involves 

interpreting what is seen” (Thomas, p. 5).  Even if it 

seems we “absorb or passively consume what we look at, we 

continue to differentiate between things and thereby rely 

on a linguistic and cultural knowledge of them” (Thomas, p. 

5).   This, however, is only one view; the Piercien theory 

is both simpler and more complex. 

 It is both because while the concept seems simpler, 

there is more terminology than in semiology.  For Charles 

Sanders Pierce, the belief that “all we know is mediated by 

signs” (Moriarty, p. 141) is true and there are three 

necessary concepts to semiotics.  First is the icon, which 

is where the “signifier represents the signified by 

apparently having a likeness to it,” an index, which is the 

“inherent relationship between the signified and 

signifier,” and finally the symbol which is 

“conventionalized by a clearly arbitrary relation between 

signifier and signified” (Rose, p. 78).   

“Triadic model” is the word for an image or sign that 

stands for (in my mind or yours) some other object or 

concept (Moriarty, p. 168).  In simplified terms the icon 

is “similar to its subject” and will typically “carry some 

quality of the thing they stand for” like a portrait of a 
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person (Moriarty, p. 168).  The index is “physically 

connected with its object” and is “an indication that 

something exists or has occurred” like a footprint or smoke 

(Moriarty, p. 169).  The final part of the tripartite 

system are the symbols that “arbitrarily stand for 

something through a process of consensus” like a word may 

stand for a concept (love) (Moriarty, p. 169).   

Other examples of the three would be the icon and 

photograph, which is decided by resemblance, the index and 

smoke in a window, which is decided by cause and effect, 

and the symbol and crucifix, which is decided by convention 

(Berger, p. 48).  Icons and indices are “motivated” or 

likely to resemble the object rather than be arbitrary.  

They are also more open to interpretation as they are based 

on personal experience rather than convention.   

Symbols, while complex, once learned are “less subject 

to idiosyncratic interpretation” (Moriarty, p. 169).  

Another way of understanding these three is the phrase “A 

stop sign is a stop sign, but a rose is not always a rose” 

(Moriarty, p. 169).  This statement is made because a rose 

can be all three:  an icon (picture of a rose), an index 

(sign of summer), and a symbol (War of Roses) (Moriarty, p. 

169). 
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 Above and beyond these two scholars are some other 

definitions and understandings one needs to analyze 

visuals.    In visual communication, semiotics focuses on 

perception, which is the intersection of our senses with 

reality-based data as information from the perceived world 

as “registered” (Moriarty, p. 173).   

This leads up to cognition and perception interacting 

through the “processes or recognition, organization, and 

discrimination” (Moriarty, p. 174).  Moriarty also goes on 

to declare that “visual interpretation involves both the 

eyes and the brain” and that “what people understand is 

moderated by what we know or have experienced in the past 

and how we have made sense of these experiences and recoded 

them in memory” (174).  Convention states, “much of what we 

know that is language is code based, including most visual 

symbols, is derived from social learning” (Moriarty, p. 

175).   

 Roland Barthes also has his own perception, a third 

view, of semiotics.  The key to his theory is the “layering 

of meaning” (van Leeuwen and Jewitt, p. 94).  The “first is 

the layer of denotation, of ‘what, or who, is being 

depicted here?’ and the “second layer is the layer of 

connotation, of ‘what ideas and values are expressed 
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through what is represented, and through the way in which 

it is represented?’” (van Leeuwen and Jewitt, p. 94).  

Denotive is “describing something” (Rose, p. 79) and 

requires no encoding, even for drawings where “although the 

style of the artist provides a ‘supplementary message’, the 

content is still ‘analogical to reality’” (van Leeuwen and 

Jewitt, p. 94).  The images “can be perceived at different 

levels of generality, depending on the context, depending 

on who the image is for, and what its purpose it” (van 

Leeuwen and Jewitt, p. 95).   

There are four things to look for when evaluating the 

denotation:  categorization, groups vs. individuals, 

distancing, and surrounding text.  By looking at each of 

these in a visual image, the viewer can understand the 

polysemic meanings within an image, which is particularly 

helpful when looking at cartoons.   

Single-framed cartoons carry an enormous amount of 

information and by examining the images through distancing 

and diegesis, etc., the latent meanings become clearer and 

the viewer can sort through the variety of images presented 

to find comprehensive meaning.     

Categorization is a typification, which comes about 

through “the use of visual stereotypes, which may either be 
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cultural attributes (objects, dress, hairstyle, etc.) or 

physiognomic attributes” and the “more of these stereotypes 

overshadow a person’s individual features (or the 

individual features of an object or a landscape), the more 

that person (or object, or landscape) is represented as a 

type” (van Leeuwen and Jewitt, p. 95).  A group vs. 

individuals is seeing if “we are individuals whereas they 

are synchronized groups” (van Leeuwen and Jewitt, p. 95).  

Distancing says that long distances decreases 

individuality, which then makes more types, and surrounding 

text just asserts that the surrounding text can give 

pointers (van Leeuwen and Jewitt, p. 95).   

According to Barthes, “the text helps to identify 

purely and simply the elements of the scene and the scene 

itself; it is a matter of a denoted description of the 

image” (Barthes, p. 39).  Diegesis is the “sum of the 

denotive meanings of an image” (Rose, p. 79), which is then 

analyzed by anchorage and relay.   

Anchorage “allows the reader to choose between what 

could be a confusing number of denotive meanings” (Rose, p. 

81).  It is when the “text directs the reader through the 

signifieds of the image, causing him to avoid some and 

receive other; by means of an often subtle dispatching, it 
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remote-controls him towards a meaning chosen in advance” 

and in most cases of anchorage it “has the function of 

elucidation, but this elucidation is selective (Barthes, p. 

40).  Anchorage is a “control, bearing a responsibility” 

(Barthes, p. 40) and is the “most frequent function of the 

linguistic message and is commonly found in press 

photograph and advertisements” (Barthes, p. 41).  Because 

the text has a “repressive value,” it is at this level 

“that the morality and ideology of a society are above all 

invested” (Barthes, p. 40).   

The relay function allows that the “written or spoken 

text” is complementary and important in relation to the 

image (Rose, p. 81).  The relay function can be seen 

“particularly in cartoons and comic strips” where “text 

(most often a snatch of dialogue) and image stand in a 

complementary relationship” (Barthes, p. 41).   

For certain comic strips where the reading is intended 

to be quick, the “diegesis is confided above all to the 

text” and the image contains “attributive informations” 

like “the stereotyped status of the characters” (Barthes, 

p. 41).  Both the obvious and important messages coincide 

so that the “hurried reader may be spared the boredom of 

verbal ‘descriptions’, which are entrusted to the image, 
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that is to say a less ‘laborious’ system” (Barthes, p. 41).  

Overall, in denotation, “the primary content is indicated 

[through] realism [and] representation” (Moriarty, p. 175).  

One last important note for denotation, according to 

Barthes, is that “denotation, or the appearance of 

denotation, is powerless to alter political opinions: no 

photograph has ever convinced or refuted anyone (but the 

photograph can ‘confirm’) insofar as political 

consciousness is perhaps non-existent outside the logos: 

politics is what allows all languages” (Barthes, p. 30).   

The second layer, the layer of connotation, allows for 

“higher level meanings” (Rose, p. 82).  Connotation focuses 

on “the audience’s extensions and elaborations 

(associations, attitudes, emotions)” (Moriarty, p. 180) so 

that they are engaged.   

Connotation is the “layer of the broader concepts, 

ideas and values which the represented people, places, and 

things ‘stand for’ [and] are ‘signs of’” (van Leeuwen and 

Jewitt, p. 97).  There are “very broad and diffuse concepts 

which condense everything associated with the represented 

people, places, or things into a single entity” and use 

“ideological meanings, serving to legitimize the status quo 
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and the interests of those whose power is invested in it” 

(van Leeuwen and Jewitt, p. 97).   

Also, note that poses and objects are frequently used 

to carry out connotation.  When it comes to this “symbolic 

message, the linguistic message no longer guides 

identification but interpretation, constituting a kind of 

vice which hold the connoted meaning from proliferating, 

whether towards excessively individual regions, or towards 

dysphoric values” (Barthes, p. 39). 

 In a photograph it is impossible for the words to 

duplicate the image so signifieds are inevitable.  “ The 

text most often simply amplif [ies] a set of connotations 

already given in the photograph”, but sometimes the text 

will invent “an entirely new signified which is 

retroactively projected into the image so much so as to 

appear denoted there” (Barthes, p. 27).   

The “text can even contradict the image so as to 

produce a compensatory connotation” like a magazine 

featuring an article on AIDS but still has a smiling girl 

on the cover (Barthes, p. 27).  The code of connotation 

seems to be mostly historical or cultural meaning that the 

“signs are gestures, attitudes, expressions, colours or 

effects, endowed with certain meanings by virtue of the 
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practice of a certain society” (Barthes, p. 27).  As for 

historical, it is so because it “depends on the reader’s 

knowledge just as though it were a matter of a real 

language, intelligible only if one has learned the signs” 

(Barthes, p. 28).   

 Some images can be viewed not only through semiotics, 

but also through iconography, both of which answer the 

questions: what do images represent and how and what ideas 

and values do the people, places, and things represented in 

images stand for?   

In Barthian visual semiotics, semiotics is “only the 

image itself, and treats cultural meanings as a given 

currency” (van Leeuwen and Jewitt, p. 92).  Iconography, 

however “also pays attention to the context in which the 

image is produced and circulated, and to how and why 

cultural meaning and their visual expressions come about 

historically” (van Leeuwen and Jewitt, p. 92).    

Barthian visual semiotics and iconography “do not stop 

at inventories of the meaning of the individual people, 

place, and things in images” they also put “them together 

to show how they add up to a coherent whole” though “they 

do not usually identify specific patterns for this or use 

specific methods to put the meaning together” (van Leeuwen 
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and Jewitt, p. 92).  Iconography distinguishes between 

three layers of “pictorial meaning” (van Leeuwen and 

Jewitt, p. 100).  The first layer, representational 

meaning, is the “recognition of what is represented on the 

basis of our practical experience, taking into account the 

stylistic conventions” (van Leeuwen and Jewitt, p. 100).  

The second layer, iconographical symbolism, “not only 

denotes a particular person, thing or place, but also the 

ideas or concepts attached to it” (van Leeuwen and Jewitt, 

p. 100).   

There are two types of iconographical symbolism, 

abstract and figurative.  Abstract symbols are “abstract 

shapes with symbolic values, for example the cross” or 

different types of halo (triangular or square)” (van 

Leeuwan and Jewitt, p. 107).  Figurative symbols that are 

“represented people, places or thing with symbolic value” 

like the lion for Christ or Coon songs for African 

Americans (van Leeuwen and Jewitt, p. 107).   

The third and final layer, iconological symbolism, is 

basically the “ideological meaning” or the “underlying 

principle that reveals the basic attitude of a nation” (van 

Leeuwen and Jewitt, p. 100).  Iconography uses textual 

analysis, contextual research, and intertextual comparison.  
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Iconography will establish how a particular image 

represents a particular (kind of) person, (or object, or 

place) by the title that usually indicates it, by personal 

experiences that help identify, by any background research, 

perhaps references to other pictures, and by the verbal 

descriptions (van Leeuwen and Jewitt, p. 102). 

 The three previous types of semiotics and iconography 

help in the analysis of pictures and definitely help to 

familiarize the terms of these types of visual 

communication. 

 

Visual Arguments 

 The study of visual argument in communication 

evaluates whether or not pictures or images can argue.  

Some scholars believe that the theory of argumentation 

needs to be expanded to account for the visual and 

therefore want to develop a theory of visual argument.  

Others believe that visual argument is impossible as 

“argument” is almost always defined as verbal and visuals 

are obviously not verbal.   

Yet others believe that some visuals can argue and 

with other visuals argumentation is not possible.  

According to Groarke, “visual arguments are popular because 
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visual images can be extraordinarily powerful” (Groarke, p. 

106) and “visual appeals are especially pervasive in 

everyday discourse, in which visual images propound a point 

of view in magazines, advertising, film, television, multi-

media, and the World Wide Web” (Groarke, p. 105).   

Visual arguments “are relatively straightforward, for 

visual components play a pivotal role in many attempts to 

prove, convince, or persuade” (Groarke, p. 105) and it is a 

“mistake to conclude that visual images are instruments of 

persuasion which must be distinguished from arguments, 

which are understood as attempts to rationally convince” 

(Groarke, p. 107).   

However, even if visuals are said to be “more 

emotional, more ambiguous, and less precise” (Groarke, p. 

107), the importance of “visual image in everyday discourse 

and debate” has still been recognized as more and more 

commentators have “begun to develop ways of understanding 

and assessing images” (Groarke, p. 105).  Visual 

argumentation is distinct from visual persuasion because 

“visual arguments, can…contain a premise-conclusion 

structure which is amenable to standard forms of 

argumentative analysis” and therefore, can be “judged by 

common standards of reasoned convincing, and in this way 
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transcends the bounds of mere persuasion” (Groarke, p. 

107). 

 First, there are a couple of open definitions of 

argument.  From “Can Pictures Be Arguments?” by David 

Fleming, an “argument is an intentional human act in which 

support is offered on behalf of a debatable belief” and “it 

is characterized first and foremost by reasonableness” 

(Fleming, p. 12).   

An argument needs some kind of evidence, data, proof, 

support, reason, and it needs to support the position, 

claim, assertion, conclusion, thesis, point, argument, and 

proposition.  For an argument to be reasonable, it “must 

assert that it admits of improvement, is corrigible, 

refutable, accountable; it is an act or object which can be 

interrogated, criticized, and elaborated by others (and 

even invites interrogation, criticism, and elaboration)” 

(Fleming, p. 13).   

An argument as defined in “The Possibility and 

Actuality of Visual Arguments” by J. Anthony Blair uses 

O’Keefe’s 1982 concept of argumentation.  An argument is a 

“linguistically explicable claim and one or more 

linguistically explicable reasons” (Blair quoting O’Keefe, 

p. 24).  The explicit properties of arguments are the 

 32



following:  there is a claim (the assertion has been made 

that something has to be believed, or chosen, or done); 

there is a reason or there are reasons for the claim (the 

assertion has been made of something supporting what is to 

be believed, chosen, or done); the reason(s) is (are) 

linguistically explicable and overtly expressed; the claim 

is linguistically explicable; there is an attempt to 

communicate the claim and reason(s) (Blair, p. 24).   

The implicit properties of argument are the following:  

there is some persona who uses the claim and its reason(s); 

there is some intended recipient audience or 

interlocutor(s) to whom the claim and reason(s) are 

addressed (Blair, p. 24).  Arguments are propositional and 

an evaluator must be able to state or restate the claim and 

reasons in language.  They must be able to identify the 

reason and the claim and the reason and claim must be 

stated in a way that they can be accepted or rejected 

(Blair, p. 24).   

To be a visual argument “it would have to have all, or 

some, of the salient properties of arguments, and second, 

it would have to be non-verbal visual communication” 

(Blair, p. 26).  As for the assertion function “which is 

what turns the statement of a proposition into a claim-a 
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claim being a proposition asserted or put forward has to be 

accepted” (Blair, p. 26).  There is a noticeable and 

definite difference between argument and statement.  Blair 

declares that “many works of art that convey a message, 

that communicate points of view, emotions or attitudes, do 

not provide or constitute arguments” and that “expressing a 

proposition, even forcefully and dramatically, is not 

arguing it’ (Blair, p. 27).  He also states that through 

visual arguments may exist in art, they are not to be 

confused with “visual assertions which are expressed 

without argument, and thus not to be found automatically in 

every dramatic work of art” (Blair, p. 29).   

Sometimes, Blair warns, an image may seem to have an 

argument at a superficial level but is not actually an 

argument at the “deeper, affective level” (33).  On the 

more positive side of visual arguments, Groarke states that 

for a visual to be a visual argument it must be decided if 

a visual argument’s premises are acceptable; if a visual 

argument’s conclusion follows, deductively or inductively, 

from its premises; if a visual argument is appropriate or 

effective in the context of a particular audience or a 

particular kind of dialogue; and if a visual argument 
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contains a fallacy or conforms to some standard pattern of 

reasoning (Groarke, p. 114).   

He declares that the “application of such standards 

can profoundly change the way we look at many visual 

images, for it allows us to respond to them with something 

more than aesthetic appreciation, laughter, or disdain” and 

“more appropriately, we can recognize visual arguments as 

moves in argumentative exchange and respond with the kinds 

of critical analysis arguments require” (Groarke, p. 114). 

For images, there is a “prevalent prejudice that 

visual images are in some intrinsic way arbitrary, vague 

and ambiguous” (Birdsell and Groarke, p. 1).  This 

encourages the thought that “images are less precise than 

words, and especially the written word” (Birdsell and 

Groarke, p. 2).  Supposedly, images make “no claim which 

can be contested, doubted, or otherwise improved upon by 

others” and if a ‘position’ articulated in a picture is 

opposed then it can just be said that the picture never 

articulated that, or any other, position (Fleming 13).   

Argumentation theory lacks a well-developed account of 

distinction between visual premises and conclusions 

seemingly because such is not possible (Birdsell and 

Groarke, p. 3).  Visuals should be looked at in isolation 
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without contextual clues and when contextual clues are 

necessary to a picture then there is no visual argument 

because at that point the visual becomes verbal (Fleming, 

p. 13).  According to Fleming, “it is impossible to 

reliably distinguish in a picture what is positions, and 

what is evidence for that position” (13).   

He also declares that a “picture cannot with 

reliability be refuted, opposed, or negated” and that a 

picture can only be countered by “introducing words into 

the situation; the picture itself makes no claim which can 

be contested, doubted, or otherwise improved upon by 

others” (13).  For a picture to be refutable it must first 

be “translated into language-in which case we have left the 

realm of pictures altogether” (Fleming, p. 13). 

 Image is the ultimate tool “of nuance, intimation, 

hint, and suggestion” this is why image makers typically 

focus on effecting values, feeling, attitudes, and care 

little about logic, proof, and argument” (Fleming quoting 

Fox, p. 15).  Language can easily be used to indicate what 

a picture is not, “but there is no pictorial way of doing 

this”, according to Fleming (17).   

Also, with pictures, what is shown just is and is 

closer to the “represented world” and so is “less available 
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for opposition” (Fleming, p. 18).  A picture “resists 

opposition, improvement, and debate as much as it resists 

assertion” (Fleming 18).   

As for cartoons, an argument is possible but sometimes 

it is just a statement.  There must be “enough 

information…to permit an unambiguous verbal reconstruction 

of the propositions expressed, so that, combining that with 

contextual information, it is possible to reconstruct a 

plausible premise-and-conclusion combination intended by 

the cartoonist” (Blair, p. 34).   

The quotes Fleming cited all state that cartoon 

argumentation is definitely not likely and more than likely 

to distort even the simple information.  An editor of “The 

New York Times” states that “a good strong cartoon is very 

likely to distort an editorial position that can be made 

more clearly, more fairly, and more accurately through the 

use of words” (Fleming quoting Medhurst & DeSousa, p. 18).  

 According to Fleming, “Gerbner (1994) claims that to 

resolve conflict we must entertain a variety of 

perspectives, yet dramatic imagery tends to inhibit the 

complexity of thought and preempt alternative points of 

view” (18) and “Fox (1994b) meanwhile, writes that the 

emotional intensity of visuals limits the number of 
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rational options we weigh in thinking through problems” 

(Fleming, p. 18).   

 On the flip side of this argument that visual argument 

is impossible are strong points of opposition.    There is 

a common complaint “that visual imagery promotes 

entertainment and persuasion over logical analysis [which] 

reflects a failure to adapt logical tools to visual 

contexts rather than the inherent nature of visual images 

themselves” (Groarke, p. 108).   

According to Birdsell and Groarke in “Toward a Theory 

of Visual Argument”, although visual images can be “vague 

and ambiguous,” this alone “does not distinguish them from 

words and sentences, which can also be vague and ambiguous” 

(Birdsell and Groarke, p. 2).  There is an “inherent 

indeterminacy of language” which is why historians and 

others are continuously debating the interpretation of 

historical documents, laws, even the Constitution, not to 

mention the personal animosities that often revolve around 

“who said what and what was meant” (Birdsell and Groarke, 

p. 2).   

As for there being no well-developed distinction 

between visual premises and conclusions, it is because “we 

have not taken seriously the possibility of visual meaning, 
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not because visual images are- as so many commentators 

presume- necessarily indeterminate” (Birdsell and Groarke, 

p. 3).  As for visual negations, it is commonly said that 

it is impossible; however, “this claim is so founded on a 

view of visual images that treats them as no more than 

literal depictions of what they represent” (Groarke, p. 

109).   

Because of this viewpoint, it “overlooks the 

conventions that implicitly govern most skillful images, 

which allow the creator of an image to convey a negation by 

invoking visual symbols for negation, by juxtaposing 

incongruent images or incongruent images and words, or by 

obviously violating or inverting standard visual 

conventions” (Groarke, p. 109).   

Also, visual negations can be seen through expressed 

disapproval, rejection, and negation by “portraying persons 

and situations as ugly, impossible, insignificant, or 

misguided” especially since the “use of physical 

incongruities to convey visual negations are particularly 

common” (Groarke, p. 109). 

 It must be recognized that visuals, just as words, can 

be arbitrary at times.  However, when looking at language 

“we do not expect words (at least not all words) to have 
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solid, unassailable meanings of their own” but rather “we 

look to companion sentences and paragraphs to ascertain 

contextual meaning which may or may not be corroborated by 

dictionary definitions” (Birdsell and Groarke, p. 5).   

The context surrounding the words or pictures 

“involves a wide range of cultural assumptions, situational 

cues, time-sensitive information, and/or knowledge of a 

specific interlocutor” (Birdsell and Groarke, p. 5).  It 

should also be kept in mind that “we would never banish the 

consideration of contextual evidence when we consider 

verbal arguments, especially if we wish to understand their 

real world efficacy” and “it would make no sense to take 

single words as units of argumentation unless they were 

clearly understandable as truncated references to more 

complete propositions” (Birdsell and Groarke, p. 5).   

There are three types of context that are important in 

the evaluation of visual arguments.  There is the 

“immediate visual context, immediate verbal context, and 

the visual culture” (Birdsell, p. 6).  The immediate visual 

context is especially important because “elements of the 

ambient visual environment can be equally influential in 

providing contextual cues to the interpretation of visual 

materials” (Birdsell and Groarke, p. 6).  As for visual 
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culture, it can take place over a number of years and 

different times just as verbal culture has.  Therefore, 

“the same allowances must be made for visual commonplaces 

as well, allowing potential visual arguments to draw on the 

same range of resources that we afford potential verbal 

arguments” (Birdsell and Groarke, p. 7).   

For visual argument, “we must accept the possibility 

of visual meaning, we must make more of an effort to 

consider images in context, and we must recognize the 

argumentative aspects of representation and resemblance” 

(Birdsell and Groarke, p. 8).   

 As a last note to art and argument, Groarke states 

that “it goes without saying that many, perhaps most, works 

of art do not function as statements, arguments, or 

attempts at persuasion” rather, “art may defy verbal 

interpretation for a variety of reasons: because it is 

purposely open-ended, because it is not intended as a 

comment on the world beyond it, because it emphasizes 

visual properties that are difficult to verbalize, and so 

on” (Groarke, p. 118).   

Most “works of art are explicitly created for the 

purposes of advocacy or reflection, and function as a way 
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to make a statement or convince an audience of a particular 

point of view” (Groarke, p. 118). 

 

Cartoons and Politics 

 The final narrowing of visual communication is a look 

into the art of cartooning and its relation to visual 

communication and politics.  These cartoons operate as 

“frames for the organization of social knowledge” 

(Greenberg, p. 182).   

Editorial cartoons became “widespread during the 

eighteenth century, and continue today” (Werner, p. 83).  

According to Paul Martin Lester, who wrote Visual 

Communication: Images with Messages, “for most of the 

history of cartoons, researchers have considered them 

unworthy of serious attention” (217).  However, cartoons 

“provide expectations concerning which events and issues 

are worthy of comment” (Werner, p. 81).   

Cartoons have “evolved from lowly “kid’s stuff” 

appearing in newspapers into graphic novels and animated 

films of considerable power and brilliance” (Berger, p. 

131).  Although, cartoons are “often misleadingly simple in 

their artistic execution, [they] reveal complex attitudes 

of certain people at a particular time through the use of 
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complex visual and verbal symbolism” (Lester, p. 218) and 

are also “valuable repositories of our social and cultural 

beliefs and practices (Berger, p. 131).  Single framed 

cartoons include “caricatures, editorial, cartoons, and 

humorous cartoons” and these cartoons are the “best 

indicators of the concerns of average citizens” (Lester, p. 

218).   

A cartoon is usually confined to one frame and does 

not have continuous characters, though it may use certain 

types over and over again (or, in the case of political 

cartoons, which are often not meant to be funny, certain 

political figures” (Berger, p. 136).  In particular, “an 

editorial cartoon is a political commentary in the form of 

a drawing and almost always is reserved for the editorial 

or opinion page of a newspaper” (Lester, p. 218). It relies 

on a “shorthand language of signs and symbols, the more 

conventional the better” (Lewis, p. 64).   

Political cartoons make “a point about some political 

situation which may or may not be funny” (Berger, p. 136). 

Political cartoons are by nature “an attack on the status 

quo, a diminutive but plucky rebellion against the order of 

things” (Lewis, p. 67).  The point of cartooning is to 

“challenge the status quo” (Lewis, p. 67).  This type of 
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cartoon will typically “satirize current political issues, 

even, and figures”, but “many of the most memorable 

editorial cartoons are devastatingly serious in their 

approach and intent” (Lester, p. 218).   

Some of the cartoonists that have had a tremendous 

amount of impact in history and contemporary art are 

William Hogarth, Benjamin Franklin, Thomas Nast, James 

Montgomery Flagg (Uncle Sam “I Want You”), Herbert Block, 

and Pat Oliphant.  Cartoons were first used for “propaganda 

purposes, and the editors of literary magazines used them 

as humorous diversions” (Lester, p. 224).   

Later, “World War II propaganda posters combined 

cartoons and photo montages” and “Totalitarian, as well as 

democratic governments, embraced the medium as a powerful 

tool of persuasion”(Lester, p. 224); nevertheless, “well-

crafted and thoughtful editorial cartoons still have the 

power to compel readers to confront important issues of the 

day” (Lester, p. 226). 

 Cartoons “are an essential part of any country’s 

culture” and the various “types of cartoon subjects seen in 

a society reflect the values and beliefs common to the 

culture at that time” (Lester, p. 243).  Similar to many 

visual images, “cartoons can be studied in terms of 
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society’s myth’s (good versus evil), their various genres 

(from westerns to soap operas), and their use of symbolism 

(both visual and verbal)” (Lester, p. 244).   

Because of the Totalitarian regimes in the 1930’s, 

cartoons began to emphasize superhuman characters that 

would fight for “American” values and “the “American way of 

life”, whatever that phrase happened to mean at the moment” 

(Lester, p. 244).  Images “used strategically in the public 

sphere, reflect not only beliefs, attitudes, and values of 

their creators, but those of the society at large” and 

these cartoonists rely on and must use “the cultural 

references that readers can easily understand” (Edwards and 

Winkler, p. 289).   

Cartoons often rely “heavily on information known to 

readers and thus function by striking a responsive chord-by 

making us see something we didn’t see before” (Berger, p. 

136).  Within a cartoon, the visual symbols “reflect the 

culture from which they are produced” and editorial 

cartoons, more than any other “type of comic, regularly 

feature symbolic images in the form of religious icons, 

military designations, and national emblems as visual 

shorthand to make the points of the cartoons clear” 

(Lester, p. 244).  Because of this shorthand, “meaning 
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resides in an understanding of these verbal and visual 

codes” (Lester, p. 244).  It is the “flexibility of 

interpretation as cartoonists omit, distort, and add to the 

original composition without losing its recognizability 

attests to the image’s visual power” (Edwards and Winkler, 

p. 291).   

The icons of religion, the military, and national 

pride “acquire a “secular sacredness” among the public” 

(Edwards et. al., p. 292) and “when a familiar figure is 

placed in a new, incongruent, context, it is not uncommon 

to assume that metaphor is the functional rhetorical 

operation” (Edwards and Winkler, p. 293).   

Recent research, in particular, “strongly suggests the 

potential of metaphor as an explanatory framework for the 

functions of symbolic imagery in cartoons” (Edwards and 

Winkler, p. 293) and if a representative form “transcends 

the specifics of its immediate visual references, and 

through a cumulative process of visual and symbolic 

meaning, [it then] rhetorically identifies and delineates 

the ideals of the body public” (Edwards and Winkler, p. 

295).   

Editorial cartoons present “politicized contexts, 

that, through satire, irony, and parody, motivate differing 
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senses of community” (Edwards and Winkler, p. 305).  It is 

the cartoonists that can “elevate actions through 

complementary comparison” or “denigrate actions that fail 

to meet the moral standards established by the ideology” 

(Edwards and Winkler, p. 305). 

 A cartoon, “although packaged within a deceptively 

simple frame, is a complex exercise in semiotic analysis” 

because there is “no other art form, in print or screen 

media, [that] combines words, pictures, and meaning in such 

an interwoven way” (Lester, p. 244).  Cartoons are a 

“complex intellectual and emotional union of text and 

images in a highly personal way” and to “simply label 

comics as “children’s art” and unworthy of serious 

attention is to deny the impact of all words and pictures 

that communicate a message when used together” (Lester, p. 

244).   

It is this type of attitude that “discounts the 

enormous effect that cartoons have on all generations of 

readers and viewer” (Lester, p. 244).  It is cartoons that 

“teach us not only how to combine words and pictures in 

symbolic ways, but also how to confront the significant 

issues societies face” and it is “unfortunate that cartoon 

messages are discounted by a narrow view of their 

 47



importance” (Lester, p. 244).  Although the elements of 

cartoons may be “relatively simple-line drawings and words, 

for the most part-…the impact of these art forms can be 

quite strong” (Berger, p. 143).   

It is now recognized, somewhat, “that seemingly simple 

phenomena can trigger powerful emotional responses in 

people, because these phenomena (the sound of rain, a 

symbol, a kind of lighting) often are connected to 

profoundly important experiences people have had” (Berger, 

p. 143).  Though most people do not recognize the greeting 

card as a form of the cartoon, it is.  It expresses 

“emotions indirectly, especially emotions that [people] 

find it hard to communicate” like sadness and courage 

(Berger, p. 143). 

 Murray Edelman makes several strong assertions about 

art and its effect on politics.  Cartoons can be seen as a 

form of art and they can certainly affect politics, so it 

is with this view that several of his comments are 

supportive of the relation of cartoons to politics and the 

world.    

Political beliefs “spring from assumptions, biases, 

and news reports” and “art should be recognized as a major 

and integral part of the transactions that engenders 
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political behavior” (Edelman, p. 1).  It is an “essential 

and fundamental element in the shaping of political ideas 

and political actions” (Edelman, p. 6).   

It is through art that the “ideas of heroes and 

villains, or planning for a more desirable society, of 

threats to well-being, or forms of action that will or will 

not achieve the goals we seek, and other paramount 

political conceptions emerge” (Edelman, p. 6).    Edelman 

believes that “works of art generate the ideas about 

leadership, bravery, cowardice, altruism, dangers, 

authority, and fantasies about the future that people 

typically assume to be reflections of their own 

observations and reasoning” (Edelman, p. 3).   

It is art that “evokes idealizations, threat, and 

beliefs about the proper places of masses, leader, 

obedience, heroism, evil, and virtue” (Edelman, p. 9).  

And, “even when great care is taken to maximize accurate 

observation, the resonance’s of what is seen and how it is 

interpreted carr [ies] a decisive spillover effect from 

relevant works of art” (Edelman, p. 3).   

A key idea in understanding the “ideas and 

associations that art evokes lies in their challenge to 

common beliefs or in their augmentation of those views, 
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especially when the beliefs are so taken for granted that 

they are neither expressed nor consciously taken into 

account” (Edelman, p. 17).  However, art does not “provide 

observation of life but rather the kind of commentary and 

reflection that spring from a detached perspective” 

(Edelman, p. 21) which in turn will “influence not only 

beliefs about one current issue but similar ones in other 

times and setting as well” (Edelman, p. 24).   

“Successful works of art enhance, destroy, or 

transform common assumptions, perceptions, and categories, 

yielding new perspectives and changed insights, although 

they sometimes reinforce conventional assumptions” 

(Edelman, p. 52) and whenever one looks around “among the 

issues that excite wide public concern, there is an appeal 

to fear, nostalgia, class or race prejudice, or other 

strong emotions, an appeal that is based on doubtful or 

blatantly false assumptions and contrived narratives” 

(Edelman, p. 32).   

So be aware when looking at the “wars, genocides, 

homelessness, and other conspicuous public events of the 

century [that] have inspired a great deal of shock, fear, 

and outrage” that works of art have “objectified [them] and 

so made [them] more readily available for expression in 
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everyday activities and political statements”(Edelman, p. 

40) and that it is art that “establishes and changes the 

parameters within which behaviors, institutions, and 

policies are approved, criticized, or condemned” because 

art is a “major political force” (Edelman, p. 43).   

Art can “portray anguish and bewilderment” and by 

doing this it can “encourage a politics that reflects or 

confronts that condition” (Edelman, p. 55).  By using 

symbols within the art anxiety about the world can be 

resolved by condensing the “wide range of individual fears, 

hopes, and cognitions” so they are brought into a more 

“narrow set of socially reinforced perceptions” (Edelman, 

p. 74). 

 One very interesting point Edelman brings up is the 

art of buildings and spaces and what it means in relation 

to politics.  In politics, terms like “divine will, the 

public interest, communism, democracy, and justice” serve a 

symbolic purpose; however, so do “widely known buildings, 

spaces, and public figures that are accepted as 

objectifying some aspect of the polity or the social order” 

(Edelman, p. 74).     

By doing this, it seems that “beliefs that are 

indemonstrable and doubtful have to be objectified in an 
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entity or concept that then confronts people as a reality, 

repressing the tentativeness and the search for validation 

that are otherwise characteristic of the play of the human 

mind” (Edelman, p. 74).   

The spaces that “key decisions are formalized and key 

commitments made affect the well-being of many people” and 

so the “most publicized and cherished building, notable 

government or religious buildings, become significant 

symbols that remind everyone whose attention they command 

that they share a common heritage and common future, though 

it is a reconstructed past and a problematic future that 

rationalize current institutions” (Edelman, p. 75).     

It is important to emphasize, though, “symbols of 

unification can function only where there is a bond to 

reinforce” (Edelman, p. 76).  The size of building, Edelman 

states, is just as important as the type of building chosen 

to represent the ideal.  The size of the “structure reminds 

the mass of political spectators that they enter the 

precinct of power…and that they re subject to remote 

authorities they only dimly know or understand” (Edelman, 

p. 76).   

An example of this would be the “defense and the FBI 

[which] are housed in especially massive buildings that 
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have become conspicuous symbols of the fears that war, 

crime, and subversion evoke” (Edelman, p. 84).  Similarly 

the “Pentagon and the J. Edgar Hoover building seem 

designed to avoid any suggestion of ties to a past, real or 

mythical, and to emphasize bulk, labyrinths closed to the 

citizen, and awesome power” (Edelman, p. 84).   

It is “as if the assertion of patriotism, nationalism, 

and national security through the volume and obtrusiveness 

of the structures is a rebuke to that part of the 

population which sees the defense department and the FBI as 

possible threat to life, to peace, or to liberty” (Edelman, 

p. 84). 
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CHAPTER 3 

METHODOLOGY 

 

Five widely subscribed to newspapers were chosen in 

various regions of the United States.  “The Los Angeles 

Times” represents the West Coast, “The Houston Chronicle” 

represents the Southwestern States, “The Miami Herald” 

represents the Lower East Coast, “The Chicago Tribune” 

represents the Northern states, and “The New York Times” 

represents both the East Coast and the actual city of the 

studied terrorist attack.   

 From each of these newspapers, every editorial cartoon 

was selected from September 12, 2001 to December 12, 2001.  

From that point the cartoons were selected as they related 

to terrorism. The editorial cartoons had to have at least 

one of the following criteria. The criteria for editorial 

cartoons mentioning terrorism include: 

1. The cartoon needed to illustrate a terrorist like 

Bin Laden or the Taliban and/or depict a terrorist 

act like the Twin Towers, anthrax attacks, or 

airplanes. 

2. The cartoon could illustrate reactions to the 

terrorist attacks like fear, sadness, anger, etc., 
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but not economic reactions like stimulating the 

economy. 

3. The cartoons could illustrate various symbols of 

Americanism like the Statue of Liberty, the American 

eagle, of Uncle Sam because they represent cultural 

symbols of the United States. 

Once the cartoons were selected from the 

aforementioned criteria, every date from each newspaper was 

recorded.  Once recorded, seven cartoons were randomly 

selected from each newspaper.  However, it is noted that 

the editorial cartoons occurring on September 12, 13, and 

13, 2001 were automatically selected because of the 

reactions and emotions conveyed by the cartoons on those 

specific days.   

Therefore, there are a total of forty-five cartoons 

selected with ten being chosen from each paper with the 

exception of “The New York Times”. Only five cartoons came 

from “The New York Times” because these are the only 

editorial cartoons that were shown during the entire three-

month selection period.  Every newspaper but “The New York 

Times” had the cartoons from the first three days following 

the attacks and seven more randomly chosen editorial 

cartoons. 
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All of the cartoons from the first three days 

following the attacks were analyzed just in the symbols 

used and how these cartoons, in particular, reflected the 

shock and devastation of a nation.  All of the remaining 

cartoons were analyzed through semiotic and cultural 

analysis.  There were seven cartoons remaining from each 

newspaper with the exception of the “The New York Times.” 

During the first three days there was only one cartoon from 

“The New York Times” and four remained to be examined in 

the remainder of the study. 

The cartoonists whose cartoons where selected by the 

editors of the chosen newspapers are somewhat varied, but 

there are several cartoonists that are frequently repeated.  

Different cartoonists created nine cartoons, but the 

remaining thirty-six cartoons were from cartoonists with 

more than one cartoon depicted and only one cartoon had an 

author unknown.  The nine cartoonists with only one cartoon 

to their names are the following:  Walt Handelsman, R.O. 

Blechman, Mark Podwal, Steve Brodner, Lauren Redniss, 

Seymour Chwast, Jim Borgman, Scott Stantis, and Jack Ohman.  

Paul Conrad and Mike Luckovich each author two of the 

cartoons.  Nick Anderson authors four cartoons and Clyde 

Peterson authors six of the forty-five cartoons.  Jim Morin 
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authored ten cartoons and the cartoonist with the most 

cartoons in the sample selection is Mike Ramirez with a 

total of eleven cartoons.  

The methodology of this study consists of gathering 

cartoons from five regions of the United States and then 

analyzing them in light of semiotic analysis and cultural 

analysis.  Each of the remaining cartoons are examined for 

the various symbols depicted in the cartoons such as the 

Statue of Liberty, the American eagle, Uncle Sam, various 

flags including the United States Flag, Airplanes, the Twin 

Towers or the World Trade Center towers, and a general 

category of “enemies.”  Examples of enemies would be Bin 

Ladin, Taliban, and the United States.   

For the cultural analysis a broader scope is used to 

find patterns and emerging themes.  The cartoons are 

sectioned by geographical locations, date release, and 

month released.  Cultural analysis is used to examine how 

society as a whole reacted to the events of September 11, 

2001, which themes recurred in widely read newspapers, and 

how visual arguments can be depicted through editorial 

cartoons. 

 Visual and cultural analysis revolves around the 

defining and appearance of symbols.  In visual 
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communication, a symbol is defined as anything that can 

stand for something else or that has a meaning behind the 

obvious.  For example, the symbol the American flag does 

not only symbolize America, but also freedom, courage, 

innocence, and independence. 

  

Historical Overview of the Semiotic and Cultural 

Connections of United States Symbols 

 Before going further, it is necessary to look at the 

historical significance of the national symbols that are 

used throughout the editorial cartoons.  Symbols are the 

“foundation upon which human society is built” and while 

they operate at a “different level of language”, they 

contain “minute connotations which combine to produce 

images and reactions which almost precede thought” 

(Evolving Symbols).   

To fully understand the cartoons, it must be 

recognized that the average American reader will attach 

significance to each symbol, which reflects the past 

history of that symbol.  This section will present an 

overview of the dominant United States symbols and their 

connections to cultural ideals. 

 

 58



The United States Flag 

 John Leo (1995) in states that the flag is a “potent 

symbol of national unity” and that it “represents your 

shared experience, our connection to America’s past and 

future and our responsibility for one another, regardless 

of class, age, or race”.  The flag is a profound symbol 

that is associated with the concept of “nationalism” and 

the flag symbolizes “a matter of pride, belonging, and 

identification” as well as “sacrifice and blood and 

commerce at the same time” (Avraham & First, p. 287).    

From the Study Guide to the History of United States 

Symbols and Mottos, it is found that the formal U.S. flag 

began on June 14, 1794, when Congress “resolved that the 

flag of thirteen united States be thirteen stripes 

alternate red and white: that the Union be thirteen stars, 

white in a blue field represented a new constellation.”  

However as more states began to join the Union more stars 

were needed.   

So a new tradition arose, where each state will have a 

star but the number of stripes will remain thirteen to 

“give the history, traditions, and ideals of the “old 

thirteen” a place of enduring recognition, while at the 

same time calling to mind by the stars the importance of 
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every state in the Union.”  The actual design of the flag 

was taken from the coat of arms of the Washington family 

signifying the importance of the United States democratic 

President, George Washington.   

However, not only are the design significant, but also 

the colors.  Red is the “color of sacrifice, blue the 

symbol of constancy, and the color of the heavens, and the 

white of purity.” 

In America’s recent history, however, the flag has not 

always been a positive symbol to Americans.  Americans that 

grew up during the Vietnam War saw the American flag as 

both a symbol of division and accord with beliefs 

concerning the morality of war.  The flag became “something 

to rebel against” and when it was flown during anti-war 

protest “it was usually flown upside down or with a peace 

sign in place of the stars” (Heller, p. 122).   

Red, white, and blue came to symbolize “the injustices 

that the civil rights and anti-war activists were trying to 

redress” (Heller, p. 122).  The fall-out after the Vietnam 

War concerning the American flag showed a “trivialization 

of the flag by printing its image on napkins, sweaters, 

bikinis and underpants—vastly irritates older American who 
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remember the web of understanding s and etiquette built 

around the respect for the flag” (Leo, p. 17).   

However, after 9/11, displaying the flag became a 

“gesture of solidarity with the victims, their families, 

and, of course, the rescuers” (Heller, p. 122).  Embracing 

the American flag as “a symbol of resolve and unity with my 

fellow Americans” became important because it “figuratively 

bound our collective wounds and tied us together as one 

nation.  We own it.  It’s ours” (Heller, p. 122). 

Another flag is used in the editorial cartoons and it 

the flag created by Benjamin Franklin. The flag is 

historically depicted with the  “Don’t tread on me “ 

alongside the image of a rattlesnake.  Benjamin Franklin 

once stated with regards to the rattlesnake that, “ she 

never begins an attack, nor, when once engaged, never 

surrenders: She is therefore an emblem of magnanimity and 

true courage…she never wounds ‘till she has generously 

given notice, even to her enemy, and cautioned him against 

the danger of treading on her” (Don’t Tread on Me).   

While this flag is not commonly used, the slogan is 

still something that is recognized by and with which 

Americans identify. 
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Uncle Sam 

Uncle Sam has been an “icon with which Americans could 

identify, and by which others identified us” (National 

Icons).  According to National Icons, Uncle Sam has helped 

“define the relationship between the American people and 

the government.”   

For many Americans, Uncle Sam is a symbol 

“specifically of the federal government” (National Icons).  

Uncle Sam originated in popular culture and, “after a 

hundred and thirty-seven years of almost Darwinian 

evolution amongst the masses, was only officially adopted 

when it had already become a national image” (National 

Icons).  

The widely accepted theory concerning the origination 

of the symbol of Uncle Sam began during the War of 1812 

where Samuel Wilson was a businessman who supplied the U.S. 

Army with beef in barrels.  These barrels were labeled 

“U.S.” and when asked what the initials stood for Wilson’s 

workers replied “Uncle Sam Wilson.”  From there “Uncle Sam” 

led to the idea of the Federal Government and association 

stuck.  In 1961, Congress passed a resolution that 

recognized Samuel Wilson as the inspiration for the symbol 

Uncle Sam.  The symbol of Uncle Sam is recognized as a tall 
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white man with a white goatee, a top hat, and a star 

spangled suit.   

He is generally shown as either an Abe Lincoln type or 

shown as a brawny man willing to fight.  These assumptions 

may come from the original link to the United States Army 

and the United States Government.  Uncle Sam is generally 

depicted as a man of intelligence and actions.  He is shown 

willing to fight and while he may show emotion on his face 

it is usually depicted with determination or anger.  He 

fits the American male stereotype to compete and dominate, 

to be self reliant and unwilling to rely on anyone’s help, 

and controlling of his emotions unless it is anger (Davis). 

 

The Bald Eagle 

 The bald eagle is not just a bird to citizens of the 

United States; it is the symbol of the United States.  For 

six years, the Founding Fathers, debated choosing an animal 

unique to the United States.  The bald eagle was chosen 

because it “symbolized strength, courage, freedom, and 

immortality”(A Study Guide to United States Symbols and 

Mottos).   

However, it is not just important to know why the 

eagle was chosen to represent the United States, but also 
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how it became such a symbol to United States citizens.  The 

bald eagle is used in the Great Seal of the United States.  

This seal was designed because delegates of the 

Constitutional Convention believed an “emblem and national 

coat of arms would be evidence of an independent nation and 

a free people with high aspirations and grand hopes for the 

future”.   

The Great Seal depicts a bald eagle holding a banner 

that states “E pluribus Unum” which means “out of many, 

one” (Coat of Arms (United States), 2000) in its mouth.  In 

one claw the bald eagle grasps an olive branch, which is 

indicative of peace and in the other claw, some arrows that 

are indicative of war.  On the bald eagle’s chest is a 

shield of stripes under a banner of blue, which is symbolic 

of the flag.  Over the bald eagle’s head is a cloud of 

stars, which again reminds the citizens of the “new 

constellation.”   

Particularly important to the Great Seal is the number 

13.  There are thirteen stars, thirteen bows, thirteen 

olive leaves, thirteen stripes in the shield, and thirteen 

letters in the Latin saying.  This particular number again 

reflects on the original thirteen states of the United 

States, which were Massachusetts, Connecticut, Rhode 
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Island, New Hampshire, New York, New Jersey, Pennsylvania, 

Delaware, Virginia, Maryland, North Carolina, South 

Carolina, and Georgia.   

 While the symbol of the United States seal is usually 

seen in connection to the President of the United States 

and is used more rarely in popular culture, there are still 

certain connotations that Americans relate to the symbol. 

 

The Statue of Liberty 

 The Statue of Liberty, whose formal name is “Liberty 

Enlightening the World” was a gift from France and stood at 

151 feet tall and symbolizes freedom throughout the world 

(American Park Network).   The statue is made of copper 

sheets with an iron framework and depicts a woman escaping 

the chains of tyranny, which lie at her feet.  Her right 

hand hold aloft a burning torch that represents liberty and 

her left hand holds a tablet inscribed with the date “July 

4, 1776 which is the day the United States declared 

independence from England.   

She is wearing flowing robes and the seven rays of her 

spiked crown symbolize the seven seas and continents.  

Before 9/11, the Statue of Liberty embodied “immigrant 

origins” and “symbolized the freedoms and opportunities 
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that drew many refugees to our shores” (Kiernan, p. 11).  

She is a symbol that “personifies the entire nation of the 

United States (Wikipedia).  Emma Lazarus wrote a poem 

entitled “The New Colossus” that was written for the statue 

and engraved on a plague on the pedestal of the Statue of 

Liberty.  Wikipedia shows that the famous culminating lines 

say:  

Give me your tired, your poor, 

Your huddled masses yearning to breathe free, 

The wretched refuse of your teeming shore. 

Send these, the homeless, tempest-tost to me, 

I lift my lamp beside the golden door! 

The Statue of Liberty also embodies some of the 

typical American stereotypes regarding females.  She 

is often depicted crying or sad or as an observer, not 

a fighter.  Similarly the female stereotype consists 

of women who are sympathetic and unselfish.  She 

excels at helping her family and sacrificing herself 

daily for them, and she prefers to sympathize with the 

men rather than take action (Hart). 

After 9/11, the Statue of Liberty became one of the 

most popular symbols used to illustrate the pain felt by 

not only New York, but by all Americans. While America’s 
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sense of security may have changed, the spirit remained the 

same because the Statue of Liberty stands, “her torch held 

high, a proud symbol of America” (Kiernan, p. 11). 
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CHAPTER 4 

CARTOON ANALYSIS 

 

Analysis of Cartoons From the First Three Days 

Following 9/11 

This first section of cartoons focuses on the 

editorial cartoons pictured in the first three days from 

each of the newspapers selected.  Every cartoon from the 

first three days in the selected newspapers following the 

attacks was analyzed.  The only exception is for “The New 

York Times.” This newspaper only had one cartoon during the 

first three days and it is also analyzed.  Following each 

cartoon is an analysis of the image represented.  These 

cartoons reflected sadness, death, shock, fight, strength, 

self-ridicule (towards the United States), and remembrance.   

While these themes appear throughout the other 

cartoons, it is noted that these first few days held the 

strongest reactions to the attacks and mostly reflected 

emotions and attached these emotions to cultural symbols of 

the United States. 
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September 12, 2001 

In “The Miami Herald” (See Figure 36) Uncle Sam is 

depicted as a brawny, masculine figure with a fierce look 

on his face.  He is in profile and the reader can see he is 

pushing up his sleeve in a visual suggestion of going to 

fight.  Faded in the background of the cartoon and behind 

Uncle Sam is the Twin Towers.  Uncle Sam is obvious, given 

the striped pants and top hat, as well as a goatee.  His 

expression can be characterized as fierce because of the 

narrowed eyes, set jaw line, and grim mouth.   

Uncle Sam is a representative of the United States 

often used in editorial cartoons. Him pushing up his sleeve 

is a classis visualization of him/United States preparing 

to fight.  The image of the Twin Towers in the background 

provides the reason why he is preparing to fight and the 

text “Opening shot in the war against terrorism” expounds 

on what the action of rolling up his sleeve signifies.  

Uncle Sam is preparing to fight back in the name of the War 

on Terror. 

In “The Chicago Tribune” a cartoon (See Figure 11) 

depicts a storefront filled with televisions showing the 

bombing of the World Trade Center.  A man and a boy, 

presumably his son, both with expressions of shock apparent 
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on their faces, are watching the televisions.  Both have a 

fixed, wide-eyed stare watching the unfolding tragedy and 

both have open hands splayed on the glass of the 

storefront, which is also indicative of the shock they are 

facing.  The scene shown on the televisions is a cityscape 

where two funnels of smoke are rising in the sky, obviously 

representing the Twin Towers that were attacked. 

This cartoon is a reaction cartoon, specifically 

concerning the actual attacks on the Twin Towers.  This 

cartoon is not trying to argue anything; it just shares the 

shock and awe that was felt across the United States by all 

people young and old.   

 “The Los Angeles Times” (See Figure 21) shows the 

Statue of Liberty, recognizable by her flowing robe, crown 

of spikes, and flaming torch, who is depicted as crying 

over the rubble of the Twin Towers.  She is assumed crying 

because her head is down, and her hands cover her face.  

The rubble of the Twin Towers is assumed because also 

illustrated in the New York skyline behind her and in front 

of her clouds of smoke are floating skyward.   

This cartoon is a reaction cartoon.  With the Statue 

of Liberty representing the United States, this pictures 

shows that the people of the United States are weeping over 
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the ruins and that sadness and devastation are the key 

emotions being shown in the cartoon. 

     “The Houston Chronicle” editorial cartoon (See Figure 

1) depicts a male face shown against a dark background and 

he is saying, “Occasionally the vermin of the world may 

rejoice in death and destruction…but in all the days of all 

eternity, they will never rejoice in victory.”   

In this cartoon, it is not so much the pictorial 

imagery that is called upon, but the word imagery.  This 

statement not only acknowledges that there are bad people 

in the world that would cause harm, but that there is 

absolutely no way that they will succeed in any permanent 

way.   

 

September 13, 2001 

 “The Miami Herald” (See Figure 37) depicts the Statue 

of Liberty standing on her pedestal with torch in hand.  

She is frowning and instead of holding a tablet showing the 

date of the Declaration of Independence, the tablet shows a 

single word, “Terrorism.”  Also, instead of the traditional 

sonnet engraved on her pedestal, words are given mimicking 

the sonnet and mocking the increased security.   
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Instead of “Give me your tired, your poor, Your 

huddled masses yearning to breathe free”, inscribed on the 

pedestal are “Give me your metal detectors, your frisks, 

your luggage searches, your I.D. spot checks, your scared 

people yearning to feel safe.”  Just as we fought for our 

Independence, we will also fight against terrorism.  The 

Statue of Liberty, another representation of the United 

States, New York, and Ellis Island still stands for 

liberty, but that liberty is now tempered by metal 

detectors and frisks.    

“The Chicago Tribune” (See Figure 12) shows The Statue 

of Liberty’s face, which is recognizable by the female 

visage, the crown of spikes, and the hairstyle.  A 

reflection in her wide, tearful eyes watches a plane 

heading for a tower while smoke plumbs out of another tower 

nearby.  Her mouth is turned down, and the single tear 

rolling out of an eye is an illustration of sadness and 

devastation felt for the scene being watched.  Her eyes are 

wide and seemingly swimming in tears.  She almost appears 

childlike in the way that her face is small, but her eyes 

large and tearful. 

This cartoon also is a reaction cartoon.  The purpose 

of the cartoon is to express to a national audience the 
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sadness and tragedy felt when the planes struck the towers.  

Her childlike visage makes the emotions even more 

heartrending by showing the destruction of her innocence 

and happiness caused by the scene mirrored in her eyes. 

“The Los Angeles Times” (See Figure 22) shows a scene 

at an airport. This is presumed because of the metal 

detector in the background and the luggage check conveyor 

belt being surveyed by two officers in uniform.  On the 

screen of the conveyor belt a bomb in a briefcase with a 

clock is shown.  Over to the side another officer is 

questioning an individual. This male individual is shown 

with a beard, a heart tattoo with the words written inside 

the heart and a vest covered in short blades or knifes.  In 

the males hand is a box cutter.  The officer questioning 

the individual states, “It’s okay.  Those are just three-

inch blades.”  The officer questions the officer next to 

him, “Wanna hear a good joke?” and the other officer thinks 

in his mind, “How about airport security?”  

This reply in the officer’s mind is depicted as just a 

thought rather than a statement and this can be seen by the 

variance in speech bubbles.  Voiced thoughts are shown with 

a sharp line directed toward the speaker’s mouths, while 
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the thought is depicting as smaller bubbles leading from 

the officer’s mind.   

This cartoon portrays the lack of confidence felt by 

the people of the United States with regards to airport 

security.  This cartoon is also the first and only one 

examined showing airport security as a joke in the first 

days after the attack.  It is the first cartoon directing 

blame at airport security.   

“The Houston Chronicle” (See Figure 2) depicts a 

cartoon depicting a male, labeled by a button that says, 

“World Terrorist Networks,” with the center of his forehead 

being pierced by a long, thin rod coming from off the page.  

The caption reads “One each, made in USA, laser targeting 

device.”   

This cartoon is illustrating a desire for a laser to 

pierce to the center of world terrorist networks.   It is 

also saying that the technology and power behind the 

technology is the United States, which has created this 

laser.    

 

September 14, 2001 

“The Miami Herald” (See Figure 38) depicts a rat with 

the words “Anti-Arab Bigotry” on its’ stomach.  The rat is 
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holding a large stone which he seems to be preparing to 

throw and, while looking at the reader, states, “Hey, I’m 

just getting back at those terrorist rats!!”  The rat is 

visually depicted with crazy eyes and sharp, pointed teeth.   

The depiction of the eyes and teeth indicates that the 

rat is not friendly, but is an enemy.  In this cartoon the 

enemy is certain people in the United States. This is 

specifically illustrated by the  “Anti-Arab Bigotry” 

statement on its stomach which expresses that by 

retaliating against all Arab people, the United States is 

acting no better than they are.  It is important to know 

that right after the attacks racial profiling increase and 

attacks on Arab people in the United States increased.  

This is the first negative cartoon against the United 

States and it is only three days after the terrorist 

attacks and is in Miami.   

 “The Chicago Tribune” (See Figure 13) shows that 

amidst the rubble are two men who are visually depicted as 

supporting each other with words emboldened on their chests 

stating “Courage” and “Strength”.  Above them are the 

words, “New York’s Twin Towers.” 

Here, both the image and the words work together to 

illustrate how the Twin Towers of New York, while destroyed 
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physically, are now symbolized by emotional words of 

“Courage” and “Strength.”  Interestingly, the men and the 

emotional words do not stand alone, but with each man 

supporting the other, the sentiments are also apparently 

supporting each other. 

“The Los Angeles Times” (See Figure 23) depicts the 

Twin Towers, recognizable as tall buildings that are 

tilting over.  The buildings not only represent the Twin 

Towers, but also are masts to a large ship.  Billowing from 

the buildings themselves and surrounding the area are great 

plumbs of dark smoke.  The buildings are recognizable as 

masts because of the other ship paraphernalia in the 

cartoon.  The viewer can see others masts and the outline 

of a ship tilting over.   

Many said in the first days following the attacks on 

the Twin Towers that this was Pearl Harbor for Generation 

X.  Whereas the attacks on Pearl Harbor shocked and 

outraged the American people and began the Second World 

War, the attacks on the Twin Towers and other buildings 

shocked and outraged the people of this generation into 

action and the War on Terror.  This is only cartoon 

examined visually drawing a link between the ships attacked 

at Pearl Harbor and the attack on the World Trade Center. 
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“The Houston Chronicle” (See Figure 3) depicts a 

cartoon with a flag waving and the slogan “Don’t tread on 

me” emboldened on the front.  The words in the caption read 

“An American slogan- resurrected and rededicated.”   

The words “Don’t tread on me “ are usually depicted 

with the image of a rattlesnake.  Benjamin Franklin once 

stated with regards to the rattlesnake that, “ she never 

begins an attack, nor, when once engaged, never surrenders: 

She is therefore an emblem of magnanimity and true 

courage…she never wounds ‘till she has generously given 

notice, even to her enemy, and cautioned him against the 

danger of treading on her” (Don’t Tread on Me).  This flag 

is also a symbol of shared American values- especially our 

highest common value: freedom.  Therefore, the combination 

of the flag depicted and the captioned words indicate that 

with the attack on the Twin Towers, the slogan is now 

appropriate for the times.  The United States did not begin 

the attack, but now that they are engaged, they will not 

back down or surrender until they have conquered. 

“The New York Times” has only one editorial cartoon 

(See Figure 37) depicted in the first three days and it 

illustrates a large heart with two towers in the middle.  

The Twin Towers are recognizable by the time frame in which 
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this was drawn as well as being two similar towers drawn 

whole, without any damage or smoke. 

The significance of this cartoon is that the Twin 

Towers were the center of New York and now that they are 

destroyed they will be always remembered as a hole in the 

heart of New York.  This cartoon is a cartoon of 

remembrance and reflection.  Following the World Trade 

Center attacks this is the only editorial cartoon that was 

chosen by the newspaper in the three days following the 

attacks. 

 

Analysis of Remaining Cartoons By Geography 

The editorial cartoons chosen from the five newspaper 

have also been analyzed by geographical location.  

Negativity appeared at different times and in different 

locations.  Also, some locations focused on certain aspects 

of the attacks while other locations expressed a different 

focus. 

 

“The New York Times” 

In New York, one cartoon (See Figure 32), on September 

18 depicts a scene of various houses, buildings, and 

religious buildings all flying the United States flag 

 78



depicts solidarity and remembrance.  The flags are shown as 

a dark square in the upper left-hand corner with horizontal 

stripes covering the rest of the flag.  Various religious 

buildings are shown by cross, a steeple, or the Star of 

David.  Outlines and windows depict various buildings and 

houses. 

This cartoon reflects the unity of the United States 

felt by all religions.  The illustrated buildings whether 

houses or businesses, churches or synagogues, are all 

unified by the same American flag. 

Another cartoon (See Figure 33) emphasizes the tragedy 

and number of lives lost due to the attacks.  The title of 

the cartoon is “Personal Loss”, and within the cartoon 

pictures of a variety of people are seen.  The viewer is 

able to see that they are pictures because some of them are 

Polaroid’s, some artistic shots, some funny, and some 

family pictures like a wedding day or a picture with a 

baby.  Some of the illustrations depict individual firemen 

lost in the attacks who are recognizable by their uniforms 

and helmets.   

This statement of this cartoon is remembrance of those 

lost.  This is shown by both the flower pinned to the board 

and the way the pictures are arranged signifies a type of 
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memorial to those lost in the attacks.  The point of this 

picture is to also give an individual face because the 

number of those lost was so high.  When so many people are 

lost, it is sometimes harder to picture one rather than one 

thousand. 

Yet another picture (See Figure 35) shows a mechanical 

toy called the Worry Boy.  The toy is a distraught male 

with short hair, a frowning face, and a “worried” 

expression.  He has an on/off indicator and is available in 

“3 easy payments.”  The cartoon depicts several worries the 

populace may have.   

One is a postcard in a hand with the question “Worried 

about your mail?” Another is a male looking into the sky 

with a building skyline behind him asking, “Worried about 

an attack?”  One is depicted as four people standing in a 

line, in profile with the caption “Worried about losing 

your job?” above them and another shows a grid with a 

jagged declining line with a worried man looking at it and 

the caption reads “Worried about the market?”  A final 

depiction is of a mushroom cloud with a “Worried about 

nuclear warfare?” written above it.   

Also, within the cartoon are recommendations by 

supposed consumers of the product.  The directions of the 
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product are “Just plug Worry Boy into any a.c. outlet, take 

three glasses of bourbon, and in just minutes your cares 

will be a thing of the past.” 

These New York cartoons are indicative of the feelings 

in the city that was most affected by loss of life due to 

the attacks. They portray some of the worries brought on by 

the Twin Towers attack.  With so many worries, the cartoon 

illustrates a toy that can take care of them.  This is both 

a look at the worries everyone is feeling and a statement 

about Americans.  Only Americans would think of a toy with 

the classic three-payment system to take all worries away. 

 

“The Miami Herald” 

The bald eagle is used to depict the fighting spirit 

of the New York City Fire Department in one of the cartoons 

(See Figure 39).  The bald eagle with face in profile and 

wings outstretched hold in one claw a shovel and in the 

other a hose.  On it’s head is a fireman’s helmet with the 

label “NYC Fire” and on its chest is a shield resembling a 

flag turned sideways with a dark strip at the top and 

vertical lines of dark and white.   

The image is reminiscent of the United States Seal 

that is an eagle shown the same way but with no helmet and 

 81



with an olive branch in one claw signifying the power of 

peace and arrows in the other claw signifying the power of 

war.  This cartoon shows the connection between the United 

States and the New York City attacks by using the United 

States Seal and the helmet labeled “NYC Fire.” 

Another cartoon (See Figure 40) shows a different 

illustration of the flag with the box of stars at the lower 

left corner and vertical dark and light lines.  The title 

of the cartoon is “Twin Towers” and the viewer can see at 

the top of each dark line what could be construed as the 

top of a building.   

This cartoon draws the connection between the United 

States flag and the Twin Towers by placing them within the 

same image.  This cartoon also draws on the imagery that 

the Twin Towers are a part of the United States, which is 

represented by the flag. 

Another cartoon (See Figure 43) where the bald eagle 

is used to represent the United States can be seen with the 

eagle swooping in towards two Arab men in.  The Arab men 

are depicted as small, with turbans and beards and in robed 

clothing, while the eagle takes up most of the cartoon and 

has its wings outstretched and claws open with talons sharp 

and extending.   
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The expression of the bald eagle is anger, which is 

seen by the squinting and focused eyes and the clear target 

of the two men.  One of the Arabs is facing away from the 

eagle and saying, “Don’t worry…Osama says America is a 

spiritless society lulled into complacency by secular 

materialism!…”  There is also an Arab man facing this other 

man and he can see the eagle.  On this mans face is a look 

of terror and shock. 

Through these cartoons it can be seen that Miami is 

both remembering the attack and is angry.  The 

representation of the many United States symbols indicates 

that though the attack was in New York, the attack is seen 

against the whole of the United States and is felt 

personally in this region.  This cartoon also indicates to 

the public that Arab people believe what Osama Bin Laden 

has told them.  The cartoon is trying to rile the American 

people by showing that people who believe in Osama believe 

that America is spiritless and only materialistic.  The 

onslaught of the Eagle shows that this belief is far from 

true. 
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“The Chicago Tribune” 

A cartoon (See Figure 14) of remembrance and 

emphasizing the number of lives lost is depicting simply as 

a collection of minute dots in six rows.  The caption 

reads, “This is what five thousand looks like.”   

Many cannot fathom the amount of people lost in the 

attacks, both at the Pentagon, the Twin Towers, and in 

Pennsylvania.  This cartoon is a stark image of the 

vastness of the amount of people lost to the attacks. 

Another cartoon (See Figure 15) emphasizes the number 

of people lost and the connection to the United States and 

each individual that died.  This cartoon shows a flag 

amidst rubble and reads “Q- How many stars on the flag?” 

below these words is the flag and below the flag, “A- More 

than 6,000” is written. 

This simple question/answer format within the cartoon 

gives a stark image of the amount of people thought lost.  

It also indicates that each star on the flag is a person 

lost and that the flag of the United States is a continuous 

symbol of all those lost in the attacks. 

Yet another cartoon (See Figure 18) shows the tragedy 

of the situation by showing a man with a shocked and sad 

expression on his face.  The eyebrows drawn together, the 
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wide eyes, and the small, frowning mouth are a visual 

representation of these feelings.  The man’s shirt is the 

focal of the cartoon and on it is “I “heart” NY.”  This 

expression is popular by tourists and residents of New York 

alike with the meaning being I love New York.  Only on this 

man’s shirt, the heart is patched up in several places with 

bandages.    

This imagery represents the love that is still there, 

though wounded, and shows the continued feeling for those 

in New York.  This cartoon also represents that the 

everyday average American citizen is affected by the 

attacks and feels for those in New York.  As this is a 

cartoon from Chicago, this cartoon also indicates that 

those outside of New York feel a spirit of unity with those 

from New York. 

Chicago is another area that is separated by much 

distance from New York, yet each of these cartoons show 

that the loss in New York is felt everywhere.  The number 

of people lost is seen in the first two cartoons while 

continued support from people in Chicago to those in New 

York is represented in the final cartoon. 
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“The Los Angeles Times” 

 One cartoon (See Figure 24) shows a Twin Tower 

billowing smoke in the background while the tower in the 

foreground shows the impact of the plane striking the tower 

and the debris falling from then impact site; however, the 

face of Osama bin Laden’s is apparent in the smoke and 

debris.   

This cartoon seems to be delegating the blame to Osama 

bin Laden for the Twin Tower attacks.  It is also showing 

the “face of evil” in the smoke and that face belongs to 

Osama Bin Laden. 

 Another cartoon (See Figure 25) is a close-up of the 

United States flag, which is recognizable by the box in the 

left corner and horizontal dark and light stripes.  

However, instead of white stars on a solid background 

within the box, there are a variety of religions listed 

where the solid should be.  The words form the outline of 

stars.  Some words shown in the box are Greek Orthodox, 

Lutheran, Russian Church of Christ, German, Methodist, 

Catholic, and Muslim.  The caption for this cartoon 

statement reads, “What makes America great,” is indicating 

that the United States is comprised of a number of 

different religions that are tolerant of each other.   
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 This cartoon again shows the American flag as a 

representation of the United States and illustrates the 

unity felt by the people of the United States regardless of 

the religion each may hold. 

 There is a cartoon (See Figure 29) in which the 

New York skyline still showing the Twin Towers.  There is 

nothing to the cartoon but the skyline of New York. The 

caption reads, “Those were the days.”   

The significance of this cartoon is one of reflection 

and remembrance.  The text used in conjunction with the 

visual gives the audience a moment of remembrance when the 

Twin Towers still stood.  It also gives remembrance to the 

way people felt before the attacks; feelings like safety, 

security, no fear, and no worries of a terrorist attack. 

 The cartoons of Los Angeles, although on the opposite 

coast of the attacks still shows emotions of solidarity and 

remembrance of those lost.  Although the solidarity is of 

religions coexisting in one nation and the remembrance is 

of the skyline, these images still depict the thought that 

the attacks affected the United States as a whole, not just 

one area of it. 
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“The Houston Chronicle” 

 One cartoon (See Figure 9) depicts the United States 

flag, again signified by a solid box with stars and 

horizontal striped lines.  However, in the center of the 

flag are the words, “Even in this time, more for which to 

be thankful than any land in any time.”   

This cartoon simply illustrates through the 

combination of the visual picture of the flag and the text 

that hope still abounds in the United States; that even in 

the face of tragedy that the United States is still a great 

land.   Again the flag is a representation of the United 

States as a whole. 

 Another cartoon (See Figure 8) jokes about the 

negligent airline security as a cause to the attacks and is 

depicted as an upside-down airplane with the words Airplane 

Security labeled on the side.  From within the place it is 

shown that two people are speaking from the pilot’s cockpit 

of the plane.  The pilot’s cockpit is recognized at the 

area because of the location on the body of the plane, as 

well as the words spoken in the speech bubbles.  One bubble 

asks, “You’re a pilot?” and the other replies, “No.  But I 

did stay at a Holiday Inn Express….” The caption reads, “If 
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the airlines hired pilots the same way they hire their 

security.”   

This cartoon is making fun of airline security by 

pointing out that airline security officers are 

unqualified.  By having one mention Holiday Inn Express, 

this cartoon is saying that it seems that anyone with any 

link to security is hired by the airline, regardless of 

ability or relevance.  Also, the upside down airplane shows 

the ignorance of the pilot. 

 A cartoon (See Figure 10) depicts Uncle Sam, who is 

shown with a top hat and goatee, is saying “Out of days and 

events that will live in infamy… a will, character and 

resolve that will live in perpetuity.”   

This cartoon’s imagery is linking the United States by 

using Uncle Sam as a symbol to the strength and resolve of 

the nation.  This cartoon is also calling to mind the words 

of Franklin D. Roosevelt in a speech declaring war made 

following the destruction and tragedy at Pearl Harbor.   

 Houston is a bit different from all the other regions 

of the United States.  Although other areas ridicule the 

airport security, Houston’s cartoons focus more on the hope 

and solidarity of the situation.  Two of the cartoons 
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emphasize the continuance of life and the hope held by the 

people for the United States. 

 

Analysis of Remaining Cartoons By Month 

September 

The month of September is shown only positively in the 

editorial cartoons of each newspaper.  There is only one 

negative cartoon out of 10 in the month of September that 

is negative.  The negative cartoon (See Figure 41) is from 

“The Miami Herald” and is the very last cartoon represented 

for the month on September 26, 2001.  The symbols within 

the cartoon are a two men and an SUV with an American flag 

flying from the roof of the vehicle.   

The text of the cartoon indicates through sarcasm that 

while flying the flag is showing patriotism, a real act of 

patriotism would be to get rid of the SUV for a “more 

economical vehicle making our country less dependent on 

foreign energy sources and less vulnerable to the 

possibility of being made powerless by our enemies.” 

However this comment is meet with silence by the driver and 

indicates that flying flag is sufficient representation of 

patriotism.  The remaining cartoons reflect sadness for 
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those lost in the attacks, strength for those remaining, 

and unity and courage for the people of the United States. 

 

October 

 October begins with cartoons of remembrance of those 

lost but gradually shifts the focus from the actual attacks  

to repercussions of the attacks.  For example, a couple of 

the cartoons indicate the abundance of worries the American 

people have following the attacks.   

One of the cartoons from “The Chicago Tribune” (See 

Figure 16) shows a couple and a cat listening to the 

various worries being reported by the radio such as 

terrorist cells, biological warfare, national security, 

evacuation, and gas masks, and the caption reads, “Isn’t 

there some obnoxious heavy metal rock station we could wake 

up to instead of the news for a while?” which indicates 

that heavy metal music would be preferable to such worries 

in the morning.   

Another one (See Figure 35) is about a Worry Boy that 

can be bought so people no longer have to worry.  While 

there is still some reflection of those lost and the fight 

against the Taliban, in October, there are a couple that 

are distinctly negative and these illustrate the discord 

 91



being felt in some parts of the United States.  

Interestingly enough, one of the cartoons is again from the 

Miami Herald and the other is from the Los Angeles Times.   

The cartoon from “The Miami Herald” (See Figure 45) 

shows a mirror with Osama bin Laden reflected in it with a 

sign that says “Bash America”; however, the person looking 

into the mirror is a caveman-like person with a sign that 

reads “Bash an ARAB for America.”  He is also wearing two 

buttons proclaiming “God Bless U.S.A” and “I hate terrizm.”  

This cartoon indicates the response of the United States 

after the attack and that those who bash Arab-Americans 

because of terrorism are uneducated, illiterate, and 

barbaric.   

The other cartoon (See Figure 26) that reflects some 

negativity about the position of the United States 

following the attacks shows an Uncle Sam figure being 

hugged by a large man that represents Saudi Arabia.  In 

Saudi Arabia’s shadow however, is a hiding Bin Laden.  This 

cartoon reflects several things, but I think one of the 

most clearly stated is that while we are bosom buddies with 

Saudi Arabia for oil and other commodities, Saudi Arabia 

hides Bin Laden and is practicing a slight of hand to 

remain both friends with the United States and still 
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protect its interest with Bin Laden.  Although this cartoon 

is negative towards the United States, there is one cartoon 

that occurs at the end of the month in Los Angeles that 

reflects on some of the criticism at the time the cartoon 

was printed.    

The cartoon (See Figure 27) is the scene of Ground 

Zero so all that is pictured in the ruins of the Twin 

Towers and in the center of the carnage are two New York 

firemen and one of them says, “The Taliban leaders are 

upset over their civilian deaths.”  The cartoon occurred at 

a time when the national news was airing coverage 

concerning the deaths of Arab civilians due to beginning of 

the War of Terror.  There was a huge uproar both overseas 

and here in the United States concerning the deaths of 

civilians over there and this cartoon brings attention to 

amount of civilians lost to the United States in the 

attacks on the Twin Towers. 

 

November 

 After some of the differing viewpoints from October, 

November became a month of more direct criticism of the 

United States.  However, there were four cartoons 

reflecting remembrance and strength, including one cartoon 
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(See Figure 19) from the Chicago Tribune that says, “Forget 

like hell!!!”  Three cartoons (See Figures 7, 17, and 28)  

were the exact same and shown in the first week of 

November.  The cartoon with the Statue of Liberty saying, 

“Give me your huddled masses, carefully screened.  Give me 

your fingerprints, your photo I.D’s.  Rid us of the 

wretched immigration policy so poor, that imports terror 

onto our shore,” was shown across the country in the Los 

Angeles, Houston, and Chicago newspapers.  One of the other 

cartoons shows Bin Laden and his troops running out of time 

in an hourglass. 

 

December 

 December has only two cartoons and each shows a 

different viewpoint.  One of the cartoons (See Figure 10) 

expresses that the United States will continue to 

strengthen and the acts of terror have given new will and 

resolve to America.  The other (See Figure 30) shows a 

Saudi Arabia politician with a cloak of skulls while he 

flashes a peace sign to the public.  This is another 

cartoon indicating the duplicity of Saudi Arabia when it 

comes to dealing with the United States and Bin Laden. 

 

 94



CHAPTER 5 

RESULTS 

 

General Themes 

 There are certain images that appear repeatedly 

throughout the cartoons.  Images that cross over regardless 

of date or location.  These themes appear often enough that 

they reflect the general themes of the editorial cartoons.  

Although some of the images vary in viewpoint or 

perspective the image is still clear enough to convey 

certain cultural ideas.   

One of the themes represented in many of the cartoons 

is the Statue of Liberty.  Sometimes she is pictured with 

only her face and no words, sometimes her face is the place 

of emotion, sometimes she is shown with a full body 

depicting emotion, and sometimes she is shown with a full 

body depicting words.   

Overall the Statue of Liberty is a representation of 

the United States, New York, and Ellis Island.  She 

represents the ideas of liberty and the arrival of 

immigrants into the United States and she is the public 

face of New York.  She “remains the visual and spiritual 

center of New York Harbor” (American Park Network).   
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Because she is the center of New York and an extremely 

popular symbol of the United States, the Statue of Liberty 

would have seemed an ideal target for the terrorists.  

While the question of why the particular targets were 

chosen is not a concern of this thesis it is interesting to 

note that perhaps the Statue of Liberty was not chosen 

because it is a spiritual symbol or perhaps the importance 

of the Statue of Liberty was unnoticed by people who were 

unaware of its cultural connections.  

The Statue of Liberty was shown six different times 

out of a total of forty-five cartoons in various ways and 

each time she represented the same things.  Also, there is 

one cartoon that is repeated three times across the nation.  

That, in itself, shows that the Statue of Liberty is one of 

the most identifiable symbols linked with the United 

States, even more so than Uncle Sam.  She is not only a 

representative of the United States, but also of New York, 

the place of the attacks. 

Another theme represented throughout cartoons is the 

American eagle.  The eagle is shown twice, once in flight, 

ready for an attack and once as a coat of arms.  The 

American eagle is also a representation of the United 

States, but even more than that, it is a representation of 
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the strength of the United States.  The eagle is often 

linked with the military and is seen as a symbol of power.  

This was seen in the cartoon of the eagle attacking members 

of the Taliban with talons out and sharp.   The American 

eagle was depicted twice in the forty-five cartoons 

studied. 

 Uncle Sam is another symbol that was distinctly shown 

throughout the cartoons.  He was depicted four times out of 

the forty-five cartoons represented.  Sometimes he was 

pictured with emotion and sometimes with text.  Sometimes 

he was pictured just in the face and sometimes his entire 

body was drawn.  But regardless of the form he took in the 

cartoon he was instantly recognizable as Uncle Sam with his 

top hat and goatee.   

Like the American eagle, Uncle Sam is a symbol of not 

just the United States, but also a symbol of the United 

States military and the power of the America.  He was 

originally drawn for the United States military and he has 

remained one of their most popular symbols ever since. 

 The American Flag is a natural symbol of the United 

States and this is reflected in the number of times the 

flag was represented in the cartoons.  A flag or something 

resembling a flag was illustrated nine times out of forty-
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five cartoons.  Sometimes the flag was in the picture and 

sometimes it was the picture itself.  Sometimes someone 

wore the flag.  However, each time the American flag was 

shown, it meant the same thing.  The American flag is not 

just a symbol of the United States but also a symbol of 

ideas and unity.  Some of the ideas illustrated by the 

American flag are valor and zeal, hope and purity, and 

justice and truth.  All of these ideals are wrapped into 

one symbol. 

 Beyond the general themes that represent the United 

States there are also a couple of themes that are event 

specific.  By this, the symbols are significant because of 

the attacks on September 11, 2001.  Airplanes and the Twin 

Towers would not typically be symbols that are nationally 

recognized and utilized except that airplanes were the 

weapons used to destroy the Twin Towers and other national 

monuments like the Pentagon and the supposed attack on the 

White House.   

Airplanes are illustrated twice out of the forty-five 

cartoons and both times they are used to mock airplane 

security.  Since airplanes were the weapons used, a lot of 

focus was given nationally to how the terrorists could have 

controlled the planes and why they were allowed on and so 
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forth.  These questions brought airplane security into the 

limelight; thus making them an easy symbol to portray in 

the post 9/11 cartoons. 

 Similarly, as the Twin Towers were the sight of the 

attacks, they were frequently used in the cartoons.  The 

Twin Towers were shown eleven out of forty-five times in 

the cartoons and this is not only because they were the 

sites of the major casualties in the attacks but also 

because they came to be seen as a symbol of the United 

States.   

Before the attacks, the Twin Towers were merely a part 

of the New York skyline and known for being the financial 

center for world affairs.  After the attacks, they became 

the figurative heart of America, a symbol that illustrated 

how the United States could be attacked on its own soil 

with its own planes.  Throughout the cartoons the Twin 

Towers were used in a number of ways.  Sometimes they were 

shown as rubble or in the process of being attacked.  

Sometimes they were used to personify strength or courage 

or they were linked symbolically to Pearl Harbor, death, or 

the heart of the nation.   

While the Twin Towers were not an icon or symbol 

before 9/11, there is no doubt that they will always be a 
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symbol to the United States as an aftereffect of the 

attacks. 

The final general themes that are seen throughout the 

cartoons can all be labeled under the grand heading of 

Enemies.  Within the heading of enemies are several 

subgroups of symbols that are seen in many of the cartoon.  

As a matter of fact, there is a total count of fifteen 

cartoons out of forty-five that used negative symbols to 

illustrate the enemy in the cartoons examined.   

One of the subsections of enemies is Saudi Arabia and 

Iraq.  Saudi Arabia was shown as an enemy to the United 

States.  One of those times shows the Crown Prince Abdullah 

bin Abdulaziz Al-Saud of Saudi Arabia hiding Bin Laden 

while hugging America. The cartoon with Iraq is an image of 

Saddam Hussein throwing a peace sign with a headdress of 

skulls flowing down his back.   

Another enemy in the cartoons is the United States.  

Sometimes, people of the United States are shown as 

ignorant, stupid, or depicted as a rat.  This is a theme 

representing that not all enemies of the United States are 

foreign, but can easily be people from the United States 

itself.  There are four times that the United States is 

shown as an enemy of itself through both text and visuals.  
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A final example of an enemy symbol shown repeatedly 

throughout the cartoons is the Taliban or Bin Laden.  

Taliban and Bin Laden as enemy symbols are shown nine times 

out of forty-five cartoons, which ironically, is the same 

amount that the American flag was shown.   

It is interesting that the greatest symbol of the 

United States is shown the same amount of times that the 

symbols of the United States enemies are shown.  Bin Laden 

is a member of the Taliban and it was thought at time that 

the Taliban was the group behind the attacks and Osama Bin 

Laden was the specific person that coordinated the attacks.  

The Taliban and Bin Laden are represented in many ways 

whether by turban and clothing, text, or physical 

attributes.  Osama Bin Laden’s face is often pictured and 

it is now easily recognizable as the face of Osama Bin 

Laden. 

 Overall, these general themes are clearly represented 

throughout the cartoons; however, the question raised by 

the awareness of these themes is how they relate to the 

culture of the United States, what they reveal about the 

assumptions of the culture of the United States and 

terrorism, and in what way they exemplify the ideology of 

the United States. 

 101



Visual Argument 

Visuals present arguments, but only in a limited 

fashion.  A simplified view of whether a visual can argue 

states that for a visual to argue it must first have a 

claim and it must also have reason or evidence.  A claim in 

this instance is something to be believed and reasons are 

identified as something supporting the claim.   

Visual argumentation is distinct from visual 

persuasion because “visual arguments, can…contain a 

premise-conclusion structure which is amenable to standard 

forms of argumentative analysis” and therefore, can be 

“judged by common standards of reasoned convincing, and in 

this way transcends the bounds of mere persuasion” 

(Groarke, p. 107). 

 It is the use of conventionally accepted symbols that 

allow an argument to take place because these symbols 

already have a set of assumptions that follow them and the 

symbols are used to clarify and set up the argument.  

Without the background and cultural assumptions these 

symbols represent it would be difficult to determine if the 

cartoon is an argument.  The assumptions give a necessary 

framework for the argument to work.  While the cartoon does 
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not always need text to support the argument, most of the 

cartoons that argue do have supporting text. 

 A cartoon (See Figure 19) depicts the symbol of Uncle 

Sam holding a newspaper that show the Taliban would like to 

have the United States forget September 11.  Uncle Sam is 

in profile and is striding off the page with one hand 

clenched into a fist and the other hand tightly clutching 

the newspaper.  He appears to be mad from the frown on his 

face and he exclaims vehemently “FORGET LIKE HELL!!!”   

In this instance the claim is that Uncle Sam/the 

United States is not going to forget September 11.  The 

reasons supporting this claim can be seen through both the 

physical attributes of Uncle Sam, i.e. the clenched fists 

and frown and the text supporting the claim, “Forget Like 

Hell!!!” 

 One cartoon (See Figure 45) shows a “mirror image”.  

In the mirror is Osama Bin Laden with a button that says 

Osama and a parade sign that says Bash America.  Though 

Osama Bin Laden is smiling, the squint and set of his eyes 

portray a negative feeling.  Standing opposite the mirror 

and looking back into it is an illiterate, caveman-like 

figure with ill-fitting clothes.  He is caveman-like due to 

his size, expression, facial features, and physical 
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attributes and illiterate due to some misspellings on his 

paraphernalia.  He is holding a parade sign in one hand 

that says Bash an Arab for America and he is gripping a 

brass knuckle in the other hand.  On his shirts is two 

buttons, one of which says “God Bless America”, and the 

other says “I hate terrizm!”.  He is also wearing an upside 

down flag on his shirt.   

In this cartoon, the claim is that some Americans are 

reacting in the same manner as Bin Laden’s attack.  The 

reasons supporting this claim are numerous.  First, both 

are parading their hate for each other, which are seen in 

the signs carried by each.  Second, both are pictured as 

unintelligent people that use violence as a solution.  Both 

are professing religion while using it as an excuse to act 

and react.   

For Osama Bin Laden it is necessary to know the 

assumption that he attacked America due to his religion.  

Secondly, it is important to know that God Bless America is 

an American saying professing the righteousness of actions 

taken against Bin Laden. 

 An illustration (See Figure 41) of man (1) speaking to 

another man (2) in an SUV with a flag flying from the roof 

of the vehicle shows another argument.  The first image 
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shows man 1 telling man 2, “That’s a touching display of 

patriotism you’ve got there”.  The next scene shows man 1 

continue with, “If you want to do something really 

patriotic, you can get rid of your gas-guzzling S.U.V. for 

a more economical vehicle, making our country less 

dependent on foreign energy sources and less vulnerable to 

the possibility of being made powerless by our enemies…”.   

The next scene shows silence from both and the final 

scene shows man 1 returning to the same statement of the 

first scene.  The claim in the cartoon is that Americans 

are superficially patriotic by flying a flag but are 

unwilling to be truly patriotic by giving up their “gas-

guzzling” S.U.V.’s.  The reason supporting the claim can be 

seen in the display or the flag on the roof and man 2 

driving an S.U.V. and appearing unhappy about having this 

called to his attention. 

 A last example of an argument is a cartoon (See Figure 

22) depicting three airport security workers.  One of the 

workers is telling a man with a “Kill” tattoo and a vest of 

small blades “It’s okay.  Those are just three-inch 

blades.”  Another worker is scanning the conveyor belt and 

while the screen shows a ticking bomb in a briefcase the 

worker is saying “Wanna hear a good joke?”  The final 
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worker is observing and thinking in response to the joke 

question “How about airport security?”  The claim of this 

cartoon is that airport security is a joke and even obvious 

weapons are allowed through due to stupidity and laxity.  

The evidence supporting this is both within the text of the 

joke and by allowing a man with obvious weapons through 

security.  It is reiterated by the bomb on the conveyor 

belt that is let through due to the worker being more 

interested in telling a joke than making the airport safe. 

 While many of the editorial cartoons are capable of 

making an argument either with the help of text or without, 

there are other cartoons that have no structured argument 

at all, but instead are merely a statement or illustration 

of reaction.   

 One of the cartoons (See Figure 12) that does not have 

a structured argument depicts the face of the Statue of 

Liberty and mirrored in her eyes are the Twin Towers with 

one tower burning and a plane flying toward the other 

tower.  A single tear drops from the eye of the Statue of 

Liberty as she is obviously watching this occur.  This 

cartoon is a statement about the emotions of sadness felt 

when the Twin Towers were attacked (illustrated by the 

tear). 
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 Another cartoon (See Figures 4 and 11) shows a father 

and son watching the attack of the World Trade Center on 

the televisions in a store.  There are multiple televisions 

illustrating the overwhelmed feelings felt by viewers.  On 

the faces of the father and son there is shock and sadness.  

This cartoon, too, is not a complete argument, but merely 

making a statement about the feelings of viewers. 

 Most of the cartoons that argue have text that lends 

itself to the argument, which begs the question, if the 

text is necessary to the argument then does the visual 

actually argue?  I would still reply yes. The text itself 

is a visual and combined with the images of the cartoons 

they create the argument.   

Some of the cartoons, while they have text, do not 

need the text to make the argument, but the text reinforces 

the argument being made.  These cartoons, because of the 

limited amount of images and words, can only provide a 

limited argument.  With the editorial cartoons provided, 

there was not one that demonstrated fallacies or some of 

the more intricate pieces to create an argument.  These 

cartoons are only argument in a limited fashion, but they 

do argue. 
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A final word on cartoons and argument is that each of 

the cartoons argue in a simplistic fashion, even more 

simply than a claim and evidence.  For example, “The New 

York Times” cartoon (Figure 31) featuring a heart with the 

Twin Towers cut out of the middle argues.  It has no text, 

and does not even include complex symbols other than the 

heart and the illusion of the Twin Towers. Yet this cartoon 

still argues by saying the Twin Towers exists and is 

significant and that information regarding this subject is 

known.  By its very presence in an editorial cartoon it is 

an argument. Therefore, each of the editorial cartoons 

argues, whether by claim and evidence, or by the editorial 

cartoons existence. 

 

Discussion 

The aforementioned general themes are intrinsically 

related to the culture of the United States because so many 

of them draw on the historical value of the symbol and the 

contemporary assumptions the symbols represent.  

Historically, the poem on the pedestal of the Statue of 

Liberty is inseparable from the Statue and when the 

illustrations change the words of the poem to the 

contemporary slang of metal detectors and airport body 
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frisks then ideas or assumptions are revealed about the 

culture of the United States.   

For example, while the United States still embraces 

immigrants, it also uses caution because of the 

possibilities of terrorist attacks.  Similarly, the Statue 

of Liberty is not just a symbol to United States 

immigrants, it is also a symbol of liberty for all.  The 

Statue of Liberty personifies the entire nation of the 

United States, like the symbol of Uncle Sam, but just in 

different way.   

In the first few days following the attacks the Statue 

is used several times and in the following three months, 

she is used repeatedly to illustrate the goodness of the 

United States.  On her face or in her body language emotion 

can be seen for the United States, whether it is tears or 

strength. The Statue of Liberty is stereotypically female 

in that she is shown weeping or sad.  She is the emotional 

figure compared to the other symbols used throughout the 

cartoons.  

Similarly, when the symbol of Uncle Sam is used, it is 

used because it is a strong symbol of not just the people 

and the nation of the United States, but also the strength 

and power of the United States.  He is pictured as the 
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stereotypical male in that he his stoic, angry, or 

determined.  He does not show “feminine” emotions, but 

relies on the stereotypical emotions of his gender.   

While in the past it may have simply been an 

illustration of the strength of our military, it is now 

also a symbol of the people of the United States as a 

whole.  Uncle Sam is used as either an observer that looks 

like Abe Lincoln or as a fighter ready to roll up his 

sleeves and deliver justice.  He is no longer readily 

attached to just the military, but rather is a symbol of 

the United States government as a whole and how it will 

react on behalf of the United States people. 

The United States flag is not just a scrap of colorful 

cloth that is waved, but is a symbol with a wealth of 

assumptions behind it.  The flag is a symbol of unity, of 

power, and of solidarity.  The flag was embraced after the 

September 11 attacks as a “gesture of solidarity with the 

victims, their families, and of course, the rescuers” 

(Heller, p. 122).  

Symbols are increasing important in times of crises 

and in “the aftermath of the terrorist assault on our 

nation, I embraced the flag as a symbol or resolve and 

unity with my fellow Americans” (Heller, p. 122).  Heller 
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goes on to say, “Ours is a nation of symbols, and all of us 

turn to them at one time or another, whether they be yellow 

ribbons, red ribbons, pink triangles, black armbands, or 

red, white, and blue anything.”  The people of the United 

States do not become the symbols, but hey do embrace 

certain symbols as specifically United States symbols and 

they embrace what the symbols have come to mean over time. 

It is important to know that the “terrorists 

understood the power of our symbols, which is why they 

attacked two of the foremost of them: the Pentagon and the 

World Trade Center” (Heller, p. 122).  While the terrorists 

may have known which physical symbols to attack, they 

probably did not know the power of the United States’ 

historical and national symbols and how these symbols would 

unify and strengthen the nation.  The American flag is a 

“display of solidarity with the victims of the terrorist 

attacks and with the firefighters, and police officers who 

tried to rescue them” (Christian Century, 2002).   The 

American flag is also a symbol that every American seems to 

draw on to “figuratively bind our collective wounds and tie 

us together as one nation” (Heller, p. 122). 

While some of the images in the cartoons reflect 

sadness and devastation regarding the terrorist attacks, 
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but the majority of the cartoons also reveal an attitude of 

triumph and strength, both through the national symbols 

used and the juxtaposition of “good” symbols triumphing 

over “evil” symbols.   

Good symbols are those recognized as solidifying, 

unifying, and strengthening, like the American flag and 

Statue of Liberty, and Uncle Sam.  Other good symbols are 

the Twin Towers, the people of the United States, and 

specifically the New York City firemen and policemen.   

Evil symbols would be those symbols characterizing the 

“enemy” such as the Taliban and Osama bin Laden, or 

ignorant and bigoted Americans.  This use of the 

juxtaposition of “good” and “evil” symbols is also used in 

the rhetoric following the attacks on the United States.  

George W. Bush in an address to the United States spoke in 

terms of “good” and “evil.”  The United States is a “beacon 

for freedom and opportunity and the world” (Statement by 

the President in his address to the nation).  The United 

States saw “evil, the very worst of human nature” and 

“lives were suddenly ended by evil.”  He even goes on to 

end the address by quoting Psalm 23, which states, “Even 

though I walk through the valley of the shadow of death, I 

fear no evil.” 
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The amount of positive symbols indicates that 

Americans have a deeply held belief that they are good and 

righteous in their reaction to Bin Laden.  As a people, 

Americans, while momentarily overwhelmed with emotions like 

shock and sadness, gather up their strength as a nation and 

turn that strength into a force to be reckoned with.   

The same thing occurred following Pearl Harbor when 

Franklin D. Roosevelt spoke to the nation about going to 

war.  The United States is righteous in its reactions as it 

was attacked for no reason and with no warning.  The 

Japanese and the World Trade Center terrorists went to 

great lengths to hide their business from the United States 

and in so doing did not declare war, but attacked civilians 

in an evil and wrong way.   

When George W. Bush spoke in his Presidential address 

he reiterates that “our country is strong” and these 

terrorists “cannot dent the steel of American resolve.”  He 

goes on to say that “This is a day when all Americans from 

every walk of like unite in our resolve for justice and 

peace” and “we go forward to defend freedom and all that is 

good and just in our world” (Statement by the President in 

his address to the nation).   
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These statements reflect the ideology of “good versus 

evil” and the United States represents the good while the 

Taliban and Osama bin Laden represent the evil. 

However, not all the symbols are positive or good and 

these symbols are just as revealing about the assumptions 

and ideology of the people of the United States.  For 

example, the Taliban is typically pictured as being 

punished for the attacks.  This shows that the American 

people rely on their military strength and government to 

dole out the punishment.   

Enemies can be seen as running out of time, running 

away, and miniscule in comparison to the United States.  

Obviously, these symbols show the United States believes 

itself to be all-powerful and can cause fear in any enemy.  

It is also interesting that the first negative cartoons 

against the United States came early in the findings, only 

a couple of days after the attacks.  This would seem to 

reflect that not all assumptions towards the United States 

are positive and not all agreed with the reaction of the 

United States to begin the War on Terror. 

 When these symbols are all brought together, it can be 

seen that the United States believes itself to be strong 

and fearless, and though it may be wounded, nothing will 
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stop the retaliation set in motion by an attack.  It can 

also be seen that the United States draws on a series of 

symbols when they are under attack.   

All of these symbols have a historical or contemporary 

value in the minds of the American public.  Either the 

symbol has historical meaning behind it like the American 

flag and Uncle Sam or there is a contemporary need for the 

symbol like the Taliban and the Twin Towers.  The people of 

the United States are very connected to the historical 

symbols of the United States because it brings to attention 

how good and right Americans are in their action and 

beliefs.  

Americans embraced the attacks on September 11 like 

they embraced the attacks at Pearl Harbor.  Because these 

attacks were done to the United States on innocent people 

not in war, the United States is justified in going to war 

and meting out justice on the enemy. Some of the 

contemporary symbols fit only this instance and yet 

maintained understanding by a national audience when they 

became a part of the series of symbols used following the 

attacks on the Twin Towers.  The importance of ships being 

bombed by the Japanese would not have been symbolically 

understood until after the attacks at Pearl Harbor. 
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   While none of the symbols or general themes used had 

to be explained in the cartoon, this reflects the necessity 

for editorial cartoonists to use cultural symbols that 

mainstream America can understand.  They must understand 

both the assumptions founding the symbol and the 

contemporary use of the symbol in the editorial cartoon or 

else the meaning is lost between the image and the viewer’s 

understanding. 

 A final note of interest is that two individual 

cartoons were selected a total of five times.  One cartoon 

(See Figures 7, 17, and 28) by Mike Ramirez was shown three 

times.  It was shown in “The Los Angeles Times” on November 

1st, in “The Chicago Tribune” on November 5th, and in “The 

Houston Chronicle” on November 9th.  A cartoon (See Figures 

4 and 11) by Nick Anderson was shown twice.  Once in “The 

Chicago Tribune” on September 12th, and once in “The Houston 

Chronicle” on September 15th. It is interesting that out of 

forty-five randomly selected cartoons, several newspapers, 

around the same time, used the same two cartoons.  This is 

an example of how one cartoon can be seen in varied places 

across the country to impart the same impressions on the 

populace.  
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Conclusions 

 
Things that are visual surround the people of the 

world and most people will receive “more than eighty 

percent” of the information through their eyes (Berger, p. 

1).  Communication takes place through images and “visual 

communication is a central aspect of our lives” and much of 

this communication is done “indirectly, through symbolic 

means: by words and signs and symbols of all kinds” 

(Berger, p. 1).  Visual communication is an “important and 

largely ignored platform” and research of it must be done.  

According to Lester, “meaningless pictures entertain a 

viewer only for a brief moment and do not have the capacity 

to educate”, but “an analyzed image can affect a viewer for 

a lifetime” (Lester, p. 123).   

Blair believes the same, “there is no doubt that 

images can be influential in affecting attitudes and 

beliefs” and a “single visual image can probably be more 

powerful than a single verbal assertion” (Lester, p. 23).  

I conclude that, not only are editorial cartoons an 

important part of society’s culture, but that continued 

research is needed in this area. 
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When the country looked back on September 11 there was 

“beauty in the horror” and “art in the ruins” (Johnson, p. 

51).  And in the months following September 11 “through the 

polarizing lenses of bereavement and war, culture took on 

new dimensions everywhere we looked” (Johnson, p. 51). 

The images of September 11 will forever haunt many 

Americans.  That haunting should not close doors to visual 

studies, but open them.  So much of what happened on and 

after September 11 was purely visual.  Even the news 

reporters became silent for moments as they watched the 

destruction of the Twin Towers.  Some things just cannot be 

adequately dealt with and felt through words.  Sometimes 

images are all that are needed.   

 

Future Questions 

 The field of visual communication is at the early 

stages of expanding to include both visual argument and 

editorial cartoons as a means to communicate and only 

through further research can knowledge be found regarding 

the way visuals are interpreted culturally and 

symbolically.  Any number of studies need to be done to 

determine the effect of symbols on culture and the effect 

of cultural symbols in visual communication.  Similarly, 
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further general and specific studies need to be done 

examining the ability of visuals in relation to argument.   

The area of visual argumentation is an interesting and 

complicated focus of study, but for communication 

enthusiasts, this is one area that desperately needs an 

expansion of studies and information.  Some questions of 

interest could be the following: 

Are some types of visual communication more likely to argue 

than others? 

How important is text in the process of finding a visual 

argument? 

Can a visual argue on its’ own or is text necessary to 

define the argument? 

Is it the topic of 9/11 that makes the argument more 

possible? 

Is it necessary for the symbols used in an editorial 

cartoons to be culturally related to viewer for there to be 

communication or argument? 

If the viewer does not understand the cultural assumptions 

behind the symbols, do they still perceive a statement or 

argument?  
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Limitations 

This thesis is limited in many ways.  One of the more 

obvious limitations is that since September 11, 2001, 

enough time has not gone by to allow for many scholarly 

journals to emerge regarding the visuals seen that day and 

the following days.  There simply are not varied sources 

regarding visual communication and cultural symbols after 

September 11th, much less visual argument. 

Another limitation is that every cartoon is subject to 

interpretation and there is no way to know both what the 

author of the cartoon intended when he drew the cartoon and 

what the viewer saw or understood when the cartoon was 

presented. 

The methodology was limited in that only five 

newspapers were chosen from around the country with only 

forty-five cartoons being selected.  The editorial cartoons 

from that time period are many and varied and some of the 

most published cartoons were not included.  Additionally, 

the World Wide Web has become an extremely popular source 

of news information so that some of the widely recognized 

cartoons from that period can be found only on the Internet 

and were not published by a newspaper at all.   

 120



There are limitations for the cartoons published in a 

newspaper because occasionally an opinion editorial 

accompanied the cartoon but was not a part of this study, 

which limits the way in understanding how viewers 

interpreted the cartoon or at least in what context. 

The study would have greatly changed if more cartoons 

were examined, or if more newspapers and the Internet were 

sources for cartoons, or if the context surrounding the 

cartoon was built in as a factor in examining the cartoons. 
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Figure 1.  September 12, 2001.  “The Houston Chronicle.” 

 

 
Figure 2.  September 13, 2001.  “The Houston Chronicle.” 
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Figure 3.  September 14, 2001.  “The Houston Chronicle.” 
 

 

 
Figure 4.  September 15, 2001.  “The Houston Chronicle.” 
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Figure 5.  October 8, 2001.  “The Houston Chronicle.” 

 

 
Figure 6.  October 30, 2001.  “The Houston Chronicle.” 

 

 129



 
Figure 7.  November 9, 2001.  “The Houston Chronicle.” 

 

 
Figure 8.  November 10, 2001.  “The Houston Chronicle.” 
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Figure 9.  November 22, 2001.  “The Houston Chronicle.” 
 

 
Figure 10.  December 7, 2001.  “The Houston Chronicle.” 
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Figure 11.  September 12, 2001.  “The Chicago Tribune.” 

 

 
Figure 12.  September 13, 2001.  “The Chicago Tribune.” 
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Figure 13.  September 14, 2001.  “The Chicago Tribune.” 
 

 
Figure 14.  September 19, 2001.  “The Chicago Tribune.” 
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Figure 15.  October 2, 2001.  “The Chicago Tribune.” 
 

 
Figure 16.  October 8, 2001.  “The Chicago Tribune.” 
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Figure 17.  November 5, 2001.  “The Chicago Tribune.” 

 
Figure 18.  November 14, 2001.  “The Chicago Tribune.” 

 
 
 

 135



 
Figure 19.  November 24, 2001.  “The Chicago Tribune.” 

 
 

 
Figure 20.  November 21, 2001.  “The Chicago Tribune.” 
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Figure 21.  September 12, 2001.  “The Los Angeles Times.” 

 
 

 
Figure 22.  September 13, 2001.  “The Los Angeles Times.” 
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Figure 23.  September 14, 2001.  “The Los Angeles Times.” 

 
Figure 24.  September 17, 2001.  “The Los Angeles Times.” 
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Figure 25.  September 20, 2001.  “The Los Angeles Times.” 

 

 
Figure 26.  October 20, 2001.  “The Los Angeles Times.” 
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Figure 27.  October 27, 2001.  “The Los Angeles Times.” 

 

 
Figure 28.  November 1, 2001.  “The Los Angeles Times.” 
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Figure 29.  November 9, 2001.  “The Los Angeles Times.” 

 
 

 
Figure 30.  December 8, 2001.  “The Los Angeles Times.” 
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Figure 31.  September 14, 2001.  “The New York Times.” 
 

 
Figure 32.  September 18, 2001.  “The New York Times.” 
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Figure 33.  September 25, 2001.  “The New York Times.” 

 

 
Figure 34.  October 5, 2001.  “The New York Times.” 
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Figure 35.  October 26, 2001.  “The New York Times.” 

 

 
Figure 36.  September 12, 2001.  “The Miami Herald.” 
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Figure 37.  September 13, 2001.  “The Miami Herald.” 

 
Figure 38.  September 14, 2001.  “The Miami Herald.” 
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Figure 39.  September 19, 2001.  “The Miami Herald.” 

 
 

 
Figure 40.  September 23, 2001.  “The Miami Herald.” 
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Figure 41.  September 26, 2001.  “The Miami Herald.” 
 

 
Figure 42.  October 7, 2001.  “The Miami Herald.” 
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Figure 43.  October 9, 2001.  “The Miami Herald.” 

 

 
Figure 44.  October 10, 2001.  “The Miami Herald.” 
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Figure 45.  October 16, 2001.  “The Miami Herald.” 
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