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 NOT A VICTIM 

 Figure 3.10: “Initiation” Digital, 2014 Jason Walker 

 

Figure 3.11: “Initiation,” Digital, 2014 Jason Walker 
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INITIATION 

Figure 3.11: “Initiation” Digital, 2014 Jason Walker 
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 LEGACY 

 
Figure 3.12: “Legacy” Digital, 2014 Jason Walker 
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BI-POLAR 

Figure 3.13: “Bi-Polar” Digital, 2014 Jason Walker 
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 LIBERAL UNCLE SAM 

Figure 3.14: “Liberal Uncle Sam,” Digital, 2014 Jason Walker 
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 CONSERVATIVE UNCLE SAM 

Figure 3.15: “Conservative Uncle Sam,” Digital, 2014 Jason Walker 
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In the earliest incarnation of the thesis, the Uncle Sam stand ups were meant to 

function as traffic directors for viewers entering the gallery.  As the viewer entered the 

room, he or she would encounter the stand up and be directed toward one side of the 

continuum or the other depending on which political leaning he or she most closely 

identified with.  The experience was supposed to accomplish two things.  One would be 

to force the audience member to define themselves according to one of two political 

leanings.  The other was to point out to the audience member that they did, in fact, 

identify with one particular side and perhaps in the wake of the experience, examine why 

he or she chooses to identify with a party or ideology, as opposed to examining an issue 

on a case by case basis.  As the thesis evolved, the educational aspect was removed and 

the continuum became an illustration of the complexity of the argument, rather than a 

tool to teach about propaganda.  Now the stand ups function to direct traffic to one end of 

the continuum or the other, depending on the audiences political leanings.  In a crowded 

gallery, this would create a situation where liberals and conservatives would be moving 

counteractively toward one another, creating opportunities for discourse about whatever 

issue or aspect of the argument they happen to meet in front of.  Whether it happens or 

not remains to be seen. 

As I designed these figures, I considered conventional understandings of liberal 

and conservative voters and ideologies.  So much of the Gun Control argument revolves 

around the issue of self-defense.  For the conservative, self-defense is a matter of owning 

a gun, while the liberal chooses to pursue laws that limit or eliminate the ownership of 

guns.  For the liberal, I chose to portray a more youthful, academic, hipster version of 
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Uncle Sam, holding a gavel to symbolize his or her reliance on law to solve the problem.  

The conservative version is my take on the classic Uncle Sam design.  It was drawn to 

look much older, in an attempt to position conservative values in a separate classic period 

of American history.  At first thought, this would appear to be an attempt to depict 

conservative values as out-of-date or antique.  This is far from the case, as I believe that 

old knowledge is not always bad knowledge.  Conservatives stereotypically look toward 

the way things have always been done and the way things were at perceived high points 

in American History, while Liberals stereotypically see change as good, particularly in 

the case of civil rights and fairness among the population.  This often means rejecting 

conventional norms and mores of the past and embracing controversial change that is 

founded on a different set of moral principles. 

The figures were colored using a monochromatic color scheme to emphasize and 

designate them as part of one side of the continuum.  For those not familiar with the 

conventional use of red or blue to identify the political philosophy, these stand ups help 

to make the connection and point them in the right direction to encounter the continuum. 
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CHAPTER 4 CONCLUSION 

Communication is a product of three criteria: Semantics, Syntax, and Pragmatics. 

For the visual communicator, these must be present if he or she hopes to be successful.  

Learning to understand the inherent meaning of an element as a product of personal and 

shared experience can give the designer a level of insight into meaning within and across 

cultures that is available when the textbook is not.  It also equips the designer to research 

beyond his or her culture by paying attention to the user rather than a theory. We have 

organized these meanings as stereotypes, and if they are taught as such, and taught along 

with the concept of the designer’s responsibility to the audience, then we equip the next 

generation of designers to communicate more efficiently, and we give them a foundation 

that they can experiment with and expound upon.  Giving them a real understanding of 

visual language, rather than the idea that there is no inherent meaning in an element, 

leaves them lost and confused and inefficient. 

I earnestly believe the works I created within this thesis are valuable in many 

ways beyond the scope of the problem I discussed in this paper.  The continuum as an 

instrument for organizing our world with regard to experience, safety, navigation, and 

professional elements and principles is a concept that I will continue to explore.  It has 

value as an educational instrument for young designers and as a methodology for the 

professional practitioner.  I see possibilities for this method as a learning strategy or a 

possible textbook.  I believe it can be used to simplify the complexities of two-

dimensional design and allow for faster internalization of the content that is so necessary 

for the contemporary visual communicator to master. 
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As with any body of work that is created under the varying stresses that surround 

a thesis exhibition, this show is not without flaws and shortcomings.  In a perfect 

situation, I would have had at least three semesters to solidify my ideas and refine my 

work.  As it was, I was left with a summer and half of a fall semester.  This only allowed 

time for a first draft of the majority of the works.  As individual illustrations, I believe 

them to be of professional quality, and I fully expect them to garner me additional work 

among the art directors and editors I know from my professional exploits.  Within the 

context of the continuum, I’m afraid they don’t flow as well as I had envisioned.  The 

gradients and transitions from image to image are not as obvious.  If I had it to do over 

again, I would be more meticulous about how I created these incremental transitions from 

one poster to the next.  Unfortunately, this was not possible within the time that I had. 

That being said, I believe these works demonstrate the versatility of a visual 

lexicon informed by shared experience and observations from culture.  They illustrate the 

value of speaking the visual language in the native tongue of the target audience.  In these 

works, I have created a range of emotions, atmosphere, and intensity using the same 

visual language. I have accomplished this without having to fundamentally change the 

meaning of any element characteristic within my visual lexicon, and I have demonstrated 

how using the same visual vocabulary can build effective, efficient visual communication 

between two fundamentally opposed audiences.   

The works represent a tremendous amount of growth for me as an illustrator.  

Through this process, I have begun to incorporate additional elements such as texture and 

more complex applications of value into my work.  I have come to understand the 
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principles of design and their relationships to one another more fully.  I have discovered a 

relationship between each principle and its ability to create unity and variety, and I will 

use this knowledge in future design and illustration applications.  I have taken everything 

that I learned from the various textbooks presented to me throughout my education and 

expounded upon this in a useful and practical way.  For this, I am most proud. 

As I have prepared to defend my ideas and compositional choices, I have learned 

much more about contemporary art theory and the motivations of philosophies that I 

typically don’t embrace.  While I reject them as a philosophy through which my work 

should be judged, I do understand the nature and origin of the ideas behind them much 

better.  To some extent, I sympathize and even empathize.  I see room in the art world for 

their views, just as I hope they see room for mine 

This work could have easily been defended as a metaphor for the various 

arguments and conflicting viewpoints that I have encountered over the duration of my 

graduate experience.  Often these arguments have left me disgusted and disenchanted 

with the discipline.  I hope that aside from defending my understanding of visual 

communication, this work might also illustrate the varying levels of commitment that 

human beings can have to an idea or philosophy and that it might lead to more amicable 

discourse between the faculty and the students as they work toward strengthening all of 

the programs within the art department at Georgia Southern. 

Moving forward, I intend to pursue more exploration and understanding of visual 

language.  I want to see how my discoveries and insights gleaned from this work can 
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