


Introduction
This zine, titled Vision, was composed by Selena Peter-
son, Angela Luppino, and Talon Sams, and serves as our 
final project for our Seeing and Knowing the Visual Arts 
course. In this zine, we have incorporated what we have 
learned throughout this class using Henry Sayre’s text A 
World of Art to engage with visuality and our perspective 
as students in London. Our main goal was to create a col-
laborative piece of art, where each of us could individual-
ly express ourselves and explore different mediums while 
allowing it to come together with a collective purpose. 

Throughout the zine, we use and analyze formal elements 
of visuality and art -- like color, typography, and perspec-
tive, and the role of art. We explore the more philosophical 
ideas presented to us in the class, as well - Plato’s allegory, the 
role of government regulating art, and art in public spaces.

While the main focus of the zine is our individual content 
and projects, we wanted to make the zine a piece of visu-
al art itself. Using the colors that make up vision -- red, 
green, and blue -- as indicators of the authors on each page, 
we wanted this to serve as a metaphor for the collective-
ness of our zine; those three colors make up visuality, and 
we three authors and creators make up the zine and our 
perception of visuality.  That being said, each piece has 
its own individual design and layout to explore the pos-
sibilities of creating a specific way to consume visuality in 
terms of presenting an article, or an analysis, or a photoset.
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   When thinking about 
the cigarette market, 
the packaging is not 
usually the first thing 
that comes to mind. 
And when thinking 
about art, cigarette 
packaging definitely 
doesn’t come to mind.  
Our society has as-
sociated cigarettes 
with its known health 
complications and the 
stereotypes about the 
people who use them. 
But, just like anything 
else that is sold in su-
permarkets and stores 
around the globe, it 
is a product, and its 
packaging is an im-
portant part of that. 
And with most things, 
packaging can be 
viewed as an art form 
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Bad Habits: 
Using Art to Sell Death

in the way the brand 
utilizes color, typog-
raphy, and design. 
At least in America.
   In the states, many 
brands of cigarette 
packaging does look 
very artful. The Amer-
ican Spirit brand uses 
a quirky font with a 
large title, along with 
vibrant colors, and 
the symbolic eagle, 
to create a very in-
nocent-looking, ar-
tistic, product. Other 
brands like Marlboro 
and Pall Mall also use 
simple deign layouts 
with bright colors 

to make their prod-
ucts look non-threat-
ening and “cool.”
   Upon coming to 
Europe, though, the 
packaging was com-
pletely different. In-
stead of bright colors 
and appealing fonts, 
the packs put visu-
al representations of 
the consequences of 
smoking in the front 
and center of the pack, 
with the brand only 
taking up a miniscule 
amount of the pack. 
Packs feature gro-
tesque pictures of rot-
ten teeth, depressed 

16.8% of 
Americans 

are smokers.

by Selena Peterson
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lungs, even some-
one unresponsive 
and presumed dead. 
While this is regulat-
ed by the government 
to try to deter peo-
ple from smoking, it 
brings up the conflict 
between allowing art 
as a form of brand-
ing for something 
that could kill you.
   While I am surprised 
by the grotesqueness 
of the packaging here, 
I’m more surprised by 
the companies’ will-
ingness to “tarnish” 
their brand in a way. 
I’m sure that in the 
past, big tobacco com-
panies have attempted 
to take on the govern-
ments that regulate it, 

to no avail, it’s just cra-
zy to think about the 
difference between in 
American and Europe.
   Perhaps that’s an-
other idea to look into 
– the rate of smokers 
in America, with the 
labels as the brand 
meant them to be, 
and Europe. Accord-
ing to the Center for 
Disease Control, 16.8 
percent of Americans 
were smokers in 2014. 
The Health Survey for 
England found that 
19 percent of people 
were smokers. So a 
larger percentage of 
people smoke even 
when the packages are 
hideous. Interesting.
   Though definitely 

not a type of fine art, 
cigarette packaging still 
deserves some place in 
the artistic sphere. The 
product uses the artis-
tic elements of color, 
typography, and design 
all lend to create some-
thing that looks attrac-
tive enough to sell. And 
though I’m not sure 
of the answer, I think 
it’s interesting to think 
about the morality in-
volved with it. By put-
ting something that can 
kill you in a cool-look-
ing box – is that right? 
On the other hand, 
should the government 
be able to tarnish the 
brand and ruining the 
“art” in the hopes of 
stopping people from 
smoking? Who knows? 
But apparently it’s not 
really working any-
ways, and everyone 
dies eventually. Cheers. 

19% of Brits 
are smokers.
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#include <stdio.h>
//float parallax(int seeing
{

printf (“On discovering God’s 
mainframe,
poetic heroes right the world’s 
wrongs.
Our brave coelunauts^1 venture 
forth
and answer Nietzsche^2 with 
force.\n”);

printf (“With a wish and narrative 
licence,
our heroes bring unto the earth a 
fraction of that
Light which shines out of the 
back-end of God,
and turn to touch His face.\n”);

printf (“What fate satisfies Higher 
Morality
than that which allows mastery by 
one,
to supersede God
and too keep true to His alle-
giance?\n”);

printf (“The path of Dantés^3 is
a high goal; righteousness which 
overcomes
those sins which topple even mer-
cy^4,
for what is righter than the righ-
teous?\n”);

printf (“Plant your feet firmly,
aim your gaze to heaven.
Keep your head on your shoulders,
then shoulder your load,\n”);

printf (“If animals such as we he-
roes
may indeed advance,
then to walk the path of righ-
teousness
must be to aid gods.\n”);

printf (“The aims of the successful 
hero
must be worthy to take aim.
To correct a bilaterian^5 god;
what’s higher?\n”);

printf (“But the path is corrupt.
Destroy the fate.
Destroy the solution.
Break the Hero’s Circle.^6\n”);

printf (“ ‘So, God created mankind 
in His own image
in the image of God he created 
them.’^7
Therein lies the active ingredient
    in God-borne Creation!\n”);

printf (“Hubris is borne of
a front opposing back.
Man’s eye is as God’s,
the wedjat^8 must be sagit-
tal^9.\n”);

printf (“Gods in man’s image fall as 
men.
Ruins fall to ruin not for time,
but that time expires the rebirth of 
men;
Rome fell for naught bur ava-
rice.\n”);

printf (“Life under contest cannot
serve but unto itself.
To reverse subjection,
unwind subjectivity.\n”);

printf (“Devolve to find the key:
life knows all before objectivity.
The solution to subjection
is to comment out^10 parallax-
.^11\n);}/

an annotated poem
by Talon Sams

PARALLACTIC 
OCULUS
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/*  ^1 Taken from the 
Latin, “coleus,” for Heaven, 
and the Greek, “nautus,” for 
sailor, also the foundation 
of Argonaut, sailors upon the 
mythical ship Argo, led by the 
Classic hero, Jason.
 ^2 Referring to Fred-
erick Nietzsche, a great 
mid-nineteenth century German 
philosopher and poet. This ref-
erences his famous quote from 
The Gay Science, in
which Nietzsche proclaims, 
“Gott ist tot [God is dead],” 
reflecting his, and the new con-
temporary philosophy that the 
need for a creator in science 
had ended. The claim has sig-
nificant ethical implications, 
answering the question of the 
moral Christian: how can a lov-
ing God allow suffering on the 
Earth? Later work would build 
on this statement, notably the 
Time magazine cover which sug-
gested the possibility of the 
literal death of God.
 ^3 The protagonist of 
The Count of Monte Cristo by 
Alexandre Dumas.
 ^4- The Seven Deadly 
Sins, in this instance, Pride.
 ^5- An animal which has 
only bilateral symmetry, forc-
ing the senses to be focused 
toward the “front” of the ani-
mal, giving it a non-universal 
field of perception, as opposed 
to animals in the phylae Porif-
era, Cnidaria, Ctenophora and 
Placozoa.
 ^6- Referring to the 
Hero’s Journey, a plot line 
shared by a number of classic 
plots, wherein the hero starts 
in stasis, finds a mentor, rises 
in power, dies, either meta-
phorically or literally, and 
in being reborn, finds greater 
strength with which to rein-
state stasis. The model is 
used in many plots antique and 

recent, maybe most notably in The 
Pilgrim’s Progress, a Christian 
allegory.
 ^7- Genesis 1:27
 ^8- The mythological, 
“Eye of Horus,” or wedjat, was 
the synthetic eye formed by Isis, 
goddess of magic, for Horus, the 
warrior god, after he lost it in 
the legendary battle with Set, the 
chaos god and adversary to Horus. 
The eye was to be all-seeing, and 
in that nature, allowed him power 
over symbolic order, Ma’at, which 
he used to dethrone Set.
 ^9- While in myth, the 
wedjat is omniscient, any eye with 
a design such that it faces any 
direction (sagittal) suggests that 
it is limited in focus. The Egyp-
tians, and debatably many of the 
Abrahamic faithful, patch this 
problem by claiming that gods’ 
physics aren’t Euclid’s, but it is 
at this point that the bridge of 
logic is long enough to be cut by 
Occam’s Razor; if Genesis is to 
be believed, and man is in God’s 
image, then God cannot know all. 
This is only aided by the iro-
ny that much of Egyptian art was 
in reliefs, a genre of sculpture 
noted for being both spatial and 
one-sided.
 ^10- In the C coding lan-
guage, this is done by adding a 
“/*” at the start of the comment 
and closing with “*/”. C++ im-
proved upon the waste of space by 
closing a comment, instead using, 
“//” which is automatically closed 
by the end of the line. Both are 
still used in C and related lan-
guages depending on context.
 ^11- The apparent shift 
or movement of a nearby object 
against a distant background, when 
viewed from two different posi-
tions (Berkeley)*/
return 0;
}
//float parallax(int seeing){}
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Seeing, Knowing, and Reading: 
The Relationship in the 

Modernist Movement Between 
Visual Arts and Literature

   Though the visual arts and lit-
erature are obviously two very 
different and very separate 
forms of artistic expression, 
the similarities between the 
two, especially during specific 
pieces of certain time periods 
and movements, are undeni-
able and interesting to exam-
ine to uncover universal truths 
about movements as a whole.
   In A World of Art, differ-
ent art forms are examined 
and discussed, from painting 
to typography to architecture 
to sculpture and photogra-
phy. When we take those 
same forms and ideas behind 
the product of those forms 
and apply them to litera-
ture, we can see the similar-
ities in styles used to express 
the same feelings during 
the modernist movement 
through different outlets.
   David Harvey, in his book 
The Condition of Postmoder-
nity, describes modernism as 
“a troubled and fluctuating 
aesthetic response to condi-
tions of modernity produced 

by a particular process of 
modernization.” It was a pro-
cess that is characterized by 
irresolvable conditions, in 
which art and literature during 
this time tries to respond and 
negotiate these contradic-
tions. Signs of modernist art is 
abstract and expressive, along 
with cubism and minimal art, 
with the material becoming of 
more importance to the art-
work. Modernist literature in-
cludes fragmented form, mul-
tiple perspectives, time and 
temporality as a crisis, and the 
idea that art is now an inter-
rogation, not a representation.
   When thinking about lit-
erature, one of the first fe-
male modernist writers that 

exemplifies these ideas in 
Virginia Woolf. In her book, 
Mrs. Dalloway, Woolf is one 
of the first authors to use a 
stream-of-consciousness nar-
rative using multiple perspec-
tives throughout the book. 
The book begins with a fancy 
dinner party and end with 
a self-discovery of a woman 
that the “self ” is the purest 
aspect of a person’s identity, 
and it also serves as a rejec-
tion of common societal ex-
pectations during the time.
    In terms of artwork, Monet 
is seen as both an impression-
ist, but also a modernist. The 
Tate describes modernism as 
“characterized by a deliber-
ate rejection of the styles of 
the past; emphasizing instead 
innovation and experimenta-
tion in forms, materials and 
techniques in order to create 
artworks that better reflected 
modern society.” This is what 
Monet does – from the col-
ors to the brushstrokes to the 
importance of the paint to 
the abstractness of his piec-

Modernity is 
the transient, the fleeting, 

the contingent; it is one half of 
art, the other being the eternal 

and the immovable. 
Charles Baudelaire

by Selena Peterson
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es, he was set on exploring 
the landscapes and architec-
ture of the modern world. 
Though their explorations of 
the modern world are differ-
ent, they both exemplify those 
aspects in conversation with 
the modernist movement. 
    Looking at architecture, we 
can turn to Antoni Gaudi to 
see the relationship between 
the buildings he created and 
modernist literature, specif-
ically a piece by Christopher 
Isherwood. However, the style 
of both of these artists take 
on a form of modernism, late 
modernism. While Gaudi is 
still widely considered a mod-
ernist architect, his features 
in his buildings lean more to 
aligning with late modern-
ism. An author of a book ti-
tled Late Modernism: Politics, 
Fiction, and the Arts Between 
the World Wars, Tyrus Miller, 
stated that there are 7 traits 
of late modernism. A few 
of these apply to Gaudi and 
Goodbye to Berlin by Christo-
pher Isherwood, a book about 
a cabaret club and the pain 
of leaving behind “home.” 

Tyrus Miller’s Mod-
ernist Traits

     Self-reflexive laughter: 
functions to preserve and 
shore up a subjectivity at risk 
of dissolution.

     Late modernism is marked 
by a predominance of gro-
tesque bodies, motivated by 
the goal of provoking self-re-
flexive laughter. 
    Late modernism presents an 
image of subjectivity “at play” 
in the face of its own distinc-
tion. Yet, unlike postmodern-
ism, late modernism maintains 
a tenuous hold in the border-
land of “mirthless laughter:” 
a mortifying jolt that may 
yet work to stiffen a preserve. 

    Thinking about the novel 
first, through his use of pas-
sive narration, self-reflexive 
laughter, dark humor and 
grotesque bodies, along with 
a lack of expressing staunch 
moral or political opinions, 
he themes of mortality are 
uncovered in a late modernist 
light. In terms of self-reflexive 
laughter, Isherwood himself is 
a gay man, and the character 
of himself is also a gay man. 
However, there are several 
instances where Isherwood 
writes about times of discrim-
ination, without showing any 
sort of defense, his charac-
ter just goes along with it. In 
addition, the narrator’s style 
exhibits a sarcastic, pessimis-
tic, and ominous tone. Often-
times, Isherwood, or other 
characters, speak about the 
country’s political atmosphere 

in a joking, darkly idealistic 
manner, lending to late modern-
ist feel. This same idea is present 
throughout modern works, like 
Sunset Song by Lewis Grass-
ic Gibbon, and “The Dead” by 
James Joyce, among other works.
   When looking at some of 
Gaudi’s building, the same ideas 
are executed, just into building, 
not on paper. In particular, the 
architecture Casa Batlló exhib-
its the late modernist sentiment. 
The building looks fluid, and 
colorful, and boasts fragmented 
mosaic tiles, but what really gives 
this the sense of late modernism 
is the balconies which are skulls, 
and pillars, which strongly re-
semble bones. This is again the 
self-reflexive laughter of our own 
humanity and own morality. 
What’s more ironic than remind-
ing everyday yourself you’re go-
ing to die than building a house 
made out of iconic symbols of 
death? Being able to address that 
mortality head on and without 
hesitation is the tell-tale sign 
of Gaudi’s modernist designs.  
Both Gaudi and Isherwood 
use that image of grotesque 
bodies in each of their works, 
which situates them both with-
in the late modernist aethestic.
   Though artists use differ-
ent forms, some paintbrushes, 
some concrete, some pens and 
paper to express themselves 
through art, by looking at spe-
cific movements in certain time 
periods, we can see the relativity 
between ideas no matter what 
the form, and this allows us to 
better understand the time and 
expressionism as a whole, even 
through different mediums.
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Plato’s 
Allegory 
of the  Cave

by Talon Sams

    “The further we receded from the object we beheld, the larger 
became the field of vision. My native city, with the interior of every 
house and every creature therein, lay open to my view in minature. 
We mounted higher, and lo, the secrets of the earth, the depths of 
mines and intermost caverns of the hills, were bared before me.
    Awestruck at the sight of the mysteries of the earth, thus unveiled 
before my unworthy eye, I said to my Companion, ‘Behold, I am 
become as a God. For the wise men in our country say that to see 
all things, or as they express it, omnividence, is the attribute of God 
alone.” There was something of scorn in the voice of my Teacher as he 
made answer: “is it so indeed? Then the very pick-pockets and cut-
throats of my country are to be worshiped by your wise men as being 
Gods: for there is not one of them that does not see as much as you 
see now. But trust me, your wise men are wrong.’”

Excerpt from Flatland by Edwin A. Abbott
Chapter 18



11

S
e

ll
in

g
 C

o
ff

e
e

s
: 

The Role of Art Used in Public 
Space for Marketing Purposes

   As a strategic communication major, I’m always looking to see how 
brands and companies advertise for themselves, whether to express a 
political opinion or to advertise their product, or make a funny pun. In 
London, one thing that caught my eye was the vast amount and differ-
ent varieties of folding signs, usually written in chalk, that there were. 
From advertising coffee or food, these signs all utilized artistic forms – 
typography, color, lines, and overall design, to attract customers to their 
business. We didn’t talk much in class about art for commercialism, and 
I think sometimes it can be exploitative, but in this case, I really enjoyed 
discovering and thinking about the quirky little signs on the street corners.

by Selena Peterson

Excerpt from Flatland by Edwin A. Abbott
Chapter 18
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of the land got hold of it. … the land-grab-
bers did not even have the excuse of being 
foreign conquerors; they were quite frankly 
taking the heritage of their own countrymen, 
upon no sort of pretext except that they had 
the power to do so.… every square inch of 
England is “owned” by a few thousand fam-
ilies. These people are just about as useful 
as so many tapeworms. …  He [the ground 
landlord] is merely a person who has found 
out a way of milking the public while giving 
nothing in return. … For three years or so 
the squares lay open, and their sacred turf 
was trodden by the feet of working-class 
children, a sight to make dividend-draw-
ers gnash their false teeth. If that is theft, 
all I can say is, so much the better for theft.”
    While researching these privately owned 
gardens, I stumbled upon another London 

   It is widely understood that green spaces 
serve an important role in urban environ-
ments. Public parks stimulate the economy 
in their area by increasing property values 
and tax revenue; they help the environment 
by reducing urban heat islands, improving 
air quality, and managing stormwater, and 
promote community health and wellbeing. 
   Upon arriving in London, I was faced with 
a new concept of urban green spaces: pri-
vate gardens kept under lock and key for the 
strict use of residents of the elite neighbor-
hoods of Central London. While he lived in 
London, Orwell commented on these spaces:
    “If giving the land of England back to the 
people of England is theft, I am quite hap-
py to call it theft. In his zeal to defend pri-
vate property, my correspondent does not 
stop to consider how the so-called owners 

Seeing and Knowing:
Inequality in Spaces

by Angela Luppino
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based phenomenon: “pseudo-public spaces,” 
as The Guardian calls them - otherwise known 
as privately owned public spaces (POPS). 
These areas are parks and squares that appear 
to be accessible public spaces but are actual-
ly privately owned by developers and large 
corporations like JP Morgan, Mitsubishi Es-
tate, and the Canary Wharf Group - just to 
name a few. These areas are regulated by the 
private owners with little to no transparency 
regarding the restrictions of use and are often 
policed by private security companies. These 
spaces only reveal their private nature when 
one conducts an unsanctioned behavior.
    I took a trip up to Camden to a cluster 
of three of these Pops - Granary Square, 
Gasholder Park, and Lewis Cubitt Park. 
The area is overwhelmingly overtak-
en by construction and development of 

what looks to be high end apartments. 
   What kind of people are these spaces are 
made for? The function is obviously com-
mercial, meant to beautify the area for future 
residents, but who does this really benefit? 
Obviously the future residents of these posh 
buildings but this presents the same prob-
lem that completely private gardens do: it 
divides the classes to the benefit of the rich.  
 Taking the purpose of a public green space 
and warping it to manufacture a certain iden-
tity for a commercial area is an interesting 
concept, it uses visuality to impose an ideal 
image on to that space. It presents a feeling 
of accessibility that actually isn’t there. The 
common ground that we feel when consum-
ing a public space is falsified when the ac-
cess unknowingly is unequal, making these 
spaces harmful to most of the community.

References: The Guardian




