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Abstract

This practice-based dissertation explores how the visual framing of fashion in women’s magazines influences consumer behaviour, particularly in relation to fast fashion and the rising alternatives of rental and resale. While sustainable fashion is gaining traction in editorial discourse, it remains largely absent from fashion photography, a key driver when it comes to consumption. Through critical analysis and creative practice, this project investigates whether changing how fashion is visually presented can encourage more conscious forms of consumption.
The creative outcome, Buy or Rent, is a photo book styled and shot using only second-hand or rented clothing. Drawing on the visual language of high fashion and women's weeklies, the book reimagines sustainable fashion as stylish, expressive, and culturally relevant. It positions editorial photography not as a neutral backdrop, but as a powerful cultural tool capable of shaping peoples values and behaviours.
This research finds that weekly fashion media often reinforces fast fashion mindsets through product-led styling and commercialised tone. The project argues that more intentional visual strategies could help normalise sustainable fashion in mainstream media, and offers a creative way of moving forward that challenges how value and desirability are constructed in fashion editorial spaces.
Good.
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Chapter One: Introduction

This dissertation by practice is a book of photography taken by me called “Buy or Rent”. It showcases how clothes that are rented or resold through websites like Vinted, Depop and ByRotation can be framed in a desirable way to purchase clothes and accessories by showcasing them in women’s magazine fashion editorials. The fast fashion industry has gone from trends to consumption crisis in recent years. With brands like Shein, Boohoo and PrettyLittleThing pushing constant newness at rock-bottom prices, our wallets, and the planet, are feeling the burden. I explored whether changing the way fashion is visually presented can encourage readers and consumers to engage with more sustainable alternatives, particularly when we’re in a world surrounded by fast fashion.

According to McKinsey & Company (2024), the fashion industry now contributes between three and eight percent of global greenhouse gas emissions, largely driven by overproduction and overconsumption. 
While conversations around sustainability are more commonly written about in women’s magazines, particularly online, there has been no effort to infiltrate the styling of fashion editorial photoshoots. 

While concerns for sustainability have been shown by women’s magazines, it is very often limited to tips in written articles or branded partnerships. Very few, if any, have actually incorporated sustainable fashion into their editorial photography and cover shoots, where style is sold through lifestyle. Moeran (2006) says that the point of a fashion magazine is to inform the reader of the latest fashion, who’s wearing what in Hollywood and where you might find a ‘dupe’ or similar outfit for less. 
While this is true, women’s magazines are ultimately a business which offers the same immediacy to its reader as fast fashion brands offer their consumer, encouraging them to buy, wear and then toss a garment due to its affordability. This just reinforces a consumption cycle that seems increasingly wrong given the current climate realities.

Magazines like Heat, Closer, Grazia, RSVP and STELLAR have built their fashion pages around fast fashion and trend led shopping. Fashion inside these magazines is shown as product rather than expression and style. While this makes fashion feel more accessible to the general everyday consumer, it also reinforces the message that to be stylish you need to be shopping regularly and cheaply, when that is not the case. They are rarely, styled in ways that align editorially with consumer desire, a divide this dissertation questions.

In the meantime, more sustainable options like rental and resale platforms are treated like one-off novelties in a majority of magazine cover. They’re rarely, if ever, shot and styled in ways that make them feel desirable instead of dirty and old. Which raises the question: Could changing how fashion is visually framed in magazines influence how readers consume it?

The aim of this dissertation was to explore how editorial photography in women’s magazines influences consumption, and whether changing the way it is visually framed could encourage readers to engage with more sustainable alternatives, like rental and resale fashion. Rather than treating rental and resale platforms as an after thought, I’m exploring what happens when care is taken to style and shoot the products in the same way as new high end or fast fashion brands are given.

To investigate this, I produced Buy or Rent, a photo book that uses rental and second-hand clothes styled and shot in a similar fashion to high-end editorial photography, rather than the functional, profit driven approach most often associated with weekly magazines. Through this approach, I explore how visual storytelling can be used to reframe consumption and close to unrealistic gap between sustainability and the real life of a consumer.

This dissertation situates itself in the broader conversation around the role of media shaping the habits of its consumers. As social media, influencers, and celebrity culture continues to shape the style narrative, the absence of sustainability framed in an aspirational way becomes increasingly obvious.

Chapter Two: Evidence of Research

Fast Fashion Consumption
Fast fashion, which first emerged in the 1990s, has evolved into one of the most dominant (and damaging) forces in the modern fashion industry. Built on speed, affordability, and the promise of constant newness, fast fashion brands like Boohoo, PrettyLittleThing, and Shein have capitalised on consumers’ desire for up-to-date trends at low prices (Bhardwaj and Fairhurst, 2010). 

[bookmark: _Hlk207634928][bookmark: _Hlk207634969]Cornea (2020) defines the overconsumption of fashion as “behaviour that implies frequent purchase of more apparel than needed and substitution of clothes while they are functional, due to reasons such as social integration, status communication, personal desire to be fashionable, impulsive purchase” (De Koning et al., 2024). Both lannelli and Spanoli (2024), and Woodward (2007)
agree with this stating it most commonly stands for the ‘utilisation’ of a product but also means enjoying the feeling you get from consuming something, fashion in this case.

[bookmark: _Hlk207634988][bookmark: _Hlk207635048]While consumers worldwide are beginning to question the dominance of fast fashion and the rate we consume things (Pookulangara and Shepard, 2013), the desire to remain fashion forward remains one of the biggest obstacles to leaving impulse buying and overconsumption behind (Hausmann, 2000). 

Due to the accessibility and visual saturation of these fashion brands from social media and our current influencer culture, fashion is often seen as disposable due to its seasonal life cycle. The deliberate shortening of life-cycles, pushed by the fashion industry and framed by magazines for consumers to consume, further pushes this 

[bookmark: _Hlk207635097]According to McKinsey & Company (2024), the fashion industry now contributes between 3 and 8% of global greenhouse gas emissions, with fast fashion identified as one of the main culprits due to its rapid turnover of styles, low-quality garments, and overproduction cycles. This is corroborated by Castro-López et al, (2021) who mentions the fashion industry is second to the oil industry for most polluting industry in the world. It is responsible for 10% of the production of CO₂ emissions and 20% of global water waste (Maiti, 2025)
[bookmark: _Hlk207635126]However, this ideal is changing rapidly with the introduction of a concept called slow fashion. Slow fashion according to Marquis (2021) is about creating mindful, curated collections of clothes based on quality finishes, fair wages and greener production, versus large quantities of seasonal, trendy pieces as seen through fast fashion. 

[bookmark: _Hlk207635149]While people are slower to adapt to this way of consuming, the overall idea promotes sustainability and the implementation of a more circular fashion economy (Pearse and Turner, 1989). The circular fashion economy’s pushing for longer-lasting products and encouraging others to repair and resell their current wardrobes in order to promote a more sustainable pattern of consumption. The benefits of collaborative consumption, a concept that can be seen through rental fashion and resale fashion have been widely spoken about amongst academics (Iannelli and Spagnoli, 2024). 


Rental Fashion
[bookmark: _Hlk207635180]Collaborative consumption refers to a model of economy that prioritises sharing over total ownership (Land and Armstrong, 2018). These practices promote active participation from its consumers, so they are actively working towards being responsible in how they consume fashion (McNeill and Venter, 2019). Rental fashion platforms such as By Rotation, HURR, and Happy Days offer a compelling alternative to fast fashion, one that aligns with environmental consciousness and financial practicality. These services allow users to borrow designer or trend-led pieces for a limited time, giving them access to quality items without the pressure of ownership. For many consumers, especially younger women, renting clothes provides a way to participate in fashion trends and social expectations without the waste, cost, or long-term commitment of buying new outfits (Chi et al., 2023; McCoy and Chi, 2022).

This evolution is not solely economic but also cultural, reflecting a generational reimagining of fashion’s role in self-expression, sustainability, and social status. In contrast to traditional fast-fashion consumption models, these platforms position secondhand clothing not as a fallback, but as a conscious and often stylish choice—especially among younger consumers seeking to align their aesthetics with their ethics. 

Research by US based rental platform, ThredUp (2025) suggests that 68% of younger generations shopped second hand apparel in 2024. This rising demand demonstrates that sustainability is no longer a niche concern, but an integrated element of style-based decision-making. It also reflects a wider shift in values toward circularity, reduced waste, and flexibility marking a cultural moment where fashion’s aspirational edge is being reshaped by access, community, and responsibility rather than quantity alone.

However, despite this shift, rental fashion has not yet been fully embraced by the mainstream media, especially not by women’s magazines. When it does appear, rental fashion is often treated as a novelty or a “trendy new idea” rather than a realistic, regular part of fashion consumption. Media coverage tends to focus on the concept of renting and the ‘quirkiness’ or environmental benefits, rather than styling rented clothes as part of a fashion-forward lifestyle. This means rental fashion is not given the same editorial treatment as fast fashion or designer purchases. It is rarely framed in ways that make it look desirable, aspirational, or emotionally engaging.
When researching this dissertation I looked into how rental fashion was portrayed by magazines online, what kind of language was used by them to talk about the ever evolving industry. It was clear after reading numerous headlines that women’s magazines and mainstream media do not see renting or resale fashion as a viable long term alternative to buying fast fashion and dealing with overconsumption. 
Some of the headlines included  ‘Borrowed, Not Bought: The Cool Girl’s Guide to Renting Fashion’, Elle India; ‘Everything You Need To Know About Fashion Rental’, Glamour UK; ‘Inside The Fashion World’s Big Rental Revolution’, Soho House. 
Rental fashion has been around for so many years, it’s crazy that magazines in the mainstream media such as Glamour and Elle are framing it as a radical new approach to consuming fashion.

Initially, I proposed to conduct a comparative visual analysis between women’s high end fashion magazines and women’s weekly magazines, to examine how they represented rental and resale in their fashion editorials. However, during the research process, it became clear that both categories of magazine largely excluded rental and resale fashion from their print pages all together. While online discussion regularly frames both rental and resale fashion as innovative and aspirational, this has yet to translate into consistent visual representation in mainstream print media. This absence became a core rationale for this dissertation, highlighting a gap between the language used and the lack of imagery supporting it, reinforcing the need for more authentic and accessible styling options.

This dissertation was aiming to challenge that gap directly by re-styling rental and resale fashion in a way that prioritises visual narrative, mood, and emotion. Through the creation of a fashion photo book using editorial framing techniques, this project explored whether rented clothing can look, and more importantly, feel just as desirable as new fast fashion when photographed differently.
As Brydges et al. (2020) point out, fashion media plays a crucial role in shaping how new models of consumption are perceived. If rental fashion continues to be visually framed as an ethical obligation or merely a trend, it will struggle to compete with the immediacy of fast fashion imagery. But if magazines, especially those with large, trend-focused audiences like Elle and Vogue, as well as weekly magazines like Heat and Grazia, began to integrate rental fashion into their styling in a way that feels authentic, fun, and editorially rich; it could normalise the idea of renting as a stylish, everyday choice.




Magazines + Consumption
Magazines have always been more than just sources of information — they are powerful cultural products that shape how readers see themselves and the world around them. Fashion magazines in particular play a dual role: they inform, entertain, and inspire, but they also promote consumption, directly or indirectly. As Moeran (2006) and Lascity (2023) argue,  the relationship between fashion journalism and the fashion industry is deeply entwined, often blurring the lines between editorial content and advertising. Lascity even describes writers as “cheerleaders” or “PR poodles” (2023). This commercial pressure has intensified with the shift towards lifestyle journalism, where soft content, service-led features, and market-driven trends dominate. In this context, the visual presentation of fashion becomes one of the most influential tools for shaping consumption habits. 

This commercial pressure is especially visible in fashion journalism, where soft content, service-led features, and affiliate-driven product placement increasingly dominate. Rather than traditional advertising, consumption is now embedded within articles themselves—through curated edits, influencer collaborations, and “shop the look” imagery—positioning editorial as an extension of marketing.
[bookmark: _Hlk207881721]Maares and Hanusch (2020) argue that this shift has altered journalism’s authority, with market-oriented and social content now driving both print and digital outputs. In this context, the visual presentation of fashion has become one of the most powerful tools for shaping reader behaviour. Stylised imagery does not merely accompany journalism, it drives desire, validates trends, and encourages aspirational consumption. As such, the fashion editorial is no longer simply a reflection of style, it is a vehicle of soft power, commercial influence, and often unspoken brand allegiance. For sustainable fashion to be meaningfully represented within this system, it must not only be featured, but visually framed with the same aspirational energy typically reserved for fast fashion or luxury branding.

Women’s weekly magazines are especially important in this conversation because of their role in embedding fast fashion into everyday consumer culture. Their fashion content is tailored to real budgets and real lives, unlike what can often be found in monthly glossies. Publications like Heat, Closer, RSVP, and Bella frequently promote affordable, trend-driven fashion through recurring features such as “Steal Her Style” or “10 white shirts to suit every budget.” These features rely on clear, functional visuals that prioritise product accessibility — flat lighting, minimal styling, and labels that highlight the price and stockist — to encourage quick, affordable shopping decisions. This approach constructs a form of fashion that is not about creativity or self-expression, but about ‘staying relevant’. 
As Stevens and MacLaren (2005) suggest, magazines act as a kind of cultural department store: spaces where women are encouraged to browse, fantasise, and ultimately buy. The visual layout and editorial structure mirror the logic of retail environments, presenting fashion as a series of consumable items rather than as part of a broader narrative about identity, creativity, or sustainability.
This magazine-led framing of fashion as disposable has helped normalise the idea that clothing should be changed regularly, worn once or twice, and subsequently replaced for the next issue’s must-haves. It positions fashion as an endless cycle of desire and replacement, leaving little room for slower, more conscious forms of engagement with style. While there is growing awareness among consumers around the environmental impact of overconsumption, the visual and editorial strategies used in weekly fashion content continue to reinforce the fast fashion mindset. This creates a competition between individual values and media messaging, and raises the question: if weekly magazines are partly responsible for shaping consumption habits, could they also be used to reshape them?
The visual choices made by the editorial teams at these magazines (what’s styled, how it’s photographed, what narratives are attached), all influence how readers understand their relationship to clothing. Repetition is rarely normalised, and sustainable choices like rewearing, repairing, or renting are largely absent. This creates a cultural blind spot where readers may be interested in changing their habits but see few relatable examples of how to do so. By shifting the way fashion is framed — using photography that celebrates slow, rented, or recirculated fashion with the same visual care and aspiration as fast fashion — magazines could play a major role in normalising new consumption habits.
As social media increasingly replaces traditional fashion journalism as a primary source of inspiration, the role of celebrities and influencers in normalising fashion consumption warrants further exploration. Public figures now curate their wardrobes in real time, with audiences watching not just what they wear, but how often. In response to sustainability critiques, some celebrities have begun partnering with rental platforms. However, these interactions remain inconsistent, and often still function as nothing more than performative promotion. Future research could investigate how the visibility of rental and resale practices among influencers and celebrities is shaping audience perceptions, and whether these digital forms of fashion communication offer a more flexible space for encouraging slow fashion than legacy media ever did.

Framing 
Framing theory offers a valuable framework into understanding how media content shapes its audiences perception (Kwon, 2013) Rooted in the work of Entman (1993), framing refers to the way certain elements of a message or image are selected, emphasised, and presented in order to encourage particular interpretations. In the context of fashion journalism, this means looking not just at what is shown, but how it is shown: how lighting, composition, styling, and layout work together to create meaning. Although Johnson and Sivek (2009) are referring to sex, romance and relationships within their research, they adopt a similar argument as Entman does when referring to political issues, offering tailored recommendations to readers and their specific situations. Entman (1993) consequently points out that just because framing is present doesn’t mean they’ll influence the reader. 
In women’s weekly magazines, fashion is usually framed in a direct and product-driven way. Images are used to highlight the outfit in the clearest, most replicable form possible. There is no room for emotion or feeling, two qualities that are more commonly found in the editorial shoots of monthly fashion glossies. Instead, weekly magazines use framing to support fast fashion consumption. This type of visual framing does not encourage readers to linger or connect emotionally with the fashion being shown; instead, it invites impulsivity, instant gratification, and a rapid decision to buy or not.
By contrast, editorial photography in fashion glossies, indie zines, or luxury brand campaigns often uses more cinematic framing, moody lighting, narrative driven stories, soft focus, emotional expressions, to position fashion as a lifestyle, an attitude, or even a piece of art. These images are designed not just to sell clothes, but to sell feeling. As McRobbie (1998) and Jobling (1999) argue, fashion photography is not merely illustrative; it carries cultural weight, shaping identity and emotion. These visuals allow the reader to project themselves into the image, fostering a more immersive, aspirational relationship with fashion.

Research on framing has largely focused on news topics, (Matthes, 2009), however it’s useful in “understanding the constructed nature of events” when it comes to fashion or even imagery. Advertisers use images to attract attention to their product and brand among other things. Research has been done in regard to how advertising imagery influences consumers and how they perceive the brand information presented to them (Shrimp, Urbany and Camlin, 1987). Advertisers in general are more likely to use framed ads within a magazine as it is easier to associate the verbal message with complementary visuals, in inherently visual publications.

Applying this to rental fashion creates an opportunity to change the narrative around this alternative approach to consumption. If the same editorial framing typically reserved for luxury or conceptual fashion was applied to rental or second-hand clothing, could it help shift the perception of these models from old and unwanted to aspirational and culturally mainstream? If framing shapes how fashion is emotionally received, then reframing rental clothing as stylish, sensual, or expressive, might encourage more readers to see it as a legitimate and exciting alternative to fast fashion.

There is growing academic and journalistic interest in the environmental impact of fast fashion and the need for more sustainable alternatives, including rental and resale fashion. Studies have explored how fast fashion consumption is driven by affordability, trend turnover, and instant gratification (Bhardwaj & Fairhurst, 2010; Hausmann, 2000; Woodward, 2007), while others have looked at the benefits and challenges of collaborative consumption models (Lang & Armstrong, 2018; McNeill & Venter, 2019; Chi et al., 2023). There is also established research into the role of framing in media, and how visual and editorial framing can shape audience perception (Entman, 1993; Shimp et al., 1988; Kwon, 2013). However, there remains a notable gap at the intersection of these areas — particularly in how fashion photography in women’s weekly magazines contributes to consumption behaviours and how it might be visually reimagined to support more conscious alternatives like renting or resale.
Much of the existing research focuses on high fashion publications or digital influencers when looking at the relationship between fashion media and sustainability. Yet these magazines rarely include rental or resale fashion in a sustained or serious way, and when they do, it is often through one-off novelty articles rather than regular styling features. There is little to no critical research into how these formats might integrate rental fashion more meaningfully, or how visual framing choices could be used to shift reader perceptions of what “fashionable” looks like.
Additionally, while rental fashion is growing in popularity it is still not visually presented in a way that feels culturally aspirational in mainstream print media. Platforms like By Rotation or HURR are largely driving their own content through social media, but there has been minimal crossover into traditional fashion media. This leaves a disconnect between the growing interest in sustainable fashion and the visual cues readers receive in everyday magazines.
This dissertation addresses that gap by asking: what would happen if rental and resale fashion were framed differently in weekly fashion content? By focusing on framing and photography, rather than just messaging or product choice, this project offers a new lens for imagining how fashion media might play a more active role in shaping slower, more sustainable consumption habits.



Chapter Three: Designing the Product

When creating the photo book there were a number of things I had to take into account prior to the shoot day. I brainstormed thoroughly about how I wanted the shoots to look. I knew I wanted them to contrast both in concept and look, so I took to Pinterest to find some photos that the narrative I was attempting to portray. The photos fell into two distinct vibes ‘moody, decadent and glamorous’, and ‘fun, café, summer’.

While thinking about these shoot ideas, I looked at photography techniques and how other photographers shoot to get an idea of how I wanted the final images to turn out. I already have quite a distinct style as a photographer. I love using soft warm light that emits a feminine feel and I also love to work with movement, particularly with flowing dresses. I looked through fashion photographers both past and present and the ones that stood out to me were Amanda Charcoal, Petra Collins and Matthew Brooks. All three photographers create images that are feminine and soft while emitting an abundance of emotion on camera. Their similarities to my usual style of photography is what attracted me to them.

Amanda Characin creates photography using feminine sensuality that is intimate and evocative. She is less conventional and more multi disciplinary. She uses warm lighting even if she’s shooting in black and white and works a lot with shadowing. “In my personal art work there tends to be a more spiritual undertone, a search for mystery,” she says. (acreativepartner.co).

Petra Collins creates emotive photography probing the nuances of femininity, identity and vulnerability. Her use of pastels and bright neons even in somber situations was intriguing to me and while I didn’t use it in this particular project, I will be practicing it to use in the future. She uses a soft focus and does not retouch any of her photos, something I believe more magazines should be doing while in post production.(Masterclass, 2020)

Matthew Brookes likes to find the emotion in his subjects before shooting them because its as much about how he feels when they’re in front of him as how they look in front of the lens. He likes to find the person underneath and bring them out. He uses lots of movement and texture in his photos which I think is perfect for what I want to showcase in our editorial shoots. (2bmanagement.com)

Haukom (2023) notes how mood boards create a clear direction and flow when planning for a shoot. As I was originally planning to conduct three photoshoots, I created three mood boards using Canva. however due to time constraints and prior commitments from both models we had to scrap our final shoot to get the best possible outcomes for shoot one and shoot two. I found the mood boards extremely useful when speaking to Tanaaz, the stylist to help understand exactly what we were going for and the kinds of pieces she would need to pull.

Once the mood boards were done, I brainstormed possible locations that would suit the look I was going for. I knew I wanted to choose locations near my home in Malahide for ease of transportation. For that dark and moody atmosphere I immediately thought of Seabank Bistro, a small seafood restaurant on the Malahide coast. I went in to consult with Marie, the restaurant’s owner, and she was more than happy to accommodate us on a weekday before the staff arrived to begin their prep for evening service. As we met during the day, I took note of the points in the restaurant that would give the moodiest lighting without having to use extra artificial light. Thinking back if I had thought about covering the windows with newspaper, I could’ve softened the light and used more areas of the restaurant increasing my variety of shots.

I initially scouted out the exterior of Avoca Malahide for our second shoot location. However, upon reflection I chose to shoot in my own back garden for ease. I felt the change in location also reflected the more fun and colourful feel we were attempting to portray in that second shoot. By varying locations it keeps the reader interested and makes them an active participant in the narrative created by the photographer.

When it came to choosing a stylist, I decided to reach out to Laura at the Irish Style Institute to see if she had any recent styling graduates she could recommend. I wanted to give somebody who hadn’t yet experienced a big shoot and everything that comes with it, the opportunity. After forwarding my email of inquiry on to her students, I received six emails in reply. Upon reviewing them I decided to work with Tanaaz. But, I decided to limit her styling to one shoot, due to the fact she had never styled editorially before. I chose to style the second shoot in my garden myself.

After a couple of meetings with Tanaaz I noted that she was quite rigid in her styling choices as she had worked on personal styling in the past. 
She created four complete looks but when styling for editorial you have to pull anything that fits the mood boards created and then style looks from everything pulled.
 I started looking around on Vinted and Depop, local charity shops and my own wardrobe for things that would work and we managed to pull together a wide variety of looks as a result.

As the shoots were my own, I sourced a hair and make-up artist myself and didn’t leave it to Tanaaz as suggested by Doha et al. (2021). Unfortunately, the make-up artist who I had booked in advance cancelled the night before our shoot day. I have done hair and make-up previously for a number of shoots and decided to step in and do it myself. This added a little bit of unforeseen stress on the day and unfortunately took 30 minutes off our shoot time.

When choosing the models I wanted to choose people who I knew and who knew me. I felt it would speed the process up as they would be more comfortable with me and the way I directed them while in front of the camera. I wanted to create two shoots that felt feminine and beautiful but at the same time were total opposites in terms of lighting and mood. McAssey et al. (2014) mentions the models reflect the director and their choices as their spirit reflects in the imagery. This definitely rings true, choosing Katie and Isobel was a great decision as their personalities worked perfectly together and came across as though they knew each other on camera.

I decided to use a Canon R10 to shoot, it gave me the same effect a larger camera would have but it was lighter and more compact which I preferred. I had also used the R10 before and decided I would rather stick with what I know than switch it up and not get the quality shots needed. I implemented all my knowledge from my photojournalism classes regarding aperture and ISO, I really enjoyed being able to put what I learnt into practice. While I have shot editorially before, I relied solely on my eye without any technical understanding of what buttons I was pressing to get a particular effect.
5/10

Chapter Four: Discussion

In terms of production for this photobook, I was nervous to act as photographer myself as I hadn’t previously done such a large shoot in that role. While I had taken some photojournalism classes, I was still relying on my eye to create the shots I was looking for. I chose to work with Tanaaz, a stylist who I found through the Dublin Style Institute on one shoot known as ‘decadent diners’, while I styled the second shoot known as ‘Cafè Mode’. The additional help for creating looks that worked editorially was a great help and aided in producing a high-quality professional photoshoot. Both models, Katie and Isobel, had no prior experience, however both are lovely girls and loosened up as we progressed throughout the day. We tried to make it fun and enjoyable for everyone.

I wanted to create contrasting moods for both shoots. Shoot one (appendix 1) was to be dark and moody and shoot two (appendix 2) was to be bright and airy. When choosing the locations I immediately thought of a local restaurant in Malahide called Seabank which could give us that dark and moody lighting even if it was 10am. 

Unfortunately, due to the level of darkness, a number of photos came out too dark. This was not ideal as I was attempting to shoot in a different part of the restaurant in order to vary the background throughout the photos. Even changing the ISO and aperture didn’t help these shots and unfortunately they were unusable. In future I would pull the curtains and bring the lights in the restaurant up in order to keep that moody atmosphere which should help fix the lighting issue without compromising on the atmosphere. I would also scout out locations inside the premises in future that would work well ahead of the shoot regarding lighting and camera angles.

An example of where the lighting could’ve been improved (it was overly bright) is Katie’s photos in the bathroom where there was direct light on her face through the window. The idea behind the shot was creative and could’ve worked well but the direct light really changed the vibe of the shoot. I would probably cover the window with newspaper or something along those lines in future to block out the direct light.

During the second shoot in my own front garden, due to the angle the table was set up I was only able to take photos with the models sitting in certain seats to avoid including the garage and driveway behind them which didn’t match the cafe mode theme we were aiming for. In future I would probably set up in a larger portion of grass/garden so this wouldn’t be an issue.

To get some overhead/aerial shots of Katie and Isobel on the blanket, I made use of a ladder. It added a new element to the photos that had not been used in the photos from the earlier shoot. This creates interest for the reader/viewer.

Thankfully, some, if not all visual issues could be rectified in post-production by brightening some of the darker shots and by adding shadows to those that were too bright using Adobe Photoshop. I applied some colour correction so the colours of the blanket on the grass and the bright colours of the clothes appeared at their brightest, so they contrasted well against the second set of darker moodier photos. As mentioned above, in future I will tape newspaper over windows to block the direct sunlight in order to get the consistent moody lighting needed.

Choosing photos to include in the photobook became the biggest problem as I had originally planned three shoots with nine shots each for a total of twenty seven photos. However, due to time constraints and prior commitments with the models, we were only able to complete two shoots. This meant I had to up the number of shots to thirteen or fourteen per shoot. 

I had to get creative with the photos when I was dropping them into Adobe Indesign. I used a number of the wider shots across double page spreads. I also cropped and zoomed in on details such as long earrings or bracelet stacks to create interest and differing elements. This worked well as there were a number of photos I loved that were technically the same outfit, but zooming in on the details made it seem like they were different.

Due to my background in Public Relations and Journalism, my Instagram community is quite big and is filled with journalists and influencers. I posted a call out to my Instagram story asking for anybody who rents clothes, buys pre-loved from sites like Vinted and Depop or buys from vintage and charity shops like Jenny Vander and Change Clothes Ireland, to reply. I asked everyone who replied some questions (see appendix 3) to establish why they liked shopping preloved and rented fashion. It was a great way toad authenticity and emotional depth to the photo book. It also reinforced my argument that fashion is emotional and socially driven, not just transactional.
I used a number of quotes as overlays on blank pages as well as next to portrait shots of the clothing in order to keep things as editorial looking as possible. I paired certain quotes with a visual to build a micro-narrative. I kept the tone varied - some quotes were short and punchy, while others were longer and more thoughtful.

Lessons Learned

Before shooting, take some test shots in different parts of your location so that you know where lighting will need to be adjusted or where isn’t feasible to shoot. It will save time and lead to better shots.

Having a list of shots to be taken would be helpful going forward. I initially said to Tanaaz we’d do four different outfits, however thinking on that I felt it limited us creatively. In future, I would have a shot list instead so we could have differing elements. This would require prior scouting in person, which may not always be possible if using a restaurant or other venue which requires permission for use.

Creating a project of this size independently can be a huge undertaking and become very stressful. To reduce that stress it is always helpful to have a list of everything you need and your goals from the day. This helps visualise how everything should look.

I would also discuss my mood boards with the stylist in more depth. We worked with everything we had borrowed and I scoured through my house for pieces I had purchased through Vinted and Depop. This would cause less stress on the day and in the lead up to the shoot, making sure everyone is on the same page visually.

From a photographers perspective its essential to have brushed up on the technical aspects of photography to get the best possible outcome from the photos.

Editing using Photoshop and laying out the photobook on Indesign was a massive part of this project and while I’m well versed in both software programmes I could have done with more time to make sure each photograph was exactly right. So getting the physical portion of the dissertation done as soon as possible to allow for as much post production time as needed.

Producing this photobook allowed me to dive head first into how editorial photography is shot. It allowed me to try things that were new to me and better understand how magazines influence consumers to buy things. Creating two photoshoots in this style showed us that it is possible to use pre-loved and rented fashion in fashion editorials and show them in a desirable way.
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Chapter Five: Conclusion

[bookmark: _Hlk207881805]This dissertation has explored how the visual framing of fashion in weekly women’s magazines influences consumer behaviour, particularly in relation to fast fashion and sustainable alternatives such as rental and resale. I examined the ways in which fashion content in these publications prioritises affordability, accessibility, and rapid consumption — often at the expense of emotion, narrative, and sustainability. While weekly magazines have historically encouraged quick-turnaround shopping habits through their product-driven imagery and transactional tone, they also hold untapped potential to reshape consumer relationships with fashion by adopting more considered visual strategies.
The practice-based element of this dissertation, a photo book styled and shot using only rented or second-hand clothing, serves as a speculative intervention into this visual culture. It demonstrates how sustainable fashion can be reframed using the same editorial care, mood, and aspirational aesthetics typically reserved for high fashion. By foregrounding emotion, movement, and storytelling, the images aim to challenge the assumption that only “new” or high-cost garments deserve editorial attention. Instead, they present rental and resale fashion as expressive, desirable, and culturally relevant.
This project draws on critical discussions of the commercialisation of lifestyle journalism, where editorial space is often shaped as much by affiliate partnerships and PR agendas as by journalistic independence. Scholars like Lascity (2023) describe fashion journalists as “PR poodles,” reflecting a wider blurring between content and commerce. Maares and Hanusch (2020) similarly note that editorial authority has shifted in the digital era, with consumer-focused, market-driven narratives often replacing traditional critique. In this context, editorial photography becomes not just a visual filler but a cultural force, one that has the power to affirm or disrupt dominant consumption patterns.
Ultimately, this dissertation reinforces the idea that editorial photography is not just a tool for selling clothes, it is a cultural force that shapes how fashion is understood, desired, and consumed. And when that visual direction is used with intention, care, and imagination, it can support a shift away from fast fashion and towards something slower, more expressive, and more sustainable.
While this dissertation has focused on weekly print publications, it also recognises that the fashion media ecosystem is evolving. Platforms like Instagram, TikTok, and Pinterest now play a central role in how trends are communicated, often outpacing traditional magazines in speed and influence. Influencers and celebrities — once featured in editorials — are now their own stylists, producers, and publishers. And within this space, there is some evidence of rental and resale fashion gaining ground. From red carpet outfits credited to rental brands to TikToks about ‘Depop hauls,’ there are new visual languages emerging around second-hand clothing, although they are still tied closely to aesthetics, performance, and personal branding.

Future research could explore how these digital actors — particularly influencers, stylists, and celebrities — are contributing to or challenging existing norms around fashion consumption. Are their partnerships with sustainable brands genuine attempts to shift culture, or simply part of the same promotional machine? How do followers respond to these choices? And could digital media platforms offer a better, more emotionally resonant way to visually communicate sustainable fashion than print publications ever could?
At the same time, magazines — particularly weeklies — remain important. They are visual, and culturally embedded. They shape not only what we wear but how we think about what we wear. If these publications were to invest even a fraction of their editorial energy into reframing second-hand fashion as stylish, exciting, and aspirational, they could make a real impact. That is what is at the heart of Buy or Rent: not just to create a new body of work, but to offer a vision of what could be. What if weekly fashion pages were as emotionally rich and visually thoughtful as the clothes they could help preserve?
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