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Where I was:

• Other ways to develop the subversion of design within the constraints of maintaining some 
affordance to magazine design. 

• Develop the subversion of the text. It felt subverted by the fact that it was academic writing in a 
magazine format, and through its position and layout (in the image boxes). I need to think more 
about the text conventions I removed immediately (which was a subversion or reframing?). 

• Think about how far the subversion wants to go. At the moment the text runs through the gutter 
so would be illegible if printed and bound as a publication. Do I want to subvert this far or am I 
interested in developing something that is subverted and challenging but also “commercial”?

• Develop the actual writing, challenging the actual langauge and construction of the text; 
challenging the affordance of academic writing perhaps?

• Think more deeply about how each element is affordant, how I can subvert its affordance, but 
retain some affordance to magazine design? What are these conditions?
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Reflection on writing:

• Too convoluted

• Too many ideas

• Too complicated

• Definitely not a “coherent story well told”

• Couldn’t find my focus

• Over thinking

• Tried taking it into my medium to help me develop the writing
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I wanted to have what looked like a commercial 
magazine design then subvert it in small ways rather 
than it look nothing like a magazine spread. The pay 
off was the surprise that it wasn’t what it looked like it 
was. A deception of perception if you will...

I started looking back at Vogue (as Esther Hunziker’s 
reference was) covers and found nothing had 
changed in cover or cover content over 100 years, 
which fed directly into my essay. I wasn’t sure how to 
show this without doing the typical blocking out of 
words, removing image etc. So I created alt alt text 
that subverted alt text by exposing the implicit 
connotations of the image rather than describing the 
image. I overliad them as if on a screen to 
simultaneously demonstrate hybirisation and 
subversion.

I changed the fonts in light of the lecuture by Femke 
and Hanka, who highlighted their fonts from amazing 
sources that showcase female typographical 
designers to demonstrate better female 
representation and my position on female 
representation.

I also chose the headline font to have personality. 
Influenced by the lecture ‘Typographic Neutrality’ by 
Assa. Having loved neutral fonts for so long, I have 
shifted my position and want to express more 
individualism, and highlight the wide spread 
homogenisation in the market (and advertising). And 
to represent my values more strongly.

I chose Movement as the headline font as it was 
based on “the inner intention of the dancer” and I 
believe all design should be based on innter intention.
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Celebrating a pregnant body denotes ‘diversity’ and 
‘woman’. The hidden danger is that she is still slim, and in 
knickers, and white, and blonde, with her hands above her 
head in a suggestive sexual pose that is still for the male 
gaze. A deeper hidden danger is that this cover is setting 
a standard of how pregnant women should look. A further 
probelm is that she is sharing the sex of her child publicy 
on a magazine cover fuelling emulating online behaviours. 
All cover lines related to women are about motherhood or 
consumption (to make yourself look nice), whilst the male 
cover line is about his profession. A double hidden danger 
as this man notoriously treats women badly.
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WHERE’S  
YOUR 
HEAD AT?
How do our perceptions of glossy  
magazines mask their ugly truths?

A 
fish lure is designed to look and act 
like a fish, to attract predatory fish, to 
eat it (/to be caught). This is known 
as ‘affordance’ (Poggenpohl, 2020). 
A magazine cover is designed to look 

and act like an aspirational human, that attracts 
other humans to consume it (/be caught by it)? Is the 
magazine cover a lure? To lure: To tempt. Temptation: 
Created by desire.

Sharon Helmer Poggenpohl is a designer and 
educator, who defines ‘affordance’ in the context of 
the psychologist James J. Gibson, who coined the 
term through an ecological approach to “human-
environment relationships, stating that they 
co-evolve; we work on the environment and the 
environment works on us” (Poggenpohl, 2018). This 
statement baffled me, ‘how does an environment work 
on me?!’ I mused in my western, egotistical, capitalist 
born head? So, I investigated, through graphic 
communication design, in a series of articles written 
and designed in the style of a magazine, on affordance. 
It turns out to be true. The environment very much 
works on humans, just as humans work on the 
environment. I could go into more detail, but I could 
feel, there was something else in the water. Something 
simmering just beneath the surface. Something I 
couldn’t quite grab hold of, like a slippery fish. A lure, 
luring me. How alluring…

So, I dived in… Sharon navigates deeper water by 
saying, “the natural and artificial environments are 
related yet people increasingly live in the artificial, 
created by design to serve human purpose and desire” 
(2018). I pondered the affordance of digital media in 
creating an “artificial world”, through social media 
and phones. The artificial world (or environment) 
humans create of their online selves; filtered, edited, 
created, curated; narrated by a series of hashtags or 
140 240 characters (both figures a result of affordance, 

fyi). Then, I questioned if print magazines do this too? 
Stuart Bertolotti-Bailey echoes Sharon’s thought; 
“the role of designers has rotated 180˚from solving 
problems to creating desires” (Bertolotti-Bailey, 2007). 
I’m a designer. Did I create subconscious desires 
through editorial design? Do I create desires through 
editorial design? This was uncomfortable and forced 
self-reflection. 

I found enlightenment, literally through 
Enlightenment. A workshop run my Anoushka 

Vogue Cover, February 
2024. Celebrating a 
pregnant body denotes 
‘diversity’ and
‘woman’. The hidden 
danger is that she is still 
slim, and in knickers, 
and white, and blonde, 
with her hands above 
her head in a suggestive 
sexual pose that is still 
for the male gaze. A 
deeper hidden danger 
is that this cover is 
setting a standard of 
how pregnant women 
should look. A further 
probelm is that she 
is sharing the sex of 
her child publicy on a 
magazine cover fuelling 
emulating online 
behaviours. All cover 
lines related to women 
are about motherhood 
or consumption (to 
make yourself look 
nice), whilst the male 
cover line is about his 
profession. A double 
hidden danger as this 
man notoriously treats 
women badly.

“Do I create subconscious 
desires through editorial 
design? Uncomfortable...”
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Khandwala on Ways of Seeing, helped me understand 
why I see (which is really not-seeing) the way I do. 
My education, geographical location, my lifelong 
environment has been shaped by the Enlightenment 
of the 17th Century, financed by the British Empire 
(basically an army of white men who pushed ‘their 
way’ as ‘the way’). I am implicitly implicit to this, and I 
had no idea.

But I did have another idea. I returned to the 
source of Poggenpohls postulation, James J. Gibson, 
to further my understanding of this human-
environment co-evolving relationship. James situates 
himself in the field of perception. He acknowledges 
physics, optics, anatomy and physiology, that describe 
facts, but challenges them all through looking at 
objects through illumination, or what he describes 
as “ambient optic array” (Gibson, 1986). Gibson’s 
notion of perception, how humans perceive things 
by a combination of association of the environment, 
light and affordance, to create a perceived reading of 
a thing, gave greater understanding, and meaning, to 
an exploration of affordance in commercial editorial 
magazine design. 

In translating affordance through magazine design, 
it seemed to me that perception has become the 
societal norm. As a result, it therefore goes unnoticed 
and therefore is left unquestioned. John Berger 
talks in Ways of Seeing, about seeing (not sea-ing) 
as a “construct”. A construct that is integral to our 
values. The formatting and form of glossy magazines 
are a construct, a way of seeing our environment, 
that saturate newsstands in supermarkets, garages, 
shops, waiting rooms, lobbies and newsagents, and 
are an integral part of our physical environment (as 
I discovered by translating affordance into magazine 
design, through topology). Whether we purchase 
them or not, they are forming a narrative of our 
environment, which stem from, and reinforce, a 
patriarchal eye, system and values. The translating 
also drew attention to the relationship between 
language and image, that has a meta-co-evolving-
relationship of its own, each spurring the other on to 
be a more lurid, alluring, lure. The connotations of 
this hedonistic and toxic combination masquerade as 

Vogue Cover, May 
2000. The image of 

the beach and the 
model reinforce the 

cover lines, which are 
all centred around 

how you should look. 
The hidden danger 

is all content related 
to women is focused 

on appearance, 
consumption and 

body image. In 
contrast the two 

cover lines about 
men relate to their 

profession.

“Language and image have a co-evolving 
relationship, each spurring the other on 
to be a more lurid, alluring, lure”
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‘aspirational’, ‘for women’, ‘for independent women’, 
‘for independent socially savvy women’ ‘happy face’.

Unhappy face. 

B
ut, actual, real, happy face. Independent, 
socially savvy Swiss artist Esther 
Hunziker, who’s interest lies in the 
“clash between apparent realities 
and real illusory worlds” (HEK, 2024), 

through surveillance, deconstruction and montages, 
challenges this through her project Vogue Cover 
Creatures (Hunziker, 2022). Hunziker subverts a 
series of printed Vogue covers by inserting a monster 
/ alien / humanoid, over the cover model, and creates  
digital audiovisual collages, that question and 
“subvert the mechanics of seduction of the fashion 
and of the entertainment industry” in a “humorous 
manner” (Librarystack, 2024).

Vogue, the glossiest of the glossy magazines, being 
SEEN through a woman’s eyes, exposes all its implicit 
connotations. The adhoc (Jencks and Silver, 2013) 
hybrid created by Hunziker, combining the subsystem 
of a print magazine cover layout design, with the 
subsystem of digital audio and visual movement, 
challenges the rhetoric of a magazine cover in 
content, form, values and meaning.

The rhetoric of the content is subverted through the 
overlay of the alien, transforming what is perceived as 
elegant and beautiful, as ugly and illusory. Ironically 
the subverted visual form implicitly speaks a reality 
of the industry, and of the graphic communication 
design practice of magazine cover design. The 
covering of the models’ heads highlights the rest of 
the models’ body – her exposed breasts, extremely 
thin legs, and/or couture clothing, all signifying 
(through the patriarchal eye) luxury, aspiration, body 
type and beauty. With the context of the cover (its 
environment?), altered by the alien, these attributes 
appear ugly, contrite, and homogenous. The 
subversion breaks the affordance of the cover.

This reversal of beauty/ugly is reiterated, explicitly 
and implicitly, by cover monster #29 who literally, 
satirically, says, “Look at me, we’re all just looking out 
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The image of the beach and the model 
reinforce the cover lines, which are all 
centred around how you should look. 
The hidden danger is all content related 
to women is focused on appearance, 
consumption and body image. In contrast 
the two cover lines about men relate to their 
profession.
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for something real”. The illusory becomes more real 
than the ‘real’ cover. The juxtaposition of model and 
alien explicitly exposes the implicit connotations, 
that the ‘real’ magazine cover is in fact hiding its 
own truth. Gibson noted the misinformation of 
information in affordance, (in his example an animal 
mistakes quicksand for sand), stating “the danger is 
sometimes hidden” (Gibson, 1986). The affordance of 
the environment created a perceived misinformation. 
Does this render the original cover deceitful? Creating 
a perception-deception paradox?

Inspired by this subversion, how I could subvert 
commercial magazine editorial design to expose its 
inherent perceptions, that makes a statement about 
the industry and my interrogation? This led to a series 
of iterations exploring the subversion of commercial 
editorial magazine design, that culminates in this 
one. A perception-deception of affordance itself. 
It looks like a commercial magazine layout, but its 
devices expose its hidden dangers, picture captions, 
that describes the hidden danger, rather than 
contextualising the image. 

This emergent form prompts the question, if 
we can take the human-environment co-evolving 
relationship theory and apply it to a media-media 
relationship? Can print and digital commercial 
editorial design co-evolve? The perception-deception 
paradox is reflected in the digital world, which 
ravishes the lure and lurid. How humans ‘construct’ 
their online self as ‘real’, despite being an aspirational 
projection, just as the magazine cover is. Stuart sees 
this when he says, “Millenial culture is characterised 
by how it wants to project itself. How it wants to 
appear to be rather than just being what it is, and 
this gap between appearance and actuality is getting 
bigger” (Bertolotti-Bailey, 2007). Our obsession with 
our projected self is at odds with our inner self. We 
are, currently, a culture that celebrates the individual, 
the different, the marginalised, yet when it comes 
to ourselves, we project ‘perfection’. It seems it’s 
ok for ‘other’ to be imperfect; but me, myself and I. 
Noooooooo. This projected perfection is a spiralling 
ever decreasing circle of homogenisation and one 
dimension. Intensified by the personalisation of 

information and algorithmic streaming of content 
(Caldwell and Zappaterra, 2014), reducing our multi-
faceted selves to limited choices of content, that is 
already limited by “large corporations who limit our 
choice” (as noted by Jencks and Silver, 2017).

But wait, if we reflect back this digital perception-
deception homogenisation of one dimension, to print, 
and look at ALL the covers, of ALL the glossies, from 
the last 100 years, not only is there homogenisation 
in projection of image, but of content too. IT’S ALL 
THE SAME. What have we been doing all this time? 
Regurgitating the same old patriarchal garbage. 
DESIGNED to look ‘new’, ‘modern’, ‘forward thinking’. 
To consume, the same thing, on repeat, fuelling the 
economy, capitalism and climate injustice. 

H
ow can we choose values when we 
are only offered projections? As we 
all know, projections aren’t real, just 
merely illusory fragments of time 
and space, illuminated by ambient 

light, perceived through a constructed narrative. 
But maybe, and more significantly, how can print 
and digital editorial design inform one another to be 
better? Can digital break the deep rooted, systemic, 
capitalist, patriarchal eyes that construct our seeing, 
and understanding, of print editorial design? Can 
print help break the deep rooted, algorithmic, 
homogenisation of content and form? 

Poggenpohl’s affordance and lure, combined with 
Hunziker’s illumination of the illusory, added to 
Gibson’s perception and hidden dangers, provoke 
the question, how can we as graphic communication 
designers draw attention to a deception, through 
perception, of affordance?
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Vogue Cover, May 
2000. Even when 
there are minimal 
cover lines there 
are hidden dangers. 
Nicole Kidman 
is defined by her 
body, clothing and 
appearance. The 
man is defined 
by his profession. 
Reinfocing the 
patriarchal ideology 
that women are to be 
looked at and men 
work.

“Language and image have a co-evolving 
relationship, each spurring the other on 
to be a more lurid, alluring, lure”

Even when there are minimal cover 
lines there are hidden dangers. Nicole 
Kidman is defined by her body, clothing 
and appearance. The man is defined by 
his profession. Reinfocing the patriarchal 
ideology that women are to be looked at 
and men work.
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I reverted back to the interation of my previous set of 
iterations to try again.
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Poggenpohl, a designer and educator, defines ‘affordance’ in the context of the psychologist 
Gibson, who coined the term through an ecological approach to “human-environment 
relationships, stating that they co-evolve; we work on the environment and the environment 

works on us” (Poggenpohl, 2018).
Poggenpohl uses a fishing lure as an example. The lure is designed to look and act like a 

fish; it has the affordance of a fish. It then uses this affordance (its likeness) in affordance (an 
animal-environment relationship) to attract larger predatory fish, to bite.
I used Poggenpohl’s thesis of “human-environment co-evolution” to explore in my studio 

practice, to investigate and further my knowledge on, commercial magazine editorial design in 
a hybrid world. I found the concept of how the “environment works on us” challenging, as I sat 
in my kitchen that I had designed (whereby I had full control over my environment and I could 
not initially see how my environment had shaped my kitchen). As a result I investigated what 
‘the environment’ was in relation to my topic and how, if at all, it evolved the magazine cover. I 
did this in three ways. Through history via political, economical and cultural environments (and 
found the influence of all affect imagery, cover lines, technology, production and distribution); 
through the geographical distribution of magazines (and found physical locations amplify the 
messages proffered, thereby the environment shaping the human); through the environment of 
image and language (and found one informs the other, and when combined, are a powerful 
force on the human). I found the thesis to be true, as each environment did evolve the cover. 
As the environment evolved the cover, I found the cover evolved the environment, the physical 
newsstand in shops, the ideologies perpetuating culture, forming the environments of humans. 
I could further explore environments through the office environment the magazine is created in 
and the environment of graphic design.
Poggenpohl deepened her argument by saying the worlds created by affordances alter 

not only the environment, but the people themselves. She states, “The natural and artificial 
environments are related yet people increasingly live in the artificial, created by design to 
serve human purpose and desire.” This artificial environment resonated with me, particularly in 
relation to the digital aspect of my project. It was interesting that Poggenpohl used the lure as 
her example of affordance and then progresses to discuss desire, as to lure is to tempt, as desire 
is created by tempting.
Poggepohl notes the affordance of digital media as literally shrinking the world “making more 

people, services, and objects accessible” (Poggenpohl, 2018). I initially linked the affordance 
of digital media to creating an “artificial world”, in particular through the use of social media 
and phones. The artificial world (or environment) humans create of their online selves, filtered, 
edited, created, curated; narrated by a series of hashtags or 140 / 240 characters (both figures 
a result by affordance fyi). But, then I questioned if print magazines do this too? Berlotti 
echoes Poggenpohls thought, as he states, “The role of designers has rotated 180˚from solving 
problems to creating desires” (Berlotti, 2007). I’m a designer, did I create desires through 
editorial design. Do I create desires through editorial design? This was uncomfortable and 
forced self-reflection. 
I returned to the source of Poggenpohls postulation, James J. Gibson to deepen my 

understanding of this relationship. Gibson situates himself in the field of perception. He 
acknowledges physics, optics, anatomy and physiology, that describe facts, but challenges them 
all through looking at objects through illumination, or what he describes as “ambient optic 
array” (Gibson, 1986). 
Gibson’s notion of perception, how humans perceive things by a combination of association of 

the environment, light and affordance, to create a perceived reading of a thing, gave greater 
depth to my own project and a focus I want to explore further. Combined with my practice 
this leads me to question if the theory of affordance and perception can be related to print 
and digital media in a media-media affordance? How does the print-digital relationship within 
commercial magazine editorial design co-evolve? How do the environments of print and digital 
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in editorial design affect one another? How does perception play a part in this? 
Esther Hunziker is a Swiss artist with an interest in the “clash between apparent realities and real illusory worlds” (HEK, 2024) 

through surveillance, deconstruction and montages. Hunziker’s project Vogue Cover Creatures (Hunziker, 2022) subverts a series 
of printed Vogue covers by inserting a science fiction character / monster / alien head, over the cover model, and creating  
digital audiovisual collages, that question and “subvert the mechanics of seduction of the fashion and of the entertainment 
industry” in a “humorous manner” (Librarystack, 2024).
The simplicity of this project, executed with exquisite detail, that is accessible and humourous appeals to me and makes this a 

powerful project, and statement, of graphic communication design. Inspired by this subversion it pushed me to look at my own 
practice and questioned me as to how I could subvert commercial magazine editorial design. This led to a spread whereby I 
transposed the text and the imagery subverting the affordance of magazine layout design. This exposed to hierarchy, image-
language relationships and implicit bias within magazine design. This iteration/translation was a quick and lightfooted last 
minute addition, but alluringly the most interesting to develop further in different contexts.
The hybrid created by Hunziker, combining a print cover layout design with digital audio and visual movement, challenges the 

rhetoric of a magazine cover in both content and form. This is relevant to my project in rhetoric, materiality and form. 
The rhetoric of the content, the image and text, is subverted through the overlay of the alien, transforming what is perceived 

as elegant and beautiful, as ugly and illusory. Ironically the subverted form implicitly speaks a reality of the industry, and of 
the graphic communication design practice of magazine cover design. The covering of the models’ heads highlights the rest of 
the models’ body – her exposed breasts, extremely thin legs, and/or couture clothing, all signifying luxury, aspiration, body type 
and beauty. With the context of the cover (its environment?), altered by the alien, these attributes appear ugly, contrite, and 
homogenous. The subversion breaks the affordance of the cover. 
This reversal of beauty/ugly is reiterated explicitly and implicitly by cover monster #29 who literally, satirically, says, “Look at 

me, we’re all just looking out for something real”. The illusory is more real than the ‘real’ cover that masquerades aspirational 
beauty as a positive thing, through stereotypical portrayals of women and homogenous ideas and ideals. Gibson noted the 
misinformation of information in affordance, (in his example an animal mistakes quicksand for sand), stating “the danger is 
sometimes hidden” (Gibson, 1986).  The juxtaposition of model and alien further implicitly iterates that the ‘real’ magazine cover 
hides the truth. The affordance of the environment created a perceived misinformation. Does this render the original cover 
deceitful? Creating a perception-deception paradox?
Poggenpohl’s affordance and lure, combined with Hunziker’s illumination of the illusory, added to Gibson’s perception and 

hidden dangers, provoke the question is the graphic communication design of commercial magazine covers, a deception, 
through perception, of affordance?



UNIT 2:  WEEK 5
POSITIONS THROUGH CONTEXTUALISING

Extended Bibliography
Studio Practice

I put the words back into the text boxes and flipped 
the layout to reflect it on the opposite page for the 
image.

I attempted to write each section as the first page of 
a feature, that is actually all one feature, to challenge 
the affordance of a feature layout. I left the text in 
shaded boxes that highlight the position came before 
the content, again to highlight affordance of a 
magazine spread, its constraints and constructs that 
make it recognisable as such but the implicit bias that 
comes with that.

I kept the main image as the ‘text boxes as image 
boxes’ to illustrate to co-evolving relationship 
between text and image and to break the affordance 
to expose this relationship. I flipped the layout for the 
second spread (classic pace and flow technicality of 
editorial design) which showed this relationship 
afftecing one another which forced the text to be 
right aligned which then did not allow for a neat drop 
cap. 

By the third spread I fel this wsan’t working so moved 
on...
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Poggenpohl, a designer and educator, defines 
‘affordance’ in the context of the psychologist Gibson, 
who coined the term through an ecological approach 
to “human-environment relationships, stating that 
they co-evolve; we work on the environment and the 
environment works on us” (Poggenpohl, 2018).

Poggenpohl uses a fishing lure as an example. The 
lure is designed to look and act like a fish; it has the 
affordance of a fish. It then uses this affordance (its 
likeness) in affordance (an animal-environment 
relationship) to attract larger predatory fish, to bite.

I used Poggenpohl’s thesis of “human-environment 
co-evolution” to explore in my studio practice, to 
investigate and further my knowledge on, commercial 
magazine editorial design in a hybrid world. I found 
the concept of how the “environment works on us” 
challenging, as I sat in my kitchen that I had designed 
(whereby I had full control over my environment 
and I could not initially see how my environment 
had shaped my kitchen). As a result I investigated 
what ‘the environment’ was in relation to my topic 
and how, if at all, it evolved the magazine cover. I 
did this in three ways. Through history via political, 
economical and cultural environments (and found 
the influence of all affect imagery, cover lines, 
technology, production and distribution); through the 
geographical distribution of magazines (and found 
physical locations amplify the messages proffered, 

thereby the environment shaping the human); 
through the environment of image and language (and 
found one informs the other, and when combined, are 
a powerful force on the human). I found the thesis to 
be true, as each environment did evolve the cover. As 
the environment evolved the cover, I found the cover 
evolved the environment, the physical newsstand in 
shops, the ideologies perpetuating culture, forming 
the environments of humans. I could further explore 
environments through the office environment the 

magazine is created in and the environment of 
graphic design.

Poggenpohl deepened her argument by saying 
the worlds created by affordances alter not only the 
environment, but the people themselves. She states, 
“The natural and artificial environments are related 
yet people increasingly live in the artificial, created 
by design to serve human purpose and desire.” This 
artificial environment resonated with me, particularly 
in relation to the digital aspect of my project. It was 

“Do I create subconscious desires 
through editorial design? 
Uncomfortable...”

WHERE’S  
YOUR 
HEAD AT?
How do our perceptions of glossy  
magazines mask their ugly truths?

Vogue Cover, May 2000. 
Even when there are minimal 
cover lines there are hidden 
dangers. Nicole Kidman is 
defined by her body, clothing 
and appearance. The man 
is defined by his profession. 
Reinfocing the patriarchal 
ideology that women are to be 
looked at and men work.
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“LOOK AT ME, we’re all just looking out for 
something real” said cover monster #29. Never has a 
truer word been spoken, by a monster or a human.**

A beautifully executed piece of graphic 
communication design by swiss artist Esther 

Hunziker challenges the perceived affordance of 
magazine cover design .  

Esther’s interest in the “clash between apparent 
realities and real illusory worlds” (HEK, 2024) 

explored through surveillance, deconstruction and 

montages, is evident in her project Vogue Cover 
Creatures (Hunziker, 2022). Subverting a series of 

printed Vogue covers by inserting a monster / alien / 
humanoid, over the cover model, and creating  digital 

audiovisual collages, that question and “subvert the 
mechanics of seduction of the fashion and of the 

entertainment industry” in a “humorous manner” 
(Librarystack, 2024).

These amusing provocations challenge the rhetoric, 
form, prodcution and perception of a magazine cover.

“Look at me, we’re all just looking out 
for something real... never has a truer 

word been said by human or alein”

WHERE’S  
YOUR 

HEAD AT?
How do our perceptions of glossy  

magazines mask their ugly truths?

The rhetoric of the content, the language and 
image, is subverted through the overlay of the alien, 

transforming what is perceived as elegant and 
beautiful, as ugly and illusory. 

The adhoc (Jencks and Silver, 2013) hybrid created 
by Esther, combining the subsystem of a print cover 

layout design with the subsystem of digital audio 
and visual movement, challenges the production, 

materiality and form.  
Ironically the subverted visual form implicitly 

speaks a reality of the industry, and of the graphic 
communication design practice of magazine cover 

design. The covering of the models’ heads highlights 
the rest of the models’ body – her exposed breasts, 

extremely thin legs, and/or couture clothing, all 
signifying luxury, aspiration, body type and beauty. 

With the context of the cover (its environment?), 
altered by the alien, these attributes appear ugly, 

contrite, and homogenous. The subversion breaks 
the affordance of the cover. Gibson noted the 

misinformation of information in affordance, stating 
“the danger is sometimes hidden” (Gibson, 1986).  The 
juxtaposition of model and alien explicitly exposes the 

implicit connotations, that the ‘real’ magazine cover 
is in fact hiding its own truth***. The affordance of 

the environment created a perceived misinformation. 
Does this render the original cover deceitful? Creating 

a perception-deception paradox?

**Is this all we are all looking 
for. A place to belong, people 
like us, to be understood and 
to understand? Why then 
do we create and iterate 
ourselves?

Inspired by this subversion, how I could subvert commercial 
magazine editorial design to expose its inherent perceptions, 

that makes a statement about the industry and my 
interrogation?
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J ust as Esther challenges what is real and illusory, 
Sharon does too, she says “the natural and 
artificial environments are related yet people 

increasingly live in the artificial, created by design to 
serve human purpose and desire” (2018). I pondered 
the affordance of digital media in creating an 
“artificial world”, through social media and phones. 
The artificial world (or environment) humans create 
of their online selves; filtered, edited, created, curated; 
narrated by a series of hashtags or 140 240 characters 
(both figures a result of affordance, fyi). 

Stuart Bertolotti-Bailey supports this when he says, 
“Millenial culture is characterised by how it wants to 
project itself. How it wants to appear to be rather than 
just being what it is, and this gap between appearance 
and actuality is getting bigger” (Bertolotti-Bailey, 
2007). Our obsession with our projected self is at 
odds with our inner self. We are, currently, a culture 
that celebrates the individual, the different, the 
marginalised, yet when it comes to ourselves, we 
project ‘perfection’. It seems it’s ok for ‘other’ to be 
imperfect; but me, myself and I. Noooooooo. 

This projected perfection is a spiralling ever 
decreasing circle of homogenisation and one 
dimension. Intensified by the personalisation of 
information and algorithmic streaming of content 
(Caldwell and Zappaterra, 2014), reducing our multi-
faceted selves to limited content, that is already 

limited by “large corporations who limit our choice” 
(as noted by Jencks and Silver, 2017).

Then, I questioned if print magazines do this 
too? Stuart notes “the role of designers has rotated 
180˚from solving problems to creating desires” 
(Bertolotti-Bailey, 2007). I’m a designer. Did I create 
subconscious desires through editorial design? Do 
I create desires through editorial design? This was 
uncomfortable and forced self-reflection.

I was in a spiralling ever decreasing circle of 

homogenisation as all my practices were breaking out 
but always coming back to what was and is. Which led 
me to question do print and digital have a co-evolving 
relationship**** that drives homogenisation? I 
reflected the digital idea of projection back onto print 
and found that all the covers, of all the glossies, from 
the last 100 years, are all the same. Did print start this 
devolution? If so I want a divorce, how can print have 
deceived me for all this time? I thought digital was 
dodgy, turns out I might be wrong...

“[in the] language-image 
relationship... each spurs the other 
on to be a more lurid, alluring, lure.”

WHERE’S  
YOUR 
HEAD AT?
How do our perceptions of glossy  
magazines mask their ugly truths?

* In my practice I found xxxx
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POSITIONS THROUGH CONTEXTUALISING
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I went back to the iterated layout with the image box 
as text boxes, as I liked this part as exolicitly showing 
the relationship between text and image. I took my 
standard magazine layout and subverted the 
affordance in subtle ways to reflect the concept of 
affordance and perception, that it goes unnoticed.

My previous practice highlighted that the words 
always come first in magazine layout design, so I kept 
the layout exactly as it was and wrote into the spread. 
I made the words fit the space, rather than the space 
fit the words. This helped my writing that I had been 
struggling with. I had too many ideas and it was 
convoluted and had no identifiable theme. It was also 
very academic (and a bit dull). I really wanted to 
subvert the conventions of academic writing as much 
as magazine design. To acknowledge the context of 
my context. I am being taught to think and write in a 
specific way, that is of Central Saint Martins and 
Academia. That affetcts my position and context as 
well as my position and context within my references. 

Writing directly into the spread allowed me to move 
away from the deeply ingrained position I found 
myself in. I managed to zoom out of my topic and 
used paraphrasing, of my own academic text, to 
create the medium. The academic text was quite 
heavy and negative. I’d thought about writing in the 
style of Adbusters, or very academically to contradict 
its environment, but I wanted it to be light and 
enjoyable and thought provoking and positive. This 
idea was materilaise through Anoushka’s workshop on 
Ways of Seeing. She introduced me to Berger and his 
Ways of Seeing as a “construct” which was eye 
opening and soul freeing. Anoushka asked “How 
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I want a divorce. My twenty-five year marriage with 
Print is over. Turns out it’s been cheating on me 
and I never knew. My co-evolving relationship  

with Print has flourished over time, but now I need 
space. It’s been cheating on me with digital. Their  
co-evolving relationship is virulent and I want out. 

I’ve been lured into a false sense of security. Sharon 
says this is because of affordance*. She told me a fish 
lure is designed to look and act like a fish, to attract 
predatory fish, to eat it (/to be caught)a. I asked her 
did she mean that a magazine cover is designed to 
look and act like an aspirational human, that attracts 
other humans to consume it (/be caught by it)? Is the 
magazine cover a lure? 

To lure: To tempt. Temptation: Created by desire.
She said I had been blind. Blinded by my  

co-evolving relationship with commercial editorial 
magazine design. I thought I created it. She said it 
creates me just as much. I said “How?” She said make 
something. So I did. I made some magazine articles 
exploring my apparently co-evolving relationship 
with Print. Turns out she was right. It works on me,  
as much as I work on itbb. 

I noticed that language and image have a  
similar co-evolving (co-dependent?) relationship.  
It’s toxic. Each spurs the other on to be a more  
lurid, alluring, lure. 

I sought advice from Uncle James. He’s a bit softer, 

and kind. He said it wasn’t unusual to find yourself in 
this situation and he explained perception^b to me. 
Turns out perception is sneaky. Far more subtle and 
nuanced than affordances lurid luring. I said to him it 
felt normal, expected and accpeted. Maybe that is why 
it goes unnoticed and unquestioned? I told him I now 
feel that glossy women’s magazine covers masquerade 
as ‘aspirational’, ‘for women’, ‘for independent 
women’, ‘for independent socially savvy women’ 
‘happy face’.But I realise now that this is a mask, I 

have uncovered the cover that is covering up what it 
really is. I asked him if this is a perceived perception 
of affordance?

Esther© dropped in. She’s over from Switzerland 
and showed me something she had been working on. 
Some very cool, digital, audiovisual collages. They 
were funny and made me laugh. Then they made 
me sad. They reaffirmed my fears. Print had been 
cheating on me again.

 Esther had a whole series of Vogue covers¬ with 

“Perception is sneaky. Far 
more subtle and nuanced than 
affordances’ lurid, luring”

WHERE’S  
YOUR 
HEAD AT?
How do our perceptions mask the ugly truths? 
Who is at fault and who is to blame?

*Sharon Helmer Poggenpohl, a 
designer and educator, defines 
‘affordance’ in the context 
of the psychologist Gibson, 
who coined the term through 
an ecological approach 
to “human-environment 
relationships, stating that 
they co-evolve; we work on 
the environment and the 
environment works on us” 
(Poggenpohl, 2018).

^ James J. Gibson situates 
himself in the field of 

perception. He acknowledges 
physics, optics, anatomy and 

physiology, that describe facts, 
but challenges them all by 
looking at objects through 

illumination, or what he 
describes as “ambient optic 

array” (Gibson, 1986). Gibson’s 
notion of perception, how 

humans perceive things, is a 
combination of association 

of the environment, light 
and affordance, to create a 

perceived reading of a thing

paraphrasing | subverting | translating
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Time passes. Maybe we can just consciously 
uncouple... I can see where Print was coming 
from. Digital popped up all young and edgy 

and cool and current and fast, deliveroo on speed. 
Anything you want, whenever you want it. Who wants 
to be a granny, when you can be a toddler. All fearless 
and fun. Everything now and sod the consequences. 

Wise Sharon cast caution, “the natural and artificial 
environments are related yet people increasingly live 
in the artificial, created by design to serve human 
purpose and desire.”d It seems to me print is confused. 
Who would want to be with digital? The artificial 
world (or environment) humans create of their online 
selves; filtered, edited, created, curated; narrated by a 
series of hashtags or 140 240 characters (both figures 
a result of affordance, fyi). Another lurid co-evolving 
relationship? A de-volving relationship?

There is nothing real there. Stuart agrees! He told 
Sharon, “millenial culture is characterised by how it 
wants to project itself. How it wants to appear to be 
rather than just being what it is, and this gap between 
appearance and actuality is getting bigger.”

Projections Stuart says. As we all know, projections 
aren’t real, just merely illusory fragments of time 
and space, illuminated by ambient light, perceived 
through a constructed narrative. This projected 
perfection is a spiralling ever decreasing circle of 
homogenisation and one dimension. Intensified by 
the personalisation of information and algorithmic 
streaming of content (Cath and Yolanda told me that) , 
reducing our multi-faceted selves to limited content, 
that is already limited by “large corporations who 
limit our choice” (Charles and Nathan told me that)f.

I reflected, (the digital perception-deception 
homogenisation of one dimension idea of projection), 
back onto Print and asked them outright, is this what 
you do? Print didn’t reply, but when I look back I find 
that all the covers, of all the glossies, from the last 100 
years, are all the same. Did Print start this devolution? 

Why would Print do this? Print blamed me. Print 
said, that Stuart said “the role of designers has rotated 

e

© Esther Hunzkier is a Swiss 
artist whose interests lie 
in the “clash between 
apparent realities and 
real illusory worlds” 
(HEK, 2024) explored 
through surveillance, 
deconstruction and 
montages. 

¬ Vogue Cover Creatures 
(Hunziker, 2022). subverts 
a series of printed Vogue 
covers by inserting 
a monster / alien / 
humanoid, over the cover 
model, and creating digital 
audiovisual collages, that 
question and “subvert the 
mechanics of seduction 
of the fashion and of the 
entertainment industry” 
in a “humorous manner” 
(Librarystack, 2024).

˙˙Adhocism; the combination 
of two subsystems to create a 
new adhoc form (Jencks and 
Silver, 2013) 

∆ Thank you Femke de Vries 
and Hanka van der Voet 
(Critical Fashion Publishing, 
2024)

√ Inspired by the ‘Default Male’ 
courtesy of Caroline Criado 
Perez, Invisible Women (2019)

“Esther had taken my beloved 
form and mutilated it into 
adhoc, in-bred, hybrids.”

aleins / monsters / humanoids covering the top half 
of the model, rendering the elegant and beautiful 
covers ugly and illusory. WTF? She had taken my 
beloved form and subverted it in rhetoric, medium, 
production and perception. Mutilating flawless print 
covers into adhoc˙˙, in-bred, hybrids. 

It dawned on me, as I observed this growing family 
of oddities, how awfully contrite the traditional 
cover is. The ugly aleins actually drew my eyes to 
what was left of the model, her exposed breasts, he 
stick thin legs, her couture clothing. These things 
that signify luxury, aspiration, body type and beauty. 
But here they were, in a new environment, a new 
uncontextualised context, exposing them for what 
they really are. The real cover was the ugly and 
illusory. The illusory was more real than the real.  
One spoke to me, can you believe what it said? I’ll  
tell you, it said “Look at me,” (arrogant...) “we’re all  
just looking out for something real”. It sent a shiver 
down my spine. How was this alein speaking more 
truth than my faithful Print? Esther’s subversion  
had broken the affordance of the cover and exposed 
its true self.

Uncle James came to comfort me. He told me about 
the misinformation of information in affordance, 
stating “the danger is sometimes hidden˚” c   How right 
he was. The affordance of the environment created a 
perceived misinformation. Hidden in plain sight!

Surely this makes the original cover a deception? 
Creating a deception-perception paradox? I wondered 
how I could help Print be less deceitful, more open, 
more transparent, more honest. So I made more 
things. Pages of articles, pushing each one further 
than the one before, looking for answers. I found 
some, of sorts, in transposing the images and text. 
Causing a break up of their insufferable relationship 
by placing the text in the image box and the images 
in the text box. That upset them alright. Didn’t feel 
so comfortable and sassy then did they? Showed 
themselves right up to be exactly who they were. Text 
wore the trousers in this relationship for sure.

180˚from solving problems to creating desires.”g I’m a 
designer. Did I subconsciously create desires through 
editorial design? Do I create subconscious desires 
through editorial design? This was uncomfortable and 
forced self-reflection.

Time passes. maybe it’s just a lovers tiff... I had 
a moment of enlightenment, literally through 
Enlightenment. Anoushka had a fancy dress 

party and everyone had to go as a Way of Seeingh. 
Seems I’m kind of really not seeing. My education, 
geographical location, my lifelong environment (oh, 
the irony) has been shaped by the Enlightenment 
of the 17th Century, financed by the British Empire 
(an army of white men who pushed ‘their way’ as ‘the 
way’). I am implicitly implicit to this, and I had no 
idea. Anoushka challenged us to see in other ways, 
to learn from other cultures, particularly the Global 
South. She asked “How would a woman design it?” 

I liked Anouskhka. Everything she said made sense 
to me and gives me a whole new view of how to recitfy 

my relationship with Print and Digital. A whole new 
way for us to co-evolve. Through values.

To prove to Print I was ready to change I laid this 
layout first and wrote to fit it. Breaking the hierarchy 
where text always came first. I put the ‘acadmeic bits’ 
in the picture captions. I put the harvard referencing 
where the picture credit sits, used fonts by women∆ 
and no implicitly sexulaised imagery of females√.

I have subverted the layout in a subtle way, so it’s 
perceived as a commercial editorial design, that for 
anyone who takes the time to read it, will uncover 
the deception under their nose. Armed with this 
new knowledge I look forward to rekindling our 
relationship, to see how we can co-evolve to be better.

“Do I create subconscious  
desires through editorial  
design? Uncomfortable...”

paraphrasing | subverting | translating

would a woman design it”. Good question. I thought 
‘how would a woman write it?’ without the constraints 
of the conventions of the format, that are rooted in 
patriarchal logic, linear and (academic?) systems.

Through writing directly into the layout a central 
theme emerged. It was all about relationships, and as 
I contextualised it in a relationship, this suddenly 
became clear. It was written on all my diagram notes 
etc, but through making, it emerged most strongly 
and pulled the piece together.

I subverted the page paraphenalia to expose the 
conventions of commercial editorial magazine design, 
to highlight affordance, perception, deception and to 
meet the academic criteria (see next page).



UNIT 2:  WEEK 5
POSITIONS THROUGH CONTEXTUALISING

Extended Bibliography
Studio Practice

Picture captions: I placed the ‘academic bits’ that 
didn’t fit in tone to the flow of the writing in the 
picture captions, subverting their function whilst still 
appeasing the academic part. I used ‘hidden’ symbols 
(Alt+letter) as directions to the footnotes.

Picture credit: I placed my Harvrad referencing in the 
picture caption to subert their function whilst still 
adhereing to academic convention (for my university 
context) without it interrupting the flow of the text. 

Headline: Reflective of my state of mind throughout 
this essay.

Fonts: Chosen as they are created by women as 
illuminated by Femke De Vries and Hanka van der 
Voet in the lecture ‘Critical Fashion Practice’. The 
headline font is expressive rather than neutral, 
influenced by Azza Alameddine’s lecture on 
Typographic Neutrality, to not be the same as 
everything else, to not be afraid to express 
something. Also the story behind the font is really 
fitting. Based on the movement of South African 
dancer, its rooted in the “inner intention of the 
dancer”. This aligned with the Anoushka Khandwala 
workshop and aligns with myself and my writing 
became led by my inner intention. To design through 
values.

Slug: Highlights what I am doing in the piece, for 
academic quantification.

Pull quotes: I kept the pull quotes as I love pull 
quotes and value them hugely, I want the essay to be 
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I want a divorce. My twenty-five year marriage with 
Print is over. Turns out it’s been cheating on me 
and I never knew. My co-evolving relationship  

with Print has flourished over time, but now I need 
space. It’s been cheating on me with digital. Their  
co-evolving relationship is virulent and I want out. 

I’ve been lured into a false sense of security. Sharon 
says this is because of affordance*. She told me a fish 
lure is designed to look and act like a fish, to attract 
predatory fish, to eat it (/to be caught)a. I asked her 
did she mean that a magazine cover is designed to 
look and act like an aspirational human, that attracts 
other humans to consume it (/be caught by it)? Is the 
magazine cover a lure? 

To lure: To tempt. Temptation: Created by desire.
She said I had been blind. Blinded by my  

co-evolving relationship with commercial editorial 
magazine design. I thought I created it. She said it 
creates me just as much. I said “How?” She said make 
something. So I did. I made some magazine articles 
exploring my apparently co-evolving relationship 
with Print. Turns out she was right. It works on me,  
as much as I work on itbb. 

I noticed that language and image have a  
similar co-evolving (co-dependent?) relationship.  
It’s toxic. Each spurs the other on to be a more  
lurid, alluring, lure. 

I sought advice from Uncle James. He’s a bit softer, 

and kind. He said it wasn’t unusual to find yourself in 
this situation and he explained perception^b to me. 
Turns out perception is sneaky. Far more subtle and 
nuanced than affordances lurid luring. I said to him it 
felt normal, expected and accpeted. Maybe that is why 
it goes unnoticed and unquestioned? I told him I now 
feel that glossy women’s magazine covers masquerade 
as ‘aspirational’, ‘for women’, ‘for independent 
women’, ‘for independent socially savvy women’ 
‘happy face’.But I realise now that this is a mask, I 

have uncovered the cover that is covering up what it 
really is. I asked him if this is a perceived perception 
of affordance?

Esther© dropped in. She’s over from Switzerland 
and showed me something she had been working on. 
Some very cool, digital, audiovisual collages. They 
were funny and made me laugh. Then they made 
me sad. They reaffirmed my fears. Print had been 
cheating on me again.

 Esther had a whole series of Vogue covers¬ with 

“Perception is sneaky. Far 
more subtle and nuanced than 
affordances’ lurid, luring”

WHERE’S  
YOUR 
HEAD AT?
How do our perceptions mask the ugly truths? 
Who is at fault and who is to blame?

*Sharon Helmer Poggenpohl, a 
designer and educator, defines 
‘affordance’ in the context 
of the psychologist Gibson, 
who coined the term through 
an ecological approach 
to “human-environment 
relationships, stating that 
they co-evolve; we work on 
the environment and the 
environment works on us” 
(Poggenpohl, 2018).

^ James J. Gibson situates 
himself in the field of 

perception. He acknowledges 
physics, optics, anatomy and 

physiology, that describe facts, 
but challenges them all by 
looking at objects through 

illumination, or what he 
describes as “ambient optic 

array” (Gibson, 1986). Gibson’s 
notion of perception, how 

humans perceive things, is a 
combination of association 

of the environment, light 
and affordance, to create a 

perceived reading of a thing

paraphrasing | subverting | translating

something people want to read, so they are alluring 
and possibly lurid, and I need to think about more! But 
in my defence this was keeping “enough of the old to 
accpet the new” as Jencks and Silver note.

Language: I really didn’t want it to be dull, academic, 
convoluted writing. I really want it to be accessible, 
but deeply rooted academia. I love any academic text 
that is witty, dry, acerbic (Adbusters), funny, light, 
graphic. I have an ongoing debate in my head about 
‘dumbing down’ but I really don’t think anything that 
has deep roots, good values and says something with 
intentions of postiive change is dumbing down.

Image: I loved the retro image I came across as it 
visually said what the text was saying. A relationship 
(two entities holding hands), but with media heads, 
that are scrambled.It’s also got its watermark 
(Unsplash which I have to acknowledge as a source 
and its context and inherent bias), its also reveresed 
in the boxes so it reads backwards. All of this draws 
attention to its hidden, implicit postions, connotations 
and signifyers. 

Grid: I kept the traditional print grid for the layout, 
party as I am too ingrained in it, partly so it would 
deceive and be perceived as a commercial editorial 
layout. This is the next part of the challenge for me. 
How would a woman design it?  

References: My two main references (protagonists) 
were women, the supporting cast were men. Subtext 
and context of female representation.

How I subverted commercial editorial magazine design
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Bad experimentations of subverting commercial 
editorial design, but starting to explore space, time, 
agency, subversion, womens perspective.
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I started this five times. I’ve created, iterated, 
mutated, manipulated, procrastinated and was left 
discombobulated.  “Just make something” sprung to 
mind. So I did. Using graphic communication design, 
to explore commercial editorial magazine design 
in a hybrid world (DELIMIT), I took the writing into 
the medium it is of, to iterate it visually, to see how it 
could evolve the writing.

Simultaneously, in this moment, I thought, not 
only how would a woman design it, but how would 
she write it? If the conventions of academic writing, 
are too, rooted in the enlightenment, then that too 
is created, curated, situated within patriarchy. And 
if I look at my context, a university, who has a list of 
boxes to check against this writing that should be 
‘exploratory’ and ‘creative’ whilst being ‘critical’ and 

It all started with ‘affordance’. Sharon Helmer 
Poggenpohl is a designer and educator, who defines 
‘affordance’ in the context of the psychologist 
James J. Gibson, who coined the term through 
an ecological approach to “human-environment 
relationships, stating that they co-evolve; we work 
on the environment and the environment works 
on us” (Poggenpohl, 2018). This statement initially 
baffled me, especially the “environment works on 

physiology, that describe facts, but challenges 
them all through looking at objects through 
illumination, or what he describes as “ambient optic 
array” (Gibson, 1986). James’ notion of perception, 
how humans perceive things by a combination of 
association of the environment, light and affordance, 
to create a perceived reading of a thing, gave 
greater understanding, nuance and meaning, to an 
exploration of affordance. 

I started that five times. Restrained, contained, 
unexplained. A nagging thought in my head. “How 
would a woman design it?” 

I found enlightenment, literally through 
Enlightenment. A workshop run by Anoushka 
Khandwala on Ways of Seeing, helped me understand 
why I see (which is really not-seeing) the way I do. 
My education, geographical location, my lifelong 

‘academic’, I acknowledge the context I situate myself 
in, more widely, as well as the context I position 
myself in. 

So, I started again, and I am writing as a woman 
would. Well, this woman anyway. And as I write I 
question if it is relevant or creative or exploratory, and 
I think if I write freely, without draft upon draft upon 

us” part, so I investigated this through the method of 
translation and created a series of magazine articles, 
on affordance. I found her thesis to be true, but there 
was something greater going on, that I couldn’t put 
my finger on, but I could feel. I went to Susan’s source, 
James J. Gibson to get a better understanding of 
affordance*.  **. 

James situates himself in the field of perception. 
He acknowledges physics, optics, anatomy and 

In translating affordance through magazine 
design, it seemed to me that inherent perception has 
become the societal norm. As a result, it therefore 
goes unnoticed and therefore is left unquestioned. 
Which led me to question how can we challenge this 
and disrupt the affordance to expose the affordance of 
perception?

environment has been shaped by the Enlightenment 
of the 17th Century, financed by the British Empire 
(basically an army of white men who pushed ‘their 
way’ as ‘the way’). I am implicitly implicit to this, and 
I had no idea. Anoushka challenged us to see in other 
ways, to learn from other cultures, particularly the 
Global South. She asked us, “How would a woman 
design it?”

draft, then that is exploratory. And real. Which speaks 
to my practice, that questions what is ‘real’ within the 
discipline of commercial editorial magazine design. 
I question how ‘real’ an editorial text, that has been 
written, in house style, on house topics, subbed, 
checked, that fits a mould, is ‘real’? Just as I have been 
interrogating commercial magazine covers, in print 
and digital; and layout (ZOOM), questions of what is 

Immediately, I knew. I would feel it. I know when 
a design is good because it feels good. This essay felt 
all wrong, and so did the practice that was working 
alongside it.

‘real’ have repeatedly arisen.
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in editorial design affect one 
another? How does perception play 
a part in this? 

Esther Hunziker is a Swiss 
artist with an interest in the 
“clash between apparent realities 
and real illusory worlds” (HEK, 
2024) through surveillance, 
deconstruction and montages. 
Hunziker’s project Vogue Cover 
Creatures (Hunziker, 2022) subverts 
a series of printed Vogue covers by 
inserting a science fiction character 
/ monster / alien head, over the 
cover model, and creating  digital 
audiovisual collages, that question 
and “subvert the mechanics of 
seduction of the fashion and of 
the entertainment industry” in a 
“humorous manner” (Librarystack, 
2024).

The simplicity of this project, 
executed with exquisite detail, 
that is accessible and humourous 
appeals to me and makes this a 
powerful project, and statement, 
of graphic communication design. 
Inspired by this subversion it 
pushed me to look at my own 
practice and questioned me as to 
how I could subvert commercial 
magazine editorial design. This led 
to a spread whereby I transposed 

the worlds created by affordances alter not only the 
environment, but the people themselves. She states, 
“The natural and artificial environments are related 
yet people increasingly live in the artificial, created 
by design to serve human purpose and desire.” This 
artificial environment resonated with me, particularly 
in relation to the digital aspect of my project. It was 
interesting that Poggenpohl used the lure as her 
example of affordance and then progresses to discuss 
desire, as to lure is to tempt, as desire is created by 
tempting.

Poggepohl notes the affordance of digital media as 
literally shrinking the world “making more people, 
services, and objects accessible” (Poggenpohl, 2018). 
I initially linked the affordance of digital media to 
creating an “artificial world”, in particular through 
the use of social media and phones. The artificial 
world (or environment) humans create of their online 
selves, filtered, edited, created, curated; narrated 
by a series of hashtags or 140 / 240 characters 
(both figures a result by affordance fyi). But, then I 
questioned if print magazines do this too? Berlotti 
echoes Poggenpohls thought, as he states, “The role 
of designers has rotated 180˚from solving problems 
to creating desires” (Berlotti, 2007). I’m a designer, 
did I create desires through editorial design. Do I 
create desires through editorial design? This was 
uncomfortable and forced self-reflection. 

I returned to the source of Poggenpohls postulation, 
James J. Gibson to deepen my understanding of this 
relationship. Gibson situates himself in the field of 
perception. He acknowledges physics, optics, anatomy 
and physiology, that describe facts, but challenges 
them all through looking at objects through 
illumination, or what he describes as “ambient optic 
array” (Gibson, 1986). 

Gibson’s notion of perception, how humans 
perceive things by a combination of association of 
the environment, light and affordance, to create a 
perceived reading of a thing, gave greater depth to 
my own project and a focus I want to explore further. 

Poggenpohl, a designer 
and educator, defines 
‘affordance’ in the context 
of the psychologist 
Gibson, who coined 
the term through an 
ecological approach to 
“human-environment 
relationships, stating that 
they co-evolve; we work on 
the environment and the 
environment works on us” 

“Do I create subconscious 
desires through editorial 
design? Uncomfortable...”

Poggenpohl, a designer and educator, defines 
‘affordance’ in the context of the psychologist Gibson, 
who coined the term through an ecological approach 
to “human-environment relationships, stating that 
they co-evolve; we work on the environment and the 
environment works on us” (Poggenpohl, 2018).

Poggenpohl uses a fishing lure as an example. The 
lure is designed to look and act like a fish; it has the 
affordance of a fish. It then uses this affordance (its 
likeness) in affordance (an animal-environment 
relationship) to attract larger predatory fish, to bite.

I used Poggenpohl’s thesis of “human-environment 
co-evolution” to explore in my studio practice, to 
investigate and further my knowledge on, commercial 
magazine editorial design in a hybrid world. I found 
the concept of how the “environment works on us” 
challenging, as I sat in my kitchen that I had designed 
(whereby I had full control over my environment 
and I could not initially see how my environment 
had shaped my kitchen). As a result I investigated 
what ‘the environment’ was in relation to my topic 
and how, if at all, it evolved the magazine cover. I 
did this in three ways. Through history via political, 
economical and cultural environments (and found 
the influence of all affect imagery, cover lines, 
technology, production and distribution); through the 
geographical distribution of magazines (and found 
physical locations amplify the messages proffered, 
thereby the environment shaping the human); 
through the environment of image and language (and 
found one informs the other, and when combined, are 
a powerful force on the human). I found the thesis to 
be true, as each environment did evolve the cover. As 
the environment evolved the cover, I found the cover 
evolved the environment, the physical newsstand in 
shops, the ideologies perpetuating culture, forming 
the environments of humans. I could further explore 
environments through the office environment the 
magazine is created in and the environment of 
graphic design.

Poggenpohl deepened her argument by saying 
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a fish lure is designed to look and act like a fish, to 
attract predatory fish, to eat it (/to be caught)a. I asked 
her did she mean that a magazine cover is designed to 
look and act like an aspirational human, that attracts 
other humans to consume it (/be caught by it)? Is the 
magazine cover a lure? 

I noticed that language and image have a  
similar co-evolving (co-dependent?) relationship.  
It’s toxic. Each spurs the other on to be a more  
lurid, alluring, lure. 

Turns out perception is sneaky. Far more subtle and 
nuanced than affordances lurid luring. I said to him it 
felt normal, expected and accpeted. Maybe that is why 
it goes unnoticed and unquestioned? I told him I now 
feel that glossy women’s magazine covers masquerade 
as ‘aspirational’, ‘for women’, ‘for independent 
women’, ‘for independent socially savvy women’ 
‘happy face’.But I realise now that this is a mask, I 
have uncovered the cover that is covering up what it 
really is. I asked him if this is a perceived perception 
of affordance?

her exposed breasts, he stick thin legs, her couture 
clothing. These things that signify luxury, aspiration, 
body type and beauty. 

The illusory was more real than the real.

“Look at me,” (arrogant...) “we’re all  
just looking out for something real”.

the misinformation of information in affordance, 
stating “the danger is sometimes hidden˚”

Surely this makes the original cover a deception? Creating a 
deception-perception paradox? 

The artificial world (or environment) humans create 
of their online selves; filtered, edited, created, curated; 
narrated by a series of hashtags or 140 240 characters 
(both figures a result of affordance, fyi).  Another lurid co-
evolving relationship?  A de-volving relationship?

“millenial culture is characterised by how it wants 
to project itself. How it wants to appear to be rather 
than just being what it is, and this gap between 
appearance and actuality is getting bigger.”

As we all know, projections aren’t real, just merely 
illusory fragments of time and space, illuminated by 
ambient light, perceived through a constructed narrative. 
This projected perfection is a spiralling ever decreasing 
circle of homogenisation and one dimension. Intensified 
by the personalisation of information and algorithmic 
streaming of content

reducing our multi-
faceted selves to limited 
content

Did Print start this 
devolution? 

4443

I want a divorce. My twenty-five year marriage with Print is over. Turns out it’s been cheating on me and I never knew. My co-evolving relationship  
with Print has flourished over time, but now I need space. It’s been cheating on me with digital. Their co-evolving relationship is virulent and I want out. 

I’ve been lured into a false sense of security. Sharon says this is because of affordance*. She told me a fish lure is designed to look and act like a fish, to attract predatory fish, to eat it (/to be caught)a. I asked her did she mean that a magazine cover is 
designed to look and act like an aspirational human, that attracts other humans to consume it (/be caught by it)? Is the magazine cover a lure? 

To lure: To tempt. Temptation: Created by desire.
She said I had been blind. Blinded by my co-evolving relationship with commercial editorial magazine design. I thought I created it. She said it creates me just as much. I said “How?” She said make something. So I did. I made some magazine articles 

exploring my apparently co-evolving relationship with Print. Turns out she was right. It works on me, as much as I work on itbb. 
I noticed that language and image have a similar co-evolving (co-dependent?) relationship. It’s toxic. Each spurs the other on to be a more  

lurid, alluring, lure. 
I sought advice from Uncle James. He’s a bit softer, and kind. He said it wasn’t unusual to find yourself in this situation and he explained perception^b to me. Turns out perception is sneaky. Far more subtle and nuanced than affordances lurid luring. 

I said to him it felt normal, expected and accpeted. Maybe that is why it goes unnoticed and unquestioned? I told him I now feel that glossy women’s magazine covers masquerade as ‘aspirational’, ‘for women’, ‘for independent women’, ‘for independent 
socially savvy women’ ‘happy face’.But I realise now that this is a mask, I have uncovered the cover that is covering up what it really is. I asked him if this is a perceived perception of affordance?

Esther© dropped in. She’s over from Switzerland and showed me something she had been working on. Some very cool, digital, audiovisual collages. They were funny and made me laugh. Then they made me sad. They reaffirmed my fears. Print had 
been cheating on me again.

 Esther had a whole series of Vogue covers¬ with aleins / monsters / humanoids covering the top half of the model, rendering the elegant and beautiful covers ugly and illusory. WTF? She had taken my beloved form and subverted it in rhetoric, 
medium, production and perception. Mutilating flawless print covers into adhoc˙˙, in-bred, hybrids. 

It dawned on me, as I observed this growing family of oddities, how awfully contrite the traditional cover is. The ugly aleins actually drew my eyes to what was left of the model, her exposed breasts, he stick thin legs, her couture clothing. These things 
that signify luxury, aspiration, body type and beauty. But here they were, in a new environment, a new uncontextualised context, exposing them for what they really are. The real cover was the ugly and illusory. The illusory was more real than the real. 
One spoke to me, can you believe what it said? I’ll tell you, it said “Look at me,” (arrogant...) “we’re all just looking out for something real”. It sent a shiver down my spine. How was this alein speaking more truth than my faithful Print? Esther’s subversion 
had broken the affordance of the cover and exposed its true self.

Uncle James came to comfort me. He told me about the misinformation of information in affordance, stating “the danger is sometimes hidden˚” c   How right he was. The affordance of the environment created a perceived misinformation. Hidden in 
plain sight!

Surely this makes the original cover a deception? Creating a deception-perception paradox? I wondered how I could help Print be less deceitful, more open, more transparent, more honest. So I made more things. Pages of articles, pushing each one 
further than the one before, looking for answers. I found some, of sorts, in transposing the images and text. Causing a break up of their insufferable relationship by placing the text in the image box and the images in the text box. That upset them alright. 
Didn’t feel so comfortable and sassy then did they? Showed themselves right up to be exactly who they were. Text wore the trousers in this relationship for sure.

Time passes. Maybe we can just consciously uncouple... I can see where Print was coming from. Digital popped up all young and edgy and cool and current and fast, deliveroo on speed. Anything you want, whenever you want it. Who wants to be a 
granny, when you can be a toddler. All fearless and fun. Everything now and sod the consequences. 

Wise Sharon cast caution, “the natural and artificial environments are related yet people increasingly live in the artificial, created by design to serve human purpose and desire.”d It seems to me print is confused. Who would want to be with digital? The 
artificial world (or environment) humans create of their online selves; filtered, edited, created, curated; narrated by a series of hashtags or 140 240 characters (both figures a result of affordance, fyi). Another lurid co-evolving relationship? A de-volving 
relationship?

There is nothing real there. Stuart agrees! He told Sharon, “millenial culture is characterised by how it wants to project itself. How it wants to appear to be rather than just being what it is, and this gap between appearance and actuality is getting 
bigger.”

Projections Stuart says. As we all know, projections aren’t real, just merely illusory fragments of time and space, illuminated by ambient light, perceived through a constructed narrative. This projected perfection is a spiralling ever decreasing circle 
of homogenisation and one dimension. Intensified by the personalisation of information and algorithmic streaming of content (Cath and Yolanda told me that) , reducing our multi-faceted selves to limited content, that is already limited by “large 
corporations who limit our choice” (Charles and Nathan told me that)f.

I reflected, (the digital perception-deception homogenisation of one dimension idea of projection), back onto Print and asked them outright, is this what you do? Print didn’t reply, but when I look back I find that all the covers, of all the glossies, from 
the last 100 years, are all the same. Did Print start this devolution? 

Why would Print do this? Print blamed me. Print said, that Stuart said “the role of designers has rotated 180˚from solving problems to creating desires.”g I’m a designer. Did I subconsciously create desires through editorial design? Do I create 
subconscious desires through editorial design? This was uncomfortable and forced self-reflection.

Time passes. maybe it’s just a lovers tiff... I had a moment of enlightenment, literally through Enlightenment. Anoushka had a fancy dress party and everyone had to go as a Way of Seeingh. Seems I’m kind of really not seeing. My education, geographical 
location, my lifelong environment (oh, the irony) has been shaped by the Enlightenment of the 17th Century, financed by the British Empire (an army of white men who pushed ‘their way’ as ‘the way’). I am implicitly implicit to this, and I had no idea. 
Anoushka challenged us to see in other ways, to learn from other cultures, particularly the Global South. She asked “How would a woman design it?” 

I liked Anouskhka. Everything she said made sense to me and gives me a whole new view of how to recitfy my relationship with Print and Digital. A whole new way for us to co-evolve. Through values.
To prove to Print I was ready to change I laid this layout first and wrote to fit it. Breaking the hierarchy where text always came first. I put the ‘acadmeic bits’ in the picture captions. I put the harvard referencing where the picture credit sits, used fonts 

by women∆ and no implicitly sexulaised imagery of females√.
I have subverted the layout in a subtle way, so it’s perceived as a commercial editorial design, that for anyone who takes the time to read it, will uncover the deception under their nose. Armed with this new knowledge I look forward to rekindling our 

relationship, to see how we can co-evolve to be better.
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UNIT 2:  WEEK 5
POSITIONS THROUGH CONTEXTUALISINGWhere do I go from here?

• How would a woman design it?

• There is something about desire lines, associations, journeys, storytelling, thoughts all 
coming at the same time, like dreams, and how that looks on a page (or not a page?). 

• A blurring of ideas and co-evolution of thoughts, that need to be legible, but expressive, 
of this non linear pathway.

• Lines like staves of music, each thread has its own line and the weave (this has come up 
lots in my thinking over the last week) in and out of one another, like a dance (inspired by 
music / movement type?) shows time passing in a different way?

• I need to read John Berger, Ways of Seeing to understand constructed ways of seeing. To 
unconstruct my implicit constructed way of seeing. To make the viewer not the centre, to 
give the reader more agency.

• Images smaller (but I like big images?) to change the hierarchy. Can I use blacked out 
magazine covers to punctuate the words with the words on the cover to highlight same 
and focus on appearance / projection? Images as negatives to subvert perception / show 
transparency / expose construction
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