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Abstract 

This practice-led thesis addresses the representation of urban space within the context of 
globalised economies and increased capital flows between nations. Drawing on 
ethnographic practices, interviews taken from the field-sites - the Docklands in Dublin 
and Pasila in Helsinki - were combined with still and moving images to investigate how 
new urban spaces are framed through images and controlled by the camera. The thesis 
examines how these visual techniques are deployed in the processes of making urban 
spaces more globalised. 

The thesis comprises of five chapters, an introduction and a conclusion. Chapter One 
builds up a theoretical framework with an analysis of the photograph and how it is 
deployed in the production of urban space. Examining the role of both commercial and 
'fine art' photographs in the geographical imagination, there is an investigation of how 
they create abstractions that draw space towards the realm of the commodity. In Chapter 
Three, the rationale, methodology and methods used while working in the field-sites of 
the Docklands and Pasila are outlined and discussed. There is an examination of 
reflexivity in forming a body of knowledge regarding the subject of how space is 
visualised through the processes within capitalism that lead it become globalised. 
Chapter Four builds up a picture of both field-sites, outlining the properties of globalised 
space and demonstrating how meaning is not drawn from the local but from various 
forms of capital that aims to deterritorialise/reterritorialise urban space. Finally, Chapter 
Five outlines how the practice-led work gestures towards a modem urban space that is 
constructed under the rules of a financialised market for property, asking what types of 
places we construct in urban space. It concludes with an argument, in relation to the body 
of practical work, for the renouncement of the single image as a path to understanding 
the ontological properties of the photograph and, instead, to reflect upon how meaning is 
produced through the body of work as an entirety. 
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Objectives 

This practice-led research aims to study how, in meeting the requirements of global 

capital, urban space is transforming. I will explore how the fabric of urban space is 

morphed and moulded by a need to compete for global capital. The urban fabric 

constitutes both the space and the people who occupy and use that space. I will also focus 

on how photographic images of and within the city conform to the dominant ideology. 

• To gather visual and textual information on the transformation of urban space in 

the city. 

• To investigate the impact of urban transformation in terms of the worker within 

the global urban fabric. 

• To understand the use of photographic material within and of the city and the 

ideologies it disseminates. 

• To produce a visual study of the above in the form of an exhibition. 
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Introduction 

The photographic image plays an integral role in our expectations and understanding of 

urban space. We are confronted with images of urban space in, for example, articles 

regarding economics and the camera is also deployed to watch over these spaces. My focus 

is on examining how the photograph is deployed in the creation of new urban spaces. The 

images that confront us regarding these spaces are almost always within the discourse of 

capitalism, thus supporting their inherent ideology. In addition to that, the camera is 

deployed as a surveillance instrument, watching over new urban spaces and correcting any 

deviant behaviour. 

Since cities are sold on an ocular vision of spectacular edifices, the photograph plays an 

important part in laying out that vision. Gillian Rose, Monica Degen and Clare Melhuish 

have pointed out that new constructions "are pictured in a panoply of visualizations, in 

fact, which appear in advertising aimed at real estate investors and house-buyers, on the 

websites of architecture offices and visualizing firms, as part of planning applications and 

framed artworks in development companies' offices, as well as on building site 

hoardings."1 Therefore, photography has a key role in the process of building an image of 

urban space in our minds. It is important to trace the processes behind how urban space is 

constructed in our imaginations and the discourse behind these constructions, since many 

of them are not visible on a day-to-day basis. 

I am concentrating on the role of the photograph in the creation of urban spaces and its 

influence over how we imagine space within the city. In my analysis, I examine 

1 Shirley Jordan and Christoph Lindner(eds), Cities Interrupted: Visual Culture and Urban Space,(London; 
New York, Bloomsbury, 2016) p.105 
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photographs, video and digital imaging, the latter technologies both of which are reliant on 

the photographic image. Within this examination, I look at the ideologies that control and 

communicate through the medium, thus regulating how space is imagined. A key influence 

in the portrayal of space within the photographic image is spatial relations, which is why I 

explore the globalising effects of a market driven economy on representations of the 

everyday and the logic of embedding these representations both within space and within 

images of space. 

My argument entails that urban space is frequently experienced and understood through the 

medium of photography, making one familiar with analogous features that are emblematic 

of modem urban space in the city. However, without the necessary cultural knowledge to 

r:xognise the skyscrapers and cityscapes depicted in photographs, they would be 

redundant. Therefore, I investigate the photograph's dependency on cultural symbols and 

icons in order to function as a representation of capitalist ideology behind globalisation.2 

An important part of my discussion analyses the photograph's ability to assist in the 

imagining of spaces which is why, while unfolding my argument, I look to examples of 

how and where the photographic image has been used in defining space. 

My focus is on images produced by entities that have a key role in the creation of new 

urban spaces. These entities range from state actors, such as local councils and 

governments, to private corporations involved in property development and management. I 

examine how city space is handled in cultural texts such as bodies of photographic work 

and moving image. These types of texts offer an interpretation of space in tenns of how it 

2 Icons are, according to C.S. Peirce, a sign which stands in for an object. For instance images of the city 
generated by the photograph create an icon. Symbols are as Peirce explained a connection between a sign 
and an object that is interpreted to stand for something, for example an image of the city can be a symbol for 
the economy or finance. (C.S. Peirce, Peirce's Theory of Signs, http://plato.stanford.edu/entries/peirce
semiotics/, [Accessed 28.10.2016]) 
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is negotiated and viewed. Examining images produced by public, private and artistic 

entities helps frame a definition of space in the context of my overall thesis and within my 

own practice. 

Space, and in particular the city, is a much visited topic within photography. I am 

concentrating on the city and examining how it is depicted in terms of becoming a space 

driven by financialisation. Financialisation in the context of my thesis refers to the creation 

of new urban space driven by investment, which, under the discourse of capitalism, must 

provide profit. Typically, investment occurs on an international scale. For example, 

according to a recent article published by Bloomberg, Colony NorthStar Inc., a New York

based real estate investor, is developing new offices in Spencer Dock in Dublin's 

Docklands. 3 Such an example is exemplary of space becoming disconnected from the 

locale, transformed into globalised space. The transformation immediately changes the 

rules that dictate behaviour within the space, known as spatial relations. The spatial 

relations of globalised space is dictated by the level of international investment, which we 

see reflected in how space is depicted and managed. The use of the photographic image, as 

mentioned, is key in the processes of cultivating globalised space and forms the core of my 

thesis. 

Globalised space is a worldwide phenomenon due to the nature of free flowing capital. 

Countries need to attract investment under the discourse of capitalism. To do that they 

"had to ensure that their industry and companies were structured in a manner that would 

give investors confidence that their investment was transparently managed without undue 

3 Bloomberg, 'Colony Bets on Brexit Boost for Dublin With $1 .2 Billion Project' , 
https:/ /www.bloomberg.com/news/articles/201 7-12-15/colony-bets-on-brexit-boost-for-dublin-with- l-2-
billion-project, 15/12/2017, [16/12/2017] 
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political interference and, not only could their capital be invested, but also withdrawn."4 

An important part of attracting investment is the setting up of services that can provide for 

the newly arrived employees. As well as having a good infrastructure, space "must also 

have the right urban ingredients."5 Such urban ingredients are dictated by the ideology of 

capitalism, which is the key driving force behind the investments and also in the process 

creates globalised space. As well as creating globalised space that serves the new 

globalised elite, the new urban spaces themselves become a target for global investment. 

The new urban globalised spaces consist of buildings "that service international and 

national corporate users and the consumer economy that they promote: office blocks, 

international hotels, airports and shopping malls."6 Such spaces are indicative of both the 

field-sites that I focus on; Dublin's Docklands and Pasila in Helsinki. The Docklands, in 

Dublin in Ireland, has been built up over several years and already contains most of the 

above mentioned buildings. Pasila, in Helsinki in Finland, currently contains vast amounts 

of office space and is in the process of adding hotels and a major shopping mall to its 

spaces. 

A major factor in the way space is used in, for example, Dublin's Docklands is down to 

capital flows, where international investors are looking for places to grow their wealth. In 

the Docklands, Dublin City Council has established a Strategic Development Zone (SDZ), 

an area where builders have the advantage of fast-tracked planning processes, guaranteeing 

quicker returns on investments. Though such an approach may be beneficial in speeding up 

the planning process, it has created uneven environments. An aiticle published in January 

2018 in the Dublin Inquirer has pointed this out, stating ''that office space is dominating, 

4 Robert Adam, Globalisation of Modem Architecture: The Impact of Politics, Economics and Social Change 
on Architecture and Urban Design since 1990. (Newcastle upon Tyne, Cambridge Scholars Publishing, 
2012), p.109 
5 Ibid, p.122 
6 Ibid, p.123 
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and that the residential units under construction only cater to those working in high-paying 

jobs in the area."7 As a photographer, it is important to depict not only the visible in the 

everyday but also to articulate the constructed nature of it. 

This study sets out to examine the relationship between global capital and space in terms of 

how it is mediated through the image. How do representations of space influence our 

imagination of the spaces of the Docklands and Pasila? How do the representations portray 

ideology and what part does the deployment of the camera play as an instrument of 

surveillance within urban space? I take a transdisciplinary approach to these questions, 

drawing on ethnographic methods which question our understanding and perception of 

space at both field-sites. A reflexive approach is also key as part of the research process 

since, as Hammersely and Atkinson point out; "Reflexivity thus implies that the 

orientations of researchers will be shaped by their socio-historical locations, including 

values and interests that these locations confer upon them."8 Reflexivity translates to 

understanding my own part in the research in terms of my past experiences, the locations I 

dwell in and the time I exist in. It also recognises the everyday as a place where meaning is 

derived from in a series of fragmented experiences. Therefore, I use a field diary to record 

my experiences in and around the field-sites. 

My thesis consists of five chapters. Chapter One builds up a theoretical framework where I 

lay out my analysis of the photograph and how it is deployed in the production of urban 

space. I outline the theories that enable the deconstruction of space to demonstrate the 

ideologically constructed nature of globalised space and the processes of globalisation 

7 Conal Thomas, 'In the Docklands, a Debate Over the Balance of Development' in Dublin Inquirer, 
http://www.dublininquirer.com/2018/01 /24/in-the-docklands-a-debate-over-the-balance-of-development/, 
January 24 th 20 I 8, [ Accessed 10/02/2018] 
8 Martyn Hammersely & Paul Atkinson, Ethnography. (London; New York, Routledge, 2007), p 15 
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behind it. I use geographers such as Henri Lefebvre, Edward Soja and Manual Castells to 

demonstrate how globalised urban space is constructed on the principles of a market driven 

economy, loaded in the ideals of capitalism. Combining the photographic and geographical 

theories towards the end of the chapter, I discuss the role of the photograph in the 

geographical imagination. Finally, I examine the role of the 'fine art' photograph in the 

geographical imagination and how it tends to create abstractions of space. 

Chapter Two looks to the historic use of the photograph in representing urban space. I 

examine how, in varying contexts, the meaning of an image of space can change 

dramatically. I outline how authorship, a major factor behind the creation of meaning, 

affects this and also leads to an abstracting of the image of space. I also look at the 

development of the understanding of the photograph as a source of truth and the operation 

of certain discourses with these 'truths', revealing how ideology projects from images of 

space. As part of examining these truths, I analyse photographs created by both the state 

and Lewis Hine. 

In Chapter Three, I outline and discuss my rationale, methodology and methods used while 

working in the field-sites of Dublin's Docklands and Pasila in Helsinki. I examine my own 

role in forming a body of knowledge regarding the subject of bow space is visualised 

through the processes within capitalism that lead it to become globalised. Within my 

research, as mentioned, a reflexive approach is important to establish a picture of how 

financialisation functions at both field-sites. Taking such an approach allows me to create a 

body of work that reflects a montage of experiences in relation to the spaces in Pasila and 

the Docklands. As part of my research, I examine the rationale behind my approach by 

11 



analysing my use of the image, as well as its deployment in controlling space under the 

discourse of capitalism. 

The second-last chapter, Chapter Four, builds up a picture of both field-sites. Initially, I 

outline the properties of globalised space as spaces where meaning is not drawn from the 

local but from various forms of capital that aims to deterritorialise/reterritorialise it. I 

examine the Docklands and Pasila both through my own experiences in them and through 

depictions produced by other entities in order to build an image of each area. I use my own 

research images, taken while moving through each field-site, to communicate the ocular 

effect of the spaces in terms of how global capital has shaped them. Through the research 

images, I look at the ocular affect of space as, as described by David Harvey, "a perpetual 

struggle in which capitalism builds a physical landscape appropriate to its own condition at 

a particular moment in time"9
. In order to frame the spaces as capitalism would have us 

imagine them, I then examine how each field-site is envisaged through the process of 

reterritorialisation. This process involves a plethora of images that attempt to capture 

abstract notions of space in order to transform it into a commodity. 

Finally, in Chapter Five I analyse my own outcomes as part of the research. An important 

part of my research process and outcomes was making contact with people who use the 

spaces at the field-sites. I conducted conversations with participants who work, live and 

shape the places I am studying. As globalised space is constantly under 

construction/deconstruction, I spoke with the companies developing new spaces at each 

field-site. I outline the process involved in making contact in order to produce an overview 

of our understanding of space, as weU as the functioning of power within the spaces. Each 

9 David Harvey, Spaces of Capital, (New York, Routledge, 2001), p.247 
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interview has been recorded and transcribed, and excerpts form part of my overall final 

work. The uses of spaces, as disclosed by participants, are useful in terms of the final work 

I produced, since I am looking at how spatial relations define space through the depiction 

of the everyday. I outline how my work gestures towards a modem urban space that is 

constructed under the rules of a financialised market for property. My intention is not to 

define space but to create a picture, however fragmented, that asks questions about the 

types of places we construct in urban space. Finally, I discuss my body of work as a whole, 

setting out an argument for the renouncement of the single image as a path to 

understanding the ontological properties of the photograph. 

A practice-led approach allows me to re-image the processes behind the reimagining of 

urban space, thus explicitly visualising the discourse of capitalism that drives the 

construction of new urban spaces. Culminating in the production of a body of work, my 

practice builds on the theoretical framework produced within my thesis. A key part of my 

practice is an engagement with space on a practical level to demonstrate the processes 

behind the production of urban space and the ideology inherent within it. 
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Chapter One 

In this chapter I set out my approaches to the analysis of photography and how it is 

deployed in the production of urban space. In my initial discussion, I analyse the 

photograph, through the theories that allow its dismantling into signs that assist in 

demonstrating how it is deployed in the reimagining of space. In particular I focus on 

images in relation to urban space and how the ideology of capitalism, embedded within 

them, attempts to influence our understanding of space. Subsequently, I introduce the 

theories that enable the deconstruction of space to demonstrate the ideologically 

constructed nature of urban space and the processes of globalisation behind it. As part of 

this examination of space I look to theories produced by Henri Lefebvre and Edward Soja 

in terms of the ocular affect of ideology on space. I combine the theories on the photograph 

and space to finally examine how the production and distribution of images influences our 

perception of space. 

I. Defining the Image 

Today, the term image is generally understood as being a physical entity, such as that of a 

painting or a photograph, but the historical meaning has much more weight than this 

definition. According to W.J.T. Mitchell, image is a family which includes a number of 

different types; graphic, optical, perceptual, mental and verbal. 10 Images function primarily 

as a graphic type but can also include aspects of the perceptual, mental and verbal types. 

The creation of a physical image is influenced by one's perception of reality and, thus, the 

10 Mitchell defines these types as "mental imagery belongs to psychology and epistemology; optical imagery 
to physics; graphic, sculptural, and architectural imagery to the art historian; verbal imagery to the literary 
critic; perceptual images occupy a kind of border region where physiologists, neurologists, psychologists, art 
historians and students of optics find themselves collaborating with philosopher and literary critics." (W.J.T. 
Mitchell, Iconology - Jmage, Text, Ideology, (Chicago, University Of Chicago Press, 1986), p.10) 
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creation of a physical image is a direct result of the perceptual image. The process in which 

a physical image or, in the case of my thesis, a photograph, is created is tied to what David 

E. Nye has termed the primary coding.11 (Which he defines as) The prevailing ideology is 

bound up in the primary coding, whether used consciously or unconsciously. However, in 

order to maximise its influence, the primary coding must remain invisible at all times. An 

example of primary coding can range from choosing what one frames when making a 

photograph to deciding what a person in a photograph wears or how they are posed. In 

Fig 1.1, the primary coding ranges from the model's hairstyle to the clothes and jewellery 

that both people are wearing. Once the primary codings are viewed by a greater audience, 

the photograph assists in the creation of mental imagery by influencing ideas, memories 

and perceptions. 

Fig 1.1 -The Grange, Stillorgan, Dublin, Ireland, https://www.flickr.com/photos/redagenda/, 2008. 

11 David E. Nye, Image Worlds: Corporate Identities at General Electric, 1890 -1930, (Cambridge; London, 
The MIT Press, 1985), p.50-51 
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A number of writers have discussed how a represented object is recognised beyond a 

photograph.12 Victor Burgin observes that the objects depicted in a photograph are not 

totally visible and require from the viewer a guessing game in order to fill in the missing 

information.13 The filling in normally takes place spontaneously and automatically, 

therefore, according to Burgin, the image favours "an imaginary plenitude" over a depicted 

reality. Using Figl .l as an example and examining the clothes and jewellery of the woman 

in the foreground, at one instance they are just objects. Yet, once we let our imagination 

work they become symbols of class and wealth. Studying how the photograph is used lends 

to its role in constructing mental imagery, thus, influencing urban spaces. Therefore, the 

imaginary plenitude that Burgin speaks of must have been materially experienced in order 

to recognise the symbols that appear in the photograph. 

The image as we view it has an effect on our image producing minds. Umberto Eco and 

Mitchell have argued that we recognise a represented object in an image based on cultural 

codes that allow for a deciphering of the object.14 Once understood, a process is initiated 

that leads to the creation of mental imagery in one's mind. For example, a rectangle with a 

small circle placed midway up on the right could be instantly recognised as a door. The 

fact that photography closely resembles material reality makes it a powerful medium for 

the representation of an ideology as it "occupies the same position in the world of material 

signs that the 'impression' does in the world of mental signs"15
. I take a methodological 

approach to the examination of the perception of an image using semiotic, ideological and 

spatial theories to analyse the image in relation to the idea. This analysis of the image 

12 Victor Burgin, Thinking Photography, (Basingstoke; London, Palgrave, 1982) & Umberto Eco 'Critique of 
the Image' in , Thinking Photography, (Basingstoke; London, Palgrave, 1982) & Roland Barthes, 
Mythologies, (London, Vintage, 1993) & Allan Sekula, 'On the Invention of Photographic Meaning' in 
Victor Burgin, Thinking Photography, (Basingstoke; London, Palgrave, 1982) 
13 Victor Burgin (ed), Thinking Photography, (Basingstoke; London, Macmillan Press, 1982), p.146-147 
14 Eco, op.cit., 1982 & W.J.T. Mitchell, op.cit., 1986 
15 W.J.T. Mitchell, op.cit., p.60 
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demonstrates how ideas can be combined to form a representation of an ideology with a 

photograph. 

Ideology forms an important part of our understanding of an image. According to Mitchell, 

"[t]he concept of ideology is grounded, as the word suggests, in the notion of mental 

entities or "ideas" that provide the materials for thought."16 Hence, we can see the 

relationship between an image which attempts to communicate an idea to the viewer and 

the mental image or idea produced by the mind. Consequently, then, "ideology, the science 

of ideas, is really an iconology, a theory of imagery."17 It has been argued that the icons are 

only recognised if they are a culturally accepted representation of the depicted object.
18 

The example of the door used above may not be recognised across all cultures but surely 

recognition of this is a confirmation of the spread of western iconology. 

Ideology, then, can be used to create the meaning we see in the photograph. It allows us to 

project values onto spaces, which then become part of an ideology which is in turn 

projected up on the viewer. I am assuming a certain point of contact for the viewer, which 

means they are already playing an active role in this ideology. The photograph on the 

construction site in Figl.1 is an element of ideology that "involves a false assumption 

which is the root of all ideology, namely that because things are as they are, this state of 

affairs is somehow natural, and must 'make sense' simply because it exists."19 Ideology is 

a tricky term as it tends to deny itself. By trying to define it, we may just be producing 

another form of ideology. There is no single adequate definition for it but, for the sake of 

16 Ibid, p.164 
17 Ibid 
18 Eco, op.cit., p.33 & Rolf Linder, 'The Gestalt of the Urban Imaginary' in Godela Weiss-Sussex & Franco 
Bianchini (eds), European Studies 23: Urban Mindscapes of Europe, (2006), p.36 & Sekula 2003, op.cit. 
19 Nick Lacey, Image and Representation: Key Concepts in Media Studies, (Basingstoke, Macmillan, 1998), 
p.29 
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studying the photograph, there are a few that can be looked to. According to Terry 

Eagleton, ideology can be defined as the process of production of meanings, signs and 

values in social life, identity thinking, semiotic closure or the process whereby social life is 

converted to a natural reality. Some of the definitions conflict with each other. Eagleton 

argues; 

On the one hand, ideologies are passionate, rhetorical, impelled by some benighted 
pseudo-religious faith which the sober technocratic world of modern capitalism has 
thankfully outgrown; on the other hand they are arid conceptual systems which seek 
to reconstruct society from the ground up in accordance with some bloodless 
blueprint.20 

Herein lays the issue with ideology and the use of it in a methodological examination of 

the photograph. By referring to the 'natural order' as ideology, we immediately become 

ideological ourselves and if I was to state that all views are ideological, this statement may 

broaden the term so much that it may begin to lose meaning. In using ideological analysis, 

I by no means am enacting that what a photograph states is a false-consciousness as argued 

through some branches, nor am I asserting that it is the truth or part of some 'natural 

order'. Rather, what I wish to state is that the images I intend to examine contain ideology 

as well as operate within a certain ideology. However, as mentioned, because the dominant 

ideology is seen to be normal it is not recognised as an ideology by those using it. Hence, 

on one hand it is "the stuff which makes us uniquely what we are, constitutive of our very 

identities; on the other hand, it presents itself as an 'Everybody knows that', a kind of 

anonymous universal truth."21 Ideology functions within the photograph by presenting 

these anonymous universal truths and passing them off as part of the everyday. Therefore 

there is a need to look beyond the surface of the image to discover further meanings. 

20 Terry Eagleton, Ideology: An Introduction, (London; New York, Verso, 1991) , p.1-2 
21 Ibid, p.20 
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On the surface, photographs of space may appear to be objective records; for instance, a 

panoramic photograph of a city may appear as an objective or transparent record of what 

we see. However, Roland Barthes has established that the image is anything but 

transparent. Barthes outlines how the photograph obtains its values. He sees myth as 

playing an important role in the semiotic study of the photograph. In order to differentiate 

between the linguistic and visual systems that exist within language and myth, Barthes uses 

the terms form and concept in place of the linguistic equivalents, signifier and signified22
, 

respectively. The linguistic term sign23 becomes signification at the level of myth. How 

meaning fits in and how it is then drawn from an image can be demonstrated through the 

following example: In an image (Fig 1.1) taken from an under construction building, there 

is a photograph presenting a woman with her hair tied up and wearing a black top. In the 

background there appears to be a man wearing a white shirt reaching out for something 

outside the frame. The woman's hair style and top together with the man's shirt are signs 

of formal dress which require a certain cultural knowledge to understand, knowledge 

which I possess. Therefore, we can see that the concept is aimed at a specific area, which it 

must appeal to. The mythical system can be closely linked to dominant ideology. This is 

especially true of the concept, which is related to the primary coding, as it should reflect 

the dominant course of thinking in a photograph in order to successfully operate at a level 

where it can be understood. The form and concept are then united by the signification, the 

signification being the myth itself. 24 Barthes uses the analogy of an alibi for the myth: The 

value in the image is not so much concerned with the actual object but rather with what is 

not there. 

22 The terms signifier and signified, coined by Ferdinand de Saussure, are respectively the perception of a 
sign's physical form and the mental concept we learn to associate with the object. 
23 The sign is the sum of the signifier and signified. 
24 Roland Barthes, 'Myth Today' in Mythologies, (New York, Hill and Wang, 1972), p.115-126 
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Fig 1.2-The Grange, Stillorgan, Dublin, Ireland, https://www.flickr.com/photos/redagenda/, 2008. 

Burgin has termed the reading of what is not there as an "excessive response"25
• It has been 

argued that the excessive response produced to an image is that of ideological 

recruitment. 26 If, for instance, we look at the images on the construction site, they present 

something which at one instance seems like an innocent or obvious scene. However, the 

images are being used to represent values which are not actually present in the image. The 

scene (Figl.2) presents us with three photographs on the outer wall of a building under 

construction. Each photograph becomes a signification of the values that produce an 

excessive response. 

25 Burgin, op.cit., p.148 
26 Ben Highmore, Cityscapes: Cultural Readings in the Material and Symbolic City, (Basingstoke, Palgrave 
Macmillan, 2005), p.50-51 & Burgin, op.cit., 1982, p.148 
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Fig 1.3 - 1 Windmill Lane digital visualisation, Dublin, Ireland, 2017. 

The image of the completed building at a construction site offers the viewer a scene where 

the values represented are also not materially present. These images have been referred to 

as architectural visualisations or as, the term I use throughout this thesis, digital 

visualisations27
. Digital visualisations are digitally constructed images depicting a space 

that does not yet exist. These visualisations are aimed at depicting the building as a 

commodity which can be understood through its highly aesthetic presentation. The image 

features much more than just a building; it builds up a scene of urban life and spatial 

relations. William J. Mitchell has noted that images "may be employed within larger 

signifying structures to report the significant fact (or 'facts' ) about states of affairs that are 

claimed to have existed"28
. These signs are therefore used to support the myth of capital 

27 Shirley Jordon & Christoph Lindner(eds). Cities Interrupted: Visual Culture and Urban Space, (London; 
Oxford; New York; New Delhi; Sydney, Bloomsbury, 2016), p.108-109 
28 William J. Mitchell, The Reconfigured Eye: Visual Truth in the Post-Photographic Era, (Cambridge, MIT 
Press, 1994 ), p.193 
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and the lifestyle it entails. It can also be seen to support the geographical imagination, how 

one imagines space, in terms of how the future space is perceived and framed. 

Naturally, I also consider the context of images as an important element. The images 

presented above from the construction site (Figl.1 through 1.3) must also be understood 

within the context they occur. Both John A. Walker29 and Allan Sekula30 have pointed out 

that the context of an image is of great significance, making it important to consider the 

images within the context in which they are presented. Images of the city are commonly 

used in articles about economics and finance, anchoring the meaning of the space to the 

ideology of capitalism. I concentrate on how possible meanings are produced through the 

photograph of and within the city, allowing space to be reconceptualised as globalised 

space. I argue that these photographs support a capitalist ideological view which, thus, 

becomes the main driving force behind the production of space in the city. Therefore, any 

discussion on space and place occurs within the context of an image that attempts to 

anchor the meaning of a given space. 

Globalised space is connected space which contains places. A place, according to Manuel 

Castells, "is a locale whose form, function, and meaning are self-contained within the 

boundaries of physical contiguity."31 Therefore the meaning of places comes from within 

and is largely formed by the inhabitants of a place. The meaning for globalised spaces 

comes from the outside. These spaces are defined by external forces such as international 

finance and investment. However, since globalised space also contains places these can 

come into conflict as a result of the external forces that reterritorialize space. Thus, my 

29 John A. Walker, ' Context as a Determinant of Photographic Meaning', The Camerawork Essays: Context 
and Meaning in Photography, (London, Rivers Oram Press, 1997) 
30 Allan Sekula, 'Photography Between Labour and Capital' in Liz Wells (ed), The Photography Reader, 
(London; New York, Routledge, 2003) 
31 Manuel Castells, The Rise of the Network Society, (Malden; Oxford, Wiley-Blackwell, 2010), p.453 
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investigation examines the visual techniques deployed in the process of making globalised 

spaces. 

II. Defining Space 

Since a large part of my argument deals with urban space, key to my argument is Henri 

Lefebvre's spatial triad. It can be used to demonstrate the image's influence on one's 

memories and perceptions of space. The spatial triad consists of representational space, 

representations of space and spatial practice. Representational space consists of the 

imagination and memories that overlaps physical or real space. Representations of space 

are conceptualisations of spaces such as maps or drawings while spatial practices are the 

everyday or the daily routines that occur in spaces. Images are deeply entwined in the 

processes of how space is defined and using Lefebvre's triad assists in demonstrating how 

the image is deployed to control and define spaces. 

Through the image, there is an attempt to project meaning on the spaces of the city and 

frame them in order to make them readable within a certain discourse; the discourse of 

capitalism. For instance, on a construction site it is usual for the outside perimeter to 

display images in order to assist in defining a new place and its uses, making it more 

readable, thus influencing representational space. Representational space is, according to 

Lefebvre, "space which the imagination seeks to change and appropriate."32 The images 

posted on the perimeter wall in the photograph at the construction site (Figl.2) aim to 

become part of representational space. The images attempt to have their meaning adhere to 

the space. An individual experiencing these images must, of course, understand the cultural 

32 Henri Lefebvre, The Production of Space, (Oxford; Cambridge, Blackwell, 1991), p.39 
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signs used within the images. Once understood, they become part of the experience of the 

space. 

Representation of class is a factor within the images from the construction site. Ben 

Highmore argues that "the malleability and performativity of class can be seen in the 

emphasis on social signification, clothing, movement and speech - the symbolic gestures 

or semiotics of everyday life."33 Through the images class can be understood as a fluid 

concept, its meaning embedded within the objects that represent it. Thus, through the 

images it is signified that owning these objects may elevate one to a higher class. The 

images in Fig 1.2 also imitate spatial practices; how we behave within and the relationships 

we have with space. These images, therefore, are meant to be understood as part of the 

everyday, which Highmore has posited as "the landscape closest to us, the world most 

immediately met."34 The everyday, therefore, is the familiar and the images in Figl.2 strive 

to be part of that by imbuing everydayness. While these photographs remain just images, 

they disclose to us a set of spatial relations which influences representational space. 

Representations of space, on the other hand, are imbued with ideology according to 

Lefebvre. He asks: "What is an ideology without a space to which it refers, a space which 

it describes, whose vocabulary and links it makes use of, and whose code it embodies?"35 

Therefore, an ideology requires spaces and manipulates them. Lefebvre draws on religious 

representations, such as the church, but equally when thinking about capitalism we can 

draw on, for instance, the glass skyscraper. Representations of space are also 

conceptualised spaces, such as maps and drawings. If we consider a digital visualisation a 

drawing, which at its foundation it is despite the digital version appearing to resemble a 

33 Ben Highmore, Everyday Life and Cultural Theory, (London; New York, Routledge, 2002), p.104 
34 Ibid, p.l 
35 Lefebvre, op.cit., p.44 
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photograph, then these are representations of space. They are types of images that 

represent concepts of what a space should be used for and how it should be seen. 

Fig 1.4 - Detail from Figl.3, 1 WindmiJI digital visualisation, 2017. 

In a digital visualisation of a scene shown above (Figl.3), we see a street lined with 

buildings and trees on either side. The image of the space alone cannot define what it is or 

what its social relations are and, thus, it must be populated with individuals. Each 

individual represents a spatial relation. The routines or everyday actions they are captured 

in the midst of are projected onto the space in a similar way as those images in Figl.2 were 

attempting to influence a physical space. For instance, examining a detail from the 

visualisation, (Figl.4) we see on the right a man in a suit standing outside a glass walled 

building while to the left a man in a suit on a mobile phone enters the building. These 

figures form an important part of the overall image in defining the spatial relations and the 

building itself. While in terms of technological advancements some aspects of Lefebvre's 

work may be dated, his core theories still hold true. Part of my investigation is to examine 

the role these types of images play in the definition of space. Lefebvre is key to these 
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arguments as he demonstrates the 'constructedness' of the city and the ideological forces 

behind the productions of space. 

Edward Soja expands on Lefebvre's triadic approach as well as integrating it in his own 

work. He also lays out an argument for three kinds of spaces; Firstspace, Secondspace and 

Thirdspace. Soja has argued for a "Firstspace perspective that is focused on the 'real' 

material world and a Secondspace perspective that interprets this reality through 

'imagined' representations of spatiality."36 In terms of the photograph, Firstspace can be 

viewed as what we perceive as an image of objective space. Jane Tormey has drawn on a 

panoramic photograph of a city to describe Firstspace, claiming that such a "photograph 

manifests spaces as we might see it - specularizes it, objectifies it and makes us believe we 

have transparent access to it via images."37 These types of spaces are not objective but part 

of a material reality that we experience every day. They, as Lefebvre pointed out, are 

imbued with ideology. Secondspace also ties in with the photographic image of space. If 

we again look at digital visualisation at 1 Windmill Lane we see a purely imaginary 

representation of space. Soja's approach to space is open and flexible, making it a useful 

addition to Lefebvre's in analysing how the image is deployed as part of the process of 

1magmmg space. 

Soja's Thirdspace is a result of First- and Secondspace. It is the layering of imaginary 

space over physical space, much like Lefebvre's representational space. The best way to 

describe it is to analyse the role of abstraction in our understanding of spaces. For instance 

the photographs on the perimeter fence in Figl.2 use abstract qualities of material items to 

stand in for wealth, thus affecting our understanding of the space in question. These signs 

36 Edward W. Soja, Thirdspace, (Cambridge, Blackwell, 1996), p.6 
37 Jane Tormey, Cities and Photography, (Oxon; New York, Routledge, 2013), p.19 
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of wealth adhere to the space, overlapping the physical space. Yet, they are abstract signs 

that must be culturally understood in order to interpret the space in question. 

One item that is missing in Soja and Lefebvre's work is that of the influence of technology 

on urban space. Within modem urban space, it is necessary to take into account the role of 

what Castells has termed the informational city. Castells has stated that "the nature of the 

new society, based upon knowledge, organized around networks, and partly made up of 

flows, the informational city is not a form but a process, a process characterized by the 

structural domination of the space of flows. "38 Movement is key in the informational city 

and this can be seen reflected in the digital visualisation, where spaces are depicted with 

people moving through them, only resting at designated areas such as cafes. It is also 

depicted through the individual on a mobile device, as seen in the detail from the Windmill 

visualisation. Despite Castells insistence on the informational city as a process, it still 

requires physical spaces to operate within, as argued by Lefebvre. Castells, however, 

makes the point that spaces of flows can exist within any modem city so long as the basic 

structures are in place (transport, entertainment, communication networks etc.) Therefore, 

we can see globalised space as a two part process where initially a physical structure is put 

in place, followed by a moulding of the spatial relations into a space of flows. Both the 

physical structures and spatial relations are represented within the photograph, playing a 

key role in terms ofreimaging and controlling the new globalised spaces of the city. 

Lefebvre, Soja and Castells's arguments for space are all compelling in terms of the 

production of space. In addition to them, part of my argument is formed by examining the 

deployment of the image to control spatial relations in urban space under the discourse of 

38 Castells, op.cit., p.429 
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capital. Security cameras are commonly deployed in the newly developed spaces of a city, 

which are, according to Roy Coleman, presented as "enabling and empowering"
39

. 

Coleman's paper focuses on newly developed parts of Liverpool's city but equally could 

be applied to most new European city quarters. Since part of my focus is on spatial 

relations, it makes sense to examine the impact surveillance has on behaviour in these 

spaces in correlation with the everydayness that is embedded into digital visualisations. 

Through surveillance, the visual plays a key role in the production of knowledge and 

control of spatial relations. As a model for control through a visual means, Jeremy 

Bentham's Panopticon sits at the foundation. The Panopticon was a design for a prison in 

which each cell was visible to a watchman in a central tower. However, the central tower 

was not visible from the cells, thus inducing a certain behaviour in the prisoners. 

Panopticism has been invoked by Michel Foucault to outline his argument for disciplinary 

societies. Foucault argues that the role of the Panopticon is "to induce in the inmate a state 

of conscious and permanent visibility that assures the automatic functioning of power. "40 

Such a comparison, I would argue, can be applied to modem urban space. Visibility is key 

to this 'functioning of power' and the security camera offers this throughout urban space. 

39 Roy Coleman, "Reclaiming the Streets: Closed Circuit Television, Neoliberalism and the Mystification of 
Social Divisions in Liverpool, UK" in Surveillance and Society, 2(2/3), 2004, p.294 
40 Michel Foucault, Discipline and Punish, (New York, Vintage, 1971), p.201 
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Fig 1.5 - 'Multi-purpose Panopticon, 1791' (Design Jeremy Bentham) Samuel Bentham. 

While it is easy to imagine the Panopticon as only a visual device, John Tagg argues that it 

was also "a machinery of knowledge" 41
• We can, therefore, view the image as the 

producer of knowledge. It produces information about behaviours in order to discipline and 

control the body in space. But these technologies needed to be given an aura of authority 

and truth. Tagg has pointed out that photography was required to be instrumentalised in 

order to act as an authority of power, but this does not mean they display truth even if they 

pose as it. As Tagg further argues, "[p ]hotographs do not carry their meanings in 

themselves, nor can a single range of technical devices guarantee the unity of the field of 

photographic meanings."42 Therefore, the meaning a photograph produces comes through 

41 John Tagg, The Disciplinary Frame, (Minneapolis; London, University of Minnesota Press, 2009), p.17 
42 John Tagg, Grounds of Dispute: Art History. Cultural Politics and the Discursive Field, (Minneapolis; 
London, University Of Minnesota Press, 1992), p.128 
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what Tagg calls "specific discourses, practices, institutions and relations of power."43 

Meaning comes from the institutions that deploy the technology in the name of the 

ideology of capitalism and, therefore, the power relations are embedded in the 

photograph's discourse. These are important factors to consider when both examining 

space and making pictures in it. 

In order to procure a better understanding of the consequences of capital investment in 

space, it is also important to examine the relationship between space and time. Therefore, I 

am examining two separate spaces; one in Ireland, the other in Finland. Doreen Massey has 

contested that the production of space under capitalist ideology inevitably links space to 

time, thus making them inseparable. Massey states of two separate places: "We are not to 

imagine them as having their own trajectories, their own particular histories, and the 

potential for their own, perhaps different, futures. "44 Massey argues that globalisation in 

effect aims to represent, and photography has always played a key role in representations, 

all space as moving towards the same point in time; that of a globalised space. 

While Massey's approach to time and space differed from Lefebrve's (who asserted that 

within modern space, natural time is obliterated whereas Massey argued that time is always 

part of space), there is a correlation between them. The time that Lefebvre referred to was 

natural time, the sunrise and sunset, the seasons, or what we might refer to as nature's 

' clock'. The correlation is that they both agreed that the ideology of capitalism irrevocably 

changes how time is experienced. Within this changing of time, David Harvey posits that 

there is a time-space compression. Harvey argues that the financial crisis of 1847-8, which 

was the first to be felt throughout the world, was a crisis of representation. He states that 

43 lbid 
44 Doreen Massey, For Space, (London; California; New Delhi, Sage 2005), p.5 
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prior to 1848, "progressive elements within the bourgeoisie could reasonably hold to the 

Enlightenment sense of time"45
, in that time marched irrevocably forward. The invention 

of the telegraph and the railroad changed how space and time were imagined and, as a 

result, spaces became closer to each other in time. Together with these inventions, the 

discovery of photography eight years earlier played a key part in altering conceptions of 

time-space. The photograph brought the past into the present but also allowed us to picture 

the future. Therefore, I argue that while modem urban space may be experienced fleetingly 

in person, through images its meanings and ideology are perpetuated. 

Since space is commonly experienced in person, it is an important issue to contend with. 

Despite the spaces of the city becoming more globalised, the local, regional or national 

have not been replaced, as Lefebvre argues.46 He contends that "each fragment of space 

subjected to analysis masks not just one social relationship but a host of them that analysis 

can potentially disclose."47 I approach this issue by calling on ethnography to assist in 

understanding the personal experience of modem urban space.48 This involves holding 

conversations with individuals who give accounts of their experiences of space. The 

rationale behind this approach is to assist in the analyses of the personal phenomenon of 

lived space as outlined in a number of studies49 and how space can travel with the 

individual while also taking into account how the occupied environmental space dictates 

spatial relations. This is important in terms of my rationale for analysing the locale as well 

as the panoptic effect of these types spaces. 

45 David Harvey, The Condition of Postmodernity, (Massachusetts; Oxford, Blackwell, 2000), p.261 
46 Lefebvre, op.cit., p.88 
47 Ibid 
48 Martyn Hammersely & Paul Atkinson, Ethnography. (London; New York, Routledge, 2007), pl0l 
49 Edward Relph, Place and Placelessness, 1976 & Soja, op.cit., 1996 & Massey, On Space, 2005 
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III. Image and Space 

Fig 1.6 - Grand Canyon, Colour-covered brochure describes amenities and facilities at the Santa Fe 
Grand Canyon resorts, 1948. 

Through Lefebvre and Soja I have argued that images have the ability to influence our 

notions of space. Joan M. Schwartz argues that photography has broadly influenced the 

geographical imagination since its discovery in 1839 in how it places one in space and 

32 



time.50 Schwarz indicates that, historically, the photograph was seen to be of paramount 

importance to place and memory and "served to reflect, constitute, and confirm sense of 

place, symbolic space, and collective memory."51 The photograph of a place allows one to 

examine the qualities of the location in the same way a portrait image allows one to 

examine the features of the face. It is different from being there in the location but as an 

aide-memoir, it stores the memories of the past and acts as a signifier for something 

beyond the frame. 

By making the world familiar to the viewer, the photograph becomes a key element in 

defining how space is viewed and used. For instance, David E. Nye argues that 

photography played a key role in making the Grand Canyon an important cultural place.
52 

He suggests that since the first photographer visited the site they assisted in the definition 

of the place, thus elevating its importance in the mind of the American public. Over a 

period of time and through different visual perspectives of the place, a cultural image was 

born that ingrained itself on the identity of America, culminating in the area being declared 

a national park. These visual perspectives were not driven by a discursive viewing of 

images over time. Santa Fe was the company behind the promotion of the Canyon, giving 

artists free journeys and lodgings to the site. They then purchased the images and 

reproduced them for use in their campaigns to advertise the area. Although it was 

geologically significant, it was through these images that it was understood there was 

something special about the Canyon as a site. Thus, through the production and 

distribution of images in history, places have gathered meaning. This meaning is then 

50Joan M. Schwartz & Ryan, James R. (eds), Picturing place: photography and the geographical 
imagination. London, LB. Tauris, 2003. 
51 Joan M. Schwarz, '"Records of Simple Truth and Precision" :Photography, Archives, and the Illusion of 
Control' in Archivaria 50 (University of Toronto, Autumn 2000 ), p.18 
52 David E. Nye, 'Visualising Eternity: Photographic Constructions of The Grand Canyon' in Joan M. 
Schwartz & Ryan, James R. (eds), Picturing place: photography and the geographical imagination. 
(London, I.B. Tauris, 2003) 
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exploited for monetary value, as is the case with the Grand Canyon where Santa Fe owned 

the railroad and a hotel in the area. Therefore, it is essential to consider the effect 

photography has on the geographical imagination and the part that capital plays within this 

relationship. 

One's initial experience of a space is often through images. Scott McQuire has suggested 

that our understanding of space within the world has been reconstructed in our minds 

through images, hence the importance of extracting meaning from them. 53 In terms of 

envisaging the city as a space, the photograph has the ability to project meaning on these 

spaces. Over time, material reality has become inseparable from the photograph due to the 

practices of photographic production and distribution. For example, both Guy Debord and 

Jean Baudrillard have argued that our vision has been largely educated by viewing the 

world through a series of images and, therefore, one's understanding comes only from a 

distance that assists in obscuring one's perception between what is real and imagined.54 

Tormey observes that the proliferation of the photograph and its relationship with reality 

induce a failure to recognise the "process of signification"55
. It affects both how one views 

and experiences the world around them. The photograph, then, plays a key part in 

influencing the imaginary of the urban. Like Soja and Lefebvre, Christoph Lindner 

describes the imagined as part of the real city; the imagination overlaps physical space. 56 

However, an image cannot independently give a place a meaning but both need to agree 

with the analogous cultural imaginary. The cultural imaginary depends heavily on memory 

and is shaped by memories that can be fabricated over time through a proliferation of 

images. 

53 Scott McQuire, Visions of Modernity. (London; Thousand Oaks; New Delhi, Sage, 1998) 
54 Guy Debord, Society Of'I'he Spectacle, 1995 & Jean Baudrillard, Selected Writings, 2001 
55 Tormey, op.cit., p.57 
56 Lindner, op.cit., p.37 
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Much like Nye's outlining of the way the photograph was used with the Grand Canyon, it 

is deployed in a similar nature on urban space. There are different factors at play behind 

the construction of spaces in the city though. Invoking Lefebvre's assertion that spaces are 

ideological, this can be seen in how globalising space and its images are arranged. I would 

argue that globalising space is a discursive by-product of the ideological position of most 

governments in the Western world and the few, across many countries, who control the 

means of production. We must also consider that, as Max Haiven has noted, "[t]he 

financial industry holds the purse strings in an age where nearly every government around 

the world is deeply in debt and dependent on new loans"57
• Therefore, the political will 

exists to create opportunities for markets to invest in and profit from, space being one of 

them. The image is deployed as part of creating and boosting such investment 

opportunities. 

David Harvey has argued that "capitalism builds a physical landscape appropriate to its 

own condition at a particular moment in time"58
. The space of the city becomes ephemeral 

as part of this process; as it grows and reforms, space is experienced only fleetingly. 

Therefore, photography plays an important part in leaving an imprint on memory and 

building up a sense of space. Paul Connerton argues that there are three factors in relation 

to the effect of the ever changing city on memory; "The first is the scale of human 

settlement. The second is the production of speed. The third is the repeated intentional 

destruction of the built environment."59 Certainly cities have increased to such vast sizes 

that they are difficult to comprehend. The speed at which modem life moves is underlined 

57 Max Haiven, The Four Faces of Financialization: Cities as a Site of Struggle, 
http://amateurcities.com/four-faces-of-financialization/, [ Accessed 19/10/2016] 
58 Harvey 2001, op.cit., p.247 
59 Paul Connerton, How Modernity Forgets, (Cambridge, Cambridge University Press, 2009), p.99 
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by the speed at which capital moves around the world. The repeated destruction of the 

urban environment 1s entwined with the cyclical capitalist process of 

deconstruction/reconstruction. 

Space is consistently represented in images through a discourse of capitalism. These are 

the images that build a picture of urban space in our memories. However, memory fades 

over time and as Jude Bloomfield has argued, "memory is not set in stone but an ongoing 

process of social reconstruction that is subject to change and collective contestation."60 

History is naturally part of memory and holds a significant role in the urban imaginary 

through identity of place. Edward Said has pointed out, when talking about national 

identity and memory, that history reconstructs and manipulates memory in the image of the 

dominant ideology. These reconstructed memories give the collective a place in the 

world.61 This place in the world is normally heavily connected with national identity. For 

instance, Dolores Hayden has pointed out that "in the United States, most preservation 

groups have directed efforts toward saving historic buildings as a unifying focus for 

national pride and patriotism"62
. In a world where globalised cities function to wipe out 

memory, it is the relics and monuments that serve to preserve some kind of identity. In 

addition to them, the photograph is key in imagining urban spaces of the past, present and 

future. 

60Jude Bloomfield, 'Researching the Urban Imaginary: Resisting the Erasure of Places' in Godela Weiss
Sussex & Franco Bianchini (eds), Urban Mindscapes of Europe, (Amsterdam, Rodopi, 2006), p.47 
61 Edward W. Said, 'Invention, Memory and Place' in W.J.T. Mitchell, Landscape and power, (Chicago, 
University of Chicago Press, 2002), p.241-260 
62 Dolores Hayden, Power of Place: Urban Landscape and Public History, (Cambridge; London, MIT Press, 
1997), p.53 
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IV. Viewing Space through the Image 

Fig 1.7 - From the series Neon Tigers by Peter Bialobrzeski, 2004. 

Considering the above, I will now look at how space is framed in a body of work by Peter 

Bialobrzeski. Bialobrzeski has created a record of urban spaces across Asia in his project 

entitled 'Neon Tigers'. Within the project, Bialobrzeski appears to use a layering effect to 

contrast the changes in urban spaces over time. In the foregrounds, many spaces are 

populated with people in the midst of some kind of activity. For example in Bialobrzeski's 

image (Fig 1. 7) that depicts old residential buildings with large glass skyscrapers looming 

behind, a group of men is sitting at roadside tables next to what appears to be a food stall. 

They are surrounded by small the residential buildings. The men in the foreground put the 
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space in context but appear alienated from what looms on the horizon over the rooftops. 

The buildings in the foreground are contrasted by the backdrop of modem looking tall 

skyscrapers which appear devoid of life. The space beyond seems out of place and difficult 

to grasp any identity from, whereas the spatial relations within the foreground are linked, if 

somewhat vaguely, from the people who occupy it and the actions they are in the midst of. 

Fig 1.8 - From the series Neon Tigers by Peter Bialobrzeski, 2004. 

Here lies the issue of the topographic views presented by Bialobrzeski. They are 

problematic in that they only give us a view of surface space. Another image (Fig 1.8) 

from the same series shows us a view of a city from high above it. I invoke Michel de 

Certeau as he speaks about what he experiences as he stands above New York City with an 
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aerial view from the World Trade Center. De Certeau describes this view as being 

insufficient as, while the aerial view enacts control over the space of the city, it also brings 

with it a distance and an order that the world does not possess. 63 Thus, de Certeau asserts 

that places are full of meanings and, in order to discover them, one must walk the street 

and experience the topography of the city at first hand. 64 A view from the street can indeed 

tell us much, but it may hide a lot too. Saskia Sassen has argued that topographic 

representations alone "fail to capture the fact that components of a city's topography may 

be spatializations of global power projects and/or may be located on global circuits, 

thereby destabilizing the meaning of the local or the sited, and hence the topographic 

representation of such a city."65 Therefore, Bialobrzeski's work brings to the fore the 

question of what a topographic view can tell us about the control issued over space. The 

answer, according to Sassen, would seemingly lie by looking beyond places. 

In terms of the photograph and space, John Roberts has argued that the "[s]napshot and 

documentary modes are unable to ... encompass or invoke the subliminal and repetitive 

effects of abstract space"66
. Roberts points out that this is due to "capital's powers of 

abstraction" which has weakened representational spaces and representations of space. 67 

Therefore, a simple view of the space, for example the glass tower containing an office 

block, is no longer enough to demonstrate "sited materiality. "68 In order to demonstrate the 

power relations existing within space (a question of visuality as they are not immediately 

visible), we can look to the functioning ofBarthes' myth. These power relations are always 

63 Derek Gregoty & Noel Castree. Human Geography: An Introduction, p.37 & Jurgen Schlaeger, 'London: 
Tomorrow's Yesterday, Future Images of the Past' in Joan Ramon Resin & Dieter Ingenschay (eds), After
Images of the City, (Ithaca; London, Cornell University Press, 2003) p.49 - 60 
64 Michel de Certeau, The Practice of Everyday Life. (Berkeley; Los Angeles; London, University of 
California Press, 1988) 
65 Saskia Sassen, 'The City: Between Topographic Representation and Spatialized Power Projects', Art 
Journal, Vol. 60, No. 2 (Summer 200 l ), p.12 
66 John Roberts, Photography and its Violations, (New York, Columbia University Press, 2014), p.109 
67 Ibid 
68 Ibid, p.15 
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present but not always visible. The glass skyscraper may be a visual metaphor for 

globalised space but it discounts the immaterial; the spatial relations. These relations give 

an insight into the global power projects that reside over the material sites. Therefore, we 

must look at how the global functions within the local. There is an attempt by Bialobrzeski 

to represent the power relations inherent in space using a layer effect, exemplified by 

Figl.7, by placing the old against the new. 

Lefebvre and Soja are still key in my examination of space, despite the weakening in 

representational spaces and representations of space, as they understood capital's ability to 

present constructed space as normal and it is this stream of thought they wish to break. 

Therefore, I must look at another way of representing how capital functions to construct 

globalised spaces; not just physical space but also the immaterial, i.e. the spatial relations. 

This may be problematic, as we see with Bialobrzeski's work "the architecture of global 

capitalism speaks only of sameness."69 In its overreaching familiarity, it creates placeless 

spaces that are without distinction from one another. Thus, owing to "capital's powers of 

abstraction"70 the meanings that may be drawn from 'Neon Tigers' become redundant from 

their original context. 

The photograph plays a key role in terms of how we remember, define and control spaces. 

The urban environment is, as Lefebvre pointed out, inherently ideological. There are clear 

discourses at work in the use of the photographic image to support capitalist ideology. The 

present situation we find ourselves in of placeless spaces requires a further abstraction of 

space in which, amongst other things, the image has been deployed in order to enforce the 

representational space necessary for capital to infiltrate the built environment for its own 

69 Justin Carville, 'Arrested Development' in Mark Curran, Southern Cross, (Dublin, 2002), p26 
70 Roberts, op.cit., p. l 09 
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ends. Thus, through such an abstraction of space, as argued by Roberts, articulating how 

capital has globalised space becomes problematic. One must look at how the global 

functions inside the local through its efforts to dictate and control spatial relations. In order 

to do this, it is necessary to look back at how historical representations were formed to 

create abstractions of space and the instrumentalisation of the photograph to create 'truths' 

through the discourse of capitalism. 
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Chapter Two 

I. Historical Overview 

Fig 2.1 - Lejaren a Hiller, ad for International Business Machines, 1921. 

The photograph's ability to create a sense of space largely lies within its realist properties, 

as a document of proof. Lejaren a Hiller used the medium to make advertisements as he 

felt these realist properties would assist in the rhetoric of his idealist images. In 1921, 
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Hiller created an advertisement for International Business Machines (IBM). Although a 

highly constructed image, it describes in detail a vision of the world, thus giving a sense of 

space. The image depicts a draped glowing figure holding a number of strings connected to 

a globe of the earth (Fig2.l). The woman in Hiller's image is influenced by the allegorical 

figure of hope from an earlier painting by George Frederic Watts.71 In Hiller's image we 

can see the use of icons (partially borrowed from Watts painting72
) that allow for the 

understanding and interpretation of the image. By examining the icons, we can uncover the 

underlying ideology present in this and other similar images aimed to influence our reading 

of space. 

The aim of this chapter is to trace the historic use of the photograph that forms 

representations of urban space. I contend with how the photographic image has been used 

to influence our geographical imagination and perception of the world over time. I trace 

the evolution of the photographic image from its positivist foundations as a mere document 

of space to a constructivist medium where photographs were used to create abstract notions 

of space. This leads into a discussion of the photograph as an instrument of truth, and how 

it has been used within the discourse of capitalism to create a view of the world from the 

capitalist perspective. As part of the analysis, I reference specific bodies of photographic 

work that pertain to urban space produced by both the state and photographers such as 

Berenice Abbott, Lewis Baltz and Robert Adams. I also examine the spatial relations that 

are formed within images of modem urban space through the work of Lewis W. Hine and 

Lei Wei. I will present these representations as part of a photography-led critical research 

71 Elspeth H. Brown, The Corporate Eye: Photography and the Rationalization of American Commercial 
Culture, (Baltimore, The John Hopkins University Press, 2005), p.211 
72 Watts painting depicts hope slumped over, sitting on a globe blindfolded and holding a lyre with just one 
string. Despite being influenced by Watts' painting Hiller's version of hope appears more optimistic. 
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practice that will attempt to deal with the issues encountered in representing globalising 

city space and the discourse that drives these representations. 

Hiller's image depicts a globe of the earth interconnected by a series of strings which are 

being held by the woman in the foreground. This is an advertisement and, as such, needs to 

be decoded as one. Jonathan Bignell, citing Judith Williamson, states that "ads ask us to 

participate in ideological ways of seeing ourselves and the world."73 Thus, the image can 

be W1derstood as an attempt to bring about not just the global appeal of IBM's products but 

also to change one's perception of the world. The image is accompanied by text on the 

right which anchors it in the advertising rhetoric of IBM. The language refers to progress 

as the key force to reducing costs, world prosperity and saving time. These terms are 

reflected in the features of the image; the globe, wires and allegorical figure of hope. The 

text assists in helping the viewer decode the meaning of the advertisement. I do not wish to 

have an extended discussion regarding advertising74 but, instead, to look at what Lefebvre 

referred to as representations of space that this image, and indeed all photographs of space, 

bring to the fore and argue that such representations assist in forming our conception and 

understanding of space and the world. 

Hiller's image for IBM offers a view of the world globally connected by an information 

network that few could visualise in 1921. Technology has played a key part in the 

reconfiguring of both space and time within the city and this is dually represented in 

Hiller's image through the wires, implying the technology of communication of the 

telephone and telegraph that had been established in the city by the beginning of the 20th 

73 Jonathan Bignell, Media Semiotics: An Introduction, (Manchester, Manchester University Press, 2002), 
p.31 
74 See Judith Williamson, Decoding Advertisements: Ideology and Meaning in Advertising, (London; New 
York, Marion Boyars, 1994) for further reading 
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century. In presenting such an image, both IBM and Hiller are opening up one's 

imagination of the world to a global economy defined by an 'interconnectiveness' within a 

network. 

The image suggests to the viewer a vision of the world where the corporation and 

technological advancement are key. It can, therefore, be seen as an attempt to create a 

collective imaginary of a world economy in which one recognises the inevitability of space 

forged by capitalism. The image is a visualisation of the future and aims to define it in all 

the rhetoric of capitalism and, in the process, as argued by Massey, it "obliterates the 

multiplicities, the contemporaneous heterogeneities of space."75 It defines a homogenous 

future for space that is manipulated by the ideology of capitalism. The iconic nature of 

hope in the foreground accentuates and reinforces these reasons and implies that hope is 

given through access to a global network. 

Hiller's image was a highly staged one that aimed to sell a product, yet the advertisement 

was based on a vision of the world. The image demonstrates a changing perception of 

space that came with modernism. The technological advances that occurred as part of this 

and the proliferation of the photograph influenced how the world and space within it were 

viewed. Therefore, I would argue that over the course of time representations of the city 

through photographs have given us a new understanding of space which in turn has led to a 

rationalisation of how we believe space should be, leaving us, as Lefebvre pointed out, 

blind to its constructed nature. Photographers such as Alfred Steigltiz, Margaret Bourke

White, Berenice Abbott and Lewis W. Hine have made significant contributions to our 

geographical imaginations through their photographic works, the latter two of which I will 

75 Massey, op.cit., p.5 
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' 
look at in detail. Abbott attempted to show the topographical changes in New York, while 

Hine demonstrated the burgeoning relationship between capital and labour in transforming 

the city. Their images, along with those produced by state agencies, also lead to an 

understanding of the camera as a key instrument in constructing truths. While Hiller's 

image departs from the photograph's positivist foundations, it is necessary to look back at 

these foundations to understand the medium's progression beyond them. 

II. The Photograph of Space in Context 

From the discovery of photography in 1839, its documentary qualities, or ability to 

describe its subjects in precise detail, had always been lauded. This property was seen as 

embedded in the medium which stood it apart from the formal qualities of other art forms. 

Indeed, in 1859 Baudelaire and Matisse reinforced this point when, according to Molly 

Nesbit, they declared "Photographs were documents" and that "photographers should work 

like clerks to make exact records of things that might otherwise disappear."76 This 

statement was made in the context of considerations of the medium as an art form. 

Culturally speaking, the medium, according to Nesbit, "was a fundamentally practical 

picture that lay at the bottom of visual culture as a baseline, a point of departure, an 

objective pole."77 Thus, the photograph itself could not possibly be a work of art, but it 

could certainly be a departing point for the creation of one. 

Despite such a lowly status within the arts, by the time the twentieth century came around 

the medium had gained a reputation of scientific exactitude that saw it deployed by 

Etienne-Jules Marey, Eadweard Muybridge, Frank Gilbreth and Katherine Blackford to 

76 Molly Nesbit, Atget's Seven Albums, (New Haven, Yale University Press, 1994), p.15 
77 Ibid, p.16 
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measure everything from motion to race. 78 The photograph became a key bearer of 

knowledge. However, such knowledge was not imbued within the photographic document 

but rather, as argued by Nesbit, it required "an exchange, which is to say, by a viewer 

reading a certain kind of technical information from the picture's ability to display just that 

technical sign."79 For instance, Blackford took the photographic portrait and used 

physiognomy to make a technical reading of facial features. This reading, which was based 

on race, was then applied under a discourse of capitalism in order to place an individual 

into a job category. Ifwe tum our attention to images of the city produced at a similar time, 

there is none more comprehensive than Eugene Atget. 

Fig 2.2 - Eugene Atget, Un Coin, rue de Seine, 1924. 

78 Marey, Muybridge and Gilbreth used the photograph in motion studies in order to reveal the mechanical 
nature in the workings of the human body. Gilbreth used this information to attempt to make manual work 
process more efficient. Blackford used the photograph to study race through the theories of physiognomy 
believing that the photograph offered an index of facial features. The readings were then used to place 
af plicants in specific categories of labour such as manual worker, office clerk etc ... 
7 Nesbit, op.cit., p.17 
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From the late 19th century, Atget was producing images in the city spaces of Paris. Atget's 

images now enjoy an entirely different status to what they were produced for at the time. 

He advertised his services as 'Documents for artists' and this is exactly what they were, 

documents. Tagg has pointed out that "[i]mages can signify meanings only in more or less 

defined frameworks of usage and social practice."80 Therefore, any reading of Atget's 

photographs can only be made within certain frameworks. Among his clientele were public 

bodies, artists, set designers and publishers. Thus, this is where his photographs obtained 

their meaning. As Nesbit points out, his photographs "worked behind the scenes and then, 

duty done, could expect to be buried in a file."81 What might be understood from Atget's 

images, then, is his intention to show space and its qualities. Camille Recht, writing in an 

introduction to one of Atget's earliest publications after his death, compared his images to 

those used as evidence from a crime scene. 82 The attention to significant detail in his 

images gives rise to the meanings that can be extracted from them. 

For Berenice Abbott, who purchased a large amount of Atget's negatives and prints after 

his death, the meanings derived from his photographs were tied to the value of place and 

the photograph's documentary attributes. Abbott felt that Atget's photographic work 

offered a new field of vision in terms of his approach to his subject. What I am most 

concerned about here is the reason for Abbott's interest in Atget's photographs. Abbott 

saw in the photographs what she believed to be the possibilities of the image as a document 

of a place. She believed his images leaned on the photograph's inherent properties to 

accurately represent what was within the frame and his work inspired her to make her own 

record ofNew York City. 

80 Tagg, 1992, op.cit., p.91 
81 Nesbit, op.cit., p.17 
82 

Allan Sekula, 'The Body and the Archive', October, Vol. 39, No. 2 (Winter 1986), p.60 
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Fig 2.2 - Berenice Abbott, Construction Old and New, 38 Greenwich Street, New York, 1936. 

Within Abbott's New York work, she attempted to show city space in flux, juxtaposing 

older buildings with taller ones looming around. In Fig2.2, a view of 38 Greenwich Street, 

we see in the foreground an old tenement building, the clothes drying on the washing line 

indicating that it is still occupied. The tenement building is a visual symbol of poverty and 

the inclusion of it in her image contrasts poverty and prosperity living side-by-side in New 

York City. While irrefutably we can argue that Atget's intention was to create simple 

documents, Abbott did to an extent employ agency within her work. She attempted to 

control the meanings that could be derived from her photographs, while also relying on the 

photograph's inherent property to describe its subjects in precise detail. This leads to an 

understanding of space as a city of contrasts; the framing of the image adds to the meaning, 

being part of the primary coding of the image. 
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Fig 2.3- Museum of the City of New York, 38 Greenwich Street- front view above elevated train 
tracks, New York, 1914. 

In order to discover the part framing plays in the primary coding, we can look at another 

photograph taken of the building at 38 Greenwich Street, shown in Fig2.3. This 

photograph, taken in 1914, is unattributed and kept as a record in the Museum of the City 

of New York and can be purchased for a range of uses. It is a view of a shop front. Above 

it, there are flats and the rail track running across the top of the photograph is the same as 

in the bottom right corner in Abbott's image. The discourse behind the photograph may 

differ depending on its context. It could be used to act as a signifier for nostalgia of a time 

and place that can longer be reached or to study the architectural details of a tenement 

building in early 20th century New York. The framing of the photograph plays a part in 

what meanings can be extracted from it. Unlike Abbott's image, there are no contrasts in it 

and the primary coding focuses on the front of a building, making it simply a document. 
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Therefore, the discourse is invariably fixed to the context, something which is beyond the 

frame of the image. Analysing how the context drives the discourse of the photograph 

reveals how meanings are derived from it. 

Both photographs of Greenwich Street are now part of archives. As Sekula suggests, "since 

photographic archives tend to suspend meaning and use, within the archive meaning exists 

in a state that is both residual and potential."83 The residual context attached to Abbott's 

photograph is that of the artist, which tends to anchor its meaning. However, that does not 

mean that within a different context or over time it cannot obtain new meanings. We see 

that photographs are, as Sekula alludes, "fragmentary and incomplete utterances."84 This 

underlines the need to place Abbott's work in context. 

Abbott documented New York City through the time of the Great Depression, hired by the 

state for much of the time of her New York work, working under the Works Progress 

Administration (WPA)'s Federal Art Project (FAP) from 1935-38. During the 1930s, many 

photographers in America worked for federal agencies. The context that the work was 

produced under gives it an underying meaning. Authorship can also be seen as a factor in 

determining context as, for instance, there is no named photographer associated with 

Fig2.3. If we think back to Atget's images saved from oblivion by Abbott and placed in the 

context of the gallery, Atget becomes the master of his art. Sekula has pointed out that 

situations such as Atget's are the result of "the incessant search for aesthetic origins in a 

coherent and controlling authorial 'voice. "'85 The result of the ' incessant search' leads to a 

"continuing need to validate photography as fine art, which requires an incessant appeal to 

the myth of authorship in order to wrest photography away from its reputation as a servile 

83 Sekula 2003, op.cit., p.445 
84 Ibid 
85 Sekula 2003, op.cit., p.448 
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and mechanical medium."86 Therefore, Atget's images have been grounded by the 'myth of 

authorship', while the photograph in Fig2.3 is authorless, part of a New York City archive, 

making it easier to use it within varying contexts to support different discourses. Like 

Atget's images, Abbott's archive also perpetuates the resonance of art (amongst other 

things) from the pages of her books. In this case, then, it becomes difficult to see the full 

picture, as Sekula has again pointed out: "[i]n the wish-fulfilling isolation of the 'author,' 

one loses sight of the social institutions - corporation, school, family - that are speaking by 

means of the commercial photographer's craft."87 In becoming art, Abbott's images 'lose 

sight' of the social institutions they attempt to represent and end up betraying, to an extent, 

their original meaning. The new meaning focuses on the formal relations between the 

buildings, therefore bypassing the message that social space is a complex relationship 

between the rich and poor, in which the former tend to suppress and control the latter. 

Within the changing context of images drawn from the archive, we can see that meaning 

was not necessarily part of the photograph but attached to it in the form of our cultural 

understanding of the world. An important factor in this understanding was looking upon 

the photograph as a record of truth. John Tagg has pointed out that: "What gave 

photography its power to evoke a truth was not only the privilege attached to mechanical 

means in industrial societies, but also its mobilisation within the emerging apparatuses of a 

new and more penetrating form of the state."88 Therefore, while Abbott's images in a 

certain context can betray their original meaning, they obtain the attribute of truthfulness 

through both their mechanical means and a connection with the state. Within this context, 

Abbott's images depict a state of affairs that complies with the ideology that the 

86 Sekula 2003, op.cit., p.449 
87 Ibid 
88 

John Tagg, 'Evidence, Truth and Order' in Liz Wells (ed.), The Photography Reader, (London; New York, 
Routledge, 2003), p.94 
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foundations of these constructed places are built upon. It is a rationalisation of space as we 

believe we see it and over time the image becomes normalised, complying with the cultural 

understanding of a city. As demonstrated in the above examples, we can see how 

photographic meaning can be produced by changing contexts over time. Following on 

from this, it is pertinent to examine how the image as part of an archive and placed within 

certain discourses, produces knowledge and rationalises ideology. 

The New York City Tax Department, funded, like Abbott, by the WP A, photographically 

recorded every single building in the city between 1938-43. The images were documented, 

as Gabrielle Esperdy has commented, "with an almost archaeological precision. "89 The 

photographers framed the buildings as straight on as possible, only changing the angle 

when they were technically required to do so by narrow streets. Included in each image is a 

board with the number assigned to the block and building and an arrow on top pointing to 

it. 

The photographs would become part of a larger classification system that intended to make 

it easier to access information, much like that of the Alphonse Bertillon system. 90 Like 

Bertillon' s system, this new record of New York City properties was meant to guarantee 

scientific precision within the archive. Indeed, Sekula has pointed out that "between 1880 

and 1910, the archive became the dominant institutional basis for photographic 

meaning."
91 

Therefore, the photographic image was key to the understanding of space 

within the tax departments archive. The photograph acted as evidence and confirmed with 

89 
Gabrielle Esperdy, 'A taxing photograph: The WP A real property survey of New York City' in History of 

Photography 28:2, (Routledge, 2015), p.136 
90 

Alphonse Bertillon created a system in the late 19th century for classification of criminal records. Within 
his system there were detailed information on every criminal record, including a photograph, thus making 
access and identification easier. 
91 Sekula 1986, op.cit., p.55 
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visual exactitude the textual information that came with it. The archive also operated as a 

form of power through the knowledge it produced. 

As already mentioned, the photograph lent itself to truth, owing to its mechanical nature 

and association to the state. Foucault has also argued that in society there are certain 

speakers of truth, those looked upon to speak the truth. The state was seen as one of 

these.92 The photograph was believed to be an ideal form to communicate these truths, 

gather knowledge and, in the process, exercise state power. Pertaining to this, Sekula has 

argued that archives "embody the power inherent in accumulation, collection, and hoarding 

as well as that power inherent in the command of the lexicon and rules of language."93 In 

the photograph, the state recognised the ability to control space by seemingly objectively 

documenting it. 

Within the context of this archive, and indeed the others created for the state by Abbott and 

her counterparts, the notion of power should be addressed. The state clearly recognised the 

photograph's ability to survey, thus producing a body of knowledge. According to 

Foucault, "[n]o body of knowledge can be formed without a system of communication, 

record, accumulation and displacement which is in itself a form of power".94 The tax 

administration's photographs make up such a body of knowledge, therefore exercising 

state power over the built environment for the purpose of extracting taxes. The information 

in the tax archive was also shared across state departments, leading to "other forms of 

92 Michel Foucault "is not necessarily concerned with the 'correctness' or otherwise of the concepts, methods 
and content of the modem sciences but the effect of power which is linked to the institution and functioning 
of an organised scientific discourse within society." (Jessica Evans (ed), The Camerawork Essays: Context 
and meaning in photography, 'On Foucault: Disciplinary Power and Photography' by David Green, (London, 
Rivers Oram Press, 1997), p.123 
93 Sekula, op.cit., 2003, p.446 
94 David Green, 'On Foucault: Disciplinary Power and Photography' in Jessica Evans ( ed), The Camerawork 
Essays: Context and meaning in photography, (London, Rivers Oram Press, 1997), p.122 
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power."95 The ability to survey with a photograph gave the state disciplinary power over 

the property owner. The existence of the photograph confirms the features of a building 

and, in the process, normalises the power of the state. It also underlines the photograph as 

an instrument of truth, but it is important to remember these ' truths' operated under certain 

discourses. In the tax department's case, the discourse of capitalism allowed private 

buildings on state leased land to be subject to the rigors of the state through a system of 

taxation, in process supporting the growth of the capitalist economy. 

Fig 2.4- NYC Tax Photogi-aphs, 277 South Street at Pike Slip, New York, 1939-41. New York City 
Municipal Archives. 

The context of these images as part of an archive used by the tax department is what drove 

their discourse until the archive itself became redundant in the post World War II urban 

rebuilding that changed vast swathes of the city. By the 1980s, the images were transfened 

95 Ibid 
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to the New York City Municipal Archives, no longer useful for the purposes of tax 

assessments. Under this new context, as Sekula has pointed out, "their meanings are up for 

grabs."96 However, looking at the photographs produced by the tax department it is 

difficult to deny the context in which they were created. Each image is grounded by a 

board with a number on it sitting in the foreground leaving clear evidence that the images 

were once part of some kind of administrative catalogue. Therefore, the original context is 

difficult to hide within the images and this in tum drives the discourses that can be derived 

from them. 

Fig 2.5-NYC Tax Photographs, 128 Water Street, New York, 1939-41. New York City Municipal 
Archives. 

Taking all the above into account, we can see an evolution of photographic meaning in 

terms of how it portrays space. Atget's documents were simple recordings of space, of 

what existed in front of his camera. They possess nothing unless, as Nesbit pointed out, a 

96 Ibid, p.444 
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technical reading is applied under a certain context. The application of the camera was 

seen as useful in order to describe space in precise detail, such as with the view of 38 

Greenwich Street in Fig2.3; a simple document waiting for a context to have a meaning 

attributed to it. Meaning, therefore, for these images derived from outside the frame instead 

of being contained within the frame. These meanings depended on the context that the 

image was placed within. Abbott's introduction of agency within the image changed how 

one might view space. Her image of Greenwich Street hinted that space could perhaps 

contain meaning inherent within rather than being mostly derived from beyond the frame. 

Juxtaposing the tenement and skyscraper shows us contrasting space, rich versus poor, and 

the consequence of the class division within the built environment. We begin to see 

representational space being formed from representations of space. 

Within the new meanings established by Abbott, the evocation of truth was necessary to 

pass off ideology as reality. The New York Tax Department photographs evoke such 

truths, driven by the photograph's mechanical nature and the "more penetrating form of the 

state."97 While the Tax Department photographs are simply documents requiring a 

technical reading to obtain meaning, the discourse comes from the archive itself. The 

archive represents space under control in the panoptic sense and, therefore, a power 

relationship is formed between the space and the state. The photograph of space no longer 

represents a mere document of the details of space but, instead, operates at a level where it 

can disclose the relationships that operate within urban space and abstract notions of what 

urban space represents. 

97 Tagg 2003, op.cit., p.94 
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III. Lewis W. Hine - Men At Work 

Fig 2.6 - Alfred Stieglitz, From My Window at the Shelton, North, 1935. 

In the light of constructivism and the influence of socialist realism, which had been used to 

deploy the photograph to communicate abstract notions of ideology, the photograph was 

seen as more capable of producing abstract meanings from the spaces that it depicted. In 

line with Abbott's image, similar techniques were employed by Alfred Steiglitz and 

Margaret Bourke-White around the same time. Although Steiglitz was looking for more 

from the photograph than its positivist portrayal of space, according to Alan Trachtenberg 

he "was unable to identify the origins of ambiguity in society itself, in the uses of the 

building and the social relations they manifest."98 Therefore, Steiglitz ends up showing us 

the city in isolation from its immediate surroundings, his only concern the formal qualities 

of light and structure. Bourke-White also concerned herself with formal qualities, focusing 

98 Alan Trachtenberg, Reading American Photographs, (New York, Hill and Wang, 1990), p.215 
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on the aesthetics of her subjects in her work for Fortune magazine. Her ability to focus on 

objects meant "she often overlooked the people and the larger issues around her."99 This 

made her a favourite with some of the magazine's editors. While Steiglitz's work lay in the 

context of the gallery, much of Bourke-White's images appeared in Fortune magazine and 

corporate reports. Her images were therefore grounded in the language and concerns of big 

business and Steigltiz's in the myth of the artist. 

Fig 2. 7 - Margaret Bourke-White, Empire State Building still under construction, New York City, 
1931. 

As we can see from the above in Fig2.6 and 2.7, Steiglitz and Bourke-White made straight 

documents of space from elevated positions. Each of their images were grounded in the 

context of where they appeared, the gallery and the business publication respectively. 

Lewis W. Hine, who operated around the same period as Steiglitz, Bourke-White and 

Abbott, made an important body of work about skyscrapers. In a series titled 'Men at 

99 Melissa A. McEuen, Seeing America: Women Photographers between the Wars, (Kentucky, University 
Press ofKentucky, 2004), p.215 
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Work', he focused on the construction of the Empire State Building. Prior to this, he was 

mostly known for his social work using the photographic medium to evidence child labour 

and poor working conditions. His images, unlike those of other photographers operating at 

the time, concentrated heavily on the role of labour within the construction. Hine portrayed 

the building as a product of labour and skilled craftsmanship. With Hine's work, as 

Trachtenberg commented, a building is "not a polished shape against the sky, but an object 

constructed by specific skills and tools."100 Many of Hine's images are set with the city of 

New York in the background and in some images the city dominates the photograph. In the 

foreground Hine, with a few exceptions, concentrates on the lone worker, performing his 

craft. 

Fig 2.8 - Lewis W. Hine, Engineer, Empire State Building, 1931. 

100 Trachtenberg, op.cit., p.210 
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Hine's images reveal the nature of work involved in creating these spaces. The 

construction of the Empire State Building was indicative of the work practices at the time, 

relying on Taylor's scientific management in order to complete it quickly and efficiently. 

(It was actually finished ahead of schedule)101
. We can see that the construction of such 

space is inevitably tied to capitalist ideology from the start in how they are financed, built 

and used. Looking at Hine's images, we understand space as a social text involving both 

the body and space. The actions of each of the individuals in the images resulted in the 

making of the building. There is an image of an engineer (Fig2.8) in the process of making 

measurements essential to the construction of such a large building. Hine has placed both 

the worker and the city behind him in sharp focus. This is a different approach from his 

earlier images, in which he tended to focus more on the subject and throw the background 

out of focus. In these later images, the space of the city and the worker are the subjects. 

Fig 2.9- Lewis W. Hine, Raising the Mast, Empire State Building, 1932. 

101 The approach introduced by Frederick Winslow Taylor, known as scientific management, was an attempt 
to gain control over the worker. 
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In order to understand what meanings are produced from the images, we need to take a 

look at both Hine's intentions and the economical environment he was working in. Prior to 

1920, Hine was involved in a push to improve working conditions and expose child labour. 

However, after World War I with the closer relationship of government and corporations, 

Hine found it difficult to operate with such a rhetoric. It meant a change in approach, with 

Hine now focusing on individual 'Work Portraits' that documented an individual's 

satisfactions in work. It is under this guise that the Empire State Building images were 

made. Though Hine's intentions for his portraits differed from that of the corporations he 

worked for, it was inevitable that in the context they appeared the aim was "to rationalize 

the subjectivities of big-business employees and to naturalize the business-state alliances 

that came to define the post-war corporate liberalism." 102 Therefore, Hine's portraits reveal 

much about the system being put in place in order to complete vast building projects such 

as the Empire State Building. 

In another one of Hine's photographs (Fig2.9), a worker is standing on the edge of the 

building, the scene dominated by the city around him. In the bottom right comer, there is 

the shadow of the building spread over the city, reminding us of its enormity. Below the 

worker, the topography of the city is laid out as the image attempts to frame the heroism of 

the worker in the construction of city space. However, as Trachtenberg has pointed out, 

there are ambiguities that occur from Hine's images. For instance, "the social norms under 

which labor is performed - norms of ownership and power that shape the particularities of 

individual labor into a system of relations."103 The meanings formed within these images 

rocks back and forth between Hine's intention and that of those who often commissioned 

his work. Hine's intended meaning, represented by the worker, is more visible, the other 

102 Brown, op.cit., p.120 
103 Trachtenberg, op.cit., p.224 
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being, like Barthes' myth, hidden from view but imbedded in the context of a strong 

building economy of the 1920s. It produced speculation in real estate and "in which the 

building functions as a commercial temple celebrating (or worshipping) empire."104 The 

photograph then moves to normalise the relationship between labour and capital, the 

'heroic' worker as part of the system that creates vast wealth for others. Therefore, as 

Brown has argued, photography was deployed to reinforce corporate power and normalise 

a burgeoning economic model which now presides over almost everything.105 

In the discussed series of Hine' s work, we see a development of spatial relations forming 

within the image. It assists in our reading of both the image and space, allowing for an 

understanding of what these spaces represent. Hine was taking an abstract notion of labour 

and using the photograph to represent its relationship to the city. This could not have been 

done without the presence of the worker. The images represent an agency within his work 

that demonstrates the constructed nature of these spaces and the ideology of capitalism that 

flows through them. 

IV. The New Topographies and Modern Representations of Space 

The New Topographies exhibition in 1975 offered a perspective on the post-war landscape. 

Although the approach to documenting space may not have been new or unique, it 

challenged the perception of the traditional landscape image of pristine nature which 

stemmed from what was understood as a traditional landscape through the coding of 

practices that were introduced in painting. The Topographies' work, often described as 

104 Ibid 
105 Brown, op.cit., p.19 
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banal and distant, offered few examples of visual perspective or scale. 106 Many of the 

photographers were influenced by Walker Evans and Atget and driven by, as William 

Jenkins put it, "the sense that the photographers' influence on the look of the subject is 

minimal."107 The photographs were also a reaction to the changed post-war landscape and 

a growing influence of man on the landscape outside the city. 

Among the photographers mentioned by Jenkins in his introduction was Edward Ruscha. 

Ruscha's photographs, according to Jenkins, "were stripped of any artistic frills and 

reduced to an essentially topographic state,"108 but visually remained highly descriptive. 

This brings us back to an earlier point regarding the evidential nature of the photographic 

image. These images aimed to describe the landscape as it was and were made to look as 

functional as the New York tax photographs shown in Fig2.4 and 2.5. However, Ruscha's 

intention was the not the same as many of the New Topographies' photographers as his 

images, as John Schott pointed out "are not statements about the world through art, they 

are statements about art through the world."109 Therefore, Ruscha's aim was an aesthetic 

one about the state of art. 

The New Topographies' objective was different from Ruscha's in their aim to describe a 

place. With the exception of Bernd and Hilda Becher, who photographed obsolete 

structures from the post-industrial age, the exhibition's photographers focused on new 

landscapes. The method used by photographers such as Lewis Baltz, Robert Adams and 

Frank Gohlke, all of whom will be discussed, was complemented by the subject matter. 

106 Liz Wells, Land Matters: Landscape Photography, Culture and Identity, (London; New Y ork, I.B.Tauris, 
2011 ), p .267 
107 Thomas F. Barrow, Shelley Armitage & William E. Tydeman (eds), Reading Into Photography: Selected 
Essays, 1959 - 1980, (Albuquerque, University of New Mexico Press, 1982), p.52 
108 Ibid 
109 Ibid 
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The images aimed to be as un-stylistic as possible while describing the spaces of the 

everyday that were a product of the post-war urban experience. In a sense, the exhibition 

could be seen as a reaction to these new landscapes that had sprouted up throughout 

America. They were embodied by large suburban sprawl that is perhaps epitomised by the 

Levittowns and a demand for low cost housing.110 The growth in this type of housing had 

several knock-on effects for the landscape, many of which have been depicted in the New 

Topographies. 

The suburbs depicted by the photographers included housing estates, shopping malls, car 

parks and industrial parks, all of which were, according to Edward Relph "a distinctive 

feature of post-war surburban developments throughout North America."111 These 

'distinctive features' were the subject of many of the New Topographies photographers 

including Baltz, Adams and Gohlke. I will focus on these photographers as between them 

they have depicted the suburban spaces of the industrial park, housing estate and shopping 

mall. 

11°The Levittowns were some of the first corporate built suburban housing estates in America. They were 
built by William Levitt in order to meet the demand of returning servicemen after World War II. Through 
demand and marketing these types of properties grew considerably through the 1960s. (Relph 1987, op.cit., 
p.172-178) 
111 Edward Relph, The Modern Urban Landscape, (Baltimore, John Hopkins University Press, 1987), p.178 

65 



Fig 2.10- Lewis Baltz, 'North Wall Steelcase 1123 Warner Avenue Tustin, 1974' from the series The 
New Industrial Parks near Irvine, California, 1974. 

Baltz's images mainly consisted of the facades of buildings in industrial parks. In Fig 2.10, 

the exterior of a building with rectangular panels lining the walls and a circular window at 

the centre gives little away regarding the building's function. Even a glimpse inside 

through the window tells nothing of what may go on inside. This echoes Bertholt Brecht's 

thoughts, alluded to by Walter Benjamin when discussing an image of the outside of the 

Krupps' factory: "The photograph of the Krupps' factory tells us nothing about the 

conditions and relations within".112 What I am interested in analysing, however, is 

precisely what this type of photograph can tell us. David Campany has pointed out that 

throughout the 19th century, buildings resembled their function more closely, making the 

112 Walter Benjamin, 'A Small History of Photography' in E. Jephcott & K. Shorter (eds), One Way Street 
and Other Writings, (London, Verso, 1979), p.255 
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institutions that inhabited them more visually recognisable.113 The photograph and the look 

were bound together for the people of this time and both were transparent. These buildings 

became icons of what they represented and, thus, were understood through the work of 

photographers of the time. However, as Relph has argued, the new industrial parks 

sprouting up in the 1960s and 70s "neither require nor suggest specific landscapes."114 

They are the buildings that were the focus of much of Baltz's work; the buildings that, in 

terms of the visual, were never meant to be looked at. The photographs represent the 

changing landscape which was becoming ever more populated with ambiguous facades. 

Fig 2.11-Frank Gohlke, 'Landscape, St Paul, Minnesota', 1974. 

113 David Campany, http://www.davidcampany.com, Fast World, Slow Photography: Lewis Baltz, [Accessed 
09.09.2016] 
114 Relph 1987, op.cit., p.126 
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Adams and Gohlke's work also offered rich descriptions of the post-war landscape. 

Adams' photograph displays a large housing estate in Colorado. There is nothing unusual 

about the scene, at least to those familiar with these places and here lies the intention of the 

work: It was intended to be a document of space. The work is, as Jen.kins argued, a 

topographic survey of the land and what each photographer returned with was a reflection 

of the man altered landscape. Gohlke's photograph, in Fig2. l l, shows us an empty parking 

lot carefully lined out for cars to park in. Spread out across the space are lights and in the 

distance there is a large sign easily recognisable to speeding cars approaching on the wide 

highways from a distance. The fact that these photographs were considered banal by some 

is a suggestion of the familiarity of these spaces in modem living. The scenes are those of 

everyday life; we leave a house in the suburbs, go to work in an industrial park and shop in 

vast shopping malls. 

Fig 2.12 - Robert Adams, 'Tract housing, North Glenn and Thornton, Colorado', 1973. 
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A key learning from Lefebvre is that the constructed environment is inherently ideological. 

The New Topographies reflects this on the types of landscape that they chose to 

concentrate on. Each of the crafted landscapes was a result of a prevailing ideology that 

swept over everyday life. The works, despite of any claims of objectivity, were critical of 

the new suburban spaces. This can be seen for instance in Baltz's comments about his 

landscapes when he mused; "Was it a world people could live in? Really?"115 It is also 

clear in the work of Adams both in and proceeding the exhibition, in which he had been 

critical of the way the Colorado landscape had been used for the construction of housing. 

Each of the above three images from Baltz, Adams and Gohlke displays a world 

constructed on the ideology of capital. Each photograph displays a space designed to 

engineer capital; The housing estate built for profit by the developer, the shopping mall a 

site of convenience which markets itself on the entertainment of consumption and the 

industrial estate where the products and services of capitalism are grown and tended to. 

In the New Topographies, we see a critique of the landscape through the apparent objective 

use of the camera. Even though the images follow in the line of Atget's positivist 

approach, they are more than just documents. They can be seen as a reaction to the 

recapturing of Romanticism by photography embodied in the work of Ansel Adams. In 

Adams ' s work, as Roberts states, "the photographing of untainted landscape is brought to a 

heightened sense of serene and powerful composure as a critique of modernity."116 

Unfortunately for Adams, though, these photographs brought with them a commoditisation 

of space and in essence his sought after "essence of experience'' was, as Roberts points out, 

"an impossible demand: that the wilderness be available for all as a singular 

IIS C • ampany, op.c1t. 
116 Roberts, op.cit., p.1 10 
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experience." 117 Thus, we witness Adams' s images of untainted landscapes absorbed in an 

abstraction, which, as Roberts argues, is the "logic of capital'' 118
• Therefore, the New 

Topographies offered a critique of this abstraction of space. As Roberts puts it, Lefebvre's 

representational space "becomes a resource for photography' s renewal in its ongoing 

dismantling of photographic 'transparency' ."u9 For the sake of unravelling the 

photograph' s role in the production space, we need to look at the nature of the 

photograph's own constructedness. 

Fig 2.13 - Li Wei, Li Wei Falls to Hong Kong, 2006. 

Li Wei's image made within the city of Hong Kong, where he has juxtaposes his body in 

front of a modem urban landscape, demonstrates the constructed nature of both space and 

the image. In Wei's image, in Fig2.17, the background is dominated by skyscrapers while 

in the foreground his body is unnaturally positioned upside down with his head submerged 

in the water. Wei has used this pose in several different images but here my focus is on the 

relationship formed between the body and space and how it brings into question the 

everydayness of constructed space as well as the constructedness of photographic image. 

117 Ibid, p.111 
118 Ibid, p.101 
119 Ibid, p.117 
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Mark Fisher has argued that "capitalism subsumes and consumes all of previous 

history"120
, including the photographic image and the values contained within it. As capital 

has evolved, it subsumes the image and, in turn, the photographic image evolves to form a 

critique of capital. The constructed image offers another step in this evolution as Roberts 

argues that "by fabricating scenes and objects for the camera, photography endeavors to 

internalize this sense of constructedness of the world through a program of 

prephotographic and photographic labor."121 Thus, by constructing the relationship with 

space Wei forces us to rethink our relationships with it and how these relationships are 

dictated by the ideologies that build and control the spaces of the city. 

The works presented in this chapter represent an evolution in the representation of space 

from a document requiring a technical reading to images capable of unravelling the 

complex relationships inherent in constructed spaces. Chapter Two has outlined the 

photograph's ability to both disclose space in intricate detail while also producing bodies 

of knowledge that were used under the discourse of the state to control space. Therefore, 

we see burgeoning deployment of the image in regulating how space is used. In Chapter 

Three, I discuss my rationale, methodologies and methods in approaching the subject of 

representing globalising urban space and the forces that control it. 

120 Mark Fisher, Capitalist Realism, (Hants, Zero Books, 2009), p.4 
121 Ibid, p.118 
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Chapter Three 

In this chapter I discuss the rationale, methodology and methods used while working in the 

field-sites of Dublin's Docklands and Pasila in Helsinki. I define my use of ethnography as 

a methodological approach towards studying space which assists for Chapter Four when I 

begin to build up an image of and define each of my field-sites. In addition, I outline and 

discuss my methods of research, including note making, walking the field-sites, 

photography and video. Within these methods, I will discuss the rationale behind them, 

finally moving on to addressing my approach to making interventions in the field using 

still and moving images. 

I. Methodology and Methods 

There are a few different facets to consider when building a methodology to examine urban 

space. Space, in our globalised world, is heterogeneous; a result of both local and global 

forces. There is also, as argued by Massey, a dimension of space that is ethereal, which 

contains relations of power between the local and global. The kinds of spaces I am looking 

at often contain these power relations. Therefore, a methodological framework is needed 

that can analyse the disparate nature of urban space and how power relations function to 

shape and reshape it. 

As part of the analysis of urban space, it is necessary to gather knowledge of the spaces in 

question. Such research requires not only a knowledge of the locale but an understanding 

of the impact of the globalised forces beyond it. Both Pasila and the Docklands are typical 

everyday urban spaces in terms of social phenomenon; spaces where people live, go to 
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work, shop and socialise. Ben Highmore has pointed out that the everyday contains "those 

most repeated actions, those most travelled journeys, those most inhabited spaces that 

make up, literally, the day to day."122 These 'day to day' processes are so familiar it can be 

difficult to analyse them, but Highmore has argued that ethnography offers a way of 

"defamiliarizing the everydayness of the everyday".123 Therefore, 'defamiliarizing' the 

field-sites leads to the possibility of an in-depth analysis of these urban spaces and social 

phenomenon that occur within them. The analysis assists in revealing how the power 

relations shape urban space and consequently influence the events of the everyday. 

However, observation and analysis alone are not enough to build a complete picture. In her 

study of a planned incinerator, Zsuzsa Gille discusses how one must actively ' construct' 

the full picture to bring to light globally based influences on the locale. She has 

demonstrated through her ethnographic study how the power relations between the local 

and the global function to alter space.124 In Gille's research, the potential waste incinerator 

near the village of Gare in Hungary is to be constructed using French capital at the behest 

of the state. Gille aimed to demonstrate the affect of global capital on a locale. In such 

cases, Gille argued for a multi-sited approach that integrates Doreen Massey's theories on 

space.125 I want to distinguish first my use of the term multi-sited ( or sites as I refer to it 

later) from field-site. Multi-sited, as Gille has outlined, are the various arenas where the 

stakeholders lie. The stakeholders range from the corporations that develop in the field

sites, to the residents and workers who occupy them. 

122 Highmore 2002, op.cit., p.l 
123 Ibid, p.87 
124 Zsuzsa Gille, 'Toward a New Concept of Site' in Cultural Studies I Critical Methodologies, Vol.l No. 3, 
2001, p.323-323 
125 Massey's theories of space puts an emphasis on the social relations that links local and global spaces. 
These theories allow us to see how power relations are acted out between local and global sites, not just on a 
physical level but also on a immaterial level. It also allows us to see the influence of the global market for 
speculative capital has over space and how this deterritorializes and reterritorializes the spaces in the 
Docklands and Pasila. 
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Massey' s theories put an emphasis on the social relations between the global and the local, 

marking space as not just physical but also ethereal. For Massey, space and time are 

intimately connected, imbued with stories and events. By applying Massey's theory, Gille 

argued it would be possible to reveal the power relations between the various sites 

involved in the potential incinerator. I am interested in how the connected stories and 

events are played out in relation to power structures inherent in capitalism and the role the 

image plays in these relationships. The city is by its nature a social space and, as Massey 

argued, "social space is a product of our relations with each other."126 Thus, I would argue 

that the space constructed in cities is a product of relationships embedded within the 

capitalist system and the visual plays a key role in the relationship. We see this through, 

firstly, the digital visualisations that define space throughout the planning process prior to 

and during construction and, secondly, the deployment of cameras to watch over the newly 

constructed spaces. 

Fig 3.1 - YIT, Digital Visualisation of Trip la Office Space, http://yitmaterialbank.net, [ Accessed 
18.6.2107]. 

126 Social Science Bites, "Doreen Massey On Space_Social Science Bites". YouTube. N.p., 2013. Web. 16 
May2016 
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The space pictured above in Fig3.l contains such a set social relations inherent in 

capitalism. The image sets a scene, portraying these relations vividly in how it sets out a 

space, in this case office space, as part the new development in Pasila, Helsinki. The image 

in Fig3.l is not a final visualisation of how the actual office space will look but, rather, a 

visual indication of how the space will be used and affirms a set of spatial practices 

through representations of space. Representation of space is, as Lefebvre argued, 

conceptualised space. Lefebvre also asserted that spatial practice is linked to social 

formation and everyday practices. 127 Thus the image helps the viewer conceptualise space 

as it should be arranged; firstly, that the requirements of the market where capitalism needs 

constant growth dictates the production of these spaces and secondly, setting out the spatial 

relations within the space which are part of the everyday. In Fig3.l, the dominant male 

figures literally frame the space. Within this frame are the passive sitting females, one in 

the role of assumed receptionist. I do not intend to discuss the portrayal of gender within 

these images but merely point out that such culturally understood phenomenon are 

constantly perpetuated through the image. 

The presence of a relationship shown in the image and inherent in space means that it is 

necessary to study space from all sides. As the researcher, my role is to find the 

connections between the sites. George E. Marcus has argued that "multi-sited ethnography 

is a revival of a sophisticated practice of constructivism."128 Therefore, I am building the 

connections between the sites rather than, as the ethnographer would traditionally do, 

merely observing. This then, as Gille has elaborated, means "the ethnographer constructs 

127 Lefebvre, op.cit., p.33 
128 George E. Marcus, Ethnography Through Thick and Thin, (New Jersey, Princeton University Press, 
1998), p.90 
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the reality defined by the paths of the objects of his or her interest."129 As such, I am 

engaging with a multi-sited ethnography as the fate of both my field-sites are tied to the 

outside world in the form of a globalised market for space. 

The notion of constructing a reality based on observations is problematic. Highmore has 

argued that "[t]here is no empirical reality that can simply be encountered so that it will 

reveal the forces that produced it." 130 Looking to the individual sites as arbitrary 

happenings in a system of capital does not reveal the power relations that 

deterritorialize/reterritorialize urban space. Rather, the stories and events that connect the 

sites are part of the everyday under a system of capitalism, a system which through 

relationships of power attempts to exploit and protect the monetary value of everything. 

Gille realised the shortcomings of Marcus's constructivism theory, hence the inclusion of 

Massey's theories. These theories assist in my analysis of the links in the social relations 

between the globally placed corporations and the locally placed residents and workers. The 

theories ensure that these links, as Gille has pointed out, are viewed "not merely as 

conceptual links forged by the imagination of the ethnographer"131 but instead, as 

revealing the relationships between the various stakeholders as part of the everyday system 

of capital that engages with space in order to control how it is used and imagined. 

As the researcher, it is important to discuss my own subjectivity within the research 

process and as part of what constitutes the everyday. To this effect, Sarah Pink has argued 

that "[ a] reflexive approach recognises the centrality of the subjectivity of the researcher to 

129 Gille, op.cit., p.323 
130 Highmore 2002, op.cit., p.116 
131 Gille, op.cit., p.327 
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the production and representation of ethnographic knowledge."132 The space in the 

Docklands is familiar to me because I spent a short period living in the area and it also 

brings back memories of the almost nine years I worked for two different multinational 

corporations. In terms of understanding the structures of corporate spaces, I have firsthand 

knowledge of their exclusivity and hierarchy, of which there are many examples in both 

the Dockands and Pasila. The exclusivity and hierarchy are demarcated by both physical 

and ethereal barriers. Access is not just blocked by walls and gates but also by invisible 

social barriers. For my generation, coming into working life in the mid-1990s, the 

beginning of what was known as the Celtic Tiger, this was and continues to be a common 

experience of space. 

It is important to also mention, as pointed out by John Roberts, "the photographic process 

as something that is irreducible to the subjectivity of the photographer." I can connect this 

to Gille's earlier assertion regarding the paths of interest. The research photographs I 

produce are a result of these paths and through them I disclose details about the world 

around me. They are not representative of ethnographic knowledge, but, as outlined by 

Pink, "can be understood as routes to knowledge and tools through which we encounter 

and imagine other people's worlds."133 They are also irreducibly linked to my own 

subjectivity as noted above. While it is necessary to note the subjectivity behind the 

photograph, it has, according to Roberts, the "capacity to disclose the look of things in 

complex detail."134 Therefore, a photograph can act "as a trace of the material world"135
, 

not only allowing us to view it but also revealing information about it. Roberts' argument 

hinges on a photograph's ability to disclose but a photograph's attributes lie precariously 

132 Sarah Pink, Doing Visual Ethnography, (London; New Delhi; Singapore; Washington DC, Sage, 2013), 
p.36 
133 Ibid, p.38 
134 Roberts, op.cit., p.61 
135 Ibid 
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between the formal and non-formal; attributes that allow it to be both art and non-a1t as 

well as scientific and non-scientific. A photograph, therefore, cannot be considered a 

medium that represents an omni-truth. Instead, I consider that, as Roberts echoing Sekula 

argued, "photography's indexicality has a privileged relationship to the process of truth

telling."136 As such, this privileged relationship allows me to disclose certain details about 

the spaces I traverse as part of my research, thus acting "as routes to knowledge"137. 

a. Walking 

Walking the field-sites forms another part of gathering knowledge of space. Michel de 

Certeau asserts that places are full of meanings and, to discover these meanings, one must 

just walk the street and experience the topography of the city at first hand. 138 Indeed, 

walking is part of my own daily routine and through it, over time, I have come to 

somewhat understand the spaces I must traverse to reach my workplace. Naturally, not all 

spaces can be fully understood by merely passing through but a great deal can be taken 

from these experiences. As Timothy Shortell and Evrick Brown have argued, "moving 

through urban space we become aware of the diversity of people with whom we share a 

place; we come to understand ourselves and the groups to which we belong, and those to 

which we do not."139 Therefore, moving through a space is an important part of 

understanding a space and how it is used. 

136 Ibid, p.63 
137 Pink, op.cit., p.38 
138 Michel de Certeau, The Practice of Everyday Life. (Berkeley; Los Angeles; London, University of 
California Press, 1988) 
139 Timothy Shortell & Evrick Brown, Walking in the European City: Quotidian Mobility and Urban 
Ethnography, (Surrey; Burlington, Ashgate, 2014), p.2 

78 



Traversing urban space has often been equated with flanerie; a process of curiously 

wandering in urban space. The flaneur wanders in the spaces of the city, becoming familiar 

with it but, as Walter Benjamin argued, this character "demanded elbow room and was 

unwilling to forego the life of the gentleman of leisure."140 Adding to this, Highmore 

declares that "[i]t is an outmoded figure, a figure on the edge of extinction", which makes 

it inappropriate to use it within my corpus. I, instead, look towards the derive, also a form 

of wandering the city but with a more critical eye. Derive is another approach to know the 

city, created by the Situationists who "were deeply concerned with how urban public life 

was changing as a result of consumer capitalism."141 Key to this form of moving through 

space is, as Shortell and Konrad Aderer argue, "the Spectacle [which] reduces everyday 

behaviors to a closed circuit of production and consumption."142 Thus, the visual is a 

crucial factor in understanding how the spaces of the city are used through looking at and 

being looked at. As I move through urban space with a certain agency, I aim not to be part 

of the Spectacle but to seek out how the modes of capitalism endeavour to change and 

control urban space. 

140 Highmore 2005, op.cit., p.41 
141 Timothy Shortell & Konrad Aderer, 'Drifting in Chinatowns: Towards a Situationist Analysis of Polyglot 
Urban Spaces in New York, Paris, and London' in Walking in the European City: Quotidian Mobility and 
Urban Ethnography, (Surrey; Burlington, Ashgate, 2014), p.110 
142 lbid 
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b. Note making 
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Fig 3.2- Pages from notebook, Sunday 26th March 2017. 
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As part of visiting both field-sites on numerous occasions, I keep a notebook of my 

thoughts, experiences and encounters. Darren Newbury has pointed out that keeping 

notebooks "provides a form through which the interaction of subjective and objective 

aspects of doing research can be openly acknowledged and brought into a productive 

relationship."143 The notebook is, therefore, an important log of my experiences and 

encounters while occupying and moving through the field-sites. This is part of a reflexive 

approach to the subject of space which, as mentioned, includes my own past experiences. 

Mark Curran argues that "'reflexivity' has a significant role to play in the application of 

143 Darren Newbury, 'Diaries and Fieldnotes in the Research Process' in Research Issues in Art, Design and 
Media, Issue No. 1, Birmingham Institute of Art and Design, 2001, p.3 
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photography as a research method - making explicit that which is implicit."144 By keeping 

a field notebook I am making explicit my experiences of these spaces and how they 

influence my overall research. The notes also assist in informing my practice when 

creating the images in the spaces of the field-sites. 

The notebook is separate from my visual research journal and one of the mam 

considerations is that I required something small that can easily be carried while in the 

field. There are a few reasons for keeping this kind of notebook and Newbury has 

suggested that the "most important of these are the role the diary can play as a coherent 

central record of project ideas."145 The notebook also acts as a log of my observations, the 

routes I take through the field-sites while walking and a record of interactions with the 

stakeholders at each field-site. Confidentiality, as Newbury has also pointed out, is a 

concern for making entries in relation to the conversations. 146 As I make entries into the 

notebook, I am aware of the issues around individuals' wishes of anonymity. Thus, I use 

only first-names or some other fonn of indication that makes the meaning of each entry 

more explicit. I do not believe that anonymity within the notebook has a great impact on 

my overall research. 

c. Visual Research 

Visual research forms an important part of my polymorphous engagement with the field

sites. Sarah Pink has suggested "[t]he internet is part of many contemporary ethnographic 

field sites, and visual ethnographers will often find themselves moving between or being 

144 Mark Curran, 'The Breathing Factory: Locating the Global Labouring Body' in Journal of Media 
Practice, Volume 9, 2008 - Issue 2, p.141 
145 Newbury, op.cit., p.8 
146 Ibid, p .9 
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simultaneously part of online and offline socialities and materialities as part of the process 

of doing visual ethnography."147 Much of my research can be conducted through this 

medium with access to newspapers, official documents and other material in relation to the 

field-sites and the subject of urban space in general. I record these materials in my visual 

research journal along with my thoughts as the project progresses, while keeping in mind 

that one must always be aware of who is saying what and why. 

While walking through the field-sites, I use photography and video to record the spaces, 

adding images to the visual research journal to keep a visual log of the spaces visited. Still 

and moving images are used to inform my visual interventions at both sites through what 

they disclose about the spaces. In addition to assisting in the understanding of the spaces in 

each field-site, the images are used to identify and plan my photographic interventions for 

which I outline the rationale for in the next section. The visual medium is a useful tool 

within my research since, as already mentioned, the image has the ability to disclose things 

about the spaces at the field-sites in intricate detail. 

147 Pink, op.cit, p.53 
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II. Visual interventions 

a. Still Image 

I am using the photograph as a stage for social critique. J elena Stojkovic has pointed out 

that "staged photography integrated with playful performances aims to subvert the 

medium's claim to veracity as a tool of social critique"148 According to Stojkovic, the 

staged image is a path to social critique. However, the use of the term 'staged' can be 

problematic because it suggests a stage in the theatrical sense and is, thus, is inaccurate for 

the type of images I wish to create. I intend to work in urban spaces to reveal their 

underlining meaning, to make the implicit in these spaces explicit. While there are aspects 

of staging within this process, calling the images staged photographs would be inaccurate. 

Considering how an image of space can disclose its meaning to us is an important issue as 

it's one of the photographic image's key attributes, thus apparently making it visible. 149 

Digital visualisations are a common way of disclosing information about a space, e.g. 

images of how an under-construction space will appear once completed. The spaces in 

such images are digitally constructed montages of what is made to resemble everyday life 

under the dominant ideology of capitalism. 

148 Jelena Stojkovic, 'The City Vanishes: Urban Landscape in Staged Chinese Photography' in Histo,y of 
Photography, 37:3, Routledge, 2013, p.363 
149 Despite objects being partially visible within an image these can be mere representations or abstractions of 
ideas that are not directly visible. As mentioned in Chapter one Roland Barthes developed his theory of the 
myth around the idea that objects depicted in a photograph are in fact allegories. For example a photograph 
of a candle may be used denote romance, however the notion of romance is abstract and not directly visible 
in the photograph. 
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Fig 3.3 - 200 Capital Dock 200 Reception,, http://www.capitaldock.ie/, 2017. 

These types of images usually combine, as in Fig3.3, photography and a digitally rendered 

space. 150 I do not wish to argue what type of image this is but, instead, focus on what this 

image represents. As Tobias Scheidegger has pointed out, ''they transport specific world 

views and concepts of mankind."151 For example, the two men in the foreground may be 

understood as employees arriving in their workplace. The man on the left carries a bag that 

resembles a briefcase and is dressed in a suit which most likely represents his position in 

the company. The man on the right is more casually dressed, with a bag slung around his 

shoulder. His dress represents that of a casual office worker with a position lower in the 

company. Both men frame the space with their presence in the image and their prominence 

in the foreground suggests that they hold the key to understanding this space. The clothes 

150 Digitally rendered space is the representation of a space using 3D software such as Maya or Blender. 
These programs have advanced algorithms for calculating light and surface textures in order to create 
realistic looking spaces. (How Stuff Works, How 3-D Graphics Work, 
http://computer.howstuffworks.com/3dgraphics.htm, [Accessed 12/03/2017]) 
151 Oleg Pachenkov (ed), Urban Public Space, (Frankfurt; Bern; Brussels; New York; Oxford; Warsaw; 
Vienna, Peter Lang, 2013), p.61 
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'\ they are wearing act as symbols that reflect upon the space that is pictured. It tells us that it 

is a contemporary office with a mixture of management and regular office workers; it is a 

modem and forward-thinking place. Perhaps the casualness of the worker on the right even 

symbolises the position of the modem work experience of casual employment. Thus, our 

understanding and expectations of space are derived through such images and, as 

Baudrillard and Debord have contested, most of our experiences are driven through a series 

of images.152 These types of images, despite that they may be easily recognised as 

computer generated, are accepted as reality because they are considered representations of 

the everyday. 

Fig 3.4 - Posed 3D individuals from Renderpeople.com, http://www.renderpeople.com/, 2017. 

152 Baudrillard purposes that we live in a simulated reality which he named 'hyperreality' . Within this system 
reality is actually experienced through images or symbols, the real is believed to be masked by appearance 
and the image itself is a substitution for reality. Debord earlier affirmed in ' Society of the Spectacle' that the 
image lies "at the heart of society's unreality." (Tormey, op.cit., p 159) Such is the power of the image to 
represent abstractions of ideas it can thus replace the real. (See Tormey, p.158 - 160, Baudri1lard, 1983 and 
Debord, 1967) 
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What gives us a sense of space within the digital visualisation is the presence of the body. 

While it is true that they are placed within the image to give a sense of scale, they also 

assist in defining spatial relations. The body is used in certain poses to demonstrate what 

the spatial relations of a space are. The relationship between the space and the body is an 

important factor in determining the meanings derived from the image and, thus, the space. 

These meanings are communicated through the portrayal of the everyday in both actions 

and clothing. For instance, above in Fig3.4 by Renderpeople, there is a set of two posed 

figures that come from a company specialising in the creation of such figures for digital 

visualisations of space. The company's website is a digital archive operating within a 

discourse of capitalism and the figures that are for sale reflect this in both their poses and 

dress. I am, however, not examining the archive but, instead, analysing the use of the body 

within spatial relations. 

It is useful to consider, in the context of examining digital visualisations, the types of 

images used in Fig3.4. They are part of a visual content industry that makes its living from 

selling images of the everyday. A large part of the industry is based on selling reproduction 

rights for stock photography. In his study of the visual content industry, Paul Frosh has 

described the content that generally appears in stock images as "instantly recognisable 

iconographic combinations which rely upon, and reinforce, 'cliched' visual motifs and 

stereotypes that are drawn from a far broader cultural archive or image repertoire."153 

Although the images in Fig3.4 are not strictly stock photographs, as stock photographs 

usually supply a complete image, they are part of the visual content industry that sells and 

reinforces visual stereotypes. Each figure in Fig3.4 is in itself a stereotype linked to the 

153 Paul Frosh, The Image Factory, (Oxford; New York, Berg, 2003), p.8 
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motif of a capitalist ideology and inserting the figures into a digital visualisation allows for 

the perpetuation of the concepts of capitalism within the spaces depicted. 

There is a question of otherness that arises from the images in Fig3.4 and indeed any stock 

image. The representation of certain groups is prominent in these types of archives. Frosh 

has connected these representations to a "representational power: the inability of certain 

groups to control representations of themselves, or even to be represented at all."154 In 

terms of ethnicity, the Renderpeople archive has a wide representation but all of the 

different ethnic groups are framed within a representation familiar within capitalist 

ideology. Such a homogeneous view evokes Massey's argument that the power relations 

imbedded within capitalism strive to imagine only one future; that of a capitalist globalised 

space. 

Analysing the figures in Fig3.4 as separate components allows me to demonstrate 

explicitly what they bring to an image of space. Each figure is dressed in a formal suit 

which is considered everyday formal work clothing. One man is walking while on a mobile 

phone, while the other is standing, carrying a briefcase. The presence of the mobile phone 

brings forward notions of communication and globality. These everyday attributes, brought 

by the figures, are reflected on any space that they may be inserted into. The body can be 

viewed as an important component which the meaning of space is derived from, hence the 

need to control the body not just within the image but within space. The visual is key in 

both instances through the digital visualisation and camera. 

154 Ibid, p.208 
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While fixing the body in a certain pose within visualisations may lead to them being 

labelled staged images, it must be remembered that they are representative of everyday life 

and accepted norms within the dominant ideology of capitalism. This again calls into 

question the use of the term 'staged image'. For example, the photographic artist Jeff Wall 

has argued that within his work the staged does not exist. Wall has highlighted the 

importance of subject behaviour within the spaces he depicts, which forms an important 

overall aspect of his images. The individuals in his images are, to an extent, what gives the 

spaces their meanings. 

Fig 3.5 - Jeff Wall, Morning Cleaning, Mies van der Rohe Foundation, Barcelona 1999 

For instance, Wall's image 'Morning Cleaning', above in Fig3.5, portrays a space in the 

Mies van der Rohe Foundation building in Barcelona. Wall hired a cleaner to 'act out' the 

scene, but despite the acting out, he has asserted that we are all actors in that our behaviour 
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is induced by our environments.155 Michael Fried has suggested that Wall's photographs 

work "through a focused concern with the everyday"156 which underlies their realness. 

There are several different approaches157 I could take to analyse Wall's photograph but 

principally I am concerned with the use of photography in the reproduction of the look of 

the everyday. The codes in 'Morning Cleaning' infer the real despite its constructed nature. 

These codes include the setting in a real place, the pose of the cleaner and the overall 

aesthetic of the image in relation to the vernacular. 

If in fact, as Wall suggests, we are all actors, what is responsible for inducing our 

behaviour in urban space? Foucault has argued that the "Panopticon was also a laboratory; 

it could be used as a machine to carry out experiments, to alter behaviour, to train or 

correct individuals."158 Therefore, we can see our behaviour altered by the presence of 

panoptical devices in urban spaces. Panopticism for Foucault was the explicit use of the 

visual to control one's behaviour and he argued that within a panoptic system "power 

should be visible and unverifiable."159 The individual should, therefore, see that they are 

being watched but be unable to see who is watching them. We witness it in the city through 

security cameras but it is not the city alone that induces certain behaviour. Panopticism, 

according to Foucault, is experienced throughout one's life in the institutes of the school, 

work and hospital and, thus, its presence in the city is merely affirming the repetition of a 

learned behaviour. 

155 Louisiana Channel, Jeff Wall Interview: We are all Actors, https://youtu.be/B8P9S6FeAuU, March 31 s1 

2015 [Accessed 14/4/2017] 
156 Michael Fried, 'Jeff Wall, Wittgenstein and the Everyday' in Critical Inquiry, Volume 33 Issue 3, (Spring 
2007), p.525 
157 The image could be approached in regards to what it tells us about the architectural details of the space 
pictured. Another possible interpretation, knowing that it is a constructed image, one could approach it from 
the point of view ofa discussion about the medium of photography and its ability to deceive owing to it 
depicting reality with such veracity. 
158 Foucault, op.cit., p.203 
159 Ibid, p.201 
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Fig 3.6 -100 Capital Dock Reception, http://www.capitaldock.ie/, 2017. 

According to Gilles Deleuze, we have left behind the institutes of disciplines and are now 

firmly within societies of control. Within the societies, the corporation is a vapour that 

surrounds and engulfs everything, epitomised, according to Deleuze, by things having a 

fluctuating exchange value. The fact that nothing is fixed leads to everything being open to 

change at any time. The modes of discipline that Foucault outlined have not disappeared 

but are altered to become malleable spaces. Within the urban spaces, like those depicted in 

the visualisation of Fig3.6, the "corporation is", as Deleuze phrased it, "a gas."160 In the 

image it is as Barthes' myth; invisible, yet there. In the visualisation, we witness space as 

the ultimate abstraction. The glass walls, marble interiors and designed furniture denote the 

'corporateness' of the space in tum connoting the ideology of the market. Understanding 

what these objects mean depends, as mentioned in Chapter One, on the possession of a 

certain knowledge. In the case of the visualisation in Fig3.6, the knowledge required is 

160 Gilles Deleuze, ' Postscript on the Societies of Control', October, (MIT Press, Vol. 59 (Winter 1992)), p.4 
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that, for instance, marble is a luxury material and any space using it must be desirable, 

increasing its value on the market. 

Fig 3.7 - Detail from 100 Capital Dock Reception, http://www.capitaldock.ie/, 2017. 

There are other important elements contained within the scene depicted in Fig3.6 that 

shape the space. In the foreground a male wearing a suit and tie is sitting looking at a 

mobile device, shown in Fig3.7. As Scheidegger has pointed out in his research on these 

types of images, the suited male with phone in hand is a commonly used symbol to define 

modem urban space.161 The mobile phone is another key aspect to understanding the space. 

It brings the global into the local, the notion of connectedness to the outside world. When 

placed in the hand of a man in a suit, it appears to act as a symbol for doing business. It 

also brings to the fore Castells's informational city and a space of flows. Scheidegger has 

argued that a "common characteristic of public space as portrayed on visualizations is its 

inherently dynamic nature; the renderings speak a language of mobility."162 Such a 

mobility speaks of Castells's space of flows and on the rare occasions when there is 

161 Pachenkov (ed), op.cit., p.66 
162 Ibid, p.65 
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someone resting, they are using a mobile device, such as in Fig3.7. Castells's space of 

flows is based on three layers; the presence of devices based on information technologies 

such as the mobile phone, communication networks that assist in the high-speed flow of 

data and a spatial organisation based on a dominant system of ideology. 163 The digital 

visualisation appears to adhere to these three layers in how is depicts spaces. Its 

representations of space perpetuates the ideology of capitalism and projects upon urban 

space a set of spatial practices in line with capitalism. 

The suit is also an important symbol within the visualisation, wrapped up in the corporate 

identity as demonstrated through countless photographs depicting executives in annual 

business reports.164 The suit acts as a symbol for the everyday within a discourse of 

capitalism and our understanding of it. One can see this acted out in the trauma of the 

white collar worker losing his job. It is often proceeded by the continuation of one's 

routine and the suit is an essential part of this. David McWilliams, an Irish economist, 

shared a story of his father losing his job but continuing to put "on a shirt and tie and 

pretending to go to work"165
• The role of the suit is seen as a symbol that is part of the 

everyday and continuing to wear it is symbolically as important as having an actual job. It 

is what the suit denotes, then, that becomes most important which I imbue within my 

images through the use of 'The Cage's Keeper' . 

163 Castells, op.cit., p.442-448 
164 David Flood, The Ideology of Corporate Photography: Industry in the Eyes of the Corporation, (IADT, 
2010), p.16 
165 Irish Independent, http://www.independent.ie/irish-news/david-mcwilliams-people-ran-away-from-us-at
dinner-parties-35763256.html, May 28th 2017, [Accessed 06/05/2017] 
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Fig 3.8-The Blackford Project, form the series 'The Cage's Keeper', 2010. 

The character who I intend to use within my images I have named 'The Cage's Keeper' or 

'The Keeper' for brevity. The use of this character attempts to address the identity of the 

presence of capitalism in the spaces of the everyday. Therefore, it is important that 'The 

Keeper' be representative of the everyday, as shown in Fig3.8. 166 For instance, the shirt 

and tie are inextricably linked to the corporation. It is also an attempt to reflect on the 

nature of the modem city and how capital works through the individual to transform the 

meanings that can be derived from an image of urban space. 

The character was derived from a theory put forward by German sociologist Max Weber 

comparing modem society to an iron cage. 167 The cage, Weber argues, is unlocked and one 

is free to leave at any stage. The role of 'The Keeper' is not to physically stop anyone from 

166 'The Keeper' character draws on the symbolism of the corporate world. (See Fig3 .3) The white shirt, 
black tie, creased slacks and neat shoes all icons of the business world. These icons together are a symbol of 
corporateness in the same way that Roland Barthes spoke of objects in the Panzani advertisement as symbols 
of italianicity for a pasta sauce. (see Barthes, Mythologies, p.34) 
167 Max Weber, The Protestant Ethic and the Spirit of Capitalism, (New York; London, Routledge, 1992), 
p.123 

93 



leaving but to furnish the cage with the ideology necessary to keep the occupants in place. 

The origins of 'The Keeper' lie in my own past, a former corporate employee, and is 

influenced by Joel Bakan's 2003 film 'The Corporation' in which he outlined what the 

characteristics of the corporate body, already a legal entity, would be if it took on a 

corporeal fonn.168 Bakan's film reveals the corporation as being more powerful than any 

individual in society. Through the processes of privatization, it has gained considerable 

control over most facets of everyday life and as a result of this overwhelming control, we 

see the ideology of capitalism and recognise all its forms as the everyday. 

Within my own images, the presence of 'The Keeper' acts, as mentioned, as a symbol of 

the corporation aiming to explicitly demonstrate its presence in the urban spaces of Pasila 

and Dublin's Docklands. The combination of the above factors create an image that, on the 

surface, may pass for the depiction of the real. However, as discussed in Chapter One, we 

know from Barthes that the photograph is not transparent and, thus, looking beyond the 

surface reveals the hidden myths. These myths produce further meanings, not visible 

within the image. For example, Wall's image in Fig3.5 asks questions of the medium of 

photography itself and its ability to deceive. It is the photograph's ability to portray such 

realities while drawing upon cultural symbols to represent the everyday within the image 

that I employ in using the city as a backdrop. 

The urban environments of the Docklands and Pasila will act as the background for my 

images. The idea behind placing the 'The Keeper' within the images is not necessarily to 

create the illusion of reality but to express the allegory of the ideology of capitalism and its 

role behind the transformation of the urban environment. Allegory, as Craig Owens argues, 

168 Joel Bakan's 2003 film traces the history of the corporation and investigates its behavioural nature within 
society. Through a series of interviews and conversations Bakan manages to reveals how the level of power 
the corporation wields over our lives. 
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"adds another meaning to the image."169 It gives rise to that which cannot be seen. The 

allegorical nature of the image, tied to Barthes myth, "depends on absence to give force to 

its ideas. "170 Thus, by depicting the relationship between the body and space, the 

photograph is capable of illustrating the power structures that maintain and control urban 

spaces. 

b. Moving Image 

The relationship between time and space is an important factor to consider. Massey has 

pointed out "that time and space are implicated in each other"171
• The photograph offers 

only a snapshot, a fraction of a second, of a location. The stillness of the photograph 

provides the chance to examine the represented space but is inextricably tied to the past. 

The moving image, on the other hand, presents a sequence of images and more clearly 

brings the relationships between time and space into focus. It would also, to a degree, 

recreate the fleeting experience of passing through a space at a certain time. The moving 

image also enforces the notion of the present. It places the urban transformations as part of 

our present and future spaces. Laura Mulvey has pointed out that there is a "here-and-now

ness" asserted through the moving image. 172 Mulvey's point has been reinforced by Mark 

Curran and David Green who attest to its notions of the present, inextricably bringing to 

fore the dimension of the other in parallel with one's own time and space. 173 Thus, the 

169 
Craig Owens, 'The Allegorical Impulse: Towards a Theory of Postmodemism' in Art in Theory 1900-

2000: An Anthology of Changing Ideas, (Malden; Oxford; Victoria; Berlin, Blackwell Publishing, 2003), 
p.1027 
170 Tormey, op.cit., p.85 
171 Massey, op.cit., p.18 
172 

Laura Mulvey, 'Time and its Passing in the Still arid Moving Image' in Where is the Photograph?, 
Photoworks Photoforum, University of Brighton, (2003), p.108-122. 
173 

Mark Curran, 'Ausschnitte Aus Eden/Extracts from Eden: Re-Representing the "Wounded" Landscape of 
the Lausitz, Eastern Germany' in Photographies, Vol. 6, Iss. 2, (2013), p.197 
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moving image can highlight the sameness of the co-existing spaces of the Docklands and 

Pasila. 

Fig 3.7 - Garvan Gallagher, Still from 'Silence', 2009. 

My approach to selecting the locations within my field-sites was framed by a reflection on 

my research and issues regarding access. As reflected on in the following chapter, much of 

the space in the Docklands is privately owned, making filming impossible. This was a key 

consideration when choosing the locations. In Pasila there was a little more freedom, but 

again, as always with urban spaces, there were considerations to be made with regards to 

privately owned areas. While it was not possible to film in these private spaces, it was 

certainly feasible to depict them from public space. Locations were chosen based on 

several walks through each field-site. On these walks, I would stop and frame locations 

within the camera's viewfinder. I would then make a picture and examine the features of 
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the location both at the time, within the spaces, and at a later stage, through the 

photograph. 

Referencing a moving image work by Garvan Gallagher I take a look at how the body is 

framed within space. Gallagher has created a moving image work based around the derelict 

building sites that were the consequence of the Irish financial crisis. In the project titled 

'GUBU' (an acronym invented by former Irish Prime Minister Charles Haughey), 

Gallagher takes on the persona of a clown, aptly named GUBU, and states that he is 

stumbling "in search for something through desolate and destructive landscapes."174 Each 

video sequence depicts a landscape with GUBU the clown standing, sitting or walking 

through the frame. In a still from one of the moving images (Fig3.7), there is a landscape 

with overgrown grass and in the distance several tall cranes next to the stumps of barely 

started buildings. The title of the video, 'Silence', tells us that the site has been abandoned 

and the noises normally associated with the construction of a building are gone. There are 

motifs of abandonment within the image, too. They are signified by the rusted wheels of an 

old horse cart and the overgrown grass and are projected onto the scene in the background. 

In the still above, GUBU stands in the foreground looking out of the frame onto what, we 

do not know. 

By casting a figure in the foreground, Gallagher wants to show that there is a fundamental 

relationship between people and places. The moving images demonstrate the link between 

ideology and landscape which is inherently associated with our identity. Wells has argued 

that the "ways in which particular lands are pictured can be conceptualised as an arena of 

174 Garvan Gallagher, GUBU, http://www.garvangallagher.com/, [Accessed 06.01.2017). 
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rhetorical struggle."175 The struggle that can be understood from Gallagher's images is that 

of what identity is left behind after the breakdown in core beliefs that were offered through 

the ideology of the global market. 

Using a similar technique to that employed by Gallagher, 'The Keeper' moves through the 

spaces of the Docklands and Pasila. Each scene within the moving image work is still, 

framing a certain part of the Docklands or Pasila. Within the frame, 'The Keeper' moves 

through each space, only remaining for a short time, in order to reflect on space as a 

fleeting experience. Unlike in Gallagher's work, where GUBU moves slowly through 

space, contemplating it, 'The Keeper' moves quickly, only resting in designated areas 

momentarily. Such movement echoes the experience of spaces in the Docklands and 

Pasila; spaces that are not intended to be contemplated but passed through at speed. 

In this chapter, I have outlined my overall research methods and methodology as grounded 

in a multi-sited ethnographic practice that will take a polymorphous approach. In addition, 

I addressed the key issues regarding the depiction of urban space that inform my practice 

regarding the images I make in the Docklands and Pasila. I have also discussed the 

rationale behind my approach to the subject of urban space, demonstrating how the image 

is deployed to depict and control space. In Chapter Four, I outline and build an image of 

both field-sites. In addition, I analyse how the photographic image is used to control these 

spaces in relation to the ideological power manifested by the state and private enterprises 

that operate within the state's remit. 

175 Wells, op.cit., p.211 
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Chapter Four 

In this chapter I am focusing on building an image of the two field-sites, Dublin 's 

Docklands in Ireland and Pasila, Helsinki in Finland. I will look at each field-site and 

analyse how the visual is used to control and re-imagine urban space in relation to global 

speculative capital. I form the analysis through a walk in each field-site using the 

photographic image to disclose certain details about each space. I also look at how the 

visual is deployed in the spaces using surveillance techniques as a form of power. I intend 

to discuss how this power is wielded over space in order to maintain the control of the 

dominant ideology of capitalism. In addition, I intend to examine how photographs are 

used in the process of reimagining Pasila and the Docklands as typical European business 

quarters, shaped by and for global speculative capital. 

I first wish to lay out the rationale for carrying out my research across two cities in 

different countries. As I am examining how the image is deployed within a global network 

of capital that affects space, I find it necessary to carry this examination out on a broader 

range than just focusing on one city or country. This stems from a few different reasons; 

firstly, the fact that capital does not have any borders. For example, the treaty of Maastricht 

removed barriers to the movement of capital across Europe. 176 Each location is, as I will 

elaborate on when defining the field-sites, part of the global economy that continues to 

encourage investment in space. Ireland and Finland have similar populations, as do both 

capital regions, meaning their economies are relatively the same size. This latter point will 

be useful in a comparative approach that will demonstrate how, on a global level, urban 

space is controlled and maintained through the use of the visual using surveillance 

176 The free movement of capital is a comer stone of EU policy as outlined in the Treat of Maastricht ( Capital 
Movements, https://ec.europa.eu/info/business-economy-euro/banking-and-finance/financial-markets/capital
movements_en, [Accessed 11/03/2017]) 
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techniques and visualisations of space which are ideologically loaded with capitalist 

rhetoric. Finally, while culturally the two countries differ vastly, their one commonality is 

a wish to be part of the global economy which is underpinned by each countries' 

membership in the EU. 

I. Defining Globalised Space 

The field-sites I examine in Dublin and Helsinki are constructions based on my research. 

As mentioned in the previous chapter, these constructions are based on what Gille termed 

'paths of interest' .177 I analyse space under the context of a global market for capital 

investment and how the image is used in reimagining it. Modern urban space is defined by 

the image, in both maintaining and imagining it. There is a constant flow of images of 

places, as well as the deployment of imaging devices to control and maintain these places. 

Harvey has argued that "[t]he qualities of place stand thereby to be emphasized in the 

midst of the increasing abstractions of space."178 The image of space, driven by the 

discourse of capitalism, creates abstractions of these places. Abstraction of space then, as 

Harvey continues, "becomes an important stake in spatial competition between localities, 

cities, regions, and nations."179 The photograph is deployed in the Docklands and Pasila in 

the reimagining of both spaces in an effort to create an image of a post-industrial European 

city quarter driven by the ideology of capitalism. 

A major factor in creating the new spaces of the city is mobility which can be understood 

through what Castells termed 'spaces of flows' in which the meaning of space becomes 

fluid. This meaning, underlined by the fluidity of capital itself, is defined in the spatial 

177 Gille, op.cit. , p.323 
178 Harvey 2000, op.cit. , p.295 
179 Ibid 
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relations of globalised space and depicted through, as Scheidegger has pointed out, "a 

language of mobility."180 Due to the changes in urban space, Niamh Moore has argued that 

"in many cases what has occurred is that diverse cities are becoming more similar as they 

all try to emulate similar ideas and promote a similar conception of the kind of product that 

might be successful on a global stage"181
• Thus, the changes lead to physical spaces that all 

appear the same. The new identical globalised spaces of the city are sold based on an 

entrepreneurial approach, which Harvey has stated "typically rests, then, on a public

private partnership focusing on investment and economic development with the speculative 

construction of place"182
. Within the new construction of place, "city image building or 

're-imaging' is the key to comprehending the dynamics of city development and 

management"183 as argued by Moore. The notion of mobility is a recurring theme in 'city 

image building' and the meaning of place is largely drawn from the depiction of spatial 

relations. These depictions, illustrated in both photographs and digital visualisations, and 

enforced through security cameras, as described in the previous chapter, show us the 

spaces of flows that are typical of globalised urban space. 

180 Ibid, p.65 
181 

Niamh Moore, Dublin Docklands Reinvented, (Dublin; Portland, Four Courts Press, 2008), p.63 
182 

David Harvey, Spaces of Capital, (New York, Routledge, 2001), p.354 
183 Ibid, p. 57 
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Fig 4.1- Esther Hovers, 'Overview C, Timeframe: 4 min. 26' from the series 'False Positives', 2015. 

The camera is decisive in controlling the new globalised space of the city. The lifestyle 

images that are used as part of the building of a city image are not just suggestions of how 

to use the space but are rigorously enforced. Taking Esther Hovers' work as an example of 

this enforcement allows one to explicitly see how the camera is deployed within globalised 

space and its influence on spatial relations. Hovers has used the camera to show pictures of 

urban space populated with people. She uses high vantage points to replicate the point of 

view of the security camera. Within her images, which are made up of several exposures 

over a period of time, we see people in varying poses moving through the spaces. 

'Overview C, Timeframe: 4 min. 26', as suggested by the title, is a montage made over a 

period of four minutes and twenty-six seconds. 
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Fig 4.2 - Esther Hovers, 'Anomaly #04' from the series 'False Positives', 2015. 

Hovers wishes to highlight the use of the image "to detect deviant behaviour within public 

space"184 and we can see one of these 'anomalies' highlighted as standing at a comer in 

Fig4.2. The anomalies are part of an intelligent surveillance system that allow for the 

highlighting of deviant behaviours within space. Naturally, it is not the camera itself that 

enforces these but those operating it. The meaning produced through a photograph comes 

from what Tagg calls "specific discourses, practices, institutions and relations of 

power."185 It is capitalist ideology that enforces power through the photographic image, in 

the process creating homogenous spaces of our newly formed urban quarters. 

184 Esther Hovers, False Positives, http://www.estherhovers.com/, [Accessed 09/09/2017] 
185 Tagg 1992, op.cit., p.128 
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II. Dublin's Docklands 

1 Shenff St / North Wall Quay 
2 East WaU / North Strand 
3 Crty Quay / Westland Row 
4 Grand Canal Dock 
5. R1ngsend / lnshtown 
6. Poolbeg Penll'ISula 

Fig 4.3- Dublin Docklands form 'Dublin Docklands Reinvented' by Niamh Moore, 2008. 

The Docklands in Dublin has a rich history as Dublin' s maritime district that has long 

assisted in the activities of the port. It is impossible to start looking at the spatial 

development of the Docklands without first briefly considering the evolution of the city. 

Visually the city itself is an effigy to colonial rule. Carville has noted that; 

the visualized and visualizing effects of colonial urbanization, ensured that colonial 
rule was not just represented in the architecture and monarchical statuary dispersed 
across Dublin's streetscapes, but was also reproduced through the ocular experiences 
formed throujh the reorganisation of the city's historical and mnemonic 
topographies. 1 6 

Therefore, we can understand the construction of colonial Dublin as a visual experience 

that enforces the ideology of colonialism and imperialism upon the viewer. As already 

noted, Lefebrve argued that the construction of space and the buildings that occupy it have 

always been inherently ideological. Within my corpus, it is the ocular experience I am 

concerned with and Carville's point highlights explicitly the visual experience drawn from 

186 Justin Carville ( ed), Visualizing Dublin: Visual Culture, Modernity and the Representation of Urban 
Space, (Oxford ;Bern ;Berlin ;Bruxelles ;Frankfurt am Main ;New York ;Wien, Peter Lang, 2014), p.8 
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colonial Dublin. Taking the point and applying it to the modem Docklands allows for the 

visualisation of a space built on the foundation of the ideology of capitalism. 

Before examining the modem Docklands, I take a short look back into its history, since 

space is inseparable from time. There has been much written on the area over the years, a 

lot of which I am unable to fully explore here. 187 In spite of this, it is necessary to mention 

the Docklands' historical foundations as an important hub for global trade as this brings 

into context its current status as Ireland's globalised financial centre. Visualising Dublin, 

one does not historically imagine the Docklands as part of the city despite the key part it 

played in the city's economy. Colonial Dublin was the predominant visual in the 

geographical imagination of the city. The Docklands was exposed to constant change from 

the I 8th century onwards due to the technological advances in maritime global 

transportation. This lead to the Docklands becoming a buffer space between the port and 

the city. The predominant image of the Docklands was that of its post-war decline that 

reached its peak in the early 1980s, partially as a result of Dublin port shedding jobs. 

Despite the low ebb reached in the 1980s, the state was keen to revitalise the area based on 

the example of London's Docklands. This more recent upward trend in the Docklands can 

be viewed, as Moore has pointed out, "as emblematic of wider global processes of urban 

revitalization."188 Although, such projects may seem, on the outside at least, to be socially 

progressive, they tend towards "emphasizing consumption, spectacle and a particular type 

of city image."189 Creating a new image of space through the spectacle of consumption is 

the key point here. The Docklands has been developed into a site where its image is the 

187 See Dublin Docklands Reinvented by Niamh Moore, Dublin Docklands: An Urban Voyage by Turtle 
Bunbury and Silicon Docks edited by Pamela Newenham 
issM . 56 oore, op.c1t., p. 
189 Ibid 
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most important thing about it. Carville has made the point that the shift in the image of 

Dublin has now moved away from the colonial city and, instead, focuses on the globalised 

city, exemplified by the use of "the view from the south across Samuel Beckett Bridge as 

recurring visual trope in the depiction of Dublin."190 Therefore, the predominant image of 

the city is one based on the newly formed space in the Docklands; a space formed on and 

highly wrapped up in the ideology of capitalism. 

Passing up the Docklands on the North quay in early 2015, I notice some activity on the 

abandoned skeletal structure of what was supposed to have been the former Anglo Irish 

Bank's new headquarters. 191 The building's structure, like many of the sites around it, has 

been standing still since 2008 and considered to be by some the a symbol of the financial 

crash in Ireland.192 

Fig 4.4 - Research Image from Central Bank of Ireland, Dublin Docklands, 2016. 

190 Carville 2014, op.cit., p.20 
191 Anglo Irish Bank (now IBRC) was an Irish Bank that collapsed in the wake of the 2008 recession. Most of 
the bank's loans were to property developers who faced bankruptcy after the property market crash. This led 
to the bank being nationalised with the state pumping in billions of Euro to keep it afloat. IBRC, as it is now 
known, is currently in 'special liquidation'. (Anglo Irish Bank, http://www.angloirishbank.com/, [Accessed 
1I/03/2017]) 
192 RTE News Report 10/02/2017, https://www.facebook.com/rtenews/videos/ l 571858562843140/ [Accessed 
11/02/2017] 
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I soon learn that it is to be the new headquarters of the Irish Central Bank, an institute that 

took much of the blame for not regulating the industry enough leading up to the crash. The 

move into the heart of Dublin's Docklands states the importance of the area in terms of 

Ireland's exposure to a financialised global economy. It is an area where global financial 

institutions have tended to cluster together. The main reason for the clustering is down to 

tax incentive zones. The zones, originally declared at Custom House Harbour as part of the 

1986 Urban Renewal Act, have since been extended to other areas of the Docklands193, 

creating a globalised space out of the locale. 

A 
• I 

- I f," ---------
I • ••: •: • : I•• . . .. . 

I •• 

-,.. ' ... . , .. 
,_ ::• 

11ac ..... 

Map Showing SDZ and Wider Docklands Area as Designated by the ODDA Act 1997 

I 
½_ DUBLIN DOCKLANDS AREA BOUNDARY (DDDA Act 1997) 

SDZ AREA BOUNDARY 

Fig 4.5 - Map of Dublin Docklands with SDZ highlighted, Dublin City Council, 2016. 

At present, many of the tax incentive zones have ended, but the area still grows rapidly. 

This is due to the Strategic Development Zone (SDZ) that has been set up within the 

193 Moore, op.cit. , p.93 & 151 
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Docklands and highlighted above in Fig4.5. Within the SDZ, planning permission is fast 

tracked, developed and sold to private enterprises that seek to extract profit from these 

spaces. This requires a measure of control over space. The Docklands is a highly 

controlled space, as are most modern urban spaces. For instance, in order to photograph in 

the area, I was required to obtain a permit from Dublin City Council. The permit only 

allows me to photograph in public places and much of the Docklands is privately owned. I 

am not permitted to photograph in the private spaces, including areas such as Spencer 

Dock and the Irish Financial Services Centre (IFSC). 

• 0 

Fig 4.6 - Map of Dublin's Docklands with IFSC highlighted by red area, 2017. 

The IFSC sits close to the boundary of the Docklands area which starts at the Customs 

House. The Customs House was once responsible for controlling Ireland' s international 

trade on the bounties that arrived up the river Liffey. The ships would set down on Custom 
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House Harbour where now sits the IFSC, a symbol of how Ireland's economy has shifted 

from trade in physical items to a specialist in immaterial ones, in this case financial 

services.194 The building also serves as an ever present reminder of the country' s part in a 

network of global capital as it houses financial institutes from around the globe. 

Fig 4.7 - Research Image from Irish Financial Services Centre (IFSC) Stack B, Dublin, 2016. 

194 The Irish Financial Services Centre (IFSC) house more than 500 different companies, many of them 
financial institutions. It was set up as part of a 1986 governmental act in order attract foreign investment in 
the area of the Docklands. It was assigned a special tax rate of 10 percent, which ceased in 200S. However, 
companies still enjoy Ireland relatively low tax rate of 12.5 percent. (IFSC, About the IFSC, 
http://www.ifsc.ie/page.aspx?idpage=6, [Accessed 11/03/2017]) 
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The space around the IFSC is typical of any business quarter; glass office blocks scattered 

around with walls, barriers and cameras controlling access. Space, therefore, can be 

understood as highly controlled. There are also plenty of old converted buildings with their 

original brickwork exposed. One such building, known as Stack B and seen above, was 

formerly used as the AIB Trade Centre. Embedded within it are modem windows, telling 

us this space has been modernised. In the background there are glass buildings, an effigy of 

the corporate world. Mounted to the walls of Stack B are two security cameras watching 

over the space. These are the material traces of control over space. The immaterial traces 

are naturally not as visible but the security cameras denote power, thus acting as 

connotations for this power. 

The IFSC was, up until 2015, backed up by a group called the IFSC Clearing House 

Group. This group was mainly made up of individuals from private financial enterpiises 

such as KPMG, Citi and Bank of Ireland. They met at government buildings in secret and 

had access to top civil servants at the Department of The Taioseach (Irish Prime Minister) 

and the Finance Depaiiment. An Irish Times article from 2015 suggests that the group 

successfully lobbied the government in such areas as "taxation and legal incentives and 

exemptions in the Finance Bill for 2013."195 The group has since been disbanded and 

replaced under policy of the IFS2020 strategy by a new group, but the goals remain the 

same; to increase the attractiveness oflreland and in particular the area around the IFSC as 

a destination for financial services. 

While the new group consists of more government departments, it still has a strong 

contingent from private financial enterprises. This leads us back to the power wielded over 

195 The Irish Times, Inside the Clearing House Group, http://www.irishtimes.com/news/politics/inside-the
clearing-house-group-1.148773 l , 08/08/2013, [Accessed 29/04/2017] 
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space and the ideology that drives it. The camera now stands in for this power. It is 

important to state that the camera itself does not have any power but acts as a visual device 

through which the power is deployed. As Tagg suggests, the image's "nature as a practice 

depends on the institutions and agents which define it and set it to work."196 In the case of 

the cameras depicted in Fig4.7, we can understand them as wielding power over space in 

the interest of the financial institutes at the IFSC that the Irish state has subsumed control 

over space to. Therefore, the ideology of the state is clearly revealed as representing the 

interests of capitalism and global capital. While this may represent a more subtle example, 

there are more obvious ones existing around the Custom House Harbour area. 

Fig 4.8 - Perimeter wall around Custom House Harbour, www.google.ie [Accesssed 24/04/2017] . 

196 John Tagg, Burden of Representation: Essays on Photographies and Histories, (Minneapolis, University 
of Minnesota Press, 1988), p.63 
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The area around the IFSC is familiar to me and brings back memories of the time I lived at 

Custom House Harbour, which was an integral part of building the IFSC. 197 These 

memories form part of my research as I draw upon my own experiences of these spaces. 

Living in Custom House Harbour from 2000 to 2001, my experiences of this area are ones 

of closed off and highly controlled spaces. These apartments and the area in general were 

clearly built to serve the purposes of the new young residents, which is reflected in the 

increase in population of middle-class young professionals in the Docklands.198 It is a 

fenced off community with access restricted by walls, water and coded gates. The epitome 

of this control is the large wall that separated the area from the local authority housing on 

Sheriff Street, shown above in Fig4.8. 

Control over space can be achieved in a number of ways, such as in a physical manner by 

using a wall as exemplified above. The wall makes a clear visual statement at about seven 

meters high and further extended with the use of a fence. Demonstrating such control over 

space makes a clear statement about the intention of those developing it; the new space are 

not part of the local community. One of the key forces behind Ireland's economy has been 

the property market and the Docklands' close vicinity to the city has given its vast vacant 

spaces a high value.199 When building started at the IFSC and Custom House Harbour, the 

government and property developers were interested in maximising the speculative values 

of these spaces and this can be underscored by two factors; the use of a private 

197 
Dublin Crisis Conference that took place in 1986 was a key turning point in the regeneration of the city 

centre and led to the 1986 Urban Renewal Act. The plan that was the outcome of the conference was to 
create an environment in order to bring people back to the city. (Moore, op.cit., p.93) 
198 Moore, op.cit., p.171 
199 

One of the reasons for such vast amounts of unused space is that the site of Dublin Port changed regularly, 
moving slowly eastwards due to rapid changes in technology that required deeper waters for ships to berth at. 
As a result and throughout the 18th and 19th centuries this left behind tracts ofland whose use became 
obsolete. (Moore, op.cit, p.31) 
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conglomerate, the Customs House Docklands Development Authority (CHDDA), and the 

removal of the 20 percent social housing requisite. 200 

The image in Fig4.8 reveals what is at the heart of the IFSC and Custom House Harbour 

development. A wall separates, it shuts out one side and protects the other. The wall in this 

case can be viewed as a symbol to protect the speculative value of Custom House Harbour. 

As the economy grew, the area beyond the IFSC in the Docklands was seen as a prized 

asset due to its proximity to the city centre. Andy Merrifield has argued that cities are often 

viewed "as purely speculative entities, as sites for gentrifying schemes and upscale 

redevelopments, as machines for making clean, quick money in, and for dispossessing 

erstwhile public goods."201 Certainly this could be applied to the Docklands area as the 

indigenous communities of Sheriff Street have firstly been cut off by the wall and since 

been largely replaced by tall office blocks and luxury apartments located around Mayor 

Square. 

Not far from Mayor Square is Spencer Dock and as I walk towards this area, I am 

constantly reminded by the physical presence of global financial institutions. Citi, AIG 

and Goodbodys line the river bank between IFSC and Spencer Dock. The position of those 

financial institutions is a consequence of the success of the IFSC in attracting speculative 

capital.202 It has led to an area where the topography has been shaped mostly by global 

capital, but it is in no way unique. As both Andrew Kincaid and Niamh Moore have 

pointed out, the template being used in Dublin has been applied in other cities, such as 

200 Andrew Kincaid, Postcolonial Dublin, (Minneapolis; London, University of Minnesota Press, 2006), 
fi.183-6 

01 Andy Merrifield, The New Urban Question, (London; New York, Pluto Press, 2014), p.38 
202 Moore, op.cit., p.120 - 121 
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London and Sydney.203 Cities now compete on a global scale in order to attract investment, 

which frequently puts capital at odds with the needs of the existing local communities. In 

1997, the replacement of the CHDDA with the new Dublin Docklands Development 

Authority (DDDA) was designed to give local communities more input. However, this did 

little to change or slow the type of transformations occurring. 

■ 
TO LET ' -... 

Fig 4.9 - Research Image from Spencer Dock, Mayor St., 2016. 

As I walk through Spencer Dock, there are no walls blocking my route. The area appears to 

be a public space the same as any other, which can be viewed as a consequence of the 

change in attitude led by the setting up of the DDDA.204 However, Spencer Dock is 

privately owned. Once in the hands of a company called Spencer Dock Estate Management 

Company, it was bought in 2016 by London-based investment firm AGC Equity 

203 Moore, op.cit., p.56 - 65, Kincaid, op.cit., p.199 
204 Indeed the DDDA was instrumental in forcing developers to build a more accessible European style area 
with a mixture of social and affordable housing. (See Moore, op.cit., p.243 - 263) 
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Partners.205 Space around Spencer Dock is controlled in a more subtle manner. As 

mentioned, there are no walls but space is controlled through a series of security cameras 

and hired security that regularly patrol the area. Photography is prohibited within the 

confines of the private estate, although it is difficult to know where it starts as there is no 

obvious entrance. The space at Spencer Dock in essence sums up the immateriality of how 

space is controlled. In Fig4.9 above, we see a view of the Spencer Dock area in which the 

only significant remnant of control is a neatly placed camera mounted to a pole. 

The visual is key to controlling these spaces. The secwity camera acts as a panoptic 

device; one is aware they are being watched but unsure of who is watching. As stated in 

Chapter One, Foucault defined how the Panopticon operated to induce a certain type of 

behaviour. A similar control mechanism is deployed in these urban spaces, creating a 

hierarchical space. This is explicitly shown by the creation of intelligent surveillance 

systems that visually monitor and report 'deviant' behaviour as Hovers has highlighted 

through her work. As the Docklands area depended highly on attracting investment, such 

control mechanisms assist in the protection of speculative capital. This also affects the 

topography of urban space, making it easier to watch over and more accessible to those 

employed to exercise power. Such projects are borne out ofHausmann's renewal of Paris, 

making urban space open and accessible, producing space where power can be deployed 

through surveillance. 

The topography in Spencer Dock also embodies the spirit of urban entrepreneurialisrn 

where cities are pitted against each other and even areas within the same city compete, as 

under capitalism it is believed growth will lead to prosperity. Harvey has argued that the 

205 RTE News, One Spencer Dock sold to UK investmentfirmfor€242m, 
https;//www.rte.ie/news/business/2016/0812/808691-spencer-dock-sale/, [Accessed 26/03/2017] 
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"new urban entrepreneurialism typically rests, then, on a public-private partnership 

focusing on investment and economic development with the speculative construction of 

place rather than amelioration of conditions within a particular territory as its immediate 

(though by no means exclusive) political and economic goal."206 Indeed, Spencer Dock had 

at its core a public-private partnership based on speculative investment, one that saw the 

area's value drop by nearly half its pre-crash value. 
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Fig 4.10 - Map of the Dock)ands with SOBO District highlighted, http://www.sobo.ie/, 2017. 

.... .... 

As a result of the speculative approach to the value of space leading to a crash in value, the 

Spencer Dock area remains only partially developed but as the environment for speculative 

capital becomes more friendly again the area is undergoing further developments. As part 

of the processes of redeveloping such sites, a reterritorialisation process is carried out in 

order to extract as much speculative value as possible. One such site is a new development 

at Sir John Rogerson's Quay (SJRQ). Started in 2015, the area, highlighted in dark blue in 

206 Harvey 2001 , op.cit., p.354 
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Fig4.l 0, encompasses SJRQ and Windmill Lane. At this site we see another example of 

the visual controlling space. On the outside walls of the construction site, there are various 

images of digital visualisations of the finished building. As stated in Chapter One, these 

images build up a depiction of the finished building in an aesthetically exaggerated 

fashion. Scheidegger has argued that "those images are not just communicating the 

physical dimensions of a construction project, but also certain ideas and concepts about 

urban public space and its reshape"207
. These ideas and concepts tie into dominant ideology 

that develops space as a commodity for speculative capital. 

Fig 4.11 - Research Image from l Sir John Rogerson's Quay, 2016. 

207 Pachenkov (ed), op.cit., p.60 
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Among the visualisations at SJRQ, there are large letters indicating this as the "SOBO 

District", as pictured in Fig4.1 l. Being familiar with the area, I am W1aware of any such 

named district. After some investigation I find more information on the sobo.ie website. 

According to the website, "Located at the pulse of the new city on the south banks of the 

river Liffey, SOBO (South Of Beckett O'Casey) is on the cusp of an exciting revival. Be 

Part Of It."208 The trend in this type of name follows places such as Soho in London and 

So Ho and TriBeCa in New York. All of these areas are defined geographical spaces within 

the city that have created an image over time and have, thus, become reputable. In order to 

make space as desirable as possible, the location must have a reputable image and, in the 

line with "city image building"209
, an image needs to be fabricated. The naming convention 

suggests an attempt to create a connotation of a trendy, edgy and appealing space. Due to 

the nature of private investment, the investors involved always attempt to maximise their 

returns. Thus, we witness a previously unseen type of corporate image emerging that leans 

on a form of place-branding that emphasises the space as cool and young. 

Fig 4.12 - SOBO District is here, http://www.sobo.ie/, 2017. 

208 SOBO District, http://www.sobo.ie, [Accessed 01.02.2017] 
209 Moore, op.cit., p.64 
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The promotion of the area depends highly on the visual to present an image of itself. The 

reimaging of the area is not only confined to the locale. As part of the reimaging of the 

area, the main developers behind the site under construction have, as mentioned, launched 

a website named sobo.ie. The website uses a vast amount of photographs to portray an 

image of the Docklands. The photographs on the website reimage the Docklands as a 

young, vibrant, middle-class coffee culture community. In both images on the left in 

Fig4.12, taken from the website, the space is depicted full of people either going to or 

leaving work. In terms of authority over space, such images intend to control the narratives 

produced by the Docklands as a space. 

Fig 4.13 - Sean O'Casey Bridge, Dublin Docklands, Image from, http://www.sobo.ie/, 2017. 

The images on the right in Fig4.12 assist in the overall visualisation of the space as pointed 

out in Chapter One with the example of photographs at the construction site. For instance, 

the image in the bottom left, enlarged above in Fig4.13, shows people walking across Sean 

O'Casey bridge, which is one of the supposed boundaries for SOBO. In the foreground 

there is a man in a suit and tie looking at his mobile device, the epitome of the white collar 
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worker. Scheidegger points out when talking of digital visualisations that the image of the 

white collar male worker with a mobile phone in hand has become a symbol used heavily 

when creating images of space. The photograph discloses what kind of a space the 

Docklands is through a depiction of its spatial relations. At the moment the image is taken, 

the decisive moment for the image makers, we witness a space of flows; depicted through 

the mobility of individuals moving through space and connected to a mobile informational 

network. The meaning of the space is also fluid within the space of flows, connected to the 

individuals occupying the space at this moment. Therefore, SOBO's image building 

campaign seeks to use the image to control space by disclosing certain information 

presented within it in much the same way that the digital visualisation attempts to. 

Fig 4.14 - Digitally manipulated image of Sir John Rogerson's Quay, Dublin Docklands, Image from, 
http://www.sobo.ie/, 2017. 
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The digital visualisation on the right in Fig4.12, and shown in Fig4.14 shows a photograph 

that has been digitally manipulated to include the finished building at SJRQ. These types 

of images disclose to us an attempt to re-imagine space, and in the context, can be 

considered to be an effmt to increase the speculative value of both the building and area. 

As Scheidegger points out, they communicate concepts about space, disclosing the 

ideology of capitalism that is applied in many spaces across the world. Not only that, they 

are also an aestheticisation of space, commodifying it and, as Scheidegger further argues, 

"aiming at exerting influence beyond the individual building and onto the urban 

imaginary."210 These visualisations influence the urban imaginary through aestheticisation 

in order to increase the value of the site on a global speculative market where prices often 

:fluctuate. 

As demonstrated above, the Docklands has evolved into a hierarchical space as a 

consequence of how it has been both imagined and constructed. It continues to be a space 

whose image and access is highly controlled. The visual medium plays a key role in this in 

terms of constructing an image and watching over the space. However, it is important to 

remember the image is merely deployed as a tool in order to both shape and exert power 

over the spaces of the Docklands. In the next section, I will look at Pasila in Helsinki, 

Finland and demonstrate how such controls are not limited to a locale but are part of a 

global network of capitalist ideology that is exerted onto urban space. 

210 Pachenkov (ed), op.cit., p.62 
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III. Helsinki's Pasila 

Fig 4.15 - Pasila, Helsinki. http://www.uuttahelsinki.fi, 2016. 

"There's no place like Pasila in all of Finland. Located in the key intersection of public 

transportation in the Helsinki metropolitan area, Pasila District is already a formidable 

player in the real estate circles."211 

As I arrive in Pasila I can see a large excavated hole opened up in the earth where the 

foundations are being laid for a new shopping mall, named Tripla, and new glass towers. 

The shopping mall and towers will be located in Central Pasila. Pasila is divided into four 

areas; north, central, east and west, the railway line marking the border between west and 

east. My focus is on the east and central areas, around the site of the mall under 

211 
City of Helsinki/Senate properties, from brochure promoting investment in Pasila 
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constrnction and where the future towers are planned for. The rationale behind this is to 

analyse the role of speculative capital in shaping and controlling space in Pasila. The area 

is also publicly owned land, managed by the state property agent, Senate Properties. 212 

This means the project amounts to a public private partnership, something I touched on in 

the previous section. The eastside is linked to central Pasila by a covered bridge and houses 

much office space within Pasila, thus forming an important part of the new construction. 

I alight the train and walk into the main station building. The station itself is busy, Pasila 

station is a transport hub with buses and trams connected to the long distance train services 

that run from here. The station itself was founded around 1903 as the main Helsinki station 

lacked space around it for the storage and transportation of goods. 213 Such a fact tells us 

that Pasila was once an important hub in the network for the transportation of goods inside 

Finland. However, like Dublin's Docklands, such material networks have evaporated. As 

Marx pointed out; "The bourgeoisie cannot exist without constantly revolutionising the 

instruments of production, and thereby the relations of production, and with them the 

whole relations of society."214 Thus, over time the social relations of globalisation have 

taken over and manifested in urban space through a speculative market for space. 

Therefore, as Marx predicted, "all that is solid melts into air" and we witness it in the 

spaces of Pasila where the transportation of material goods have been replaced by the 

production of immaterial services. 

212 Senate properties is an unincorporated wing of the Finnish state used to manage the country's portfolio of 
land and buildings. 
213 The Railway works at Pasila, http://www.aimonissi.fi/Pasila/pasilaeng.html [Accessed 05/02/20 I 7] 
214 Karl Marx, Selected Writings, (London, CRW Publishing Ltd, 2004), p.25 
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Fig 4.16 - Research Image from Virastokeskus (Office Centre), Pasila, Helsinki, 2017. 

I walk over the enclosed bridge, glass walls on both sides, which leads into a building 

across the road known as the Office Centre (Virastokeskus). Here there is a long enclosed 

street ahead of me. On the left there are some cafes and on the right some modern wooden 

benches fitted against a marble wall. Lining the street are small trees in wooden boxes 

which are almost systematically placed the same distance apart (Fig4. l 6). There are several 

different companies located within this building, many of them state agencies. The Office 

Centre's space is highly controlled. The enclosed street appears to be a public thoroughfare 

with cafes and businesses but it is only open from 6am to 7pm on weekdays. The space 

becomes redundant in the evenings and on weekends. The space is temporary; it is for 

passing through, waiting momentarily, or having a beverage. It is a prime example of a 
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space of flows, where meaning is only fixed in the context of its social relations. The place 

is tied up in the everydayness of capitalist ideology; an ideology that creates such spaces. 

Located at the end of the street is a security desk with tinted windows and inside are 

several monitors to view the security cameras placed around the centre, evidence of the 

visual playing a role in controlling the environment of the Office Centre. 

Fig 4.17 - Rauhanasema (Peace Station), Pasila, Helsinki. http://www.rauhanasema.fi/, 2017. 

I tum left through a door exiting the building into a square. At the centre of the square is a 

small wooden building, shown in Fig4.17, surrounded by taller concrete ones. Kincaid has 

pointed out, when speaking of urban changes, that "the inevitable destruction of memory 

that accompanies gentrification (indeed, that attends the demise of all architecture) is 

replaced with a materialized form of nostalgia for a sense of history itself, for identification 

with tradition and continuity with the past.''215 The wooden building seems out of place 

215 Kincaid, op.cit., p.200 - 201 
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here, no doubt an attempt to draw on the past in this present space, thus preserving memory 

with a connection to the past. The building is known as Peace Station (Rauhanasema) and 

was the original station building in Pasila until the new station was finished in the 1970s.216 

It is a distinct symbol of what Pasila was before it became the place it is today. 

The landscape in Pasila has changed often and, as discussed, is in the process of changing 

again. David Harvey has pointed out in relation to the geography of capital accumulation 

that "we can expect to witness a perpetual struggle in which capitalism builds a physical 

landscape appropriate to its own condition at a particular moment in time, only to have to 

destroy it, usually in the course of a crisis, at a subsequent point in time."2 17 In relation to 

Pasila, we can see this perpetual struggle written into the landscape; the old train station 

still standing amongst the buildings that ultimately replaced its function, refashioning 

space away from a railway freight hub to business district. 

Pasila: 
Building Business 

Fig 4.18-Pasila: Building Business, City of Helsinki, 2017. 

216 Rauhanasema (Peace Station), http://www.rauhanasema.fi/ [Accessed 05/02/2017] 
217 Harvey 2000, op.cit., p.247 
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Central Pasila, owned by VR, the state railway company, prior to becoming a construction 

site for the new mall was a freight storage area and to the north there was a small landfill. 

The area is rapidly changing, as the landscape is caught in the perpetual change driven by 

capitalism as buildings are tom down and reconstructed in an image of the future. The 

image must match the ever more competitive backdrop that drives cities to attract 

speculative capital in order to develop. In Pasila's case, the development of the mall and 

the towers for office and residential space are being constructed in the hope it "will 

develop into a significant business and media hub."218 A picture, shown in Fig4.18, from 

the recently launched design competition to build the towers in Pasila is a clear indication 

of how the area's image is to be reconstructed. Massey has stated that the power relations 

inherent in globalisation dictates that economies become developed in the image of market 

capitalism. Thus, Pasila's image is refashioned through the uses of pictures presenting the 

image of the future. The image presented in Fig4.18 shows us a glass-walled building, with 

the sky in the background. Within the building there appears to be people and even at a 

distance it is possible to tell from the outlines that some of them are wearing suits. The 

image, a digital visualisation, invites us to imagine the future of Pasila as a place of 

business. 

The digital visualisations of Pasila, as mentioned, attempt to not only describe the new 

spaces in it but to reflect upon the urban imaginary. This imaginary is one of familiarity 

and sameness. As I alluded to in Chapter Three, such spaces are analogous to other 

business districts around the world, therefore making them easily read. Each district will 

normally have wide walkways, a lot of artificial light and be dominated by offices with a 

218 
The City of Helsinki, New Helsinki: Pasila, Overview, http://en.uuttahelsinkia.fi/pasila/overview, 

[Accessed 18/02/2017] 

127 



few residential units scattered about. The influence of the digital visualisation on the urban 

imaginary, then, cannot be understated and as Scheidegger has pointed out, their 

construction is "not merely virtual" but "tends to become strived-for reality also in real 

space"219
. Thus, 'strived-for reality' can be seen in how real space is managed and 

controlled. 

Fig 4.19 - Research Image from Pasila, Helsinki. 2017. 

I continue walking through the square where Peace Station is located, surrounded by large 

concrete edifices. As with any business district, and as I discussed in relation to the 

Docklands, space is controlled through surveillance techniques. Pasila is no different; as I 

walk south, a scene opens up. The above image discloses a building with windows, 

resembling a typical office building denoted mostly by the blinds. Protruding from the wall 

219 Pachenkov (ed), op.cit., p.67 
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is a security camera, making one aware of the fact that they are being watched. It maintains 

control over this urban space and is necessary to dictate one's behaviour within the space. 

As Tagg has pointed out, the camera itself does not wield power but "the apparatuses of 

the local state which deploy it and guarantee the authority of the images it constructs to 

stand as evidence or register as truth."220 The camera in the case of Fig4.l 9 acts as a 

symbol of power, denoting security and safety. If we examine the issue further, 

connotations of control and power are brought about. As discussed in Chapter One and 

Two, the state acts through ideology and the power it wields is dictated by that ideology. 

The space in Pasila is indicative of modem, globalised urban space. It presents, through its 

topography, a relatively clear picture of how capitalist ideology has evolved to control 

space. The image plays an important function within maintaining the control. Within 

Pasila, we see it deployed through visualisations of space that control the meanings which 

can be derived from these new spaces. In addition to this, panoptical devices are employed 

to enforce the spatial relations that are derived from these meanings under the discourse of 

capitalism. 

This chapter has created an image of both field-sites in terms of how their topographies 

relate to control and power within an ideology of capitalism that produces globalised 

space. I have shown how these spaces are represented through the image as part of the 

process of rebranding under a discourse of capitalism. As part of the rebranding, I have 

highlighted how the topographies in the Docklands and Pasila are organised in relation to 

memory, by drawing on the past, in an attempt to hide their repressive designs. In the final 

chapter I will analyse the processes and outcomes of my research interventions by 

220 John Tagg, 1992, op.cit., p.64 
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amalgamating the various sources of data into spatialisations of knowledge and discuss 

how they are represented within the visual interventions I create. 
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Chapter Five 

In the final chapter I discuss and analyse my research in terms of the visual interventions 

made in the spaces of Pasila and the Docklands. I examine the research material and 

discuss how it has informed my interventions. I then proceed to discuss my interventions in 

terms of my overall practice in the light of the ocular effect of a global financial system on 

urban space. I argue that modern urban space is organised through the use of a number of 

visual techniques in order to influence and control spatial relations. Through the use of 

constructed imagery I demonstrate the 'constructedness' of the everyday, attesting to the 

role of the visual in defining the meaning of places within the rhetoric of global capitalism. 

Within my visual representations, I highlight the relationship between the body and space, 

arguing that these are key to understanding how meanings are produced from images of 

space and, thus, influence the ocular experience of place. I also discuss my body of work 

as a whole, setting out an argument for the renouncement of the single image as a path to 

understanding the ontological properties of the photograph. Within the discussion, I argue 

that the notion of photograph as an 'art object' is an avenue to abstraction which leads to a 

detachment of meaning from the photograph. 

I. Making Contact 

As part of my overall research and to gain an understanding of the spaces within my field

sites, I made contact with the various stakeholders; the residents, workers and companies 

developing within the field-sites. The aim of reaching out to them was to build a picture, 

no matter how fragmented that may be, of the field-sites from their point of view. I initially 

used my personal network followed by the wider online communities that are available 
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through online forums and social media networks to make contact with individuals living 

or working at the Docklands and Pasila field-sites. In addition to those, I contacted local 

community centres and local businesses in an attempt to find participants. Involvement in 

social groups, such as online forums or community centres, meant any participants had at 

least a passing interest in the community and the city. For instance, I posted on 'Lisaa 

kaupunkia Helsinkiin' (More cities for Helsinki) which describes itself as a group that was 

set up "not to discuss whether the city should build more, but together look for ways to get 

it built more."
221 

The group advocates that urbanisation is a good thing but what kind of 

urbanisation is up for discussion. 

My initial contact was with YIT, the company behind developing the Tripla Mall that was 

at the centre of the entire redevelopment of Pasila. Developers wield a certain power over 

space and, thus, our lives, as they may control the value of it on a speculative market, 

access to it as well as the types of social relations acceptable within it. Laura Nadar insists 

that as part of the research process "studying up"222 performs an important function. Nadar 

suggests the consequences of not doing this "are serious in terms of developing adequate 

theory and description."223 Without looking at these corporations and their functioning in 

relation to society, it is only possible to see the consequences of their actions. Studying up 

makes it possible to understand the ideology behind the actions and develop theories based 

on a fuller picture, for instance developing theories by analysing how space is controlled 

on an immaterial level and the rationale behind that control. 

221 
Lisa.a kaupunkia Helsinki in (More cities for Helsinki), https://www.facebook.com/groups/184085073617 / 

[ Accessed 19/02/2017] 
222 

Laura Nadar, 'Up the Anthropologist: Perspectives Gained from Studying Up' in Reinventing 
Anthropology, (New York, Pantheon Books, 1972), p.290 
223 Ibid 

132 



My first contact with YIT was at an open day on the Tripla Mall construction site. I 

approached Pirjo Aalto, the director of commercial development and explained my 

research and asked if at some stage was she willing to have a conversation. I got a positive 

response and was asked to make contact in the following week. After a phone conversation 

with Outi Vaarala, a project manager in commercial development, I was given the 

impression that it would be very difficult to get any time to have a conversation as they 

were so busy. I suggested that they could, instead, answer some questions via email, to 

which they agreed. Making contact with developers at each field-site performs an 

important function within my research process. Nadar has noted that "[t]he powerful are 

out of reach on a number of different planes: they don't want to be studied; it is dangerous 

to study the powerful; they are busy people; they are not all in one place, and so on." 224 

The developers exact power over the space through their relationship with it and in 

contacting them my aim is to make the nature of this relationship explicit. 

The Docklands has several different sites undergoing construction. As a consequence, I 

made contact with all the companies involved; CBRE, Cushman & Wakefield and JLL. In 

Helsinki, in addition to contacting YIT, I reached out to the City of Helsinki, who owned a 

percentage of the land that these developments are being built on. I am conscious of how I 

explain my research, informing individuals I contact that I am studying the transformation 

of urban space within global economies and the part the image plays in that. My awareness 

comes from the recognition of the difficulties that are to be encountered in contact with the 

corporations I am attempting to research. Corporations tend to have carefully constructed 

identities and, therefore, individuals within them may be wary of answering questions and 

the implications of veering from that identity. This is exemplified by the answers I 

224 Ibid, p.302 
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received from my email exchange with YIT where the large majority of questions were 

answered with detailed facts about the new development that appeared rather scripted: 

D: What do you think this project brings to the city? 
P: An entirely new urban center, including a number of new services. Mall of Tripla 
has the new food and beverage package of the kind in Finland has not had before. 
The urban culture also appears in Mall of Tripla. More than shopping center Tripla 
has also 50 000 sqm of offices, a large hotel and housing about 1,000 people about. 
Pasila railway station is the second busiest station in Finland and it is situated as part 
of a shopping center. 

In addition, the medium of email left me with little room to control the flow of the 

conversation. Naturally, answering these kinds of questions is not high on their priorities; 

rather, their role of selling these spaces and finding private investors is given precedence. 

The research topic is also sensitive, given the interests of money at play. Buildings are sold 

on a certain image of space and anything that may interfere with that image is considered 

unwelcome. 

Hugh Gusterson, in revisiting Nadar's theories, has argued that "[t]he cultural invisibility 

of the rich and powerful is as much part of their privilege as their wealth and power, and a 

democratic anthropology should be working to reverse this invisibility."225 Through 

speaking with the stakeholders at the sites of power, I hoped to at least make visible the 

particular cultures involved in developing urban space. This has not been without 

difficulties as can be seen, for example, in my contact with CBRE. I spoke on the phone 

with one of their representatives involved at a Docklands site and after a short 

conversation, we agreed that he would answer some of my questions via email. I sent the 

email from my institute account in order to gain a level of trust. Hammersley and Atkinson 

mention that there are various approaches to gaining trust and that these approaches are 

225 Hugh Gusterson, 'Studying Up Revisited' in Political and Legal Anthropology Review, Vol. 20, No. 1 
(May, 1997), p.115 
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shaped by the nature of the research. 226 Within the email I explained that I am researching 

transformations of the urban environment in global economies and the part the image plays 

in this. After waiting for a reply for two weeks, I sent a reminder but still received nothing. 

Nonetheless, making contact is an important function within the overall research as 

Hammersley and Atkinson have pointed out, since much can be learned from these 

encounters. 227 

Resea,ch on the Dodda00$ - Goog~e Chrome 

Research on the Docklands 

.. Davidflood M wee '2'>1'.:'''~i.6111.1 

Hi 

Thank you for taking my c:allearfk!r, I appredate your r.oope-r~on with the r@search. 

Allttle bad~.ground on the research; I am examining the chal"\glng urb.a11 la11d:scape in Flntand and Ireland, wh.iit It rmeans to be pan of a global &onomy and how space Is shaped under this dlscovrse. 
for the research I am ex«ninlngtwo 5'tes, one in Hetsinld irld one In Dub Un. in Dubin I ilfn laoklng at dtE Oodcfands, In p3~cularthe Capftal Dock site and th~ area around th\s. 
If you could 1mswerthe questtonsbelow, you can Just write under them. After that I will send nomorethan6short fo!lr,w up questforis.. Th.mk you for your time. 

1J\'WA.31 IS yo.,rro~ at CBR.E arid w1tt1 regards to Cai;t1tal Oock? 

2) Wh.ltdo you rt-ink. thi1 pra,11ct brmgs to tre ctty? 

3> Why 1£ thl~ developm~nt 1mporuot fer Dubhn and Ireland~ 

Fig 5.1 - Screen shot of email to CBRE, 2017. 

There are several conclusions that I can draw from a lack of correspondence from the 

developers around the Docklands. Firstly, as Nadar suggested the powerful do not want to 

be studied nor appear to have the time to participate. Within the context of the economic 

crash and an ensuing housing crisis in Ireland, such topics are also sensitive. This may be 

another reason for a lack of contact. There has certainly been a marked difference between 

my experiences in contact with developers in Ireland and Finland. For instance, my initial 

contact with YIT, the main developer in Pasila, was at an open day at the construction site 

226 
Hammersely & Atkinson, op.cit., p.57 

227 Ibid, p.41 - 43 
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in September 2016. The open day allowed individuals to wander in parts of the 

construction site and also involved an escorted tour of the underground construction area. 

Such privileges in Ireland would be reserved only for members of the press, under certain 

circumstances. 

Finding participants from workers and residents in the areas was a little less challenging. 

My approach when making contact with them was to frame the meetings as conversations, 

although as Hammersley and Atkinson have pointed out, there is always an element of 

structure to such conversations.228 I had set out 3 to 5 questions, listed in Appendix I, that I 

would ask each participant but beyond that, questions would depend on both their answers 

and their relationship with the field-site. Participants were not aware of the questions 

beforehand but were aware of the goals of the conversation based on my request for 

participants which is listed in Appendix II. Before starting a conversation, I also explained 

in more detail what my analysis of Pasila and Docklands entailed. 

My aim in talking with workers and residents was to build a picture of both field-sites from 

the point of view of those who use it as an everyday space. For example, when asked about 

Pasila, one participant, Kalle, offered his opinions on the area: 

When I started here [in Pasila] in 2010 I looked at the vast area there and there was 
nothing in there. It's silly, why don't they develop that. Five years went by and now 
they started the development. Why there is not so many good restaurants here, why 
there are not many good shops here. Why [do] you always have to go to the centre of 
Helsinki, it's sort of ridiculous. And therefore I welcome this development very 
much. 

It is important for the conversations to accommodate a flow based on the answers of the 

subjects. As the researcher, I attempted to control the flow of the conversation without 

interrupting and following on from that my further questions would be largely based on 

228 Ibid, p.117 
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what the participants disclosed. There must also be a realisation of how the answers may 

be framed from the point of view of the individual. Hammersley and Atkinson state that 

accounts given "should certainly not be accepted at face value, any more than should that 

of information from other sources. "229 Therefore, it is necessary to frame accounts given 

within the subjectivity of the individual giving the account and use these in combination 

with research from other sources. 

Hammersley and Atkinson argue that "all accounts must be examined as social phenomena 

occurring in, and shaped by, particular contexts."230 Since an important aspect of my 

research involves spatial relations the location is a critical factor in setting the scene for a 

conversation. Therefore, it was pertinent to hold the conversations in the locale. That 

meant the conversations were conducted in spaces familiar to the volunteers, thus imbuing 

them with an 'everydayness'. The location affects the content and details revealed within 

the conversations. For instance, several participants in Pasila made reference to the 

building that housed the cafe we occupied. These references are quite important in terms of 

my overall research as they reveal details that may not have been revealed had the 

conversation been held in a different locale. For example, Riikk:a, who has worked in 

Pasila since 1990, briefly describes the history of the building we were in and how it has 

changed over time: 

Well, this building has changed a lot. It was quite nice when they finished it and I 
love the tube, I don't know the history how long it's been there, you know the tube 
we walked through here, it's really nice cause we don't have to go through the traffic 
lights and wait, it's so quick to get here. But it has changed a lot. I love this, beautiful 
cafes in here. This was actually, this area, there was just this elevator doors in 
different colours and then you'd just walk through, it was all outside, not any ceiling 

229 Ibid, p.98 
230 Ibid, p.120 
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up there. It was just open air and it was just windy and well it wasn't really nice. It' s 
nicer this way. 

Two points that constantly came to the fore with participants in Pasila were aesthetics and 

speed. Riikka above discloses the speed of her journey from the train station to the Office 

Centre due to the construction of the tube, which is an enclosed bridge connecting the train 

station and the Office Centre. She also brings up the aesthetic of the space as an important 

property of the place. Another participant, Kata, also mentioned the importance of how the 

area will look and function in terms of speed of access: 

D: In what ways do you think it (the new development) would be good for Pasila? 
K: Well it will, the design, we have seen the prints, like the pictures of what they're, 
well what is it in English, the design, what it's going to look like when it's ready, so 
it looks really cool. And there is going to be great services where you can get 
whatever there. 
D: What did they say they are doing? 
K: The shopping centre and then there's going to be a road underneath so they're 
going to change the traffic cause it hasn't been very flexible here or very, it hasn't 
gone well. 

The focus appears to be on both time and the look of space. These are key factors that the 

developers play on as disclosed in my conversation with YIT on the new development in 

Pasila: 

D: What kind of experiences do you want to create for people passing through / 
living/ working in this new space? 
P: Urban city life, Life 24/7, an inspiring environment, Transport hub and live 
meeting place .. for example. 

The above statement reveals how capitalism infiltrates the everyday making time/space 

compression a priority, meanwhile heavily relying on places that market an image in order 

to sell. Lefebrve asks: "What is an ideology without a space to which it refers, a space 

which it describes, whose vocabulary and links it makes use of, and whose code it 
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embodies?"231 In the light of Lefebrve's question we witness space as capitalism sees it; 

supporting the free movement of capital flows in the form of a financial market where 

investment comes in the hope of profit. Therefore, the ocular effect of space is shaped by 

priorities embedded within the system of capitalism which allows for the formation of 

globalised spaces. 

Making contact forms an important part of understanding both the structures of space and 

how it is viewed on a personal level. This is underscored by two encounters I had while 

carrying out my research. On the 26th of March 2017, I was photographing in the 

Docklands at an area known as Spencer Dock. The light had become too strong as the sun 

had risen and it was a clear day; the clouds I had hoped for to provide a soft, flat light did 

not materialise. As I was making my way from Spencer Dock along the side of the 

PriceWaterhouseCooper building, just before moving onto the quays, I spotted a neatly 

trimmed hedge against a window revealing what looked like a recreational area within the 

building. I stopped to take an image, as the scene may be worthwhile revisiting for my 

final images. As soon as I raised my camera a security guard arrived and told me to stop 

photographing since Spencer Dock is privately owned and my permit issued by Dublin 

City Council was not valid there. The security guard explained that they are 'nervous' 

about people photographing the financial buildings and as a response to my question about 

who I would get permission from to photograph in Spencer Dock he advised that it is 

owned by 'Spencer Dock Estate'. 

Later, interested in making contact with the owners of the estate, I searched for 'Spencer 

Dock Estate' and found that the company ceased trading in April 2016 and a further news 

231 Lefebvre, op.cit., p.44 
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article reporting that later in 2016 Spencer Dock was sold to AGC Equity Partners. On 

their website they describe themselves as a company that "capitalises on opportunities 

presented by market dislocations, resulting from an evolving financial crisis".232 It became 

apparent that the security guard did not know who he was working for, as he was under the 

impression the area was still owned by the now defunct Spencer Dock Estate. This brings 

me back to my conversation with Gerry at the St. Andrews Community Centre a few days 

earlier. We were discussing the new developments at Capital Dock and along the south 

quay when Gerry said: "And we used to know every brick in the road, they were all 

cobblestone." Later, referring back to that statement, he again said: "as I said we used to 

know every brick but not now." As such, my interaction with the security guard, the 

unfolding information regarding ownership and the conversation with Gerry reveal the 

nature of globalised space. The knowledge of place can no longer exist under the 

conditions of financialisation and globalised space. Knowledge is controlled by the power 

relations inherent in capitalism and space becomes subject to these controls. The images 

created of these spaces by the companies that own the areas are intended to control the 

meaning of them and the camera exerts that control. 

The difficulties, as I outlined above, in gaining access to individuals in the organisations 

that develop and manage space required me to consider other approaches. Gusterson 

advocates a polymorphous approach which involves "an eclectic mix of other research 

techniques"233
. For me, this involved reading news media, official documents and research 

produced by the organisations involved at the field-sites. Analysing this material can assist 

in uncovering ideologies and motives behind the organisations in questions. In the absence 

of direct contact with the developers at each field-site, a polymorphous approach allows 

232 AGC Equity Partners, http://www.agcequitypartners.com, [Accessed 26/03/2017] 
233 Gusterson, op.cit., p.116 
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me to analyse the ideology behind the spaces as well as understand how the corporations 

involved frame the spaces. 

II. Visualising Globalised Space 

As mentioned, there are a number of companies involved in the construction of new spaces 

in the Docklands and Pasila. As part of a polymorphous approach, I examined how the 

companies represent urban space as construction and real estate are crucial to their overall 

business. My focus is on how these companies use photography to represent urban spaces 

as investment opportunities, thus creating globalised space. I analyse both research 

material produced by these companies on cities and material related to the specific 

developments in the Docklands and Pasila. My aim is to demonstrate the processes behind 

producing meaning for globalised space and how these representations influence my own 

visual interventions. 

Both CBRE and JLL are global companies with offices in several countries. Each company 

produces research on cities centred around a city's viability under the discourse of 

capitalism. Research is compiled and published periodically and is aimed at individuals, 

governments, investment funds and construction companies. For instance a recent research 

publication by JLL called 'The Business of Cities' focuses on a number of indices that 

measure the economic performance of cities. The publication is interspersed with 

photographs of cities, building up an image of urban space in the mind of the viewer. 
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Fig 5.2 - Beijing, China, from page 13 of JLL's 'The Business of Cities', 2015. 

On many of the pages of JLL's publication, there are photographs of cities. The 

photographs focus on cityscapes depicting a large area of the city. For example, there is an 

image of Beijing that shows a vast area of skyscrapers with wide roads running through it. 

If it was not for the label in the bottom left comer giving the city's name, to the untrained 

eye it would be almost impossible to determine the location, such is the sameness of 

globalised space. The photographs in the publication focus on newly built city quarters, 

presenting the image of the city as a globalised space steeped in the economics of 

capitalism and not a space of places with rich cultural heritage. Many of the images are 

taken in the fading light of the day with the night lights shimmering as if to accentuate the 

abstract value of the commodity upon them. Such depictions are reinforced by the text that 

accompanies them, for instance under the Beijing photograph reads "Beijing and Shanghai 
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have four major advantages: depth of talent, deep global connectivity, broad cultural assets 

and high quality of public sector management. "234 The rhetoric here is used to highlight the 

abstract values of these cities as spaces for investment and the use of an aesthetically 

attractive photograph reinforces the notion of space as a commodity. 

Dublin's Docklands and Pasila are both nodes in terms of what Castells calls the network 

society. The nodes are points that partake "in the network of global financial flows. " 235 

Each location depends highly on global financial flows to fund their developments and the 

Docklands is a key hub for speculative global finance through the operations of the IFSC. 

The important thing to remember is that networks, as defined by Castells, "are open 

structures, able to expand without limits, integrating new nodes as long as they are able to 

communicate within the network, namely as long as they share the same communication 

modes."236 The material basis that is built into networks "earmarks dominant social 

processes, thus shaping social structure itself. "237 Such structures are represented through 

the everyday, itself a reflection upon the dominant networks. In turn, the social structures 

are represented through the image in an effort of place-making global space that the 

ideology of capitalism can exploit to its own ends. 

CBRE, a large developer working on several projects in Dublin's Docklands, has stated 

that the success of place-making "can be measured by improved lives, greater happiness 

and, when done successfu11y, an uplift in property values."238 It is immediately clear that 

234 
JLL, The Business of Cities 2015, http://www.jll.com/Research/jll-business-of-cities-report.pdf, p.13 

(Accessed 06/03/2016] 
235 Castells, op.cit., p.501 
236 Ibid 
237 Ibid 
238 

Placemaking: Value and the Public Realm, 
https:/ /www .cbre.com/research-and-reports/Glo bal-P lacemaking-Value-and-the-Public-Realm-May-201 7, 

[Accessed 04/11/2017] 
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place-making is only successful if there is a rise in property values. Such a statement 

explicitly ties place-making to the role of capital by deeming that no rise in property values 

translates to failure. Part of the process of place-making is undertaken by creating a certain 

image of place that abstracts the qualities of it in order to create the rise in property values. 

Therefore, the focus is on the ocular experience of space which is highly dependent on 

creating an appealing visual image of the new places in order to attract investments. 

The visual plays a key role in the place-making process for a number reasons; firstly the 

ocular experience of space becomes one of mobility through the new globalised spaces as 

people move, like capital flows, through the network of financial nodes, only resting at 

designated areas, such as a cafe or bench. The spaces themselves are not built for 

contemplation, since they are mostly privately owned areas where photography is 

prohibited. Secondly, the visual plays a key role through the production and distribution of 

images, such as digital visualisations and photographs purporting to show the everyday as 

full of these global spaces, and in the process defines spatial relations based on values 

inherent to the global financial market. Thirdly, in an effort to discipline the body in these 

spaces, the camera is deployed to ensure that the spaces are used accordingly. 
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Fig 5.3 - Page 8 from Capital Dock Brochure, http://www.capitaldock.ie/, 2017. 
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Capital Dock, a new development in Dublin's Docklands scheduled to be completed in 

2018, demonstrates how the visual is integrated into the place-making process. Looking 

through the brochure produced to promote the new space, photography is used extensively 

to build up an image of a place. There are a range of photographs used, including people 

enjoying leisure time, going to work and vast cityscapes. This montage aims at creating a 

picture of a new place that is heavily dependent on the processes embedded with 

capitalism. The images seek to financialise space in that the primary aim of presenting 

these images is an exercise in increasing property values, thus, attracting investment from 

far and wide. The need for such investment influences how space is laid out and also 

dictates the social relations inherent in the space. 

145 



Fig .5.4- Pasila: The New Heart of Helsinki, http://www.uusipasila.fi/, 2017. 

Images play a key part in the formation of global spaces and the place-making process that 

goes into creating them. For example, an image from a brochure that has been made to 

promote the building process of new skyscrapers in Pasila. Senate Properties and the City 

of Helsinki have created the brochure to outline the vision for the area. The brochure is 

typical of such projects, filled with various facts about the area with the aim of attracting 

potential investment. This is backed up by various figures, for example the amount of 

people projected to pass through the area by 2025 as well as that the City of Helsinki and 

the Finnish state will invest 300 million in the area. The image we are looking at is a 

digital visualisation that attempts to disclose information about the future space. The 

visualisation, however, is not spatially accurate as it is based on a vision of the new space. 
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Therefore, we can determine that there is a high rhetorical element to it as well as the other 

images in the brochure. 

Gillian Rose, Monica Degen and Clare Melhuish have studied how such visualisations 

disclose info1mation and the processes behind creating them. They have argued "that 

digital visualizations of new urban developments serve to 'stage, costume and intensify' 

particular, sensory seductive, atmospheric visions of urban life, in order to sell visions of 

them."239 While the visualisations are perhaps 'stages', as Rose et al refer to them, they 

also build up a picture of urban life under the control of international financial investment. 

Investment funds are what drive these developments; as Haiven points out, the sociological 

phenomenon of financialisation is what is behind this. Haiven argues that "financialization 

escapes the realm of economics and politics and can be seen to be bleeding through and 

staining the fabric of everyday life, the public discourse and social institutions."240 

Therefore, the digital visualisations produce an image of everyday life under the control of 

capitalism. The spatial practices of the local are shifted and dictated by the global, forming 

a space where capital must thrive. The power relations involved in such changes are 

inaugurated by the global and communicated through the image. In terms of building up a 

picture of the everyday, there is no doubt of the constructed nature of the digital 

visualisation. Rose et al, in researching the processes behind creating a visualisation for 

Msheireb Downtown, have pointed out that "visualizations are thus made to picture a 

specific range of activities. These particular activities were part of the effort to convey the 

'atmosphere' of this redevelopment project."241 However, visualisations do not only 

'highlight a specific range of activities', but, as Scheidegger argues, are a "strived for 

239 Jordan and Lindner(eds), op.cit., p.107 
240 H . . a1ven, op.c1t. 
241 Ibid, pllO 
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reality."242 These are key points that have influenced the work I create in terms of how 

analysing visualisations have assisted in helping to build up a picture of spatial relations in 

modern urban space. 

III. Visual Interventions 

Fig 5.5 -A Place Like All Others (Untitled), David Flood, 2018. 

I wanted to ingrain my images with a capitalist realism, explicitly leading to a visual that 

imbues the aesthetic of modern urban space. While employing that aesthetic, it is also 

important to create images that demonstrate the processes behind the use of the photograph 

242 Pachenkov (ed), op.cit., p.65 
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in place-making. Such an endeavour proves difficult since, as Mark Fisher points out, 

capitalism has the ability to subsume and consume history.243 Therefore, within my images 

I worked with the notion of Roberts' argument that documentary photographs no longer 

possess the ability to "encompass or invoke the subliminal and repetitive effects of abstract 

space"244 due to "capital's powers of abstraction"245
• Keeping in mind Lefebvre's assertion 

that all spaces are steeped in ideology, I set out on a process of creating work that would 

explicitly demonstrate the ideology behind the urban spaces of the Docklands and Pasila. 
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Fig 5.6 - Visual Research Journal, key points of interest in Pasila, 2017. 

Since space is providing the backdrop for my photographs, choosing locations was a 

pivotal part of the process. As mentioned in Chapter Three, these locations were chosen 

through a process of walking the spaces and making images of key points of interest. The 

points of interest I considered to be spaces that imbued the ideology of capital. For 

instance, Fig5.5 shows an image from Pasila where the space appears to be recreational; a 

243 F' h . 1 1s er, op.c1t., p. 
244 Roberts, 2014, op.cit., p.109 
245 Ibid 
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place for workers to take a break in. Therefore, it is experienced as an ephemeral space, 

aligning with its capitalist properties. It was designed to be an aesthetic space and is typical 

of the types of spaces that accompany most urban developments. The path, surrounded by 

bushes, leads to a small clearing, and is a dead-end. Since it is a recreational area for 

workers, one is expected to behave in a certain fashion which is reinforced by the presence 

of security cameras, not visible in my image, on both sides of it. 

Fig 5.7 - Studio Poses from A Place Like All Others, David Flood, 2018. 

The purpose of 'The Keeper's' poses in the images is to mimic that of the spatial relations 

created by imagery used to define space, such as photographs and visualisations. Rose et al 

have argued that these types of images, especially visualisations of space, "do not show the 

wider economic processes and the relations of the investment in them." In addition, "nor 
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do they show a wide range of social activities going on in the new spaces being built."246 I 

would, however, contest these points since, firstly, there are attempts made within 

visualisations to disclose the kinds of economic activities that will occur in these new 

urban spaces. In the visualisation for Pasila in Fig5.4, these activities are represented by 

the worker leaving or going to work and the shopper with bags in hand. Secondly, the 

range of activities are precisely the intended spatial relations that are acceptable within the 

newly developed globalised spaces, thus, we see them controlled by security cameras in 

order to detect deviant behaviour and take corrective actions were deemed necessary. 

The poses seen in visualisations are highly constructed, often created in a studio and pasted 

into place using image editing software. In order to explicitly express how space functions, 

I entered the studio with the intention to create a montage of defined actions that are 

generally acceptable within images that define new globalised places. Using a blue screen 

as the background and making as much of the studio visible in each shot as possible, my 

images act as visual signifiers to the 'constructedness' of both the imagery used to define 

globalised space and the space itself. Scheidegger points out in his study of visualisations 

that: 

The incarnated paradigm for this kind of use of space, characterized by the primacy 
of sterile mobility, is the energetic white collar worker. Often with a cell phone on 
his ear and carrying a briefcase, he energetically crosses the virtual urban space. He 
(and not she, by the way, at least for the vast majority of my image samples) has 
become a symbol used in almost all visualizations.247 

Therefore, the symbols used within my studio images are the characterisations that define 

globalised space as we are constantly confronted by representations of it. 

246 Jordan and Lindner(eds), op.cit., p.108 
247 Pachenkov (ed), op.cit., p.66 
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Fig 5.8-A Place Like All Others (Untitled), David Flood, 2018. 

Chris Hudson argues: "Art, design, communication, architectural values and textual 

representations all play a role in producing and reinterpreting the local/urban in a global 

environment."248 By inserting 'The Keeper' into the space, I am explicitly commenting on 

the nature of the space depicted in my images. I am creating a set of spatial relations that 

would otherwise be lost had I used an image of the space empty. The relationship between 

the body and space brings the local to the fore in what are globalised spaces. The 

globalised spaces contain a set of relations that are in a sense removed from locale on an 

immaterial level. Photographing the landscape in such a fashion brings to the fore the 

248 Chris Hudson, 'Cities as Limitless Spaces of Simultaneity and Paradox' in Re-Imagining the City by 
Elizabeth Grierson and Kristen Sharp (eds), (Bristol; Chicago, Intellect, 2013), p.2S4 
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ideologies that are, as Lefebrve pointed out, inherent in it. The scene above depicts the 

IFSC, often used as a symbol for the success of the Irish economy and, therefore, a symbol 

that has become ingrained in the national psyche. However, representations do not always 

fit in with one's understanding of space in terms of cultural identity and as Wells argues 

"photography may contribute to unsettling aspects of cultural identity through offering 

evidence which does not 'fit' ."249 It is precisely the fact that these kinds of places exist that 

make it important to depict them within the ideology that they imbue. When portraying the 

underlying ideologies of space, one image alone cannot communicate its nature but, 

instead, a series of images or a montage needs to be constructed in order to build an 

accurate image of globalised space. 

It is an important aspect of my work to imbue a seriality within it, renouncing what Sekula 

describes as "the fetish of the single image" and, instead, basing it "on the principles of 

montage, either relational sets of images, or images and text or images and gesture."250 My 

aim is to tum the images into a discussion rather than a spectacle. Sekula makes the point 

that doing so is a "kind of theatrical use of imagery."251 The theatricality is certainly not 

present in my work in the sense that it is staged but that the experience of viewing it is akin 

to the experience of attending the theatre. The work is experienced rather than just looked 

at. Through a combination of visual and audito1y media, I create a sense of globalised 

space within my work. The visual elements include maps, photography and video and it is 

only when put together that these elements create meaning that cannot be explicitly created 

through the single image. 

249 Wells, op.cit., p.212 
25° Clement Greenberg & Thomas Crowe (eds), Modernism and Modernity: 171e Vancouver Conference 
Papers, Allan Sekula, 'The Traffic in Photographs' and 'Discussion', (Nova Scotia, The Press ofNova 
Scotia College of Art and Design, 2005), p.167 
251 Ibid 
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The issue with the single image lies in, according to David Cunningham, a naive belief "in 

the power and efficacy"252 of it. It is perpetuated according to Sekula by "the museological 

handling of photographs", which "encourages this belief, as does the allure of the high-art 

commodity market."253 As Cunningham goes on to argue, "the renunciation of the single 

image would best be understood as an opposition to photography's 'abstraction' per se."254 

The abstraction is at the base of capitalism, as abstraction transforms an object into a 

commodity, thus giving it exchange value. It is abstraction that separates the photograph 

from its ontological properties "in order to free itself from its traditional representational 

functions, more often than not in the name of becoming 'art' ."255 In becoming 'art' , the 

photograph depicts the world as something to be 'looked at' rather than 'seen through'. If 

just ' looked at', the photograph becomes an abstraction, slipping into the space of the 

commodity. In order to have the desired effect of revealing something, it must be ' seen 

through' . As Cunningham argues, "a simple 'reproduction of reality' tells us nothing of 

reality itself." Cunningham continues that "true reality has slipped over into a functional 

reality."256 Such a thing reveals an inadequacy of photography in its inability to only depict 

true reality. Functional reality, a reality which has been built to serve the needs of capital, 

does not reveal the social relations of space. Through the process of abstraction, the single 

photograph becomes part of a functioning reality, thus also failing to represent the social 

relations in which it may be depicted. 

252 David Cunningham, 'Renouncing the Single Image: Photography and the realism of abstraction' in 
Photographies, 9:2, p.147-165, 2016, p.147 
253 Ibid 
254 Ibid, p.149 
255 Ibid, p.148 
256 Ibid, p.150 
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Fig 5.9 - Map of Pasila from A Place Like All Others, David Flood, 2018. 

For the reasons outlined above, it is imperative to look to various sources in building up a 

seriality within my work. Including maps within my work assists in giving a sense of the 

spaces of Dublin and Helsinki that I am focusing on. The maps demonstrate how space has 

been laid out and used. Tim Ingold has pointed out that a map is a form of knowledge 

drawn from observations taken from fixed points.257 The map is made up of physical 

places or 'space of places' as Castells has termed it. However, the understanding of space 

in physical terms has been altered by the rise of the Internet. As Castells has stated, 

"people still live in places. But because function and power in our societies are organised 

in the space of flows, the structural domination of its logic essentially alters the meaning 

and dynamic of places. "258 Due to the abstract nature of the space of flows, it is difficult to 

257 Tim Ingold, Lines: A Brief History, (London; New York, Routledge, 2007), p.88 
258 Castells, op.cit., p.458 
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picture it. Rather, through the series of images that I present, I gesture towards such a 

spatial structure. The use of the mobile device becomes an important symbol within the 

gesturing. 

Fig 5.10- Still from moving images, A Place Like All Others, David Flood, 2018. 

Mobility is a crucial aspect within the space of flows, on a physical and immaterial level, 

which within my photographs is portrayed through the use of a mobile device. However, as 

mentioned in Chapter Three, the photograph is inextricably tied to the past. The moving 

image more clearly brings the relationships between time and space into focus and also 

enforces the notion of the present. Within my moving images I interpret space as places to 

be moved through, occasionally rest in and ultimately connected through the space of 

flows. Each moving image consists of a scene where 'The Keeper' moves through the 

space. The defining acts are physical movement through the spaces and the use of a mobile 

device. Through them, I interpret space as physical places that are connected in an 

immaterial fashion. 
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A key point in the strategy of making the still and moving images was to gesture towards 

the sameness of physical space and the mobility and connectedness of the space of flows. 

As Robert Adam argues, the sameness can be seen as a combination of factors in 

architecture and global economics. He points out that: 

Attracting the Transnational Capitalist Class - and so the transnational corporations 
that they command - to major cities is now an important part of the economic 
strategies of nation states and city governments. This has made the design of cities 
. . . f h 1 b 1 259 mto a strategic mstnunent o t e g o a economy. 

Therefore, the city as an 'instrument for the global economy' creates ephemeral space in 

which fleeting experiences are the goal. I portray the fleeting experience through the 

moving image by traversing space in order to bring to the fore our relationship with 

modem urban spaces. 

Each movmg image clip is combined with a small piece of audio based on the 

conversations carried out at both of the field-sites. They contain a small section of the 

conversations, narrated by the same automated voice that provides directions through 

various GPS applications in order to explicitly link the moving images to everyday 

experiences of space disclosed by the participants while gesturing towards a space of 

flows. The audio grounds the moving image in the everyday, while revealing how space is 

used and viewed. It provides a backdrop to the sameness of modem urban space in terms 

of the unspecific nature of the language used by the participants. 

259 Robert Adam, Globalisation of Modem Architecture: The Impact of Politics, Economics and Social 
Change on Architecture and Urban Design since 1990. (Newcastle upon Tyne, Cambridge Scholars 
Publishing, 2012), 
p.121-122 
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The maps, images and audio gives a concrete representation of space in terms of 

understanding its physical structures. The movement and actions of 'The Keeper' signal 

towards the spatial relations that are inherent in modern urban space. However, in order to 

get an adequate picture of how the spatial relations are formed, it is essential to look at how 

capital flows influence space as part of the space of flows. While the space of places may 

be depicted through representations such as maps or photographs, the space of flows is less 

apparent. 
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Fig 5.11 - From Observations on the residential property market in Dublin's Docklands, 
January 2016, Owen Reilly, http://www.owenreilly.ie/wp-content/uploads/2017 /0l/The-Docklands
Residential-Report-January-2017. pdf [ Accessed 25/11/2017}. 

In relation to speculative investment in real estate, the space of flows is represented as a 

series of figures and graphs. Space of flows becomes a numbers game about growth which 

leads to a financialisation of space. Space is represented through graphs such as those 

presented in a 2016 report by the Irish real estate company Owen Reilly regarding 
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apartment sales in Dublin's Docklands. Through these graphs we come to understand 

space as a place for global investment. In such cases, space is broken down into a form of 

data under the discourse of financialisation. Each point, fixed on the graph, marks a form 

of knowledge coming from an abstract value assigned to space under the discourse of 

capitalism. The data is part of the space of flows and the graph offers a visualisation of 

how space is defined within that. It is rare that both space of places and space of flows are 

compatible as "[t]he dominant tendency is toward a horizon of networked, ahistorical 

space of flows, aiming at imposing its logic over scattered, segmented places, increasingly 

unrelated to each other, less and less able to share cultural codes."260 Therefore, the 

dominant understanding of space becomes that generated by representations indicating a 

space of flows. 

Fig 5.12 - Line representing historic office space performance in Dublin's Docklands 2015-2017, A 
Place Like All Others, David Flood, 2018. 

Haiven has noted that "[t]he new urban financial micro-entrepreneurialisrn likewise sees 

the city not as a hard and fast, bricks and mortar grid, but as a series of mobile and 

26° Castells, op.cit., p.459 
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changeable assemblages, fluctuating and constructed relationships and ephemeral 

connections and identities."261 The graph line is akin to the these relationships, explicitly 

exhibiting the financialisation of space. It offers a knowledge of space based on the 

abstract properties inherent in capitalism. Just as maps offer us a view of how space is 

physically laid out, the graph gives an overview of space as a commodity. 

The final chapter has set out how my research material has come together in forming my 

representations of globalised space. Through each type of image, photographs, moving 

images, maps etc., I have built up a work that gestures towards a modern urban space that 

is constructed under the rules of a financialised market for property. My intention is not to 

define space but to create a picture, however fragmented, that asks questions about the 

types of places we construct in urban space. Without due consideration, it is possible that 

we end up with a place like all others. 

261 Haiven, op.cit. 
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Conclusion 

As outlined in my thesis, meaning is produced through the image and control is employed 

through the camera. It is the ideology behind these that drive the meaning of place towards 

globalised space. The photograph on its own was not seen as a representation of reality but 

through its deployment in history by the state it has gained value as a depiction of the 

everyday. Meaning is not derived from a photograph itself but from the relationship of the 

objects depicted with the world outside the photograph. Since, as Lefebvre noted, the 

constructed landscape is inherently ideological we can understand images of space to be 

representative of these ideologies. 

My expectations upon dealing with the subject of urban space were to highlight how it is 

imagined and the part the image plays within the imagining of it. I refer back to two 

conversations I had in the Docklands, outlined in the final chapter, with Gerry and the 

security guard at Spencer Dock. The conversations revealed that the meaning for 

globalised space is not produced from a knowledge of the locale but through a series of 

images that aims to sell the spaces to us as places to work, live or spend recreational time 

in. They are not to be understood as spaces belonging to the community but as ephemeral 

places where meaning is taken from the same abstract notions that define a commodity. 

The outcome of my practice-led research was the creation of a representation of the spaces 

in Dublin and Helsinki based on the values inherent within them. It was important to 

counter the image of space created from the dominant discourse of capitalism and draw 

attention to the constructed nature of the everyday as it exists through our interactions with 

these spaces. An engagement on a visual level with the subject of urban space also 
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explicitly revealed the restrictions placed upon visual representations of these spaces, my 

conversation with the security guard at Spencer Dock being the epitome of that. Taking a 

practice-led approach allowed for the recreation of an image of space as it is, rather than 

the ocular values to which it is too often sold on. Space within the image is ultimately 

framed through the actions of the individuals who occupy it. Thus, we see an abundance of 

lifestyle images and populated spaces that define the spatial relations of globalised space. 

Creating a montage on the topic of globalised space was at times problematic due to, 

firstly, its ethereal properties, and secondly, a lack of interest in engagement from 

developers. Within the Docklands field-site, despite a public planning process, there 

appears to be very little public consultation regarding the type of construction going on 

and, while more attention is paid to that in Pasila, the overriding discourse that drives the 

creation of urban space is based on the dominant ideology of capitalism. Thus, we see new 

urban spaces that embody that ideology, containing shopping malls and other consumer 

based entertainment experiences that cater for a transnational capitalist class. 

The research processes that I engaged with formed part of a learning process which I hope 

reflects an understanding of how the image and camera are deployed in the production of 

globalised space. During my research, I came across two photographers who mentioned 

what I consider to be pertinent as part of a process of creating work. One was Esther 

Hovers who in an interview stated "I don't think that the job of an artist is strictly to inform 

- there's some critical thinking there as well."262 The statement echoes what I outlined in 

my final chapter regarding a body of work as something to be experienced rather than 

looked at. Critical thinking and engagement with the subject are key to the understanding 

262 Suzanne Tromp, 'Esther Hovers: False Positives', WeTranfer, 2016, http://www.wetransfer.com/ 
( Accessed 06/01/2018] 
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of it. In this case, I draw attention to the processes behind the formation of an image of 

urban space. The images create an understanding of urban space as being globalised, 

separated from the locale. Although it physically remains part of the locale, it is our 

understanding of space that determines how we use it. Therefore, the work I have created 

asks the questions of where does the understanding of space come from and why it is 

driven by a discourse of capitalism. 

The second photographer I was drawn towards was the British photographer Simon 

Roberts who stated that "[t]he important thing with anything you do, but particularly when 

it comes to a visual art form of self-expression, is that you have to question where you 

come from and ask how it has created the person you are, and how you use that as an 

extension of what it is you want to express."263 Roberts touches on reflexivity in one's 

practice which has been key to why I work with the subject of globalised space. As 

researchers, we form part of the world we research. There are relationships formed through 

the research process, hence the importance of emphasising that as artists we are not just 

looking at the world but are part of it and a reflection of it. 

Looking at the spaces of the Docklands and Pasila in terms of what they are used for rather 

than what they represent led to a representation of urban space that explicitly depicts the 

meanings inherent within it. My images act as an allegory to demonstrate our growing 

relationship with modem urban spaces as one determined by the forces that build them. 

These forces are frequently in the form of global investment corporations who use space as 

a commodity to invest in and profit from, thereby dictating the relationships we may have 

with these spaces. 

263 British Journal of Photography, Brexit-era Britain in Simon Roberts' Merrie Albion, http://www.bjp
online.com/2017/10/simon-roberts/, 20/10/2017, [ Accessed 28/10/2017] 
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Despite the different approaches to the public planning processes in Dublin and Helsinki, 

the overwhelming experience of the globalised spaces of the Docklands and Pasila is one 

of sameness. Not just within the spaces themselves but the methods involved in creating 

these spaces; the types of images used, the marketing practices, the spatial relations and the 

inevitable gentrification that follows. The processes lead to, as my title suggests, a place 

like all others, where the relationship with space is one defined by the processes inherent in 

the financial market, seeking to assign a monetary value to everything. 
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Appendix I: Lead-in questions for conversations with volunteers 

What area of the city do you live and work? 

How long have you lived/worked in the Docklands/Pasila? 

What is view on the Docklands/Pasila now? 

What is your view on the current developments happening in Docklands/Pasila? 
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Appendix II: Request for volunteers to be posted on social media and with other 

organisations 

"Hi, 

I am currently carrying out research on the Docklands/Pasila as part of my Masters studies. 

I am looking for volunteers to interview who either work or live in the Docklands/Pasila. 

The interview consists of a conversation (about 30 minutes long) about your own 

experiences of the area and how you see the future 

of the Docklands/Pasila developing. 

My research is a practice based photography project which seeks to address the 

representation of urban space 

in a global financial market. I will not be looking to photograph any volunteers but just 

have a conversation 

where you can express your opinion about the Docklands/Pasila. If you are interested or 

want more details you may email me at david@davidmflood.com 

Thank you, 

David Flood (davidmflood.com) #dublindocklands #docklands/ #pasila #uusipasila 

#tripla" 
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Appendix III: Email conversation with YIT 

What do you think this project brings to the city? 

An entirely new urban center, including a number of new services. Mall of Trip la has the 

new food and beverage package of the kind in Finland has not had before. The urban 

culture also appears in Mall of Trip la. More than shopping center Trip la has also 50 000 

sqm of offices, a large hotel and housing about 1,000 people about. Pasila railway station is 

the second busiest station in Finland and it is situated as part of a shopping center. 

Why is this development important for Helsinki and Finland? 

Pasila project is a hundred years the largest project of Helsinki that will change the entire 

metropolitan area demokrafian (sic) and trading. We create a new cityscape ... 

What types of place do you intend to create, in terms of the types of activities you see 

happening in these places? 

see previous answers:) 

What kind of experiences do you want to create for people passing through/ living I 

working in this new space? 

Urban city life, Life 24/7, an inspiring environment, Transport hub and live meeting place .. 

for examble. (sic) 

You mentioned about urban city life in your previous response, what do you think are 

some aspects of urban city life that Trip/a will create? 

For wxample (sic) a rich variety of restaurants, museums, activeparks and services ... 

Railway Station, Hotel, lots of offices and apartments as well .. Project can be called a 

"hybrid project". 

In comparison to other cities in Europe what type of experience do you think Trip/a will 

offer? 

look previous 

You mentioned about creating a new cityscape, in terms of Helsinki and Finland, do 

you consider Trip/a and the new Pasila to be internationally recognizable? 
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Surely! it's major project of (this kind in) Finland in 100 Years. 

Do you think Trip/a will be of interest to international visitors coming to Finland and if 
yes, why would international visitors be drawn to there? 

Of course; accessibility and close to the sports and venues, amusement park and the 

exhibition center will icrease (sic) the interest of international visitors. 

What do you feel are the international aspects to the new development and how do you 

see Trip/a attracting these? 

Helsinki is one of the most interesting capitals of Europe and Trip la located near the down 

town - that's a significant advantage also. 
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Appendix IV: Transcripts from Conversations with Participants 

Conversation with Katriina 

Date: 24/11/2016 Location: Office Centre. Pasila. Helsinki 

D: Can you tell me your name? 

K: Katriina 

D: What area of the city do you live in? 

K: Pitajanmaki, close to Espoo. 

D: Is that far from Pasila where you work? 

K: I think it's about 5 to 7 km, 7, no 5. 

D: Roughly how long does it take you to travel? 

K: By train 15 minutes 

D: Ok, so you are coming by train (K: yes) ok into the main station here in Pasila (K: Yes) from 

Pitajanmaki train station (K: Yes) 

D: Why do you live in Pitajanmaki, what drew you to Pitajanmaki? 

K: Because the area is calm and the nature is close and you can get a bigger apartment for the same 

price for a smaller in the center. 

D: So you wouldn't like to live closer to work or closer to Pasila? 

K: Em, well it's so close in Helsinki its 15 minutes on the train which is really good. For a lot 

people the commuting can be 45 mins to an hour. 

D: OK. If you had the choice would living in Pasila, would you live here or would you choose 

Pitajanmaki over Pasila? 
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K: Em, depends on the apartment. For the same price ifI could get a nice place then of course, but I 

don't think it's possible. So I don't mind the small commuting. 

D: Ok, so you think Pasila is more expensive than Pitajanmak:i? 

K: Yeah, and the area isn't as nice. 

D: Ok, so when you say not nice what do you mean by that? 

K: Em, especially where we are now, Eastern Pasila, em, is full of concrete so there is not a lot of 

nature. West Pasila is nicer but, em, I think it is a bit too crowded, (D: OK) for my taste. 

D: So more space in Pitajanmaki (K: Yeah, yeah) How long have you lived in Pitajanmaki? 

K: Em, about a year and three months. 

D: Ok, and how long have you worked in Pasila? 

K: Em, Three and half years. 

D: Ok, three and half years, ok. What's your view on Pasila now based on what it was three years 

ago. Do you think it has changed much in those 3 years. 

K: Eastern Pasila has remained the same but there is the massive construction area now in the 

center, in the railway station so that is of course a huge change, we look at it from the windows all 

the time but otherwise I don't think it has changed. 

D: OK, so you can see from your window the construction site? 

K: Eh, from the coffee room, (D: from the coffee room, ok, ok) from my window I can just see the 

next floor. 

D: Ok, and what's your view on those current developments? 

K: Well, until it's ready it's not very nice to be around here because of the noise, it affects like the 

trains, it affects the services a lot but I am really looking forward to the end result. I think it will be 
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good for Pasila when its ready which is going to take a long time. I think it's still going to be 4 

years until its ready. 

D: Yeah, so in what ways then do you think, you said it would be good for Pasila, in what ways do 

you think it would be good for Pasila? 

K: Em, well it will, the design we have seen the prints, like the pictures of what they' re, well what 

is it in English, the design what it's going to look like when its ready, so it looks really cool. And 

there's going to be, like, great services where you can get whatever there. 

D: What types of service are you interested in or what do you mean by great services? 

K: Well there's going to be big shops, there's going to be some sort of a market, like pharmacies, 

beauty shops, whatever its going to be like a multi-storey shopping center. 

D: Ok, is that an important experience do you think for, to have as part of the Pasila area? 

K: I think so, cause now people have to go further away so there's going to be more services in the 

same place and also there's going to be little parks and its going to be a nice area to hang around in, 

currently it hasn't been. 

D: Ok, and how do you think that such developments, there's a few different ones going on like 

this around Helsinki, how do you think they benefit Helsinki as a city? 

K: Hmm, well at the moment it brings growth, like economically its really good and then people 

won't go further away to do their shopping so think you can, well, it makes living here easier and 

nicer cause the services are available. 

D: Are you aware at all of any Pasila's history of what its used to be or what used to be here in this 

area? 

K: Eh, a little bit so eh, I don't know what they are in English, but maga but it's been like a railway 

area so I think there's been housing for people working in the railways or something like that. My 

understanding is the land has been some sort of waste area they had to take away a lot of damaged 

soil or something. It hasn't been very pretty here and the previous station was really ugly or still is 

(D: ok [laughter]) so it's going to look a lot nicer so I think it's going to enhance the area. 
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D: Ok, in terms of the development, eh, have the companies been around here, the company that' s 

building this have they been in touch with the companies talking to them about this development? 

K: Yes, they came to, or I think our organisation invited them to our recreational day. (D: So this is 

YIT) ELY, ELY, (D: ELY, ok) ELY Keskus (Centre for Economic Development, Transport and 

the Environment) They came to explain what they are doing and how the schedule is and they 

showed the pictures of the end results, the plans. 

D: Ok, and what did they say they are doing? 

K: The shopping centre and then there's going to be a road underneath so they're going to change 

the traffic cause it hasn't been very flexible here or very, it hasn't gone well. And then, they're not 

building it but they showed us pictures of the towers that are going to be on the other side. Oh and 

then there's going to be houses, apartment blocks a bit further there. 

D: So it was mainly the structures and so on that they were showing you? 

K: Yeah and the schedule was important, or the timetable was important for us so we know like 

what to expect in the next years. Because it's going to affect the transportation as well. 

D: Ok, in terms of a cultural experience what do think it will bring to Pasila and the city of Helsinki 

or what 's your opinion on that in terms of Finnish culture. What does it bring? 

K: Emm, it brings more services to Pasila. I think there's going to be like a cinema, for example, 

and it's going to be easier for friends to meet there. Currently if you're going to see someone after 

work you meet them in town, or in the center, so now you'll get to do things here. Em, I think it 

will just make Pasila more pleasant to be in. 

D: Ok, so you think it will attract more people to the area and keep people more or less in the area 

rather than going into the center? 

K: Yeah, yeah. I think it will make the area more social. 

D: Ok, What things make it more social? 

K: Well people go where there's things to do, and like if there's services people will, will be there. 
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D: What type things to do you think, people can do there? 

K: Well there's going to be coffee shops and (D: okay) em, there just going to make, well, if there's 

going to be parks, like nice parks people will like to just sit down and just relax there cause 

currently people just, I think Pasila is just an area where people just come to work and just leave, 

(D: okay) so people don't stay here. 

D: Ok, so you're saying its quiet after work hours over the area becomes (very quiet) very quiet, 

ok. 

K: It's a drastic change, so ... 

D: I've noticed that a bit when I've been here on Sundays for instance its quite a quiet area. 

Conversation with Riikka 

Date: 26/01/2017 Location: Office Centre, Pasila, Helsinki 

D: Can I ask you to confirm your name? 

R: Riikka, (D: okay) very nice name [laughter]. 

D: Can I ask you what area of the city you live in? 

R: I live Vantaa, (D: Vantaa, okay) west part of Vantaa, (D: okay) very small area. 

D: OK, so Vantaa is it far to get here from where you're living? 

R: I take a train and then I take a bus and it takes about 50minutes to be at home and its mainly 

because of the bus, it's a slow one. 

D: Alright, ok (R: train is nice) yeah trains are nice. So, why do you live in Vantaa? 

R: Actually I lived in Helsinki, just a few kilometres down there. It was a great place when me and 

my husband were just a young couple it was very nice place but when we got two kids then I 

decided no no. No for kids I just lived by Linnamaki and we have so many drunk people 
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unfortunately and I just hated it. I wanted to move somewhere where we could still use public 

transport to get me and my husband to work. (D: okay) And that's why we went in Western part of 

Vantaa (D: okay). That was the reason.( D: Ah, yes) Because of the kids. 

D: Tell me a little bit more about the journey to work? 

R: I take a train, and it's wonderful when it works. When it doesn't I have to reconsider other 

possibilities how to get home and usually it's phone to my husband "Please get me home" and he 

will come pick me up by are. And then I get off in Martinlaakso or in Vantaankoski when I take a 

bus cause there's one or two every hour. Later it comes to the evening it's just once in an hour bus 

goes to our home. But actually today because my son is working I'm with a car so I take car back 

home. Train is nice, getting form there is not so nice by bus or by car. (D: okay) Compared to that 

before I walked just to get home, because we lived so close. (D: okay) But I'm used to it already, 

kids are in their teens so we've lived in Vantaa, let me think, 16 years, yeah, that's been a long 

time. (D: 16 years, okay) 16 I lived in Vantaa yeah, yeah. 

D: Okay, then you mentioned you work in Pasila for (27 years, I've been here, yeah) 27 years, 

okay, o ay(R: 1990 I started there) 1990, ok. And what's your view on Pasila at the moment? 

R: At the moment, very confused, lot of mess around here, not so nice to come through this Pasila 

station. I hate it, I hate there's a lot of people whose using drugs, alcoholics. I just don't like those 

at all. I don't like to see them. So I don't like it because of that and all the construction work is 

really annoying. I'm just trying to concentrate on, I'm just, ok, I'm getting off the train, I'm getting 

up the escalators, I'm heading through the awful station and then I'm getting the tube and then left, 

oh, this is home, I'm back at work, this is good. It's really awful at this moment. I really don't like 

this. 

D: And you mentioned that Pasila has changed a lot (R: a lot, yes) so if you think back to 1990 

when you started working. 

R: Well this was even worse back then, it was just, even though I love grey as a colour it's just a 

huge block of grey concrete, there's nothing nice in it. The beautiful colours that was actually told 

to me back then "Riikka don't you see this is sort of yellow, this green and that is red, this 

building" I was like no it doesn't help me, it was just awful. (D: okay) Sorry, awful. 

D: And in the proceeding time has it changed at all? 
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R: Well, this building has changed a lot. It was quite nice when the finished it and love the tube, I 

don't know the history how long it's been there, you know the tube we walked through here, it's 

really nice cause we don't have to go through the traffic lights and wait, it's so quick to get here. 

(D: okay) but it has changed a lot. I love this, beautiful cafes in here. This was actually, area, there 

was just this elevator doors in different colours and then you'd just walk through, it was all outside. 

No, any ceiling up there. (D: okay) It was just open air (D: okay) And it was just windy and well it 

wasn't really nice.( D: okay) It's nicer this way. 

D: So the area that we're in at the moment, so the interiors have changed considerably? 

R: A lot, oh my gosh, so much. It was so simple and sort of like, we're just concentrating here on 

that you people get a place to work and people can walk through here but nothing nice. It's been 

really nice to have these beautiful cafes and this plaza, whatever they have in here. (D: okay) A lot 

of changes in this building. 

D: So, what's your view based on that on how it's changed up until now. What' s your view on the 

coming changes? 

R: Well I am really looking forward to, actually, the waiting time it will be rough cause I know a 

bit about the changes, the tube will change and will actually be just next to my window and I'm 

like "Hello, everybody there outside I'm working you're walking, yeah goodbye". It's going to be 

very close to my window. It will be very strange but I don't like the waiting time. I think it's a big 

problem for the builders as well to find ways, cause a lot of people go through here daily. So it has 

to be safe, it has to be very flexible, there won't be a lot of queues. Still, I'm not really, I guess 

because of my age I don' t want to do that, I want everything quite simple. But I am really looking 

forward when it's going to be just arriving in two and half years time, Christmas 2019 it will be 

finished, the first part and I am really forward to see what it's like. 

D: What do you expect from the places when their finished? How do you see yourself using it? 

R: Well I will probably be using it, I love shopping. Oh, hopefully my daughter, my daughter is 

now 13 she'll be 16 almost 17 then. My nails are because of her, it's not like me it's my daughter. 

Em, I think it's going to be fun. I worked for 2 years in Paapostitila in Helsinki, the main post 

office and I was actually working for the national land survey there. And it was really nice, when 

you needed something during the lunch break you just go to the Sokos and get yourself something. 

Especially during Christmas time or whenever, "oh my gosh I have to get that to my kids or 

somebody a present or a card or something." It was so easy to just get it. But I don't think that I 
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would do my weekly shopping in there, no I wouldn't do that cause it's a bit far from us. Actually I 

couldn't carry them in a train and even though there would be nice parking places I wouldn't come 

here with my car. (D: okay) It's way too far and I don't love the traffic in this way. 

D: Okay, so you wouldn't, say, outside of (R: just work) just while you're working (R: yeah, Yeah) 

So would be during your lunch breaks or in the evenings. 

R: No, lunch breaks usually cause when I'm getting home I'm getting home, (D: ok) straight home. 

D: So even though you're maybe going through the train station where the shops are? 

R: Well, we have to see what they get there but really I am still into getting home I am so tired at 

that part of the day. I want to go home, please no shopping for me at that point. Probably, cause it's 

going to be new and anyways cause I love shopping so probably on weekends I might come here 

and see what they have in here (D: okay) or then ifmy kids would come over here during the week 

then we might do that but they're starting their, they're very busy at this moment. D: (okay) We'll 

see it, we'll have to come and see it anyways that's for sure. 

D: OK and what's your opinion or have you heard anything from the companies that have been (R: 

yeah, yeah, I actually noticed that) building it? 

R: Well typical like everywhere else, nothing new to me I was like that and that, H&M and 

whatever it's going to be. A lot of, but we'll see, no surprises, that's what I was thinking when I 

was reading that. 

D: OK, have any of the construction companies spoke to your work or spoke to you or employees 

about what's going on or have you had any updates or any kind of information? 

R: Very few actually, I was complaining about it, why don't get any information about what is 

happening, it's next to my window. And I was asked that just very short info and that 's when I was 

looking for more information and I found the Facebook pages and that 's actually where I found you 

as well and it was just recently. (D: okay) And the I just took it from there. Actually Tripla's web 

pages are really awful very poor no information once you've passed. 

D: Were you aware that they had actually an open day in September? 
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R: Yeah, they did, I wasn't able to get in there. I was thinking but we had something, probably. 

Unfortunately last year I lost nine relatives probably I was just in one of those nine funerals or 

grieving by someone's bedside. But I was really thinking that there was something why I couldn't 

be there. (D: okay, alright) That was really interesting that was a really good idea, there was 

actually this building with a window and the sort of south, south-west corner and there was this 

young lady sitting there already somebody coming, there was the R: nicest window and you could 

see down in the huge ground that they had in there. It was really interesting to see that but then they 

took away because of the construction going forward. (D: okay) That was a nice place to see it (D: 

okay) And because that would be also nice if I was upstairs A4 or something, it would be nice to 

see it from there but my window is on the first floor there is nothing to see just the old Pasila 

station and I can still see Lansi-Pasila but probably not in the future. 

D: How do you think then that Pasila and Helsinki as whole will benefit from having these spaces 

once their completed? 

R: Well I don't know if Pasila can actually, cause it, can it ever, ever, ever be more that people 

would stay and buy here more than they would go to in Helsinki actually Helsinki. I can't see 

Pasila as sort of no, as a honey (As a what?) As a honey, you know it would be like "I'm staying 

here in Pasila it's such a nice place, I'm not going to Helsinki." It's just a huge, you know, 

difference to be in Pasila. I don't trust in that it's going to be so, em what do you say, houkutteleva, 

houkutteleva. Its not like attractive that you would stay here (Attractive, OK, OK). Its huge 

difference between Rautatieasema. Rautatieasema is awful. I don't like the area cause it's really old 

and it's so messy, it's not nice anymore, but all the shops and all the feelings between people, this 

is sort of a going through place. 

D: Ok. So you don't think that it will make Pasila any more attractive than, you don't think people 

will tend to stay here more and decide maybe not to go to Helsinki? 

R: Eh, no, no, no. At least at this moment I feel that, I think it's up to see what they actually have in 

there but can't, what kind of restaurants, cafes it's going to have in there. (D: okay, okay, so ... ) But 

I'm, but what I'm looking for it's not for me. (D: okay) Will probably stay there and then we go 

either, eh, other, stay here first and then we go to Helsinki or first we go to Helsinki to see all the 

shops in there and then we stay in Pasila. What is there to see, but if it's the same shops, no 

difference. 

D: So you don't think even, you mentioned that sometimes your train is delayed or something? 
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R: Well in that case, well, well, I'm just hoping to get home. (D: okay) I wouldn't stay there and be 

live "oh my gosh now I have 20 minutes it's going to be a fantastic time for me, enjoy this 

beautiful shops" I would just probably call my husband and say please come and get me from here. 

D: So then in terms of, if we think a moment about, eh, in terms of a global economy which I 

mentioned before. Do you think that this kind of development makes Helsinki as a place more 

internationally attractive? 

R: Well I can tell you that. What made this Helsinki more international was the train, the new train 

line they opened (D: to the airport, was it?) To the airport, yeah. Actually, I'm going from Pasila to 

Martinlaakso the west side of the line and everyday going or coming to work I see a lot of tourists. 

It's a huge difference to what I used have before. Em, probably, if they get any cheap hotels in 

Pasila area and it nice probably the tourist could stay here and anyways this probably, will be, I 

think so, I'm pretty sure about it will be better compared to Rautatieasema at this moment. Cause 

Rautatieasema has lost its glory, it's not that nice anymore as it used to be. All the shops are like 

"oh my gosh I don't want to go there." We have R-Kioski everywhere. We have an Indian 

restaurant, ok. But then we have gosh, strange shops are there. (D: okay) In that case this will bring 

more glamour. 

D: So you think the vicinity, the area within the train station will be more attractive than the one in 

Helsinki? 

R: Yeah, yeah. I hope so. It's really not nice at this moment. Especially if you ever go through 

Rautatienasema, the tunnel underneath there. Oh my gosh that is a scary place, it's really awful. 

Well alright I'm 49 once again [laughter] I'm like, I don't want to experience exciting life in the 

middle of the day. I can probably have it in the night time or in the evening but when I am going to 

work no, no, nothing for me like that, way too exciting. I just want to be very safe and nice feeling 

when I'm going somewhere. 

D: So you'vre worked here for 20 years. How do think Finland has changed in this time? 

R:Well, eh, I guess, we have a global economy whether we want it or not, because we are part of 

the EU. But, eh, but here in Pasila there has always been international students around here. 

There's Linnamaki amusement part, so there's always been tourists around here. I guess we' re a bit 

up north here so I would be sort of supposed if someone finds their way to Finland. Probably not so 

much anymore but 10 years somebody might ask you "What would you do here?" I remember a 

time if you heard someone speaking English, it was already thinking "oh, he must be a very smart 
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person because he speaks English." It's just a common person with a different native language. 

Compared to if someone spoke Russian they were like "oh my god they are Russians, bad person." 

Immediately you get a stamp on your forehead. I think that's not so bad anymore as it used to be. I 

can't tell you about the economics, it's not my, not my cup of tea. You can see it a bit, but really 

[long pause]. Well, I can't say, we don't have that much money that we used to have. We don't, 

well, it's not about me, I can't say, I'm happy where I am, I don't want anything more. 

D: In terms of the way these spaces are built and funded, for instance, the construction across the 

road would need to attract international investors. So, therefore they have to attract global capital. 

How do you see that as a good or bad thing for Finland or Helsinki? 

R: Well, I don't really have an opinion about that. Because I really think it is open to everybody. I 

don't think it's taking anything away from us, it's just coming more to us. I am not into money or I 

am not greedy so if somebody is I think it's just part of their personality and hope their happy with 

it. I am not really thinking of that, I'm a happy taxpayer, that's for sure because ofmy relatives and 

lots of sicknesses and I'm a happy Finn as well, because I love the way we have things around here 

(D: okay) But, and even though I work for the government and there's a lot of, because of the bad 

economy, especially this year we don't get that much 'lomaraha' as you may know we get a lot of 

pay for one month free. We get 30% out of that, I don't mind, I'm a happy taxpayer anyways, if 

that what it takes, go ahead, I don't mind. Because I think it's just, moneys not an issue here. It's 

about being easy with other people and whatever makes you happy, go ahead. I am not really 

envious. Actually since I work in the National Land Survey I saw the rental deeds and thought 'oh 

my gosh' well somebody has money, good for you. It's not for me, I don't care. 

Conversation with Anders 

Date: 03/02/2017 Location: Office Centre, Pasila, Helsinki 

D: So first of all you can just say what's your name. 

A: My name is Anders. 

D: okay, and what do you do for a living? 

A: Now I'm a pensioner. I'm an architect by training and I've been a town planner from around 

1970 and from 1990 I've been working at road administration, a transport agency here in Pasila. 
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D: okay. So what did that work entail then? 

A: Eh, for the road administration here in Pasila I was environment manager and then research and 

development manager. And then when it changed into the traffic agency I managed a small unit of 

land, whatever, what's it, transport system planning unit. 

D: okay. okay so you were looking at planning roads? 

A: Yes, roads. My longest experience is in road environment. (D: okay.) So, so I've been involved 

with almost every big road project in the southern parts of Finland actually since the 1970s because 

I started as a consultant with ViaTech which was the road planning firm. So I trained there with a 

couple of Turku motorways and have been on since then. Actually my position in the road 

administration was we were two people one man was looking at how to get roads built, and my 

position was how to stop roads from getting built. We shared that rather nicely. 

D: okay. And what is your experience then of Pasila? 

A: Interesting one. When we moved here we moved here in 1984 the real estate agent had us three 

times, two times I refused to go up the Pakamaesternkatu because I thought it was too terrible. The 

third time I followed and I found out that for our three person family the flat was absolutely perfect 

and cheap. So we moved here but I started by hating Pasila. (D: okay.) Also this building is one of 

the most hated buildings in Helsinki, I think, second most hated building. But typically you get 

used to it and there was an interesting comment by I think was Riita Mikola who also an architect 

who noted that actually when you are on the upper level of Pasila it's the greenest part of Central 

Helsinki. 

D: By the upper level you mean these walk ways? 

A: Yes it's green (D: okay) it's, it's you have you are in a centre of Helsinki area but still you walk. 

You have trees everywhere bushes everywhere plants everywhere. And so, again in a way. This is 

not necessarily one can't call it an illogical environment but still it's an environment that has in it 

sort of surprises. And of course the original surprise is the fact that when you compare it to the 

original town plan illustrations Pasila is exactly like those illustrations. Then when people say that 

Pasila is terrible, looks horrid especially on the lower level on the car level they are also quite right. 

But when the town plan was made that was what was intended. That was what it should look like. 

And that's interesting. I was in the generation that found it a very good town plan and I mean I 
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studied '67 to '70. So, so I was, one of my teachers at the University, Technical University Mika 

Surman was one of the planners for here. So in a way we looked up to this. Yes, yes, now we are 

finally building Helsinki City. (D: okay.) Then we come here and say WOOAAAA! 

D: Okay, okay. That's interesting because there is a book by a writer called Marshall Berman, an 

American philosopher, he's mentioned this quote from Dostoevsky when he talked about the 

Crystal Palace which was built in London and was considered one of the first modernist buildings 

claiming that man loves to build but he doesn't want to actually live in the building. 

A: Yeah. 

D: So that kind of echoes that a little bit. 

A: Yes. And of course this concerns architects especially because the greater the architect the more 

imposing the building the less likely that the architect will ever live in that kind of building. 

D: What about the history Pasila. It has quite a rich history as well. I also read about this Puu

Pasila. 

A: Yes. But that was on the other side. (D: Yeah.) Here actually there was nothing but hills. (D: 

Okay.) Until they started doing this really. But of course the irony is that the stated role was that 

would be a second centre for Helsinki. But then one realized very soon that what it meant was that 

those functions that do not fit into central Helsinki. For instance, this kind of offices were moved 

here. So what happened was this is a small village with now I think 4,000 inhabitants originally 

l 0,000 office workers. Now I think much less perhaps five, six thousand perhaps but still definitely 

not what you think about when you talk about city. (D: Yeah, No. No.) But that was the idea. The 

other idea was that here in the middle you would have the so called the Pasila Borsi, that is to say a 

motorway connecting the Turku motorway and Latis motorway two plus two lanes elevated and so 

on. All those grand ideas that had this as a kind of node and now with what's happening over there 

we are getting into another stage where everybody thinks that Pasila will be the new node. There 

will be Kalasatama node, that's the Kalasatama area, the Pasila node and then Helsinki city and this 

could be the magnificent triangle of the Metropolitan area. Nice to see, nice to see. 

D: So, so you were just mentioning the buildings site there. What's your own opinion on? 

A: I like it. It' s probable that they will be making lots of mistakes and so on and somebody will 

hate it but the idea that this central railway area is transformed into a really imposing monumental 
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central area which of course links also the both Pasils together. But that's incidental in a way. The 

point would be that that central area would probably have more people living in it than either Ita- or 

Lansi-Pasila, 6,000 or something like that. I don't know what it will end up but it would continue 

northwards or also so, so, so, so, so it will have that kind of natural progress in Pasila from the 

periphery to the central area. Like a mini city. I like the idea. 

D: okay and what do you think when we mentioned something like, I mentioned to you at the 

beginning when I was explaining the project to you about speculative capital, how it can come in 

and do you see possibilities where this new development will start raising rents in the area? 

A: Yes it will. We sold our flat here two years too early because that rent raise is happening now. 

(D: Okay.) The flat, as I understood it the flat that we sold is now something like, we sold it in 

December 2014 for example. It is now at least 30 percent more worth than when we sold it. (D: 

Okay.) So, so and, and it's a typical Ita-Pasila concrete building with no special good things in it 

which is that the facade is actually falling down so it has to be very, very thoroughly repaired and 

so on and so on. But it's going up now. 

D: So you see this development as making the area more attractive. 

A: Absolutely, absolutely. It will do it. And then you get into the fact the actual conflict that a very 

large part of the housing here is subsidised Helsinki city rent apartments. (D: okay) Which again 

have a rent limit and now Helsinki has now has also introduced an income limit that is to say you, 

you really have to have less than 3,000 Euros a month to get that kind of apartment. So the 

possibility that these outer fringes will be strongly segregated from what happens towards the 

middle, there's a risk and I don't know if the city knows what to do about that because those rent 

apartments are on the fringe. (D-: Yeah, okay.) They are not here in the central part. So, I don't 

know. 

D: So, you think that a certain amount of what's been referred to the word they use this 

gentrification word will occur in the Pasila area then. 

A: Yes, it will, it will. I remember our first family flat was in Helsinki Kaupunki, Kallio it was 

before that started to gentrify but there was the sign our neighbour apartment was bought by a guy 

who took off linoleum from the floor and started working with the board and he tried, he tried to 

get it really nice and put lacquer on and so on. But what he did think about was that this was a 

house that was built very cheaply in 1947 all the boards were second or third quality boards which 

meant that when you took off the cover in two weeks they suddenly started bending upwards. (D: 
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Okay) And had to change the whole floor for that. So that was the first slight chance, sign of 

gentrification over there. And those who bought the apartment after us here two engineers working 

actually here. And also you get the feeling that they are also strongly on the way upwards. While 

we are all my family we are on the way down into the grave in a couple of decades. 

D: Also with regarding to this speculative capital thing because a lot of cities now are looking 

outwards obviously to bring this global capital in for investment purposes and building. Do you see 

that as being .. ? 

A: We have it here already because for instance a major part of the investment in especially the 

office and rent housing Aberdeen for instance. Some goddamn Scottish investment fund. We have I 

think we have at least three major Central European investment funds already working in this areas. 

So. They came some time ago when Finnish Funds, banks etc. were in a rather bad bad state. They 

simply could not invest. So they came in. I remember how Aberdeen marketed themselves to it for 

instance to our house then because they were also interested in taking ownership of buildings. 

Which I think they realised that's actually not possible because then you would have to have a 

unanimous decision by the owners and that never happens. But now they have invested very 

strongly for instance where I live now Arabianmaki a couple of steps from there, there is an old 

office building half, half a block which is going to be taken down and the investor there is French. 

D: okay. And do you see this, this type of capital this type of money coming in, Do you see it as 

having a great influence on the actual topographies the physical spaces that are being built. 

A: That's difficult to say really. In a way. Probably yes. But there is a kind of. Kind of. Reflex 

action that is to say that Helsinki city planners, Helsinki city decision makers that is to say local 

decision makers had already started to change their own way of looking at things to correspond to 

this kind of, I suppose I could call it global metropolitan thinking. So, so is it the outside influence 

that does it. Or do they simply read the same all read the same documents, papers or reports and 

react it, I don't know. (D: okay) I, for instance I'm in, there's a Facebook page 'Liisa kaupunki 

Helsinkiin' in which was founded actually by the Green Party I think in Helsinki but still 11,000 

members which are working very hard at getting, raising the density of housing in central Helsinki. 

And again the models, the ideas that this group is using, they are all, they are US, UK, French etc 

etc, they are all from outside. (D: okay) And that's a political concern so .... 

D: So then in terms of Pasila then you're saying that you first came here in 1984. So if you think 

back to 1984 and how Pasila is now and how it's going to be. Do you think in terms of, eh, does it 

make Helsinki a more attractive place globally speaking. 
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A: It might, in this period before that started I would call it, eh, a slow decline. That is to say 

simply the same people living here but getting older. The children growing up, moving out. The 

buildings reaching their technical sustainability as I said about that one that the facades sta11 

coming down and the parking houses from the oil started buckling. And the office naturally 

reducing personnel. To say the intensity of the area slowly, slowly going down. One can also see 

here because it has been a continuous difficulty in keeping these offices or shops and so on here 

rented. Same at the station, same when one goes and walks a little that way. So, so, but nothing 

catastrophical, service level is still high. And it was very good K-Kauppa there in that end where 

we lived and so on. And an Aiko here and a Lid! here and so on. But but still had the feeling that .... 

but now decision was taken about the Tripla. It stated something else, very clearly. But, eh, totally 

impossible to say how it will end up. We have a, I mean, it's the same in so many other countries 

there is a way to have damn good goals and really fine process and then you end up with lots of 

rubbish. It happens, it happens and it keeps happening. 

D: So, you think in terms of, will it make Helsinki more competitive? 

A: I think it should, but then of course you have to look at the triangle because I think that the 

Kalasatama and the Redi center that the things that happened there may be more important for the 

next 15 years than what happens here. (D: okay) What is quite obvious is that at present the only 

central area which was competing with Helsinki, Tapiola, it's totally out. It has to be so destroyed 

and it is now being rebuilt with a slight hope of generating some interest but somehow it just isn't 

isn't in the competition any longer at all. 

D: okay. So you see as being somewhat of a help to help Helsinki compete as a city. 

A: Yeah. It might, it might be. 

D: Eh, okay. I think that's it for the questions. Thank you very much. 
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Conversation with Kalle 

Date: 08/02/2017 Location: Office Centre, Pasila, Helsinki 

D: Can I ask you to just state your name. 

K: Kalle is my name. 

D: And then can I ask you what is your relation to Pasila. 

K: I work here at the national land survey. I have worked here six and a half years. 

D: okay. What do you do at the National Land Survey. 

K: I'm a department chief at surveying. 

D: What does that involve? 

K: If you know our karasala system, its parcelling and land consolidations and dealing with 

boundaries and restrictions of land ownerships and so on. 

D: Do you have any dealings with Pasila as part of it? 

K: Actually my work is really more at the rural areas, but my office is here. So actually my closest 

projects that my department is handling is something like a hundred kilometres from here. Mainly 

rural. 

D: So yes you mentioned you're working in Pasila, where do you live far away. 

I live at Espoo, Bembole village. It's 17 kilometres from here. 

D: Why do you live in Espoo? 

My wife is a midwife at the hospital is next to our current apartment. 

D: So how do find commuting from Espoo? 
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I have experienced change during last year because earlier I've used mainly buses and trains 

but now I've changed to bicycling. (D:okay.) One year ago I'm totally doing bicycle but last 

Thursday I broke my elbow when I was cycling and now I have been two days back to the trains 

and buses. But probably one week and I can cycle again. 

D: How do you find Pasila from a work point of view, how do you find the area? 

It's a very nice place but I've been waiting for this development of central Pasila. When I started 

here in 2010. I looked at the vast area there and there was nothing in there. It's so silly. Why don't 

they develop that. Five years went by and now they started the development. Why there is not so 

many good restaurants here, why there are not many good shops here. Why you always have to go 

to centre of Helsinki, it's sort of ridiculous. And therefore I welcome this development very much. 

D: So it is not so much here even during the daytime when you're working. 

K: It's only daytime there is something like 10-20 lunch places but after that there is practically 

nothing. 

D: You've been working here for seven years. (K: Six and a half years.) It probably hasn't changed 

so much? (K: Not in this time. Not really.) okay. So what do you see this new development giving 

to Pasila? 

K: New services, new apartments, both with better location. Workplaces. It's totally positive feeling 

that I have with this development here. 

D: So you think it is going to be a better place to work in? 

K: Yeah, yeah and I actually think that they could have planned even more houses and buildings 

etc .. . to Central Pasila. It's sort of modest plan for Central Pasila. It is a compromise plan. I would 

have even designed more spaces there. 

D: Okay. Have the developers given information to people working in the area. 

K: Yeah there has been a sort of information meetings and some letters and mails comes to the 

offices. Now there is this development happening at something like that and I believe we have one 

sort of guy in our office that is responsible for getting all the information from the building sites. 
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For example, when this new railway station is starting the place of the way you walk to here is 

changing a couple of months.(D: okay.) We have heard a lot of information about that. 

D: Okay. So maybe the type information that would affect your commute to here. Have you heard 

any information about the actual development? 

K: Earlier. There were, when they were what they are doing, there were some meetings. Even 

earlier before they decided what they do there were some meetings something that takes some 

information gathering and something like that. I wasn't very active I didn't go to any meetings 

because I've sort of looked at it this is going the right way and I didn't feel it necessary to go. 

D: okay. What do you think from a topographical point of view about how Pasila will look after the 

developments? 

K: I have seen that there is coming probably bigger buildings at the south side of the railway 

station and also large buildings at the western side of the railway station. I just think it's 

fine. Probably, in my office I have a window to the railway station. (D: okay.) Probably the 

building will be so large that my skyline, scenery will sort of close.(D: okay.) But I don't think 

that's not a bad thing. But I guess it's okay, I don't think that's of any value to me. 

D: Okay. How do you think these changes will help Pasila from the point of view of being an area 

of Helsinki but also being an area within Finland? 

K: I think that Helsinki is the locomotive of Finnish economy. And when you get the apartments 

and businesses here it's a cumulative effect to everywhere. I think it's totally positive. Of course, 

somewhere in very rural areas there is, sort of not so many jobs and something like that but it's 

going on everywhere in Europe. I don't think we can fight a lot against it. (D:okay.) If you go with 

the current I think it's more easier. (D: okay.) I'm from the four hundred and fifty kilometres North 

from here, from rural Finland originally and my parents live there. It's little bit sad because 

everybody is moving away from there. 

D: Okay. So you were drawn to Helsinki for work? 

K: Yeah. And I'm actually thinking moving somewhere in the countryside because nowadays I can 

work from my home a lot, so it wouldn't be necessary to come to Helsinki. (D:okay.) So I'm 
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thinking about buying a house somewhere a hundred kilometres from Helsinki. (D: okay.) And 

living in the countryside. That's sort in preliminary planning. 

D: okay. okay. So you mentioned there a lot of other places in Europe are going to be changing 

similarly as well. How do you see this development internationally, helping Helsinki? How do you 

see it? 

K: I don't know, sort of economy driven situation, of course if every country in Europe gets a 

economic boost everybody benefits from that. So it's mainly positive, I think. It's a sort of an 

interesting topic will the internet and working from home, will it change the situation somewhere 

down the line, but I don't see any signs of that now. 

(D: okay.) Because younger people want to leave in the city and everybody wants to live at least in 

Kallio or someplace like that when they are younger. (D: Why do you think that is?) Sort of culture 

and the restaurants and events and those are very much more lively in the city than in the 

countryside. Of course here are works0obs], and universities and so on. It's more difficult in the 

countryside to manage. 

D: How do you think that kind of migration to the city affects the communities that are already 

living in it? So for instance you know it was quite a few people living say out of population 5000. 

So bringing this type of development here we obviously have certain effects. On. For instance 

property prices and so on. There was some speculation about when developers are building this 

they don' t know if it's going to be a success? 

K: I think that this Pasila will come first time real part of Helsinki where people really live and 

there is services and you don't have to go away. So, I think it will be better after this development. 

(D: okay) Because this part of city dies after five o'clock. It's not very nice. 

D: So you see as making Pasila an area more lively? 

K: Yeah. I think after five years you could get a very good restaurant from railway station after 

eight o'clock. Now it's impossible. 

D: Would that make you more interested in staying here, say after work or? 

K: Probably if I didn't have this house from the countryside plan. If I would I'm a lone guy. 

Probably, I would think that I could live in, in Pasila. But as a family guy I think that sometimes I 

would like to have big house in the countryside. 
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D: Why do you prefer the countryside to Helsinki. 

K: Apartment prices in Helsinki or something like double than in countryside. I can afford the 

house from the countryside but from here something like 10 kilometres from here for large houses I 

don't have enough money. (D: okay.) But from countryside I have enough money. 

D: If you could afford it would you live in the area? 

K: Probably, it would enhance the probability to buy a house from near Helsinki. 

D: Okay. When the development is finished and there is more services and things like that in the 

area would you think more about coming to the. workplace rather than working from home. 

K: Yes, I think so. 

D: How do you see then, once the development is finished, how do see Pasila changing in the next 

5-10 years after they're finished with these works? 

K: I think that there will be some more developments, similar to this.(D: So you think it will keep 

growing.) I think it's the best area with traffic, if you think about the railway station and traffic 

here, it's a central point of Finland really. (D: okay.) And I think that something like 30 years 

Helsinki's economic centre will move to here. It will take several years but after 30 years I think it 

could come here from the centre of Helsinki. 

Conversation with J almari 

Date: 07/02/2017 Location: Karnppi Shopping Mall, 5th floor cafe, Helsinki, Finland 

D: Can you state you name? 

J: I'm Jalmari. 

D: Okay, and where do you live? 

J: I live in Western Pasila. (D: Okay.) The west part. 
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D: Okay. Is that far from where you work? 

J: I work here so it's about 51an, a bit more. 

D: Okay, so about 5km to Kamppi (J: Yeah.) Why do you live in that area? 

J: Well, em, I used to live in one of the most far away suburbs of Helsinki but then I, eh, that 

building got tom down so my employer, eh, no not my employer, my, eh, the instance that owns 

my apartment, the city of Helsinki, they gave me a new flat from Pasila. So it was kind of a 

coincidence that I end up living there but, (D: Okay.) But I knew I wanted to move somewhere 

closer to the city centre so it was something I wanted but exactly this district was basically a matter 

of coincidence. 

D: How do you find living in Pasila and working in Karnppi? 

J: It's very convenient because the tram is very frequent and, eh, the quality of the tram service is 

really good, so I don't have to wait for a long time and during the summer and with better weather I 

can use my bicycle, so it's really optimal in my opinion. Em, and I think generally all the directions 

from Pasila are very easily reachable by any kind of means of transportation, because it's very 

centrally located in this geographical area. So I feel like it is a very easy place to live in, in that 

aspect. 

D: Okay. So it's close to everything. (J: Yeah.) How long have you lived in Pasila? 

J: Em, 2 years. (D: Okay.) A bit more. 

D: How long have you been working in Kamppi? 

J: Not for long, only for half a year. (D: Okay.) 

D: Were you working in the centre before that? 

J: I was studying before that so my university was in Tikkurila, in V antaa so it was also easy to 

reach from Pasila by train but the directions was the opposite. 

D: What's your view on Pasila now? What do you think of the area after being there for two years? 
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J: Eh, I was always fond of the Eastern part of Pasila because it has this brutalistic architecture that 

I found interesting in some sense. I always felt like Western Pasila lacked identity or something 

like that. It doesn't have any positive image on people's minds about that area but once I moved 

there I began to see that it actually is kind of very nice place to live in because it's mostly 

pedestrianised streets and only two car streets that go in the sides of the district. So basically it's a 

very pedestrian and bicycle orientated place and that's a really good thing for me because I'm not a 

car owner and public transportations is really good but I think what makes it the most special place 

is the central park because it's literally 50 or JOO meters away from my home, so it' s really close 

by. (D: Okay) It 's the main recreational, forest area of the city centre and basically the city of 

Helsinki so it's a very nice asset to have in terms of living there and be able to go to that forest, to 

just hang out and use it as a gateway to other parts of the city like Toolo, for example. (D: Okay) I 

find that the most beneficial side of living there. 

D: Okay. So you think the local amenities, things in the area, are an important part ofliving there, 

that you can spend time there. 

J: Totally, that's actually one of the criticisms I like to give to Pasila is that it has very poor 

selection of services, like cafes or restaurants. I feel like we who live there we don't have the same 

opportunities to enjoy this kind of city life, as many districts that are nearby. I don't understand 

why it is like that because there are quite may people living there and it's a fairly densely built 

district. There's a lot of properties and store fronts in the streets but many of them are being used 

my entrepreneurs who are not, like, eh, or some unions or organisations that don't really open up 

to the street so I feel like there' s a lot of possibilities that are under-used. 

D: So, do you find at the moment then, because I have been around Pasila during the daytime and 

also on the weekends and, so do you find that the services at the moment are built for the people 

who are working there and not for the residents? 

J: Basically, yeah. I think that's a good characterisation but most of all I feel like just isn't enough 

services altogether. Eh, There isn't a large supermarket, well maybe the supermarket front is okay 

because there is quite many of them. Especially when it come to restaurants and cafes I feel like 

it's, eh, the development that is going on will completely change that and I hope it will be a 

positive change and I certainly believe that. 

D: Okay. How far are you living from the actual site where Tripla and the other buildings are being 

built? 
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J: I'm living right next to the tram stop that's between the police department and the house or the 

build ofTekes innovation fund, whatever it is. So it's like right in the middle of the Western Pasila 

when you think of the north/south and then it's really close to Pasilankatu so it's on the best 

connected part of that neighbourhood. So in that sense I am in a good spot. 

D: Okay, so you're not too far from the construction (J: yeah, not on the edges so that's good.) Are 

you aware of, or at any stage was there public consultation, or meetings, or information about the 

new building that were happening in the area? 

J: Yeah, I think the city is doing a pretty good job of communicating the plans. Actually I work in 

the city pla1ming department so I'm kind of following up on those things now naturally. (D: Okay) 

But, I generally think that there's a very real attempt in trying to communicate as much as possible 

but, obviously the things I would like to hear more about is the timetable of things and that's very 

vague always. (D: Okay.) It's understandable because this kind of constructions sites and projects 

they tend to, you know, be longer than what is the original plans. (D: Okay) So it' s really hard to 

give a, em, a very exact description of the timeline. But, em, I think that's something that they 

could maybe improve. 

D: How do you feel that the construction will change the area in Pasila? 

J: Well one thing that really affects us in western parts a lot is the new station that is being built and 

that station building that is put there for temporary use for a couple of years because it only has an 

entrance from the eastern side, so for us makes the circle way longer than it used to be, because 

even now it's very psychologically very hard thing to go to the train station because the walk is so 

kind of hostile for pedestrians and you have to wait in the lights for a long time. And now in the 

future for at least few up coming years we'll have to first go across the bridge into the eastern part 

go through the blocks into this square where there 's the old station building, the wooden one, and 

from there we can enter into the train station. So it's a very, very long way. 

D: That' s a long trip, but how do you see then, after the construction is finished, changing the area? 

J: I think then it will change it tremendously positive direction because then we can enter the 

complex of the station from, eh, directly from the western side, so we don't have to even have to go 

to the bridge because we can go through the residential neighbourhood that being built. 
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D: What about services in the area, how do you see it changing that, will there be more services 

available outside working hours? 

J: I definitely believe it will be a 24/7 service centre or place where you can get any kind of 

amenities at any hour you want. I think that's what it needs to be for sure. 

D: Do you think that this change will help Helsinki as a city both locally and internationally in 

tenns of more people coming here, more people wanting to live in Pasila? 

J: This particular project? (D: Yeah) Em, I think it plays a part for sure in densifying the city 

structure of Helsinki and kind of improving the availability of services for different parts of the city 

but I could criticise it for the approach they have taken in terms of building another shopping centre 

or shopping mall because I believe that, eh, what Pasila desperately needs in urban city life and this 

kind of, em, kind of services that would actually make people go to the streets and socialise with 

each other because right now there' s thousands of people living there and we don't meet each 

other. 

D: Okay. So you think there is a lack of community? 

J: Lack of community, yeah absolutely. I've been trying to organise something and it's probably 

gonna improve the situation a little bit but still, em , still the lack of community definitely exists 

and maybe the shopping mall it will also create some kind of community but, eh, I think there has 

to be a careful emphasis on also making the streets more liveable in Pasila. (D: Okay.) I hope the 

shopping mall won't just suck al1 the economical activity into itself and then leave all the other 

parts of Pasila undeveloped. All in all I think it's going to be a very positive change and this 

generation or regeneration project that's going on right now, I think it's only the first step and then 

after that in a couple of more decades, in a longer time perspective it will help Helsinki to grow 

more into the outer or the central and eastern parts as well so I think it will have a significant role 

in that. Also , another important part of this project is the high-rise buildings that are coming into 

the southern edge of this development area, because those buildings I hope will be a, kind of a 

benchmark for the city of Helsinki to build higher and try out these kinds of new buildings that are 

riot very common here in Helsinki because we have this tradition of building quite low and 

maintaining the skyline. (D: Yeah.) I think in the future we will have to build a lot higher and 

especially in are like Pasila that don't have any kind of aesthetical value we need to preserve in that 

sense of preserving a certain level of skyline, I think Pasila is a perfect place to build higher. (D: 

Okay.) 
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D: So how do you see it in terms of the communities that are there, because one the criticisms that 

are these types of new develops tend to cause gentrification. The services that are developed are 

only aimed at potential new residents and that they tend to largely exclude the existing residents or 

they end up pushing up rents or they change the dynamic in terms of type people living in the area? 

J: I think that's generally a concern that it doesn't apply to Pasila that well because my feeling 

about Pasila and its residents that we actually feel like we have been under-looked in a way and 

there is a strong sense of really wanting the city to develop the area and we welcome gentrification 

in that sense, it means more possibilities for us and kind of a more liveable environment because 

nowadays its feels like such a, em, place where not many things happen. So I think generally it's a 

valid concern but in Pasila it's something that will benefit the existing residents a lot. 

D: Okay. And then how do you see Pasila changing in the next 5 to 10 years after the development 

is completed? 

J: I think it, of course it' s really hard to say, but, eh, I feel it will take its place as another very 

central part of Helsinki that now it just doesn't have that kind of identity but it will for sure have it, 

because it already had the station with the most people going through it each day, in the whole of 

Finland. So after that there will be a lot of possibilities to spend time there and go to events. It will 

be a more central, as it geographically is, but, eh, more psychologically it will feel more like a more 

central place. That will affect the identity and I think it will also raise the property prices and the 

gentrification will work its way in that sense. It will be really interesting to see what kind of 

identity and image will develop in terms of architecture because both parts of Pasila are kind of not 

very appreciated aesthetically or architecture-wise. So I believe they will be more, em, appreciated. 

I think people will find them more interesting than they do nowadays. 

D: How do you think it will make Helsinki and Pasila stand out from other places both in Europe 

and in Finland? But particularly internationally do you think the physical topography the place or 

the image of the place, do you think it's going to look different? 

J: To be honest I don't think Pasila will stand out internationally that much, it's, it's, em, kind of a 

general place that you kind find similar places in a lot of cities, em, it's not going to be very 

spectacular or kind of unique but, em, I think it will for sure stand out in Finnish context and also in 

Helsinki context and it will be interesting to see how it plays together with Kalasatama being 

another similar kind of development project. If I'm thinking about the international angle perhaps 

there might be some interest in the layers of the architectural styles as there is the 70's style eastern 

206 



parts, 80's built western and then now this modem centre so maybe it will be some kind of 

destination for people interested in that kind of stuff. (D: Okay.) I could see that happening. 

Conversation with Gerry 

Date: 23/03/2017 Location: St Andrews Community Centre, Pearse St., Dublin, Ireland 

D: Can you confirm your name? 

G: Gerry. 

D: Where are you from? 

G: I'm from, born and breed in Macken Street but eh my mother spent all her time down with her 

father in a place called Peterson's Lane which was on City Quay. It's gone now. 

D: Okay, What's there now in its place? 

G: Eh, new houses, eh, there is a whole estate actually build around there and a new road, called, 

30 years ago, eh, called Lombard Street. (D: Okay, yeah Lombard Street.) It's a new part of 

Lombard Street, it wasn't there years ago. 

D: And you said you're fom1 Macken Street which is just around the corner. Do you still live 

there? 

G: No, I am living in Townsend Street now. 

D: And how come you moved from Macken Street? 

G: Well, we were in, when I got married I went into a tenement house. And the city was loaded 

with tenements at the time in Hogan's Place. They were all beautiful big buildings like Merrion 

Square but they were let go to rack and ruin. Some of them had no hall doors, back doors, tap in the 

yard and all that type of thing. And then I got a flat out of the tenement house into Markievicz 

House, a one bedroom flat and I was married with two kids at the time. And then, eh, we moved 

over to a two bedroom flat within Markievicz House and when the kids grew up and left us it was 

myself and herself and we got a two, lucky enough, we got a two bedroom, an apartment now. Not 

207 



a flat, we're moving up here, an apartment across the road in Townsend Street and its, eh, a 

beautiful place. (D: Okay) It still belongs to Dublin Corporation. (D: Alright Okay.) 

D: You mentioned that you've got two children, do they remain in the area? 

G: They're in the area, one of the daughters is in Pearse House. She's a granny now herself, which 

makes me a great-grandfather and the other daughter has, eh, first daughter had one girl and the 

second, the youngest one had, eh, three. So, eh, her daughter has three kids now and she's living 

out in Blanchardstown. (D: Alright, Okay.) And her son has two kids and he's living out in 

Rathfarnham. So you see the family is wharm (gesturing spread out) spread out. Whereas in the old 

days, when you married, you were married into a house, a tenement house. You're, probably your 

grandmother had a room upstairs, and your aunt had a room across the hall and everybody was 

close-knit. And your sister was next door and there, so it's families are split. 

D: Why do you think that is? 

G: Well I suppose it's like, see in the old days you rented a room in a tenement house and you 

made the best of it, and you were the best of neighbours. But you hadn't got a toss, none of us had, 

a toss, that's, eh, you'd no money. And, eh, what happened was nowadays the kids, you take all the 

young fellas, the young women, ye know. They're buying houses and you're talking 300,000 and 

their up to the eyeballs trying to pay these things off. And all you have to do is look around and see 

what's happening to the homeless, there's houses being repossessed they can't afford them. See its 

alright when they're buying them but they're not thinking of the years ahead, that they're going to 

be paying these on. 

D: Would it be better if the council could provide more or better housing? 

G: Of course it would. The council didn't bother doing, and the government. They are part, they're 

the main stay. The corporation you see, eh, in the city it's the corporation . Nowadays its, eh, 

there's another place now, I'm with NABCO now. It's part of the corporation but separate from. 

(D: NABCO?) NABCO, I think they changed their name again from that so I don't know but I still 

pay the rent anyway (D: Okay.) And it 's a better type of housing, eh, than the city council. When I 

say better it's not like the flats, a row of flats. It's, you go into a hall door, in my place there are six 

apartments, there's two, two and two. They are beautiful places, ye know. 

D: Is the whole block belonging to the council or are these part of a private development? 
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G: It's belonging to NABCO. There's another name on them as well, I can't think ofit but NABCO 

was the .... No, they have places, it's a step up from the flats type of thing. But the council houses in 

Ballyferrnot and they were corporation again rather than council. See corporation at the time was 

Dublin Corporation now its Dublin City Council, it's the same thing only a new name. But in the 

old days in the tenement houses when you hadn't got a toss, the only thing of value of in the flat or 

the room .... some of them didn't even have a lock on the door you just had to put a piece of paper 

and pull the door to keep it closed. The only think of value would be the gas meter, the gas meter 

would be a penny or at that time a penny, whenever you wanted gas you would put it in. There was 

no need to worry about knocking it off because the auld fella probably was after knocking in off 

before you. (D: Okay.) But it's, eh, a time when people had nothing. They used to have put 

cardboard into their shoes working on the Docks and they worked hard, they wouldn't have, there's 

a saying, a shoe on their foot. Holes in them, putting cardboard in them, lashing rain and the men 

pulled trucks all day. At that time, at my time of doing it we got paid one pound 7 and 6 a day. 

D: So you worked on the Docks? 

G: I did. I was in the B&I line for forty odd years. 

D: Did you always work there? 

G: From 18. See in the old days when we worked on lorries, as boys. When we came 18 they 

sacked you. All the companies sacked the boys at 18 and the reason for that, of course, is that they 

had to pay men's money. (D: Okay.) And all they had do was sack you and employ a new boy, and 

that was the system. So I worked in the ESSO Oil company, which was a great job. It was the 

Irish/American oil company. It was called ESSO, it's still going I think. (D: Yeah.) But it was 

different, we were all boys on lorries, we had great times because we were going down the country, 

I was going around the country, round Kildare. It was like going over to America or something, 

because city guys never went outside the city. (D: Okay). Our big day out would be up around 

Nutley Lane, around Donnybrook, walking, picking chestnuts and things like that. That would be a 

big day for us. A that time we were getting paid for travelling around, down Kildare and these, 

Arklow, and, on the lorries, the oil lorries. Eventually, but as we, in every company when we 

became 18 they sacked us. So at that time I went on the Docks because my father was a checker in 

the B&I. (D: Okay.) I left school, I went to school here in St. Andrews, I left it at 14, 13 and half, 

14. We thought we knew everything, it's only when we got outside we realised that we didn't know 

anything or nearly everything. It was a different ball game and we know nothing. Even today my 

spelling is atrocious, I'd have to double check, thank god for the computer you can get a spell 

check, other than that I would have been arrested years ago. (D: Okay.) Because my spelling is still 
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brutal. I went onto the Docks at 18 and I pulled a truck all day from 8 in the morning till 5 for 1 

pound 7 and 6 pence. (D: Okay.) On a Monday, if you were lucky enough to get a job you had to 

stand on a thing called a read. And you were picked out, it's like something like you'd see 'On the 

Waterfront'. You remember the old film with Marlon Brando. (D: Yeah.) The American, it was 

actually the same as that. You stood on a read, a thing called a read and you were picked out and 

sometimes you weren't picked out. But, eh, on Monday or whatever first day you worked on, it 

could be Wednesday. Your first day's work, there was half a dollar, that was half a crown stopped 

for the stamp, you know your PRSI now or PPS or whatever it is. That was stopped on the first day 

so you got 1 pound 5 and 6 pence or one pound and five shillings. (D: Okay.) In today's money, 

think about this, in today's money you're talking about less than a Euro. (D: Alright, yeah.) You 

know, think about it. I became then, I got a permanent job in the stores, as a Storeman, and I 

worked up to a Checker. I got mixed up in the transport union at the time, which is SIPTU now. 

And I became, believe it or not I sat on the board of the B&I. I went to night school in Sandford 

Road, the Jesuits and learned a little bit there at night school. Then they put me on a night boat after 

coming out of college but thank god it was only once a week. But I picked up a lot from that 

because we were more settled rather than young, you know. And I am thankful for that. (D: Okay, 

yeah.) And I ended on the board of the old B&I which was taken over by Irish Ferries. And I don't 

they wanted any out of the B&I because we were settled. We were, were a very strong unionised 

job and there was an offer on the table to all the old staff of the B&I when Irish Ferries toOkay 

over that we'd be working for nothing. So I retired at 58. Because I would be working for 7 years 

for practically nothing. So the offer was one you couldn't refuse. (D: Okay.) That was the end of 

my career, but [ was 40 years in it. 

D: What is your opinion on what has been happening in the Docklands over that last 30 years, since 

they changed Custom House Harbour? 

G: They changes are unbelievable. But then against that you can't fault it because there are some 

beautiful walks along the Docks now, absolutely you can't fault it. The only thing it that they are 

all high-rise buildings. A hell of a lot of them could have be used for council houses. Which was 

point earlier on, City Quay. There was battle for City Quay around 30, 40 years ago and the result 

was. When I say a battle, a tug of war between the council and the locals. The locals sort of won 

and there are beautiful houses down there now. (D: Yeah, there is.) You might know it, all around, 

some of them in Townsend Street, Princess Street, City Quay and it's a small estate there with 

beautiful houses. There could of been house built along the Docks, but there'll all high-rises. There 

is one at the moment down by the The Point and it's even higher than Liberty Hall. That's the Point 

on the Southside. (D: Capital Dock, they are building it at the moment.) I don't know what they 

call it, years ago we used to know everything, there was a place called Rogerson's Quay. See City 
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Quay started at Moss Street, that's where the Fr. Matthew Bridge is, you know the bridge there. 

That's where City Quay started and City Quay end at Creighton Street. Rogerson's Quay started, 

Sir John Rogerson's and that went all the way straight down to The Point, right. And we used know 

every brick in the road, they were all cobblestone. (D: Okay.) But nowadays there are now 3 or 4 

different names on the quay, Longboat Quay and you'd be lost now because there are so many 

different names. There was a place down there called the hailing station. It was where the coal 

boats years ago used to come in and dock on both sides, the north and south side and the hailing 

station there was at the end of Rogerson's Quay and the corner of Britain Quay. (D: Okay.) Their 

function was that when the ships were going by they would shout through a microphone, "berth at 

number 16." The ship's captain knew where to go, like coal boats and cargo boats and everything. 

And they'd berth where they were told to berth and one of the guys from the hailing station would 

come up, they wore the uniform and all, the captains uniform, and they would make sure they were 

berthing in the right place. That hailing station, there was a preservation order on it. One weekend 

on a Saturday night I think or Sunday morning and when the people went back to work on Monday 

morning the thing was levelled. (D: Okay.) And now we have this monstrosity built on it now and 

you'd want to see the height of it. 

D: That's the new one going up at the end of the quay? 

G: The building going up on Rogerson's Quay. 

D: The one where they tore down the warehouse, near Windmill Lane? 

G: Windmill Lane is up further. That's where U2 had their recordings, so their building there now 

at the moment. No, this things is straight down the end of the Point at Rogerson's Quay and when 

there is Rogerson's Quay there is a quay of it called Britain Quay. (D: Okay.) It's all blocked off 

now. And, eh, this new huge building is on the site, close enough to the site of the hailing station. 

D: Okay, It's Capital Dock, I think is the one. 

G: I don't know the name of it anyway. As I said we used to know every brick but not now. 

D: Do you think these types of changes, what do they bring to the area? 

G: Well I suppose they brought a lot of work but whether it's coming into the area is another thing 

because the guys that are lucky enough to get the jobs we can't fault that, that's a good thing. But 

they're not living in the area and the money therefore is not coming into the community, here 
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within this area. It's going out to where they're probably living, in apartments. But there is huge 

jobs down there, but are the right type of jobs are they paying good money? They probably are, we 

don't !mow. But, eh, in fairness like in the old days when you went down there you wouldn't go 

down the quay at night time, particularly in the winter months because it was a little bit lonely, 

there was only warehouse and they were shuttered, 5 or 7 o'clock or whatever. But nowadays you 

can ramble down because they're all lit up. They are lovely looking but it's a totally different 

change to what we grew up in. 

D: Okay. What do you see happening in the next few years because there is this constant 

redevelopment, do you see it benefiting the local indigenous communities? 

G: Well not belonging to the area. I'd say there is very few people not like years ago. See years ago 

here, if I can go back, regress, you had the Gas company here, you had a foundry across the road. 

Now the gas company went down Macken Street, across Rogerson's Quay, back up Forbes Street 

and back up onto Pearse Street, it was a huge area. And as you see there is all cafes, I don't know 

who is eating in all these places, but there's cafes and bakeries and things like that. It's not in the 

community, years ago people lived beside their work. You had Boland's Bakery, Boland's Mills, 

you had the Gas company boats coming in and out, we had coal yards. In the Grand Canal out on 

the Dock you have two basins up there, the inner and outer basin. The outer basin was the big one, 

you had five coal yards, five coal yards. Well some of them were called coal banks, the difference 

was the coal banks, they were open. But the coal yards were closed. So you had Wallace's on the 

bridge would have a coal yard. But the coal banks there was JJ Carlings, there was a few more 

along there and the gas company had five boats or three boats; The Glencrigh, The Glencullen, The 

Glengerden, The Glenbride, actually four of their own. Most of them were staffed by local people. 

(D: Okay.) But nowadays they're coming into jobs from everywhere. 

D: What about the resident that living in these newer private developments, do they form part of 

the community? 

G: Oh they do, because the people living over there most of them lived in Pearse House. That was 

the corporation. What they done was they moved out of there and moved into the new buildings. 

That was a good thing in the sense that it left the flats, as we call then Pearse House, it left them 

with flats to be distributed to other people. Because they were new flats and the people in the flat I 

think that they were better of stopping where they were but they wanted new places so I got them. 

Nowadays a lot of them have bought them, some girls in here have bought them new places and 

now they're for want of a better word, not condemned but they're not particularly right for living 

in. And apparently they have to, the builder should be responsible for the mess he made but 
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apparently they want these people to spend thousands on them. They're not council, a lot of them 

are council, the corporation bought so many and they're divided up but some of them bought 

privately and they're having to pay big money. 

D: Yes, like the situation in Longboat Quay. 

G: Yeah that's what I'm talking about. 

D: What about the people who moved in, for example Custom House Harbour , there is a big 

apartment block over there. Do the people living in these private developments interact with the 

community? 

G: It's everyone shuts their door now. Sure even within the community you're living next door, 

even in Pearse House now, you're living next door and you don't know your next door neighbour. 

So I don't know what's happened. Community and life, this place here now, St. Andrews Resource 

Centre is the heart of this community. You have all actions going in it and without this centre the 

community here in this, without a shadow of a doubt, my way of thinking the community would be 

dead. Without this resource centre and it's the best thing that ever happened to this, this. And by 

the way this was a national school. (D: Yeah I am aware of that.) You're aware of that. And I went 

to school here myself. I spent ten years of life. When we left we thought we knew everything as I 

told you earlier. 

Conversation with Patrick 

Date: 23/03/2017 Location: St Andrews Community Centre, Pearse St., Dublin, Ireland 

D: Can I ask you to confirm your name? 

P: Alright, it's Patrick. 

D: Where do you live? 

P: I live in Walkinstown now but I was reared in Pearse Square. (D: In Pearse Square, okay, that's 

just across the road) and I went to school here in St Andrews, the boys school. 

D: Okay. Why did you move from Pearse Square? 
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P: Well I suppose, I mean I'd rather go back to the beginning than say that. I went to live in 

England, Cookstown in Tyrone, em, a few years and then back again. 

D: So you were away and then back again? 

P: I don't forget I was in this area up to 9, 9 years. (D: Okay.) 

D: How do you find Walkinstown? 

P: Walkinstown is suburbia, I mean it's a great place, the best, the best, but I do be here most times. 

I mean don' t forget it's in the bones, you know here. And I have been doing what I do for 36 years. 

I did one paper called 'The Bridge', 3 issues and then I did 'The Link' paper, then I started up 'The 

New Link' which is 105 issues. It's free, 3,000 delivered, free to everyone, door to door. 

D: How often is it published? 

P: Well now with the cut backs it's basically twice a year. Thanks to big business like Dublin Port, 

Dublin City Council who part fund 'The Link', we'd be lost. (D: Okay, so you mentioned 

cutbacks.) Total it would be annihilated, it was annihilated only for Dublin Port and Dublin City 

Council. 

D: What was the reason behind the cutbacks? 

P: Well, They, anything, it's not important, it's not needed, it's, what more can I say, disgraceful it 

is, they just don't think it's important. (D: Okay.) Which is wrong. (D: Yeah.) I mean information, 

don't forget what 'The Link' is about, the information in 'The Link' is to help people, from babies 

to senior citizens. It's all information, that's it, it's not sensation, it's just information, pictures, 

memories, events, that's all, information. (D: That's a very important part of the community.) Very 

important for people that, people forget that this community has at least 40% senior citizens. (D: 

Okay.) And you know it's really important, it is, If you go through it you understand. 

D: You just mentioned that the community is about 40% senior citizen. (P: and maybe more.) Do 

young people stay in the area when leave school? 

P: Well most can't stay in the area because of the housing crisis. (D: Okay.) What happens is they 

can't even stay in their families' homes because the council basically turn around and say you have 

to pay X amount of money extra. And most can't. Don't forget before you're twenty-five you get 
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99euro and you can barely survive, some people spend 70 to 100 going out in one night. Take

away, whatever, you know, a couple I am talking about, so which means they can' t even afford to 

go out, so it's, you they can't live, you know. 

D: So basically people can't afford to live in the area. Do you see that as a consequence of the 

changes happening in the Docklands? 

P: Well, you know funny enough, I don't. I think it's the changes in the people in power. You 

know things have changed in Dublin City Council, they let people go, they gave them big 

redundancies. All the people who knew what they were doing are gone. Now they have young 

people doing their jobs, I am not saying they don't know what to do, but they haven't got the 

experience, they basically do their best, they basically I suppose do their best but that's the future 

your know. I could never slag anyone but I think it's not good, it's not good. (D: Okay.) Even the 

Guards got rid of the people that were, you know, in other words, they retired, like community 

Guards and things like that, they basically got rid of them and they have young people who are 

over-experienced for their job, because now to be a Guard you have to be computer total literate, 

email or whatever. I think they think when you join the Guards you can go to CAB or whatever, 

which means they are not thinking of a community, they are thinking of CAB, to catch people. 

That's ok, that's great, but remember community, what is community? It's people, it's not 

buildings. (D: Okay.) As an example, Nationwide did a thing two weeks ago on this area and it was 

all about people that work in Google and work in Facebook, work in this and they're from other 

countries which are welcome, we welcome them totally in this building. I don't know many but 

basically everybody's welcome, you know. The point I am making here is they did half an hour 

show and at the end of it there was about 2 minutes about this community, a local spoke about this 

community. (D: Okay.) I don't think that's fair. Where for instance the person from Facebook, 

who's from India, basically talked for at least 7 to 8 minutes or more. You know they wasted film 

on him, following him up a corridor and everything and a local just stood there looking at the 

camera for a minute to half a minute, whatever, two minutes. I don't think that's fair the national 

broadcaster coming in and just giving a little segment. 

D: What type of image do think that creates of the area? 

P: I don't think it creates any image. I don't think, I think this community is being lost in change. 

We welcome people, d'you know. Eh, totally we welcome people but I can understand their fears. 

They look at flats, they hear bad news, you know. The system is not very friendly to this 

community, I feel they're not friendly. 
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D: Okay. When you say the system, what do you mean? 

P: I think the media, if something happened in the area bad they'd be here ( clicks his fingers), 

they'd be down. If something good, no, 'we've other things to do'. D'you know, I've contacted 

them numerous times about good events, nobody turned up. Of course most journalists are 

freelance and that's good, they do what they're told, they do. (D: Okay.) There's, I don't know, it's 

not right, you know. 

D: How long have you been working in the resource centre? 

P: Well I've been in this all my life, this community, this resource centre [ am 30 years. I did 

voluntary work for 6 years before that. I did work before that you know, I worked in Clearys. The 

shop, it was a brilliant job, then there was redundancy and that you know. So, as I said I did 

voluntary work. 

D: What type of voluntary work were you doing? 

P: What type, well I was looking out a window one day and I said, jesus, I have a family, you 

know. I said the kids are doing nothing, there's nothing to do you know. So I got a load of friends 

and we said we'd start a club. Then we realised we'd no money, for anything, for the kids to do or 

games or whatever. It was called Pearse Street Youth Club, we had 130 members. And, eh, so I 

caine up with this idea, the Lord Mayor. So the Lord Mayor of the area and I got various people to 

go for it and we raised money to buy games and pool tables and, there was no grants then. This is 

going back 36 years 3 7. So which meant we had to do everything, the council were great, they were 

the corporation then. They backed us with premises and that in Pearse House. And, eh, eventfully 

we got games and we all had something to do and as games get broke we ran the Lord Mayor again 

next year. But I had this picture of the local Lord Mayor and I felt he should be told in the area in 

other words promote the Lord Mayor that he should go to events like the Lord Mayor itself. So I 

went to the social services and them would they mind publishing this and he said "look, do it 

yourself." So I started up a paper called 'The Bridge' and put that on the cover, the picture and it 

went down brilliant, next year it was a great interest and the kids benefited and the community 

benefited and it went on for years. And it's just ideas are very important and, you know. 

D: How, obviously the community is very important, how do you feel over the years from 1989 

when the IFSC was built, moving into the 90s and the early part of this century, how has that 

changed the community? 
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P: It hasn't changed it. As I said what we did then was we did a history, in this film. And the first 

film was about building being built before and after. We highlighted, we basically too films of 

everything that's been built up, up, up until it becomes apartments. And it's important I feel that we 

do that for the next generation, because let's be honest its games at the moment, they need history. 

That's why we did these films, all voluntary and put them in the library for people to check on their 

history you know. (D: Okay.) The first film was '03 and it was about property changing. This one 

is about people and, eh, I hope you enjoy it because it's 45 minutes, it's interesting, it's all done for 

nothing. 

D: How do you see the future of the Docklands in the next 5 to 10 years? 

P: I think it won't change, it won't change. I mean we have 15 building sites from the Northside all 

the way down over to the Southside, brilliant. You know you've got to remember builders just 

build places and get people in then they think it safe as we all do, that no one will break in. But 

there should be something done about community. You know resident should be introduced to the 

community, they should and become part of the community. 

D: So you don't think a lot these a lot these new residents that are moving into these new 

developments, they don't become part of the community? 

P: No, I don't think they're told about the community. I mean they pass it. We deliver 'The Link' 

over to this side, the gas site and we can't get into the buildings. (D: Okay.) Until we know some 

resident who will deliver them into the buildings, you know. We gave out 3-400 Links for the 

building over there but we could have more, but we can't get in. (D: Okay, you don't haye access.) 

I can understand the people being fearful. D'you, I would be fearful because I know nothing about 

the community. I see flats, I remember growing up, not me, but I'm just saying the media always 

brought bad things about this community. I mean people going for jobs, "Where do you live?", 

"Pearse House" "Ah, Eh, will you come back." Whatever, you know, that's it, your address. Most 

people had to give their granny's address in Dublin 4 to get a job. And that's the way it was. I'm 

not sure about now, but something tells me it hasn't changed, you know. I haven't heard much and 

its disgraceful because there's great people here, they care and they can be great neighbours. But, I 

say that, this community, I don't know, they need to meet new people. How, I think St. Andrews 

will have a big part in that. Fair enough we meet Google, Facebook, all these companies and that's 

great. We meet the staff that come over and volunteer, they do great. But what we need to do is we 

need to really meet the people. 
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D: The companies that are in the area do have some involvement with the community, do they 

reach out? 

P: Yeah absolutely, they send over staff for the South Docks Festival and they do various things 

with senior citizens. Now Pearse Street does have community Guards that do come down but they 

also have to look after Kildare Street and they have, you know, Grafton Street, they've a big area to 

look after. (D: Yeah, yeah.) But, em, we have a great future I think. 

D: How about the newer developments such as Capital Dock at the end of the Docks, do the 

companies developing these areas is there much information what's happening, what they are 

putting in there? 

P: Yeah, absolutely, if you look at 'The Link' here, we have all the plans, which is very important, 

Dublin City Council provide all the plans. As an example we have all these free phones for people 

to ring, services and then we have personal safety for Christmas. 

D: Okay, So that's Dublin City Council provide that information (P: Well with the Guards) with 

the Guards. What about the development companies, you've got CBRE, JLL? 

P: Yeah they're involved here. (D: Okay, okay.) They're involved, I mean I'm not qualified to 

actually say that but I mean, I've never to spoke to them. (D: Okay, alright.) but they are more 

aware of the community, they are more aware of the community. (D: Okay) Basically I am not the 

person that actually would know this, d'you know I just do information. (D: Yeah.) As far as I 

know they do, they're involved. It would be good if their staff became involved as well you know 

but that's five years down the road. (D: Yeah.) It is a great community and I think and we should 

become more because we could help each other. 

D: Why do you think then that people don't get more involved, is it just that people don't know 

about the community centre, is it just a lack of information? 

P: It's about information, people need like, this is important that they know what is going on in the 

community. Em, as I said to you to get into people to drop the news, you can't, you just can't. I 

can't blame people for not knowing, I mean, If I lived in an apartment I'd be terrified. D'you know 

if I'm not from the area, that's why the need to meet the people and become part of the area. (D: 

Yeah, sure.) I mean they're paying big mortgages, I mean don't forget we've bills as well, like, you 

know. Not as much as them. But, eh, as I said to you, I'll just show you this ..... (D: Okay, that' s the 

information on the different developments) It's telling people about it, you know, you should read 
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this. (D: Yeah, okay.) We've other stuff from Dublin Port (D: Okay.) In fairness Dublin Port are 

becoming part of the community, is Dublin Port, you know. 

Conversation with Marcus 

Date 23/03/2017, Location: Harbour Master, Customs House Dock, IFSC, Dublin 1, Ireland. 

D: Can you tell me your name? 

M: Marcus. 

D: What's your relation to Dublin? 

M: Eh, I moved to Dublin, would have been a year and half ago, nearly two years and I lived here 

for the last, I suppose it would be two years ago, and I lived here for the last year and a half. (D: 

Okay) And, eh, just recently in the last 2, 4 months I've moved out but I still work in Dublin and I 

commute up and down. And while I'm in Dublin I live in Dublin. 

D: Okay, and why did you move? 

M: Mostly due to the house prices, the housing capacity to live here and the, I suppose it's what 

you get out of life, you know the way it is. The city can only offer so much. 

D: Where are worlcing? 

M: In Guinness's. 

D: Where is that located? 

M: So it's city centre, and it's right on the Dock, on the quays near Hueston Station. (D: Okay.) 

James' Street. (D: sorry) James' Street (D: James' Street.) 

D: Do you know about the development going on further down the docks, (M: I do, yeah) As part 

of those developments there are apartments and things like that but would you see that as an 

attractive place to live, if you were going to stay in Dublin? 
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M: I suppose I am new to the city, as such and I would have only discovered areas like the 

Docklands after moving up here and being around it. It always felt like a place that was newly 

developed and wasn't somewhere that had been lived in for a long time. So, eh, I suppose I was 

never really attracted, it was never an area I would have looked at living in because it didn't feel 

like it was somewhere that was very homely. 

D: So it doesn't look homely, what type of feeling do you get from it then? 

M: I suppose it's kinda, em, it's impressive to look at the architecture, the place and the buildings 

and it is an impressive place to be around but I wouldn't see it as a comfortable, feels like a rented 

space. (D: Feels like a temporary space?) yeah, a temporary space somewhere that you'd be in and 

move around and it is impressive because of some of the architecture there like Bord Gas Theatre. 

It doesn't feel like somewhere that you would call home, it would feel more maybe like a hospital 

bed or maybe not a hospital bed but like somewhere where you're staying for short term when 

you're moving. It would never really feel like you're home. 

D: So you wouldn't feel like you could make a life living there? 

M: Not in there, I am thinking around the Bord Gas Theatre. I do have friend who live in the 

Docklands further end towards Ringsend, towards the towers down the end. I suppose there is a 

very stark difference between that and the corporate building that have been built in the area. There 

is a very big difference, even though they coincide in a very close area. 

D: How much have you been in the area? 

M: I often go for runs down near Poolbeg lighthouse, so I have been down around that area. I 

sometime even go down there taking photos, sometimes, at the very end of the docks there's some 

weirs and if you cross over that then there's a back lane to apartments and council flats, I think 

that's Ringsend (Yeah) So, yeah, you can see there is a community there but I suppose it's quite a 

difference from whenever you change over, from standing outside Bord Gas Theatre to going a 

kilometre down the road. I suppose it would be limited, I've never spent much time in it. 

D: So, your general impression when you're in this space is that it is a temporary space? 

M: Yeah, as I said, one side of it it's *[inaudible]* and on the other side you can see little corners 

of communities, round the flats, round at the back end of it where there's houses. There's a house 

on the barge, or well there's a canal entrance at the very end of the Dockland's areas and you can 
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see where people have lived and there's been pasts, there's been history there but it's does feel like 

it's a lot more empty and it isn't as vibrant maybe as it once was. 

D: Do you think the changes are a good or bad thing for the area? 

M: Em, I think it's negative definitely on the community that's living there. As its disrupts their 

day-to-day life but it' s hard to imagine what it would have been like where the big building are and 

where it's all developed, it's hard to imagine what it would have been like when it was lived in. It's 

hard to say what impact that had on people because I've no relation to the previous place, so I only 

know for what it is now. I'm sure it does bring business to the area but how much of that they see, I 

don't know. I haven't had any contact with the community in there, I just know a couple that 

moved in down towards Ringsend or Poolbeg lighthouse, down around that area. I know it's all 

short term leases that they're living there and there's people renting there for just a place to live. 

It's not like they've moved into a permanent residence. 

D: Okay. So they are there for the short term? 

M: They're there because it's an affordable place, location to live for them and I think the way it is 

in Dublin you have to try and get.. and it's got close access to the city and there is stuff going on 

around that area. I lmow there has been a little bit of an effort to make Ringsend vibrant and this 

and shop and stuff have started in that area. There was a bit of rejuvenation possibly. They're not 

the closest of friends so I wouldn't have fully engaged how life is down there. 

D: So you mentioned you have been jogging in the area, how do you view the current 

developments in terms of how they are changing the landscape? 

M: I definitely think it is very alien to what it would have been. I don't think there is any, eh, any 

comparison to previous dwellings. It looks more like they have been put there, you can tell that it is 

a completely newly developed area, there's no relation to the previous area apart from the actual 

water-ways where you can see that there would have been barges or ship areas, shipyards. But, eh, 

apart from that, part from little nooks and crannies I think there's an old church down along the 

quays when you're going down along and you can see it's quite dilapidated at the moment, em, 

well not dilapidated but it's kind squashed in between other buidlings, I'm not sure the name of the 

church but, do you lmow the one I'm on about, down? (D: Yeah, it's near City Quay, that one.) 

Yeah City Quay, that one. That's a very stark comparison to what would have been there before 

and what's there now, 'cause I don't think there is any connection, I don't know how many people 

from the corporate offices goes to mass there on a Sunday. 
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D: So your overall impression of the area is that it appears alien? 

M: Well, alien in relation to what would have been there before. Well, yeah, it's very different. The 

Docklands from what I know of it, or from what I've heard would have been a different kind of 

place and a very different culture. I would imagine if you live in a different parts of Dublin where 

you might that kind of community or that kind of culture for people living around Clanbrassil 

Street and that where there is that sense of, there's a working class community there and well there 

is a mix at this stage but still there' s a sense of community and belonging and people have grown 

up there and still are there over the years but whenever you look at places then like that, that have 

been developed and there's big buildings there, there's no absolute, there's absolutely no 

relationship to the people that have grown up there. (D: Okay.) I mean you couldn't come back and 

say this is where I grew up. You could say it like, but you wouldn't be able to pinpoint where as 

such. 

D: So you are saying it affects people's memories of the place or the past as people's memories the 

past might be tied to the place. So then people can't say this is where I grew up, this is where I did 

such and such a thing. 

M: Yeah, I agree with that but I also do think you can that particular area because it's such an 

extremity with the high-rise buildings and the bigger areas. But if you look at, em, it does happen 

everywhere in Dublin. But I think going back to my Dad whenever he was growing up in 

Greenhills or around W alkinstown area and we drove through it before and he was saying this is 

the field and this is the field and that's an industrial estate now and this is, you know the way, so 

everything gets developed but I suppose to the extremity that that happened in the Docklands 

would be a lot harder. 

D: Okay. And how do you see the Docklands as an area for the future? 

M: Well, I suppose another reason why, going back to the first point, why I never lived there is 

because I could never afford and apartment in that area. It's very expensive and the apartment are 

very high scale and you know the way for what you're getting for what you're living in. I suppose 

it's hard for people to come back and live in that area. The future, yeah, I suppose I can only see it 

going in one way that it's going to develop further. It's key area with these businesses and 

infrastructure then put in place it's only going to extend out further to the neighbouring 

communities because of the prime real estate will be a focal area for that business and they'll be 

looking house people that are working in these businesses and stuff like that. 
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D: How do you think it will extend out? Because there are statistics that say that very little of the 

local community end up being employed in these new companies that move into the area. 

M: Well, that says it in itself. You see that everywhere and its well know, a lot of the places there' s 

people who were moved out to other council houses, out of an area if you look at Smithfield and 

place like that. I know they did a good job, well, like they did re-house a lot of people in the area. A 

lot of people from the city centre are moved out to Tallaght or places further out were there's more 

affordable house and new housing complexes being built and they're being re-housed because it 

makes sense for the, for corporations to be centralised and for business centres. 

D: You mentioned before that moved to Clare and just in terms of in rural areas community is 

considered to be something very important. So how do you see within these new developments in 

the Docklands community developing? 

M: Well, I don't know how close the sense of community is because whenever you're moving into 

a place, from someone who has lived in many different places around different cities in Ireland, 

you are only ever renting a space, you're not setting up your roots there, you !mow, so you don't 

invest as much time into the community there. Like you do get to know your neighbours and 

there's always great when you have neighbours that have lived there for a long time and I have 

been lucky enough to have lived in some parts of Dublin that have that but I don't think that as it 

goes that there will be a sense of community because people will have their own priorities, and 

their own lives that don't necessarily interlink and are not focused around the place they're in. It's 

more around business that they're in around the city centre whereas I suppose going back to, say, in 

comparison to Clare because it's a very stark difference but you also do see the influence of wealth 

in other central parts of Ireland for instance in Spanish Point, where we're living there's a lot of 

holiday homes there. What happened whenever there was more wealth in Dublin more people 

moved down there and they bought a lot of houses that were, em, that locals weren't able to afford 

and push the house prices up there and then, during the winter they're empty, they're desolate and 

it leaves a very vacant atmosphere in a town or village during the Winter period for the people that 

are actually living there and people that want to settle down find it a lot harder. I suppose it's the 

same thing that happens in more extreme cases where housing prices are massive in locations like 

the Dockland's area. 

D: Do you see your own long term future in rural Ireland, in County Clare? 
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M: Yes, Definitely, because it' s more real, you know, it's more down to earth, it's more 

community, it's more, feels more like home, in a way. That's also because I have grown up in a 

rural environment. 

D: You mentioned there, it's more real, you said. What do you mean by that? 

M: Well, it's warmer like, you can communicate, you stop into a shop and you can talk to your 

local shopkeeper, they know you. (D: Okay.) Sometimes that's a bad thing [laughs]. It's a lot more 

warmer you know the way like, you can go to one place like a hardware store and you get your 

something there and go to the next shop and you get your groceries there, your veg, you might have 

a little conversation with each person and you know the way the farmer down the road might stop 

and talk to you for ten minutes on the road and I know that's exactly like what it was like in 

Dublin, like, long, a good while ago. That there was the little places and people had their routine 

and their community and they had a sense of belonging to it, a place. 

D: There are certain writers who have written about our experiences being mediated through 

images and of course the city has always been a place that has been mediated through images 

which aren't necessarily real. Do you think that plays a part that city life is heavily mediated 

through images whereas rural life isn't. Is that what you' re alluding to when you say real in terms 

of rural life? 

M: Yeah well I don' t feel the same pressures of society to have a certain way I look. That's 

something very true, I definitely feel, not within my social friends, I don't feel obliged to try to 

conform to a certain way of living or expectations but I definitely do see it in Dublin that there is a 

system and people target themselves to be in a certain category and they try to get into that. They 

work so hard, like my girlfriend was living Ranelagh and that was an area where many people have 

moved into, house prices have gone up and that. But there is a couple who has bought a house 

across the road from and I often notice they wouldn't come home till 8 in the evening and they're 

leaving at 6 in the morning and the whole day they've spent working to afford to live a life in a 

place. Well, that's my perception, I don't know what it is, but my perception was that they were 

affording to live a life in a place that cost so much and to do that they have to spend their whole life 

working and being a certain role, a certain way of living to have the nice car, to have this and I 

don't feel that same pressures whenever I am living in the West of Ireland to do that. And I think 

there's more people that would have grown up and still have an older mentality, and, em, I think 

that' s beautiful and I think that' s a lot of the Irish culture was around and 1 lot of charm. That' s 

why a lot of people leave Dublin a go to the West oflreland because they want that and it's lost in 

a lot of European cities or place like that. I am not saying there is no community in Dublin, there's 
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great communities in Dublin and great social centres. (D: Perhaps you mean a lack of community 

in the new developments?) Yeah, definitely and it gets less and less. 
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