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This thesis examines the spatialized processes of knowledge based economization 

through the public art commissioning and its reasonings. The research unpacks the 

ways public art commissioning is intertwined with urban remodelling processes, 

which are reasoned with market rationality. Through these observations the thesis 

expands as a continuation to the previous critical public art discourses to consider and 

interpret ways to move beyond the limits of the current preconditions of cognitive 

capitalism. The case study of Kalasatama—a former cargo port transforming into a 

residential and commercial inner-city neighbouhood—maps out the local resonances 

of the global tendencies of urban remodelling and knowledge-based economization in 

Helsinki. These global tendencies and their interconnection with art are addressed as 

planning ideas—such as the smart city and the creative city—as the planning methods, 

such as strategic planning, and as the urban phenomena of spatial divide—such as 

gentrification and segregation. 

The ongoing urban remodelling of Kalasatama, which this thesis formulates 

as new-build gentrification, is steered by smart city thinking. The area works both 

as an urban living lab for testing smart solutions as well as it is branded as a vibrant 

cultural hub, in which the public art of the area is highlighted. Through the reasonings 

of participation and community building, the public art commissioning is connected 

with the branding of the area and linked with the market rationality of the urban 

renewal project. In the smart cities our lives happen increasingly with and through 

interfaces, which collect and restore our personal data for the profit of private 

companies, and thus the notion of citizenship is simultaneously being altered. This 

research aims to challenge the current status quo and introduce ways to bypass the 

instrumentalization of public art by introducing alternative theoretical and practical 

approaches for producing the city space.  

As a curatorial research—as transdisciplinary research—this work takes its 

departure from the tradition of critical theory and draws from the versatile fields 

of knowledge, combining knowledge of urban social studies, urban planning theory, 

art history, political theory and contemporary art theory, as well as uses various 

methodologies from these fields besides the case study such as discourse analysis, 

interview and close reading as its means of inquiry. 

Tämä opinnäytetyö tutkii tietoon perustuvan talouden eli kognitiivisen kapitalismin 

tilallistuvia prosesseja julkisen taiteen hankintojen ja niiden perustelujen kautta. 

Tutkimuksen tavoitteena on hahmottaa ja avata millä tavoin julkisen taiteen 

hankintakäytännöt kytkeytyvät kaupunkitilan uudelleenrakentamisen prosessihin, 

joita ohjaa nykyisellään markkina-ajattelu. Näiden havaintojen pohjalta opinnäytetyö 

laajenee osaksi aiempaa kriittisen teorian traditiota ja kriittisen julkisen taiteen 

diskurssia hahmottaessaan keinoja haastaa nykyisen kognitiivisen kapitalismin 

asettamia rajoja ja eriarvoistavia käytäntöjä. Tapaustutkimuskohteena olevan 

Kalasataman alueen kautta kuvataan miten globaalit kaupunkikehityksen suuntaukset 

ja ilmiöt heijastuvat paikalliseen kehitykseen. Nämä globaalit suuntaukset ja 

ilmiöt jäsennetään niin suunnitteluideoina, kuten älykaupunki (smart city) ja luova 

kaupunki (creative city), suunnitelumetodeina, kuten strateginen suunnittelu, sekä 

kaupunkitilan eriytimiseen liittyvinä ilmiöinä, kuten gentrifikaatio ja segregaatio.

 Entistä Sörnäisten satama-aluetta rakennetaan parhaillaan asumiseen 

ja kaupallisiin toimintoihin keskittyneeksi Kalasataman kaupunginosaksi. Tätä 

kehitystä tarkastellaan tässä opinnäytetyössä uudisrakennetun gentrifikaation (new-

build gentrification) ilmentymänä. Kalasataman rakentamista ohjaa älykaupunki-

ajattelu, minkä lisäksi aluetta kehitetään ja brändätään myös luovien alojen ja 

kulttuurin keskittymäksi, jossa julkisen taiteen roolia on korostettu osana alueen 

markkinointia ja imagon rakentamista. Julkiselle taiteelle asetettujen osallistumisen 

ja yhteisöllisyyden rakentamisen odotusten kautta julkisen taiteen hankintapolitiikka 

liittyy Kalasataman brändäämiseen ja edelleen alueen markkinaorientoituneeseen 

kehittämiseen. Älykaupungeissa elämme yhä enenevissä määrin erilaisten laitteiden ja 

käyttölittymien kautta, jotka tallentavat ja varastoivat arkemme ja henkilökohtaisen 

elämämme tuottamaa tietoa yksityisten yritysten hyödyksi. Tämä muuttaa myös 

kansalaisuuden ja kaupunkilaisuuden luonnetta. Tämän tutkimuksen pyrkimyksenä 

onkin haastaa näitä nykyisiä kehityskulkuja esittelemällä sekä teoreettisia että 

käytännöllisiä vaihtoehtoisia lähestymistapoja tuottaa kaupunkitilaa, ja samalla 

hahmot miten julkisen taiteen instrumentalisointi kaupallisiin tarkoituksiin voitaisiin 

ohittaa.

 Tämän kuratoriaalisen tutkimuksen ote on monitieteinen. Tutkimus yhdistää 

tietoa niin kaupunkisosiologian, kaupunkisuunnittelun teorian, taidehistorian, 

poliittisen teorian kuin nykytaiteen aloilta. Tapaustutkimuksen lisäksi opinnäytteessä 

hyödynnetään näiltä aloilta useita tutkimusmenetemiä kuten diskurssianalyysia, 

haastattelua ja lähilukua.
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1.1. Framework of the Research

During the writing process of this thesis, I moved to an apartment building 

next to my childhood home in Vanhakaupunki and witnessed the shift the 

city of Helsinki has undergone during the past 20 years in my everyday living 

surroundings. In my childhood in the 1990s, the neighbourhood was quite 

different to its current appearance. There were only two block of flats that 

were the rental homes of the factory and industrial workers of Imatran 

Voima company (later Ensto and finally Fortum). Before the construction 

of Matinkaari Bridge, the area felt remote like a peripheral macro-cosmos 

detached from the rest of the city with occasional bypassers fishing in the 

Bay of Pornainen or birdwatchers hiding in the bushes. Now, the two original 

houses from the 1950’s, in which I lived and live, are rental housing owned 

by Kojamo, one of the biggest housing companies in Finland, but most of 

the industrial buildings have been torn down and replaced by modern block 

houses. The oldest factory building has been turned into privately owned loft 

houses and my dad’s former industrial workplace is currently a restaurant 

and party venue. Many of the former factory workers have moved out but a 

few have stayed too. It was peculiar to see familiar names in the doors after 

all these years. During the weekends, the formerly quiet Bay area is filled 

with sportsmen, fishermen and other outdoor enthusiasts leaving the site 

with their cars after a relaxing jog.

This macro scale transition in Vanhakaupunki from industrial setting 

into an upper middle class residential area and outdoor leisure site, which 

could be described also as a gentrification process, reflects a bigger societal 

shift that has taken place since the economic depression of the early 1990’s 

in Finland. The Finnish economic structure has shifted from industrial based 

economy into ICT-sector and service driven knowledge based economy 

(Elinkeinoelämän keskusliitto n.d.). The spatial resonances of this economic 

shift appear as an overarching metaphor in the title of this thesis too. The 

disappearing islands, refer to the islands of Sompasaari, Kana, Nihti and 

Hanasaari, which were connected with the mainland with landfills due 

to the transformations of the economic structure, and are now known as 

Kalasatama, the case study site of this thesis. 

On the spatial scale, in urban development and planning, this 

economic shift into knowledge based economy, or in other words into 

cognitive capitalism, is visible in various ways as my above described 

embodied perception of Vanhakaupunki shows. Firstly, as the economic 

structure is rearranging itself and value is produced more and more 

immaterially, the traditional industries and manufacturing businesses are 

disappearing or relocating to the outskirts of the city or abroad, as in the 

case of Kalasatama. This causes gentrification and displacement of people 

and workplaces, both directly and indirectly. Secondly, as demonstrated by 

sociologists Matti Kortteinen and Mari Vaattovaara, this shift has impacted 

the spatial socio-economic divisions in the Helsinki Region as spatial 

segregation process based on education, employment and workplaces has 

emerged, and it has not been overcome even during the economic upswings 

(2003, 2137). Thirdly, the economic shift, its drivers the smart technologies 

and its byproducts; the immaterial labor conditions affect the planning 

ideas and architecture of our cities, the very foundation of how our lives 

are designed and organized and how the role of citizenship is formulated. 

This economic shift—the current mode of capitalism, the cognitive 

capitalism—and its spatial resonances form the framework of this thesis. 

Particularly, the milieus and sites, the cities where the knowledge-based 

economization is simultaneously produced and shaping the ways of living, 

form the landscape of this research. This landscape is not only interpreted 

as the physical, social, economic and political present locale of the city, but 

it opens up as a horizon to the future as the technological advancements 

and visions approach the future asif it was already here. Together both the 

tangible modes of spatial production such as the architectural, economic, 

social and artistic processes that are shaping the cityscape, as well as the 

intangible modalities of spatial production such as the unbuilt sites, future 

visions and written reasonings are interpreted as the fabric that comprises 

the urban sphere and form the scenery of this thesis.
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1.2. Research Questions, Methodologies and the Structure 
of the Thesis

This research unfolds the spatialized processes of knowledge based 

economization, which can be defined as the transformation of capitalism 

into the so-called semiocapitalism or cognitive capitalism. Particularly, I 

approach these shifts through the perspective of art practices within the 

public space, through the public art commissioning and its reasonings. I ask 

how public art production is enmeshed with spatial production and how both 

of these are reasoned together from the economic perspective. Through 

this questioning, the possibilities and entry points for an alternative way 

of producing the city and the role of art in it are introduced. Thus, this 

thesis expands from a critical inquiry to the current financially intertwined 

modes of public art and its commissioning into rethinking how these 

institutional structures could better include multi-vocality in the decision 

making processes as well as foster processes of what Chantal Mouffe and 

Markus Miessen (2010) would call conflictual consensus.  As such, this thesis 

focuses first on formulating an understanding on how artistic practises are 

embedded in the market driven logic of urbanization in order to pursue the 

aim to find cracks where resistance or resilience can emerge, cracks which 

can be glimpses of the futurability; the things we cannot imagine yet—as 

Franco Berardi encourages (2017).

The topic is approached from multiple perspectives and with 

versatile means of inquiry. The materials and sources of this thesis expand 

from marketing texts of web pages and brochures, news articles, statistics, 

urban plans and blueprints to theoretical writings. The base of this research 

is the case study of Kalasatama neighbourhood—a former cargo port site 

turning into residential and commercial inner-city neighbourhood, where 

public art is used as a part of the branding of the area and where the urban 

remodelling is steered with smart and creative city ideas. Utilizing tools from 

discourse analysis to examine the reasonings of public art commissioning of 

the area, close reading of the architecture and general plan of the site, 

as well as interviews with the representatives of the City of Helsinki and 

artists are the methodologies used to unpack the spatial ramifications of 

cognitive capitalism in Kalasatama. Thus the local developments of the 

area are addressed from the global perspective and local symptoms and 

manifestations of knowledge-based economization describe wider societal 

phenomena.

I realize that by focusing on the official acquisitions and analysis 

of the city’s organisation driven urban planning, I exclude the activist and 

grassroot level citizen led initiatives, which are taking place in different 

forms and are a part of the scenery, which I address in this thesis. 

However, I believe that this kind of demarcation gives me an opportunity to 

comprehend the institutional frames and their power, the structures through 

which public art is produced in the cityscape of Helsinki, as well as to think 

of the concept of the city as an institutional organization itself. Through 

this understanding of the institutional frames and global tendencies a 

suggestion towards more just and egalitarian structures can be formulated. 

Furthermore, as participation and community building are the outcomes, 

byproducts and modes of operation expected of public art today, I explore 

these expectations in conjunction with neighborhood branding and in 

connection with the spatialization of cognitive capitalism. 

The second chapter introduces the city as politically, culturally and 

economically contested and produced site, and zooms in on the ways the 

histories of cities have been connected to the mutations of capitalism even 

before industrialization through the analysis presented by Henri Lefebvre 

(1996). As the right to the city—the right to change ourselves while changing 

our cities (Harvey 2008)—is more in the hands of faceless transnational 

companies than in the hands of the bodies which constitute the city in the 

first place, the third chapter continues to disentangle the current condition 

of capitalism. Whether it is named as knowledge intensive capitalism, 

semiocapitalism or cognitive capitalism it is inevitably intertwined with 

the processes of urbanization. The current urban planning ideas such as 

the smart city or the creative city are interpreted as manifestations of 

cognitive capitalism in the urban sphere and the ongoing urban remodelling 

of Kalasatama is examined in conjunction with these planning trends. 

The parametric architecture orienting towards the future, as well as the 

increasing presence of interfaces in our everyday surroundings blur the 
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borders of housing, consumption, work and leisure, and are characteristic to 

the Post-Fordist era (Poole 2015). These symptoms can be seen in Kalasatama 

too. 

The fourth chapter focuses on the role of art in gentrification 

processes and maps out the local clusters of art and information industries in 

Helsinki. The urban renewal of Kalasatama is analyzed in connection to the 

paradigm of new-build gentrification (Davidson and Lees 2005, 2009), and 

the notion of displacement, which in classical gentrification is limited to the 

residents, is expanded through the phenomenological reading to consider 

also the sense of a lost place as well as the indirect displacement of functions 

and uses. The ways art is reasoned as a part of the urban remodelling of 

Kalasatama in the different phases of the planning and construction, are 

discussed in chapter five through the analysis of the public art commissioning 

of the City of Helsinki. This analysis is based on discourse analysis of the 

marketing materials, the rhetorics of the open call announcements and 

other commissioning strategies, as well as the interviews conducted with the 

city representatives and artists. At the beginning of the construction work 

different bottom-up, participatory and temporal initiatives and projects 

took over the former cargo port area such as the Kalasatama Temporary, 

funded by the City, but as the public art commissioning was institutionalized 

and Helsinki Art Museum HAM became the art expert of the acquisition 

policies, the focus shifted to permanent artworks. In both stages public art 

in the area was expected to foster participation and community building, 

and these expectations and reasonings tie the public art to the branding of 

Kalasatama.

In order to think beyond the two sides of participation—the social 

impacts and the economic reasonings and intrumentalizations—the sixth 

chapter first introduces the participation discourses both in the urban planning 

and contemporary art fields, and then continues to explore how public art in 

Finland has been connected with nation-building and the history of economy 

in order to arrive at the current condition, in which public art practises as 

part of urban remodelling processes are producing sites of choreopolicing 

(Lepecki 2013). To challenge the current status quo, I interpret the agonistic 

political theories (Mouffe 2013) and their resonances in urban planning 

(Miessen 2010, Runting 2018) and contemporary art discourses (Bishop 2012, 

Rosamond 2015) in order to discuss alternative possibilities to reclaim the 

right to the city. The concept of site-generic, introduced by Jeremy Lecomte 

(2019), offers a theoretical tool for envisioning alternatives or changes to 

the current modes of public art commissioning in Helsinki and the local 

feminist urban planning agents offer practical views to reshape the current 

urban developments and planning practises. 

1.3. Situating the Research in the Field of the Curatorial

As this thesis advocates for a societal shift and aims to introduce ways for 

radically democratic, inclusive and multi-vocal public art commissioning, it 

situates to the continuum of critical theory and critical public art discourses, 

and continues to debate the complexities of contemporary public space, 

site-specificity and participation as well as looks for ways of reclaiming the 

public space to the public(s). The work continues the post-exhibitionary 

practises of curating as it interprets curating as a process of world-making, 

meaning that the curatorial is not only disciplined mode of knowing, of 

navigating in the world, but rather an active process of care-taking in the 

widest sense of the word (Sheikh 2016, 159). Furthermore, this work, both 

the end result and the process, can also be seen as pursuing the feminist 

line of inquiry as it relates to the situated character of knowledge  (Haraway 

1988) through reading the local developments in conjunction with the global 

tendencies and through my own embedded position as an artist-curator and 

a city dweller in Helsinki, the scene of inquiry. In relation to the notion 

of situatedness the research process has also been a subjective quest to 

the possibilities of the curatorial and to comprehending the position I, as a 

future curator want and can take.

In the context of this research, curatorial work is understood 

as a transdisciplinary practice, which allows to shuffle within different 

disciplines of knowledge and consider unruly ways of knowing. Accordingly, 

as curatorial research—as transdisciplinary research—this work takes its 

departure from versatile fields of knowledge, combining knowledge from 
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urban social studies, urban planning theory, art history, political theory and 

contemporary art theory and uses a myriad of methodologies from these 

fields; such as case study, discourse analysis, interview and close reading as 

its means of inquiry. The transdisciplinary nature of this research enables 

the complexities of the topic to be examined in a multi-faceted way. 

I understand the curatorial as something that spans beyond exhibition 

making, or rather it does not have to limit itself in the exhibition apparatus, 

but can rather be approached as a process of knowledge production or (un)

learning (Rito 2016). Carolina Rito uses the concept of exposure to describe 

the curatorial (2016, 18). I think this is fitting, as the concept of exposure 

reveals the fragility of the curatorial position; the curator can choose to 

point the light into things—to expose—but can not necessarily predict how 

the things will react in the light. Light is radiation that can pierce an object 

and give it visible shape, or it can blind us. 

2.1. Constructing The City

According to the official criteria of the European Union, a city is defined 

as an area where the population is over 50 000 and the population density 

is more than 1 500 inhabitants per square kilometre (Dijkstra and Poelman 

2012, 2-3). These ”high density cells” form the core of the city, which is 

often surrounded by the commuting zone (2012, 2-3). Surprisingly, even this 

kind of bureaucratic definition of the city suggests that we should define 

the city through the inhabitants (the bodies) and the density (the proximity 

of the bodies) and not by territorial or economic terms. The city must be 

compact, dense, concentrated, full of bodies that inhabit the buildings, 

surrounded by an area that is not like the city, loose, bodiless, undense. The 

city is formed by its inhabitants.

Moreover, Roland Barthes describes the city as a place of gathering and 

encountering the other (Barthes 1991). The city is a centre, like a nucleus of 

a cell in the body. Though cities themselves can consist of multiple centres as 

different groups understand the city centre from their own perspective and 

have different understanding where the centre is located according to their 

own social networks and everyday environments. According to Barthes the 

centre is felt as ”a place of social exchange, as the place where subversive 

forces, forces of rupture, lucid forces act and meet” (1991). The idea of a 

centre, of a place where people, buildings and capital concentrate seems 

to be significant for the idea of the city. In this process of concentration, 

the acts of gathering and coming together become significant. They are 

powerful acts that can provide safety and shelter as Silvia Federici (2004, 

30-31) describes the cities as places of women in the early medieval times, 

they can also be tools of control and governing through socialised isolation as 

Bojana Kunst (2015, 8) describes the precarization taking place in our times. 

If 50 000 people would gather in a certain empty area small enough to fulfill 

the EU-standards, could we form a temporal city? A city that would comprise 

of only people, a city without architectural structure, a city without streets, 

subway tunnels, shopping malls, parks, cafes, employment offices, homes, 

libraries, festivals, monuments, museums? Could a riot be a city?

Just looking at the population and population density or thinking 

of the city as a space for gathering does not reveal the whole nature of 

cities. Besides its inhabitants, the city is a built space—it is both a physical 

and an imaginary site, constantly developing and decaying. It is under 

construction and deconstruction, manically orienting towards the future 

while monumentalizing its past or hiding the dark memories. Thus, the city 

is a social and cultural spatial construction, a site of gathering which also 

means that it is a site of constant political and economic battle over land, 

connections and power. The city is not only the actual location, the site 

of the city, but also the images, representations and stories, Paris around 

the Paris, Paris about the Paris. Through these imaginaries, visions and 

comparisons to other cities, the city is constructed again and again. In these 
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histories and representations, the city becomes a spatialization of time; a 

three-dimensional constantly expanding archive, a living document of the 

past time and its citizens. As Lefebvre describes,

The city will only be rethought and reconstructed on its current ruins 

when we have properly understood that the city is the deployment of 

time, and that it is this time, ... of those who are its inhabitants, it is 

for them that we have to finally organize the city in a human manner 

(Lefebvre 1996, 17). 

If we understand the city as deployment of time as Lefebvre suggests, the city 

is not only its inhabitants of the present, but of the past and the future too. 

The city is an archive of thoughts, experiences, joy and violence, struggle 

and cry, work and leisure, as well as a promise of impossible possibilities, 

the promise of a future. But who is producing this future and in what terms?

2.2. Producing the City

In order to understand how cities are formed, first we have to take a brief 

look into the histories of the cities from the point of view of the centralized 

wealth and capital, as it is vital to understand the processes that have led 

us to the cities we are inhabiting now. We often think of cities in relation to 

the history of industrialization, but as Henri Lefebvre points out the cities 

were connected to wealth accumulation before industrialization took place 

(1996, 65). The development of agriculture and land use, enabled people 

to settle down, to have a permanent place for dwelling and gradually the 

nomadic way of life was disciplined into permanent settlements. This lead 

to the formation of clusters of living; the villages, the cities. 

Lefebvre divides the history of cities before industrialization into 

three stages: the oriental cities, the antique cities and the medieval 

cities. As Lefebvre describes ”the oriental and antique city was essentially 

political; the medieval city, without losing its political character, was 

principally related to commerce, crafts and banking. It absorbed merchants, 

who had previously been quasi nomadic and relegated outside the city” 

(1996, 65-66). The medieval city centralized wealth as the patrons invested 

most of their wealth in the cities themselves; in real estate. Banking and 

commercial transfer had made the wealth mobile (1996, 66). Thus, the 

urban concentration and the capital concentrations have been tied together 

from early stages (1996, 69).

Lefebvre continues to explain the role of cities during the early 

industrialization phase as sites where industrialization took off, and points 

out that the industry produced its own centres and its own cities too (1996, 

69). The cities became places of commodity and consumption during the 

industrialization in a different way than in the medieval times: “the urban 

core becomes a high quality consumption product for foreigners, tourists, 

people from the outskirts and suburbanites. It survives because of this double 

role: as a place of consumption and consumption of place” (1996, 73). If the 

core of the medieval city functioned as a place of commercial, religious, 

intellectual, political and economic life, the centre of the industrial city was 

just a blunt version of this (1996, 73). 

Lefebvre identifies this shift as the first period of industrialized 

urbanization. During the second period, urbanization spreads and becomes 

general. Simultaneously the suburbanization, the rise of the suburb as milieu 

of the “de-urbanizing and de-urbanized urbanization” emerges (1996, 78-

81). The third period, after the Second World War, can be defined as an 

attempt to restore the centrality and reinvent the urban reality (1996, 81). 

‘To inhabit’—meaning taking part in the social life, the community, the city 

—is replaced with the notion of ‘habitat’, which rationalizes living to the 

extreme in the form of the large housing estates offering cheap and quick 

housing solution to the masses in the post-war housing crisis (1996, 79-81).

Continuing the work of Lefebvre, David Harvey examines the 

urbanization in the post-industrial and global era and concludes that 

urbanization has always been a class phenomenon related to the mutations 

of capitalism (2008, 24). As Harvey describes the current post-industrial 

condition: “This is a world in which the neoliberal ethic of intense possessive 

individualism, and its cognate of political withdrawal from collective forms 

of action, becomes template for human socialization” (2008, 32) and further 
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argues that in our times the control over cities is in the hands of private 

or quasi-private interests (2008, 38). The ways profit making has been 

enmeshed with cities and urbanization has created uneven and unequal 

spatial divisions through times.                                       

Based on Lefebvre’s analysis supplemented with Harvey’s observations, 

it can be concluded that it is not the people, who organise and produce the 

city in the contemporary world, but the economic demands, the corporate 

powers and private owners who determine the use of the city space. 

The inhabitants of the city have become stunt actors while transnational 

companies play the leading role. The city is actually not the people. It is 

determined by increasing land value, profit, efficiency and competition and 

the clusters of proximate bodies, the people, only serve these demands of 

the market. Thus Harvey expresses a demand to reclaim the right to the city 

from the hands of the rarefying economic elite and faceless developers to 

the people. As he describes, 

The right to the city is far more than the individual liberty to access 

urban resources: it is a right to change ourselves by changing the city. 

It is moreover, a common rather than an individual right since this 

transformation inevitably depends upon the exercise of a collective 

power to reshape the processes of urbanization (Harvey 2008, 23). 

3.1. Knowledge-based Economization, Semiocapitalism and 
Cognitive Capitalism

As it can be noted from Lefebvre’s (1996) and Harvey’s (2008) writings, the 

formation of cities has been closely linked with the formation and alterations 

of capitalism. In order to address the current modes of urbanization 

and the economic structure, I will introduce three conceptualizations of 

contemporary capitalism, which all describe the shift from Post-Fordist 

modes of production to the current technology and knowledge oriented 

modes of production. These concepts are knowledge-based economization, 

which refers to the on-going process from industrial based economies to 

knowledge intensive economic models, semiocapitalism which highlights 

the changes in labor and production systems (Runting 2018, 38) and thirdly 

cognitive capitalism, which  addresses the alteration of capitalism as a total 

paradigm shift based on the information and communication technologies 

(Boutang 2011, 48). 

In his book Geopolitics of the Knowledge-based Economy, Sami Moisio 

(2018) explores the ways knowledge intensive capitalism is reshaping our urban 

landscapes and the city-state relations as well as addresses the hegemonic 

imaginaries, which are guiding the knowledge-based economization. Moisio 

defines the knowledge-based economization as an active economic and 

political process originating from the crisis of the so-called Atlantic Fordist 

accumulation regime (2018, 21). It is a process within the capitalist system 

moving from one industrial mode of organisation to another. It has ”shaped 

accumulation strategies, political strategies and policymaking more broadly 
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across many policy fields, and on many geographical scales and sites” (2018, 

28) and has anchored the ideals of competition and competitiveness at the 

core of economic and political success. In its recent turn from the 1990’s 

onwards, the knowledge-based economization has highlighted the role of 

the institutions of higher education in generating economic and political 

success (2018, 20). Moreover, Florida notes that “not only do people remain 

highly concentrated, but the economy itself—the high-tech, knowledge-

based, and creative content industries which drive so much of economic 

growth—continues to concentrate in specific places” (2005, 28). 

Similarly to Moisio, Helen Runting (2018) analyses how neoliberalism 

has affected the architectural labor and how our experience of space has 

changed through the neoliberal logic piercing our everyday existence. Instead 

of knowledge intensive capitalism or knowledge-based economy, Runting 

uses the term semiocapitalism (after Franco ”Bifo” Berardi) to describe 

the current capitalist logic and structure. She writes that ”capitalism has 

undergone a fundamental mutation, as a result, we now confront a series 

of entirely new relations of production and exploitation that operate within 

the space and networks that link subjects and signs” (2018, 38). According to 

Runting, there is an ongoing process of semioticization, intellectualization 

and immaterialization of labor taking place and these processes are affecting 

the ways our living environments are both designed and perceived (2018, 

38). 

A third term to describe the current global economic system is 

cognitive capitalism. Yann Moulier Boutang explains the cognitive capitalism 

as a system that “in no sense eliminates the world of material industrial 

production. Rather it re-arranges it, reorganises it and alters the positioning 

of its nerve centres” (2011, 48). The new information technologies have not 

only transformed understanding of time and space, “but the radical overhaul 

of representations that is underway affects the conception of acting and 

of the agent/actor doing things, as well as concepts of producing, of the 

producer, of the living and the conditions of life on earth” (2011, 48). The 

sphere of the digital has virtualized the economy and increased the role of 

the immaterial production (2011, 50). Cognitive capitalism has also altered 

the way the role of the consumer is understood, as consuming is no longer 

simply doing shopping but rather producing data as an outcome of unpaid 

labor (Neidich 2013, 15). 

All these definitions: knowledge based economization, semiocapitalism 

or cognitive capitalism1, seem to be talking about the same subject: the fact 

that the economic structures, through which we live, have altered from the 

previous Fordist and industrial phase, and in conjunction these alterations 

inevitably impact the ways labor is organized as well as the ways cities are 

shaped and envisioned. These terms recognize that the shift is entangled 

with the notion of knowledge and that knowledge itself has become a 

commodity. The knowledge based economization, which Moisio introduces, 

refers more to the processuality of cognitive capitalism, semiocapitalism or 

knowledge intensive capitalism and thus is a beneficial term to address the 

current modes of capitalism as processes rather than insurmountable and 

stable structures.

3.2. Contemporary Agoras of Cognitive Capitalism – 

Urban Sites and Urban Planning Trends

As the different terms for contemporary capitalism shows, in the 

contemporary world, the urban sites are the arenas of knowledge intensive 

capitalism, the sites of capital accumulation through real estate business as 

well as innovation and knowledge production. Within the global economy 

cities are competing on suitable highly educated labor force as manufacturing 

and traditional industrial businesses have moved to the Global South due to 

lower workforce costs. Even though megacities like New York or Singapore 

are competing in their own league, smaller cities like Helsinki are following 

in their footsteps and applying the current urban development trends, as I 

will describe in the following chapter through the case study of Kalasatama 

neighborhood. The continuous growth both in terms of population as well 

1 I use these terms parallel to each other throughout the text and do not make distinctions 
between them. 
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as economy, are seen as the key to success in the current hegemonic market 

rationality of urbanization.

In terms of urban planning and spatial production, the knowledge-

based economization manifests itself both in the various planning ideas 

from the creative city to the technopole and uses planning methods such 

as strategic planning as its fuel (Moisio 2018, 32). These planning ideas are 

produced both in practise as new urban renewal projects as well as within 

the architectural and urban planning theorizations. This reflects back on the 

role of the institutions of higher education as pivotal in knowledge intensive 

capitalism, as they function as the centres of producing and distributing 

knowledge as well as spaces for creating hegemonic narratives and 

imaginaries. Think tanks, startup hubs, public-private partnerships within 

the urban fabric, such as public services like libraries and subway stations 

built inside shopping malls and other commercial and privately governed 

spaces are the spatial shapes of knowledge-based economization.

As a planning methodology, the so-called strategic planning has 

become the mantra of cognitive capitalism. As a future-oriented practise 

strategic planning aims to provide wider visions and overall plans to answer 

possible future needs rather than solve current problems on a regional level 

(Healey 2006, Mäntysalo, Kangasoja, and Kanninen 2015). As Patsy Healey 

describes,

Strategic spatial planning endeavours are themselves complex 

governance processes, through which concepts of spatial organization 

are mobilized with the ambition of accumulating sufficient allocative, 

authoritative and imaginative force to shape both the materialities 

and identities of particular places (2006, 527). 

Strategic planning aims for flexibility and creative solutions, it is 

action oriented and aims to manage the uncertainties without the same 

bureaucratic restrictions as statutory planning, which is characterized by 

comprehensiveness, plan orientation and fostering certainty (Mäntysalo, 

Kangasoja and Kanninen 2015, 170). Thus, strategic planning creates visions 

and guidelines rather than plans for actual construction and in strategic 

planning “the holistic view is formed rather through a broad long-term vision 

than through a comprehensive analysis of the present situation” (2015, 173). 

These strategic visions are embodied in the general plans and they set goals 

for future urban developments creating a sort of unbuilt architecture of 

the future that exists in the spaces of representation. As Helen Runting 

describes, ”in the unbuilt environment, the future is part of the equation. 

The day after tomorrow is active, and anticipation, plausibility, projection 

become important architectural operations” (2018, 67). This unbuilt 

environment of the future sets the horizon of urban development as if it 

had already happened. So the plan and the illustrative drawings become 

powerful tools in making the future a reality already in the present. The 

future is a condition that is needed by the knowledge-based economization 

in order to use the constantly collected data and harness it for the service 

of the market. The future is like a promise of the ever growing potential of 

the market.

The planning ideas of cognitive capitalism from smart city to creative 

city impact also the modes, through which art practises are introduced and 

used in the urban planning processes, the ways art exists and is realised 

within the urban planning fabric and city spaces. Even though the art and 

cultural sector does not necessarily provide direct capital accumulation for 

the investors, I would claim that it indirectly plays an important role in the 

formation of cognitive capitalism. The investments for culture and public art 

can be viewed as tools in the competition of seducing suitable labor force to 

settle in a specific place as well as a way to brand the city as tolerant and 

innovative, which according to Florida is crucial when attracting the creative 

classes (Florida 2005, 36). The ongoing museum boom around the world is 

not a coincidence, but rather a phenomenon of the knowledge intensive 

capitalism, as museums are both places of knowledge production as well as 

arenas of entertainment and leisure. As Florida describes the creative class 

looks for “abundant high-quality experiences, an openness to diversity of 

all kinds, and above all else the opportunity to validate their identities as 

creative people” (2005, 36).
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1. Islands of Nihti (in the foreground) and Sompasaari depicted in a postcard from 1930.
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2. Nihti and Sompasaari as well as the other islands have vanished from the landscape. Port of 
Sörnäinen and coal plant of Hanasaari in 1999. 

25
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3.3. Kalasatama – Smart City in Helsinki

The history of Kalasatama is closely linked with the history of economic 

developments in Finland. Sompasaari, Kana, Nihti and Hanasaari, islands that 

now exist only as place names, were connected to each other with landfills in 

order to serve the needs of the industrial boom in the 1950’s and 1960’s and 

they now form the base of Kalasatama (Helsingin kaupunkisuunnitteluvirasto 

2008, 5). Currently, the former port area is being developed into a smart city, 

which implements the current technology and knowledge oriented economic 

mindset in urban settings. In the following, I briefly introduce the history of 

Kalasatama through economic perspective, in order to depict how the area 

has been connected first to industrialization and now to knowledge-based 

economy. This transformation could also be described as a shift from the 

Fordist modes of production into the post-Fordist modes of labor, meaning 

the shift from producing material products to immaterial labor modality and 

products (Poole 2018, 150). I address the future-oriented nature of smart 

city thinking and how it is articulated in the case of Kalasatama as well 

as introduce how the idea of citizenship and the public is formulated in 

the Fiksu Kalasatama initiative and in transnational smart city discourses 

through the rhetorics of seamlessness.

When Helsinki became the capital of the Grand Duchy of Finland in 

1812 due to the change of regime from Sweden to Russia, it was rather a 

small village than a city with only around 4000 inhabitants (Waris 1973, 13). 

Vaste areas that are now considered as part of the central Helsinki were 

wastelands, woods and spaces for rural agricultural communities. In 1825, 

due to the new building regulations the emerging industries and factories 

were set to be built outside the city centre in order to increase the fire safety 

of the city (Helsingin kaupunginkanslia n.d.). Also the area of Kalasatama 

was transformed from a rural landscape into an industrial site specialized 

in energy production with coal factories and later oil containers. The area 

of the port of Sörnäinen (which is now named as Kalasatama) served as 

a vital connection point for exporting and importing goods. The opening 

of the railroad to the port of Sörnäinen in 1862 assisted in developing the 

whole area of the Bay of Sörnäinen as one of the industrial hubs of its time. 

After the 1870’s, the residential areas of Kallio, Vallila and Sörnäinen started 

to form next to the industrial site, to house the laborers of the factories 

(Waris 1973, 26). This created a clear spatial class division into the city. The 

segregation between the wealthy living in the city centre and the laborers 

living in Kallio area became evident by the 20th century as the Pitkäsilta 

Bridge divided these two realities from each other. The class division is 

also revealed in the comparison of the architecture of the two locations. In 

Kallio, flats are small, often one room apartments, while in Katajanokka or 

Eira, houses are bigger and include also servants’ rooms.

During the late 1950’s and the early 1960’s the port area was enlarged 

by landfills to better serve the needs of the industries and the growing city 

of Helsinki. During that time, Finland went through an infrastructural shift 

from agricultural economy into industrialized economy and this caused a 

massive urbanization on a national scale. Islands like Sompasaari—a former 

summer vacation island for the workers’ children of Elanto—Verkkosaari, 

Nihti, Kana and Kyläsaari were connected to the mainland by landfills 

(Helsingin kaupunkisuunnitteluvirasto 2008, 5). The economic developments 

were impacting the landscape of Kalasatama concretely as entirely new 

areas of land were artificially produced to better correspond to the needs 

of the economy.

The global economy, the transformation from industrial society into 

a knowledge-based economy as well as the gentrification processes related 

to this transition affected the relocation of the industries and the port of 

Sörnäinen. The port was relocated to Vuosaari in 2008, leaving a major part 

of the area empty. After the economic crisis of 2008, the City of Helsinki has 

invested into new urban development projects and initiatives. The latest 

strategic vision Helsinki 2050 is a good example of the expanding vision of 

the city as the densification of the urban structure, as well as creating a 

vibrant networked city with good public transportation connections, form 

the core of the vision (Helsingin kaupunkisuunnitteluvirasto 2013, 5). The 

new partial plan for Kalasatama district became valid in 2008 and currently 

in the District Construction project of Kalasatama new homes for 25 000 

inhabitants and workplaces for 10 000 people are being built (Helsingin 

kaupunginkanslia n.d). At the heart of the new partial plan of the area 
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is the commercial centre with easy access to the public subway network. 

The shopping mall Redi and seven high-rise buildings with 32 to 35 floors 

(the tallest residential buildings in Finland) are planned to form the new 

commercial and transport centre of Kalasatama. The whole area is still 

under construction, the shopping mall Redi opened in the fall 2018 and the 

first 35 floor high rise building got its first residents in the winter 2019. The 

construction of the whole district should be finished by 2040.

The planning of Kalasatama follows the current urban trends and 

the area has been branded as a smart place through the Fiksu Kalasatama 

initiative, a test area for different kinds of technological solutions within 

the architecture and infrastructure. Taking a closer look at the high rise 

buildings in the heart of Kalasatama—constructed by SRV—gives an idea of 

what this smartness means in practise. The high-rise towers are marketed 

as the ‘new culture of living’ with housing services such as lobbyservice and 

smart postbox service inside the building. Moreover, the residents can book 

multiple common saunas, a private gym, a rooftop club room and a terrace 

to their own use with an online booking system. ‘Smart energy solutions of 

the future’ will be utilized in the buildings as stated in the SRV’s brochure 

of the buildings, 

The residential apartments will incorporate as standard smart-home 

central units, which will enable smart control of the home, such as 

control and metering of lighting or power sockets. The smart-home 

central units and apartment-specific meters will also help measure 

and illustrate for residents the apartments’ electricity and water 

consumption. In addition, apartments with saunas have been installed 

with control relays to enable power limitation of sauna heaters in 

order to implement electricity demand flexibility (SRV 2019). 

One feature of the buildings is that “on different levels, just a lift ride 

away, you can enjoy two large parks and huge range of services” as the 

tower buildings are tightly connected with the shopping complex Redi and 

its built rooftop parks (SRV 2019). The houses are sort of living machines 

with all possible services under the same roof or just a elevator ride away. 

They remind me of Hans Kollhoff’s utopian visions of the Compact City 

for Atlantapole Nantes drafted in 1988. In Kolhoff’s vision the different 

everyday functions such as eating, working, sleeping—even the university 

were divided at different levels of the same megablock structure (Fabrizi 

2016). The towers showcase that the market logic is entering in the sphere 

of the home through measurement appliances, digital interfaces and other 

online services.

3.4. Seamless Way of Life 

The smart; the interfaces, smart phones, mobile applications, data banks, 

artificial intelligence, machine learning, algorithms, internet of things 

changes the ways in which we observe and (inter)act in the city. In their 

book The Metainterface – The Art of Platforms, Cities and Clouds, Christian 

Ulrik Andersen and Søren Bro Pold (2018) depict the change of interfaces 

in the past decades by introducing the concept of the metainterface. They 

conceptualize the metainterface as a shift from the work-related interfaces 

used in the sphere of the office into interfaces as environments of the culture 

and the everyday (2018, 10). To explain the shift in practise, Anderssen and 

Pold portray how apps like Über or Airbnb have turned every passing car 

or apartment we see on the street into a possible taxi or a hotel room 

(2018, 83)—into a service or a commodity we can access if we have the app 

and enough credit. The ingenious of these businesses is that they turn the 

formerly privately used vehicle or apartment into an instrument of earning, 

while the actual company behind the app makes the profit. These interfaces 

are altering the conventional meanings of a place as they are not necessary 

anymore connected to certain function or history (2018, 83). 

This kind of ‘new culture of living’ the tower buildings of 

Kalasatama aim to promote, where technological services operate in an 

ever increasing manner inside the home and where the borders of home, 

leisure, consumption and work are blurred, connects with Matthew Poole’s 

explanation of parametricism and its impacts on the modes of labor (Poole 

2015). Poole approaches parametricism not only as an architectural epoch 
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3. Draft from 1988 for the ‘Compact City’ in Atlantapole Nantes by Hans Kollhoff. 4. Illustration for the shopping complex Redi, the high-rise towers and the subway 
station by SRV. 



32 33

or style of the neoliberal era as reasoned by Patrik Schumacher, but also as 

a mode of operating and as a political process (2015, 140). Poole describes 

the Post-Fordist condition we are currently faced with essentially as an 

epistemic shift, which has transformed the meaning of knowledge from the 

qualitative condition of knowledge (how to qualitatively transform things in 

the world, Lyotard’s savoir faire) to the quantitative condition of information 

as commodity (Lyotard’s savoir ce qui est) (Poole 2015, 139-140). In this 

mindset of information as commodity ”work becomes the very operation 

of the accumulation, funneling, and ordering of information” (Poole 2015, 

140). 

Furthermore, Poole argues that this epistemic shift in the 

understanding of knowledge is visible in the transformation of how work and 

production are organized. He further articulates that we no longer live in 

a disciplinary society which Michel Foucault introduced, but have entered 

what Gilles Deleuze named the societies of control (2015, 152). The post-

Fordist labor is immaterial meaning that it can be done anywhere and at any 

time with the assistance of the digital tools (2015, 150), and this impacts 

not only the ways our cities are designed and organized but also how our 

subjectivity is interconnected with the capital. Poole continues by stating 

that, 

immaterial labor not only pervades any space and time of living, but 

pervades consciousness at the level of subjectivity in ways that are 

not definitely calculable spatiotemporally (i.e. They are speculative 

and ”fractally” involuted) -- In effect, immaterial labor is the total 

absorption of capitalist alienation as perceptual, affective, sensorial, 

linguistic, and cognitive behavior during their dynamic modulation 

by immaterial labor as the enactment of ”self-hood” of individuals 

and groups. In this way, the production of ”the self”, both at the 

individual and collective level, becomes an industrial concern, and 

subjectivity a category of commodity form (2015, 151-152). 

The understanding and organization of space and the urban planning become 

indicative of the control society. Poole describes the transformation from 

Fordist into the Post-Fordist spatial setting, 

Where once the factory, the school, the home, the barracks, the 

church, or even the shopping mall were the distinct spatial locations 

where distinct forms of disciplined and disciplining behaviour took 

place at distinct times for distinct periods of time, which did not 

overlap, now all elements of life and work are, potentially at least, 

seamlessly imbricated into one fluid undulating field of indistinct 

forms of controlled and controlling behaviour as signs (i.e. as 

information, which also operate with the characteristics and power 

of capital) (2015, 153).

While Poole addresses the city space from the point of view of how work and 

working conditions have changed under the Post-Fordist regime, Andersen 

and Pold (2018) approach the functions and perceptions of the city through 

the notion of the interface. Similarly to Poole’s argument around the society 

of control, Andersen and Pold note that “the more the interface opens up 

the city and becomes adaptable to diversity, the more it needs to monitor 

the users and their milieu, and process data” (2018, 84). 

As I described above, the architecture of Kalasatama’s shopping 

complex Redi and the tower buildings attached to it blur the lines of different 

everyday activities and form seamless transitions from one function to the 

other. A similar tendency can be noted from the master plan of the whole 

area. Kalasatama used to function as a site for work when it was the cargo 

port, but now the new plan connects work, leisure and residential functions 

(Helsingin kaupunkisuunnitteluvirasto 2008, 8). In the plan, it is stated 

that ”The different sized city blocks offer opportunities for small and large 

scale businesses. Multifaceted urban structure is further highlighted in the 

proposal by increasing the possibilities of a new kind of dialogue between 

the housing functions, services and office spaces” (2008, 26). In addition, 

the investments especially on jobs and workplaces requiring a high level of 

education and skills are emphasized in the plan (2008, 19).

The tower buildings are obviously only one part of the overall 

constructions in Kalasatama and not all buildings will follow their ‘new 

culture of living’ or are designed for similar types of residents. However, the 

notion of smart is integrated to the very infrastructure of the area as the Fiksu 

Kalasatama (directly translated as Smart Kalasatama) initiative run by Forum 

Virium uses the Kalasatama area as a test ground to develop different kinds 

of innovations together with City’s Divisions, companies and startups (Fiksu 
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Kalasatama n.d). These experimentations can vary from flexible space use 

and developing systems for shared car use, to smart waste management and 

energy solutions following the current urban trends of smart city thinking. 

Maija Bergström, the project manager of Fiksu Kalasatama, describes that 

Forum Virium and Fiksu Kalasatama initiative work as a sort of urban living 

lab, meaning that services and technological solutions are tested in real life 

situations and environments. According to Bergström, citizen participation 

in these processes is vital in order to develop better products and services. 

(Interview Bergström, 2019).

This kind of an idea of a neighborhood or an entire city as a test 

ground is characteristic of smart city thinking. The act of testing, developing 

and using a neighborhood as a living lab formulate the site in relation to 

the future. In the book Against the Smart City, Adam Greenfield articulates 

that these sites—smart cities—are in a constant state of proximate future 

”a time that’s always just around the corner—in fact, so close as to be 

practically inevitable—but never quite here yet” (2013, 53). This closeness 

of the lurking future is visible on the Fiksu Kalasatama website too. While 

reading about the already executed experiments and projects one can not 

but notice that they orient towards the future. The tests are made in order 

to develop better products or services in the future. To give an example, 

the Auntie Chatbot, which offers digital therapy services, was tested as part 

of Kalasatama Wellbeing program in the local health centre in 2018. On the 

Fiksu Kalasatama website, the test period is presented as a phase in the 

development process of the Auntie from the future perspective, as it states 

that it will benefit both the development of the final application as well as 

the City’s overall digital healthcare services and their development (Fiksu 

Kalasatama 2018). This is just a small example of the overall rhetorics used 

on the Fiksu Kalasatama web page. 

Another time-related notion through which the Fiksu Kalasatama 

initiative is promoted is their slogan: to save one hour of the residents’ 

time per day. The promise is that with the smart services, applications 

and technological innovations, all up and running in the near future, the 

busy urban residents can save time from boring stuff like house work and 

commuting and spend it on something more fun (Fiksu Kalasatama n.d.). 

However, it is not presented on the page how the success of this promise 

is being monitored or followed. Thus, the promise just hoovers over the 

upcoming proximate future.

Greenfeld sees these future-oriented articulations of the smart city 

initiatives as a way to yield the responsibility. 

The desire to abscond from any sort of responsibility is the primary 

reason why so much of this language [smart city discussions] focuses 

on what technologies will or can accomplish, rather than what they 

are actually observed to do, and why the full flowering of the smart 

city is situated in a time after we’re all dead or in our decrepitude 

(2013, 56). 

Whether in the case of Kalasatama the future is used as a tool to dodge the 

responsibility or not, at least the means in which this potential future is built 

in the present, reveal something not only of the desired and anticipated 

future but of our times too. The current transformation of Kalasatama from 

industrial port to future-oriented tech-neighbourhood shows us concretely 

how knowledge intensive capitalism works currently in urban sites.

What is evident from Fiksu Kalasatama is that operating through 

projects (Fiksu Kalasatama is a project platform in itself) is characteristic 

of today’s modes of working. The immaterial labor that Poole describes, 

appear in the architectural labor also in the form of non-realised plans. 

Helen Runting and Fredrik Torisson (2018) analyze how working with and 

through projects has transformed architectural labor. They claim that 

conceptualizing architecture only as a lived space ignores to address a vast 

body of architectural work, the unrealised projects and concepts featured in 

thousands of architecture offices’ web pages. These unrealized projects exist 

and act in the world as much as the built buildings without anyone living in 

them (2018, 124). Kalasatama, as it is branded now, still mostly exist in the 

architectural drafts and plans as majority of the planned buildings or even 

streets do not exist yet. These projects in progress have not yet materialized 

but still they have an impact on the image of the area. They wonder like 

familiar ghosts on the web pages, handouts and other visualizations and act 

as advocates for the new bright times to come. 
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The planned floating houses and the upcoming tower buildings are 

promises of unseen architectural wonders in Finland. These unmaterialized 

plans impact how we perceive the future as Runting and Torisson describe, 

”when an architectural project is met with a flurry of anticipation, it is 

able to push or pull its audiences gently, to suggest to them a particular 

direction or angle of approach, to curate their reception of its outcomes 

in advance, to position them in relation to that which is ‘not yet’” (2018, 

118). The possibility of the project to materialize includes the seed of the 

future, they act as promises or guide signs of the times to come. As Runting 

and Torisson portray, 

Under semiocapitalism architecture mines the future, exhausting 

it as a resource. In order for the promise contained in a project 

to maintain (or, preferably, augment) its value, it must remain in 

limbo, in potentio, in progress. -- The present has to continue to 

accommodate the potential future depicted in the project, if that 

project is to remain in play (2018, 122).

3.5. Citizenship in the Smart City

Conceptualizing Kalasatama as a living lab for companies and startups to 

test their products suggests a new kind of citizenship too. The dystopian 

image of the future citizenship is that, when the home and everyday 

routines become laboratory sites for product and service development, the 

role of the resident is no longer simply to reside but to offer user feedback 

and produce data for the company to compete in the market—to create 

surplus value without any share of the profit. This is participation that 

offers next to nothing in return, it is participation in disguise. This kind of 

formulation of the home as a site of information production, which sets our 

everyday routines under the scrutiny of private companies corresponds to 

Poole’s notions of the society of control (after Deleuze) where ”the task of 

individual is never-ending and without a measure of success” (2015, 152). 

In these societies of control, 

smart citizens perform their citizenship not because they are 

threatened by an authority figure but because their environment 

prescribes that they monitor and adjust their behaviour—this is made 

possible through the collection of data, which produces a sense of 

constant visibility and exposure (Brunn 2018, 110).

As the smart city is articulated through the idea of convenience and 

flexibility, as can be observed also from the motto of Fiksu Kalasatama—

to save one hour per day for something fun—the complexities of the 

technological applications and digital tools are not visible to the residents, 

to the users. When an error emerges, it is difficult for the endpoint interface 

user, the resident, to locate the problem and fix it, making them dependant 

on the service provider. If we read the motto of Fiksu Kalasatama through 

Greenfeld’s notion of the rhetoric of seamlessness, it does not promote the 

idea of the citizen as an active agent. As Greenfeld describes, 

A remarkably passive notion of urban subjectivity and even citizenship 

is inscribed in the visions of the smart city we’ve been offered — one 

that asks of our lives only that they be convenient, and of us only 

that we acquiesce to the creeping privatization of municipal services 

(2013, 112). 

Even if the smart city is reasoned with the ideas of flexibility and 

convenience, Poole reminds us that  “‘flexibility’ is not the same as freedom 

and ‘efficiency’ is not the same as productivity” (2015, 154).

This lack of active citizenship in smart city discourses is noted in 

the research The Smart City as Global Discourse: Storylines and Critical 

Juncture across 27 Cities (Joss et al. 2019) too. The research about the 

smart city discourse networks presents three findings on how the public or 

the citizenship are formulated in smart city argumentation. According to the 

authors, citizenship in smart city discourses is firstly articulated through the 

idea of consumerism and words like citizen-consumer appear in their online 

research material (2019, 20). Secondly, individualism guides the smart city 
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discourses. The public is presented as individuals engaging in the smart city 

with their individual capacities, not as communities (2019, 20). Thirdly, the 

smart city is promoted as enabling the citizens to become entrepreneurially 

and economically successful (2019, 20). The study points out that in the 

smart city ”public agency is mainly understood and exercised through 

entrepreneurial governance” (2019, 20) meaning that citizen participation 

is addressed mainly as ‘co-creation’ of services.

Maija Bergström emphasises that in using and collecting data 

produced by the residents, it is important that the residents are aware and 

have the tools to control their data. According to Bergström, this is how Fiksu 

Kalasatama aims to operate. She sees that Fiksu Kalasatama concentrates 

on urban planning issues rather than enabling companies to develop their 

marketing, and stresses the importance that urban planning already before 

the idea of the smart city has been based on knowledge and sufficient data 

gathered from the residents as well as from the environment. She also 

describes that a lot of data produced by the city have been opened to the 

public through the Fiksu Kalasatama initiative, increasing the openness 

and reciprocity between the city authorities and the citizens (Interview 

Bergström 2019).

While Fiksu Kalasatama might have made data related to urban 

planning more accessible to the wider public and possibly assisted in 

creating digital platforms for citizens to access their data more easily, it 

is worth thinking whether it has also blurred the borders of planning and 

product development. Browsing through the Fiksu Kalasatama web page 

makes the focus of opening public resources for companies to use quite 

clear. Bergström also confirms that while the focus of Fiksu Kalasatama 

from urban planning perspective has recently concentrated increasingly on 

facilitating the transition towards carbon neutrality and sustainability, one 

of the main purposes of Fiksu Kalasatama is to explore ways to develop new 

kinds of services in urban settings as well as to gather user feedback for 

their development (Interview Bergström 2019). Fiksu Kalasatama promotes 

in practise urban entrepreneurialism, which Graham et al. describe as, 

a shift from city administrations that manage the urban commons and 

seek to deliver services and infrastructure largely through their own 

endeavours, to cities that compete with one another for resources 

and investment, and services and infrastructure are opened up to 

market forces through deregulation, outsourcing, public-private 

partnerships, and privatisation. Here, the city is no longer the place 

that enables markets to function, but the city itself—its components 

and its administration—become a collection of markets (Graham, 

Kitchin, Mattern, and Shaw 2019, 3).

Even if these kinds of articulations of the smart city seem to promote the 

inevitable semiocapitalistic future, which is about to happen or is already 

happening, Franco Berardi reminds us that the future is only a tendency in 

the present, not necessarily a linear development or continuation (2017, 

16). In order to escape this seemingly inevitable future visioned for us, 

Berardi points to the notion of futurability— the multiplicity of possibilities—

possibilities of ”becoming other which is already inscribed in the present” 

(2017, 14). This futurability—the unforeseen possibilities we can not yet 

imagine—is something we must try to unearth. As Berardi suggests, 

Future is not prescribed but inscribed, so it must be selected and 

extracted through a process of interpretation. The process of 

interpretation of the inscribed possibilities is enabled and shaped by 

concepts.-- Inventing concatenations and concepts able to interpret 

the present composition of the networked brain according to social 

well-being is the philosophical task of our time (2017, 161).
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4.1. Art as Gentrifier in the Era of Cognitive Capitalism

Since Rosalyn Deutsche and Cara Gendel Ryan’s article The Fine Art of 

Gentrification (1984)—written during the transformation of Lower East 

Side as it turned from the working class residential neighborhood into an 

artistic hub—art has been linked with gentrification processes. Artists and 

other cultural practitioners taking old industrial sites to their use or renting 

cheap office spaces as their studios or galleries, and by doing so creating 

a luring scene for businesses to follow, have in many cases been identified 

as the roots of the gentrification processes, the so-called first wave of 

gentrification. As the middle and upper classes inhabit the neighborhood, 

the rents rise and people with lower economic status are forced to resettle, 

which changes the social character of the district. From the economic 

point of view gentrification or urban renewal projects are justified with 

the argument that they repair old buildings, offer solutions to improve 

infrastructure and increase the property tax base (Shaw 2008, 4). However, 

Kate Shaw remarks that, 

urban regeneration programmes must carry the caution that, if 

they are successful—that is, if urban regeneration does ‘become’ 

gentrification—then the logical extension is expensive housing, an 

increase in the white middle-class population and exacerbated social 

inequalities (2008, 6).

If smart city thinking highlights technology and innovation as drivers of 

the economy, the creative city discourses draw from the human capital 

theories and define the creative people as the driving force of a booming 

economy (Florida 2005, 33). As already mentioned, Richard Florida’s 

creative capital theory has taken the relation of art (or creative industries) 

and the construction market into a next level, as the so called creative 

class is conceptualized as the driver of economic growth and therefore 

vital to the success of the cities. This puts a new kind of emphasis to the 

creative practises and links these sectors evermore as instruments of capital 

accumulation. According to Florida creative people (creative capital) ”prefer 

places that are innovative, diverse, and tolerant” (2005, 34) and this is how 

art steps into the sphere of urban remodelling. 

Perhaps, the most famous example of a successful urban renewal 

(gentrification) project, in which art and culture were used as an economic 

driver is the Guggenheim museum in Bilbao opened in 1997 (Shaw 2008, 4). 

Following the footsteps of the former industrial city of Bilbao, many other 

cities are trying to achieve the same ‘Bilbao effect’ with arts and tourism-

oriented developments realized as public-private partnerships (Shaw 2008, 

4). The City of Helsinki took the Bilbao effect quite literally, when the City 

and the Solomon R. Guggenheim Foundation were negotiating about the 

possibility to establish Guggenheim museum in Helsinki between 2011-2016. 

A plot at the heart of Helsinki near the Market Square was reserved for 

the project and even architectural competition of the museum building was 

arranged, before the project was finally rejected by the City Board in 2016 

(Helsingin kaupungin valtuusto 2016).

In various cities and neighborhoods, such as in Boyle Heights Los 

Angeles, counter movements on neighbourhood level objecting ‘artists’ 

invasion’ have emerged in order to prevent the gentrification and keep 

the prices tolerable (El Broul 2018, 36), to prevent ‘art washing’ of the 

neighbourhood. However, these antigentrification movements can also be 

problematic as they can lock the local development altogether and increase 

negative segregation between neighborhoods (Malik 2019). How then could 

art in public spaces support the local struggles rather than work as an 

amplifier of gentrification?

In his article Capitalising Antigentrification, Suhail Malik (2019) 

analyses the ways the contemporary art field is contributing to the 

gentrification processes and benefitting from them. He describes,
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Gentrification as a channel for neoliberal accumulation specifically 

leads to very rapid increases in rent and property prices, quicker 

turnover of increasingly concentrated ownership, more systemic 

rent extraction processes, and a correspondingly accelerated social 

restructuring. It’s gentrification on steroids, sometimes called 

supergentrification (Malik 2019, 2). 

Malik uses Neil Smith’s concept of the rent gap to explain the situation 

further. The rent gap emerges when the building value decreases while the 

potential land rent value increases simultaneously. This creates a situation 

where the land or building owner makes the effective loss compared with 

the potential income and in the capitalist system the owner will try to 

increase revenues by renewing the property or land, increasing rents or 

by selling the property (Malik 2019, 2). This rent gap mechanism connects 

the art field with gentrification as art practitioners, with a relatively low-

income, can take advantage of the rent gap as it allows them to inhabit 

dense urban places (2019, 2).

Second point Malik makes relates to the antigentrification movements 

lead by creatives. He claims that even the antigentrification movements 

within the art field can still contribute to the segregation of different 

neighborhoods as the antigentrification prevents the local development. 

Antigentrification in cities that are otherwise increasing their overall 

capital base and productivity can thereby contribute ‘from below’ to 

the economic segregation entrenched by neoliberal gentrification. 

More alarmingly, given that neoliberal gentrification erodes social 

mobility and enforces urban segregation and wealth inequalities in 

cities, antigentrification can lock-in the historically routine poverty 

trap by which the poor stay in poverty intergenerationally (2019, 3).

What Malik suggests as a solution to this situation is the pro-development 

antigentrification (ProDAG) meaning a process that channels capital to the 

urban poor. ”ProDAG advances the claims of constituencies liable to be 

displaced by advocating the development of those areas for those who are 

there in the first instance. This antipoverty pro-development capitalisation 

is an active left antigentrification” (2019, 3). In relation to art, this kind 

of pro-development antigentrification would mean that the art field should 

be revised and it should set this kind of development strategy as part of its 

praxis. The art field should restructure itself in order to truly promote the 

pro-development antigentrification Malik is describing. As Malik writes, 

The exigency here is that the current material and financial conditions 

of the supermajority in the artfield—the low income from art and the 

requirement of space for material practice and exhibition—have to 

be reset. Actually existing conditions for art have to be grasped and 

mobilised as a transformative modular element in a chain of interests 

and valuation that extend well beyond the limited and experientially 

determined artfield into finance, law and urban strategy (2019, 4).

Thus the way forward for artists and other cultural workers wanting to 

avoid acting as gentrifiers, is to first critically examine their role in the local 

gentrification processes and then refuse the role of the gentrifier by allying 

with the local people who are about to be displaced due to gentrification. This 

does not necessarily have to mean locking the neighborhood’s development 

altogether as it might happen in classical antigentrification, but to seek 

socially just ways of transformation. Ways that do not rely on monetizing the 

value of the space, but rather recognize the people’s right to inhabit as the 

point of departure for the urban renewal.

4.2. Local Traces of Gentrification and Segregation

In the urban study discourses in Finland, there is no holistic or continuous 

debate around the issues of gentrification (Kajosaari 2015, 88). According 

to Kajosaari, the reason might be in the strong tradition of Finnish housing 

policies and the local market structure, which have been able to prevent t 

displacement in notable scales (at least compared with international examples 

in the EU or USA) and in most direct ways (2015, 39). The complexities 

of segregation and spatio-social differentiation have been examined more 
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critically in the Finnish context, than the issues of gentrification (2015, 

38). In the following, I point out some of the local peculiarities which are 

impacting the local gentrification processes in Helsinki, as well as present 

discussions around the local spatial socio-economic differentiations. 

Moreover, I look at the local innovation growth clusters in Helsinki, in order 

to paint a picture of how the knowledge based economization is affecting 

the spatial differentiation of the local urban milieus.  

Firstly, the municipalities strong independent position and the 

social spatial mixing policy are affecting in the ways socio-economic 

differentiation appears in Helsinki. In Finland, municipalities have relatively 

autonomous position and they have the right to levy taxes as well as the 

legal responsibility to arrange healthcare and educational services for 

their residents (Vaattovaara et al. 2018, 216). The spatial planning is also 

controlled by the municipalities and for example in Helsinki the majority of 

the land is owned by the city itself. This makes it possible to have policies 

such as the so-called spatial social mixing policy, which has been able to 

level out the uneven developments of neighborhoods relatively well when 

compared with international examples. 

The spatial social mixing policy was implemented during the fast 

urbanisation period in the 1960’s and 1970’s and was originally established 

in order to avoid social disorder, and on the other hand to prevent spatial 

segregation leading to disorder. First the social spatial mixing was used 

in a block scale and large blocks of rental housing were built separately 

from the rest of the housing, but nowadays it is implemented on a building 

scale meaning that social rental housing is built in the middle of other kinds 

of tenure (Vaattovaara et al. 2018, 220-222). Due to the first model of 

implementing the spatial social mixing policy, some areas in Helsinki have 

relatively higher amount of social rental housing. Nowadays, new areas like 

Kalasatama are built so that 25 percent amount of the buildings are rental 

housing or other type of state supported housing, 35 percent so-called HITAS 

housing2 and 45 percent built for the private sector (Interview Asikainen and 

Bäckmann 2019).

2 HITAS is a housing price-and-quality control system. It aims to ensure that housing prices 
are based on real production costs. The maximum prices of both new and old HITAS units are 
regulated.

Secondly, the majority of privately owned residential houses in Finland are 

still owned by individuals and small scale investors as they own a share of 

the house, not by big corporations (Karhula 2015). Price pumping through 

renovation is more difficult for the (transnational) companies, as they 

control a relatively small share of the market and so the impacts to the 

local gentrification processes are smaller (Karhula 2015). However, some 

local companies such as Kojamo Oy and SATO are increasing their share of 

the properties in the Helsinki region. In addition, the Finnish real estate 

market is having its heyday at the moment and the share of international 

investors has increased in recent years. Besides the European and American 

investors, Asian investors are buying office and logistics properties in Helsinki 

(Helsingin kaupunginkanslia, kaupunkitutkimus ja -tilastot 2019, 26). Also in 

the housing market, international investors are starting to take a share of 

the market as many international investors have made their first purchases 

of Finnish housing properties between 2016-2018. This trend is expected to 

continue (2019, 26). It is important to note also that rental housing in general 

in Finland has increased steadily during the 2010’s (Suomen virallinen tilasto 

2018).

Thirdly the autonomous position of the municipalities has created 

competition in the Helsinki region as the neighboring municipalities and 

cities compete over good taxpayers and suitable companies in order to get 

tax revenues and to be able to maintain the public services (Vaattovaara et 

al. 2018, 223). In this regional comparison, Helsinki is more densely built and 

the new middle classes formed in the 1980’s and 1990’s have opted out from 

the large housing estates as they prefer detached housing, which is offered 

by the neighboring municipalities and cities (2018, 223). The regional 

competition has made it difficult to make consistent urban politics and 

planning as the battle over power and people and the changing migration 

patterns within the region create instability. 

Despite all these local policies and characteristics, signs of 

gentrification and spatial differentiations exist in Helsinki. The areas 

with a historical working class status, such as Kallio, Vallila, Punavuori 

and Alppiharju, are often referred to as gentrified areas at least in the 

everyday conversations and news articles (Kajosaari 2015, 39). Especially 
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the neighborhood of Kallio has been studied as a gentrified area since the 

1990’s. Both the rent prices and the property prices in areas such as Kallio, 

Punavuori and Vallila have gone up and shifts in the population’s education 

and income level are visible. Furthermore, a slow but clear educational 

divide within Helsinki region has emerged since the 1970’s, “the further 

west, the higher share of inhabitants with a university degree” (Vaattovaara 

and Kortteinen 2003, 2132). 

The innovation and creative clusters in the local geography have 

emerged and the local elite seems to have divided spatially. According to 

Vaattovaara and Kortteinen (2003) the companies in the information sector 

have centered in the western parts of Helsinki around Ruoholahti area as 

well as in Espoo, close to the Aalto University (2003, 2135). According to 

the empirical analysis of Vaattovaara and Kortteinen, the differentiation of 

the local elite resembling Pierre Bourdieu’s analysis of the economic and 

cultural capital, can be noted (2005, 484). Their study claims that the urban 

elite working mainly in the public, research and education sector—the so-

called cultural elite—reside in Central Helsinki (around Helsinginniemi) and 

the business or the economic elite reside in their own clusters in Western 

parts of Helsinki as well as in Espoo and Kauniainen (2005, 480).

Moreover, the results of Juho Kiuru and Tommi Inkinen’s study 

“indicate that human capital-driven innovation clustering is a localised 

intra-metropolitan phenomenon. In general, knowledge-intensive firms 

locate in proximity to highly skilled workforce within the HMA [Helsinki 

Metropolitan Area]” (2017, 15). The study ranks Helsinki Metropolitan Area’s 

neighborhoods according to their innovation score and human capital score. 

In this comparison, the Central Helsinki, Ruoholahti and Pitäjänmäki are the 

most suitable areas for innovative growth in Helsinki, and Otaniemi area 

in Espoo with Aalto University second on the overall list (2017, 15). Worth 

noting in Kiuru’s and Inkinen’s study is the role of the artist in the innovation 

growth as they state that “the absolute number of artists correlated 

negatively with innovativeness. The number of artists may prove to be more 

significant if broader spatial categories are applied, but as the analysis has 

shown, their presence does not contribute to clustering on a small scale such 

as postal codes” (2017, 16). 

The pair of gentrification is segregation. As already described, the elite 

clusters have formed in central and western parts of the city, but the socio-

economic differentiation is happening also from the other end of the socio-

economic scope. In the article Experience of a Preventive Experiment: 

Spatial Social Mixing in Post-World War II Housing Estates in Helsinki, 

Finland (Vaattovaara et al. 2018) empirical analysis of the spatial social 

mixing policy and its impacts on preventing social segregation in Helsinki 

region are presented. According to the authors, the spatial social mixing has 

failed and is not sufficient enough to prevent spatial segregation, as there 

are signs of deepened socio-economic gaps in Helsinki since the economic 

depression in the early 1990’s (2018, 235). Especially the eastern parts and 

neighborhoods built along the northern railroad have declined and ‘the 

pockets of poverty’ within these neighborhoods have emerged (2018, 235). 

Many people on these large high-rise housing estates have not been able 

to find jobs in the midst of the knowledge based economization, and the 

new wealth have moved out to the city fringes, leaving the large housing 

estates in socio-economic decline (2018, 215). The segregation relates also 

to immigration and ethnicity as these large estates house larger amount of 

people not speaking Finnish or Swedish as their mother tongue compared 

with other parts of the city.

All in all, despite the preventive measures such as the spatial social 

mixing policy and the particularities of the local real-estate market and land 

owning, spatial differentiations in education, employment and workplaces 

within Helsinki are visible. Local gentrification processes do not necessarily 

displace people directly but work in indirect manners, as will be discussed 

in the following part.  
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4.3. Clusters of Art in Helsinki — Local Geographies of 
Creative Capital

The relation of art and gentrification as well as the concentration of the 

art and cultural sectors in Finland are understudied topics, which is not 

surprising in the light of the lack of coherent debate around gentrification 

in Finland in general (Ilmavirta 2008, 290, Kajosaari 2015, 38). However 

some preliminary research on the interconnection of art and culture to local 

gentrification processes have  been conducted, such as Tuomas Ilmavirta’s 

research on the transformation of Pasilan Konepaja neighborhood (2008). 

Ilmavirta argues, that in Finland gentrification appears not only as a spatial 

transformation of the class structure of a certain neighborhood, but is 

connected to wider societal phenomena impacting the cityscape more 

broadly (2008, 276). The displacement of certain class or homogenous 

group, which has been argued to be one of the key concerns of classical 

gentrification, is harder to detect as the class distinctions are increasingly 

blurred (2008, 278-279). The concept of exclusionary displacement, first 

introduced by Peter Marcusen in the 1980’s, describes the displacement 

taking place in current gentrification processes. The urban remodelling in 

the inner-city areas aimed to lure the upper middle class and the elite, is 

not directly displacing people, but excluding possible functions and uses 

(2008, 279). This kind of gentrification uses cultural symbols and economic 

pressure to confine the space (2008, 279).    

Even if Kiuru and Inkinen’s study (2017) showcases that artists as 

residents of a certain neighborhood do not necessarily contribute to the 

clustering of the innovation growth locally, I present some indicators, such 

as the geographical distribution of art funding and art institutions, the 

spread of public artworks in the collection of Helsinki Art Museum HAM, 

and the alleged concentration of artists’ workspace and homes, to explore 

whether a hypothesis of local art hubs can be formulated. My fragmented 

observations indicate the forming and already established clusters of art 

in Helsinki, which are concentrated in central areas and in close proximity 

of the city centre. As the dense urban structure is spreading with the 

constructions of the new areas such as Kalasatama, also new centres for local 

art scene are emerging. For example, the Helsinki Art Museum HAM and the 

City’s Leisure and Culture division recently announced that the possibilities 

for new premises for HAM in Suvilahti in Kalasatama are being researched 

(Lehmusvesi 2019). In addition, the theatre and performance organisation 

Mad House got permanent spaces in Suvilahti this year and other cultural 

organisations have settled in Suvilahti too as the Kiinteistö Oy Kaapeli,owned 

by the city, is renovating the former industrial site into cultural and artistic 

use (KOY Kaapelitalo n.d.). So Kalasatama and its neighboring areas, are 

becoming additions to the network of local cultural hubs.

As the local art field is organized in a peculiar manner, in which 

local artist’s associations run their own non-profit galleries and the art 

market is relatively small, with only a handful of commercial galleries, 

the role of museums and other locally established art institutions have 

a crucial role in the value definition chain. Spatially, these institutions 

are concentrated in the city centre as all major art and design museums 

(Kiasma, Amos Rex, Ateneum, HAM, Taidehalli, Design museum and Museum 

of Finnish Architecture) as well as the biggest commercial galleries (Helsinki 

Contemporary, Galleria Heino, Gallerie Forsblom to name a few) and the 

galleries of art associations (Galleria Huuto, Muu Galleria, Hippolyte etc.) 

are located in the city centre almost within walking distance from each 

other. Some newer and lower profile institutions such as the Museum of 

Impossible Forms as well as SIC gallery have settled in the suburbs of Kontula 

and Kannelmäki. Additionally, the city of Helsinki has four cultural centres 

outside the central Helsinki, which serve as local cultural venues with 

exhibition and public programming as well as concert hall functions. As the 

Aalto University’s School of Arts moved from Arabia neighborhood to Espoo, 

the University of the Arts Helsinki is the only art university in the city at the 

moment. Its three schools are located in the city centre, in Sörnäinen and 

Vallila districts. 

According to Pekka Mustonen (2010) of all the artists and industrial 

designers in Helsinki 72 percent worked in the inner city, and almost half of 

these in the southern neighborhoods at the time of the research. The artists 

tend to prefer urban scenes as their living areas too, as 64 percent of artists 

and industrial designers lived in the inner city area (Mustonen 2010, 17). 
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Most popular living areas for artists are Ullanlinna, Kampinmalmi and Kallio, 

with each around 10 percent of the total amount of artist in Helsinki residing 

in these neighborhoods (2010, 27). In addition, Taka-Töölö, Vanhakaupunki 

and Lauttasaari house together around 13 percent of the artists in Helsinki 

(2010, 27). The online platform Mushrooming—a site to lend studio spaces—

gives indications of the current workplaces of the artist and cultural 

practitioners. In the site the majority of the registered studio communities 

are in central Helsinki (119), the second largest studio hub is in Kallio (85) 

and other areas have 2 to 12 registered work spaces (Mushrooming n.d.). 

Another indicator of the concentration of the art scene in the city 

centre is the distribution of art and cultural funding of the city of Helsinki, 

which is also concentrated to the central parts and Kallio area partly due 

to the fact that the professional art institutions are based in these areas 

(Räisänen 2014, 23). The range in funding from over 3 million euros to the 

central parts to 2000 euro in Jakomäki, which was the neighborhood that 

got the least funding, shows the clustering of the cultural sector concretely 

(2014, 22). Few neighborhoods did not get any kind of funding for art and 

cultural activities (2014, 22). Outside the central Helsinki and Kallio district 

majority of the funding was granted to the so-called non-professional agents 

such as independent art education centres, cultural communities and regional 

events (2014, 22), which shows that the institutions regarded as professional 

are concentrated in the city centre and in its close proximity. Based on 

Räisänen’s (2014) study, one can state that the possibilities of residents of 

different neighborhoods to experience art in their own neighborhood vary 

greatly within Helsinki.      

What comes to public art, which is the focus of this thesis, the virtual 

map of public art in Helsinki created by Helsinki Art Museum HAM shows 

that majority of the works are concentrated in the inner city areas and in 

the central locations. The works featured in the map are mostly from the 

museum’s own collection, so it is not a comprehensive map of all the public 

art works of Helsinki. A lot of the works located inside public buildings or 

other venues are not listed, so the map only hints where the art in the 

cityscape is located. Both temporal projects as well as permanent works 

are included in the map. It is clear that Eastern and Northern areas have a 

smaller share of public art and it seems that in regards to public art, the 

spatial segregation of neighborhoods is also visible.

According to Taru Tappola—the head of public art department in 

Helsinki Art Museum HAM—the reasons for the concentration of public art 

in central parts is partly historical and partly caused by the resources and 

financial structures of the museum and the city (Interview Tappola 2019). 

The majority of the public art acquisition budget comes from the percentage 

for art projects in new areas or supplementary constructions and the public 

art acquired through these construction developments has to be placed in 

the areas or buildings that are being built (Interview Tappola 2019). Tappola 

acknowledges that there is development comparable to gentrification 

taking place in Helsinki and that currently new areas under construction like 

Kalasatama or Jätkäsaari, close to the centre are designed for the (upper) 

middle class (Interview Tappola 2019). These areas will have more art in 

public spaces, as the percentage for art principle is implemented there. The 

project manager of Fiksu Kalasatama initiative Maija Bergström also confirms 

that residents who have participated in their projects in Kalasatama are 

mostly highly educated and have a high income level (Interview Bergström 

2019). There are no coherent policies how public art commissions are 

realized in these new areas, and in some areas such as Kalasatama, art is 

emphasized more than in other developing districts. Artworks outside the 

new construction sites can be acquired with HAM’s own limited public art 

acquisition budget (Interview Tappola 2019).

All these observations can be read as signs of the concentration of art 

and cultural practises to the central parts of Helsinki, which seem to go hand 

in hand with the observations Vaattovaara, Kortteinen and Alasuutari (2005) 

present about the differentiation of the local elite, as well as Kiuru and 

Inkinen’s rank of the Helsinki Metropolitan Area’s spots of innovation growth. 

However, further studies of the concentration of the art sector should be 

conducted in order to form a more coherent overview of the situation and of 

the local geographies of art. In addition, further studies on the connection of 

art and the local gentrification processes would offer deeper insights on the 

local characteristics of gentrification. Based on the above mentioned notions 

a strong hypothesis can be made, that art institutions, artists’ working and 
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living spaces as well as funding, is unevenly spread in Helsinki area. Whether 

these observations correspond with local gentrification processes or not, 

they are crucial when further exploring the forming role of Kalasatama in 

correspondence with the overall developments of Helsinki.

4.3. New-build Gentrification and Modes of Displacement in 
Kalasatama

As the research of Tuomas Ilmavirta on Pasilan Konepaja area in Helsinki 

indicates, the gentrification in Finland is tightly connected with branding and 

marketing, as well as the use of cultural symbols and practises as drivers of 

these transformations (2008, 289). According to Ilmavirta, the gentrification 

confines and unifies city space as well as highlights consumption (2008, 290). 

In order to approach Kalasatama in conjunction with the current modes of 

gentrification in the midst of knowledge based economization, I analyze 

how the urban remodelling of Kalasatama corresponds to Mark Davidson’s 

and Loretta Lees’ concept of the new-build gentrification (2005, 2009) 

by referring also to Anna Kajosaari’s master’s thesis study on new-build 

gentrification in Helsinki (2015). Davidson and Lees suggest four key points 

for defining new-build gentrification: the reinvestment of capital, the social 

upgrading of the locale by incoming high-income groups, the landscape 

change, and the direct or indirect displacement of low-income groups (2005, 

1170). As Kalasatama is a new inner-city neighborhood under construction, 

is it reasonable to speak about it as new-build gentrification? How does 

the development of Kalasatama correspond to the definition provided by 

Davidson and Lees?

Firstly, in the case of Kalasatama, the area will be turned from a 

former industrial site to mainly residential and commercial use, and as a 

result the landscape of the area is changing drastically. The new skyscrapers 

and floating houses will replace the pier structures and the loading platforms 

of the cargo port. Furthermore, the architectural innovations marketed as 

‘the new culture of living’, the Fiksu Kalasatama initiative using the site as 

an urban living lab as well as the use of art in the branding of Kalasatama, 

do not impact only the physical transformation of the area but also to the 

intangible landscape of the district by adding symbolic value to the site. The 

reasonings of the area as a future-oriented, culturally vibrant and creative 

hot spot of innovations makes it a continuation of the already established 

innovation cluster of the central Helsinki supplementing the cluster with 

housing estates as the focus sites of innovation.  

Secondly, even though the policy of spatial social mixing is used in 

the planning of Kalasatama as in all the new areas in Helsinki, the prices of 

the newly built houses on the private market are expensive, which makes 

the area most likely not suitable for the lower middle class, who could still 

buy their own apartment. With the same price of a double room flat in the 

Kalasatama tower buildings, one can buy a detached house for example in 

Kerava, still with a good public transportation connection to the city centre. 

The well-off upper middle class people seem to be settling in Kalasatama as 

the share of inhabitants with completed tertiary education, and the share of 

population in the highest income category are higher in Kalasatama than in 

the neighboring areas (Kajosaari 2015, 99). Thus, Kalasatama seems to tick 

the box of social upgrading as the high-income groups are moving in.

However, Kajosaari points out that the construction of the new 

districts such as Kalasatama and Jätkäsaari do not lead into a condition, 

in which “the new-build housing developments are situated in the vicinity 

of disinvested and socio-economically disadvantaged neighborhoods” (2015, 

100). Kajosaari further argues that the transformation of Kalasatama does 

not fulfill Davidson’s and Lees’ point of capital reinvestment as part of new-

build gentrification, “as these areas are situated in locations with a high 

land value and they have been opened up due to political will, not lacking 

usage, it does not seem fitting to address this change as reinvestment in 

disinvested areas” (2015, 100). The locally strong institutional regulation 

over the use of land, as well as the comprehensive long-term land use 

planning, prevented the situation where the neglected use of the old harbour 

site could have occured and in the case of Kalasatama capital reinvestment 

into a disadvantaged area did not happen (2015, 70). 

However, I claim that the lacking usage and disinvested area are 

relative terms. Without solid data about the profits made in the site—as it 
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was a cargo port, and as it is now a construction site—it is hard to analyze 

whether the political will behind the transformation of Kalasatama affected 

only the function of the site or was a tool for capital reinvestment. Clearly, 

the relocation of the cargo port has opened the site for real estate and 

construction investments in a way that would not have been possible if 

the site would have remained as a cargo port. The political will to densify 

the city structure, as presented in the Helsinki 2050 vision, is based on 

the idea of the growth of the city’s population. This growth is crucial for 

the justification of the urban remodelling, to the growth of the real estate 

market and to new investments. Thus, the political will and the capital 

investment are not to be studied separately but in interconnection with 

each other.

The fourth point of direct or indirect displacement is harder to trace. 

Even though previous studies on new build developments in Helsinki region 

indicate that displacement of different actors and services have taken place, 

there are no studies conducted whether this has also led to residential 

displacement (Kajosaari 2015, 101). Kajosaari argues that it is unlikely that 

Kalasatama or similar areas would become enclaves of high-end housing 

if the plans to implement spatial social mixing and different tenure types 

are executed as planned and continues by stating that “there are no clear 

implications that the development of these areas would in the near future 

considerably affect the housing prices in the surrounding areas and cause 

indirect displacement” (2015, 101).  However, the urban remodelling taking 

place in Kalasatama dislocates people from the area in a different manner; 

as there were practically no dwellings to begin with, it impacts on the job 

opportunities of the industrial workers, and presumably pushes the available 

jobs further away from the city centre into the fringes. Depending where 

these small workshops and industrial jobs will relocate or whether they will 

disappear all together, this might further deepen the segregation between 

East and West parts of the city. These possible effects of the new-build 

gentrification on segregation would need to be studied more closely and only 

after some time the impacts of this type of ‘urban renewal’ will be visible 

in a wider scale.

Moreover, regarding the notion of displacement only as a moment of 

spatial dislocation does not take into account the emotional and subjective 

cartography related to it. This kind of understanding of displacement 

narrows down the meaning of lived space, as it refuses to see the role of 

a place in identity formation. In their article Critical Geographies of New-

Build Gentrification, Mark Davidson and Loretta Lees (2009) suggest that a 

phenomenological approach to displacement would assist in widening the 

understanding of the concept.

A phenomenological reading of displacement is a powerful critique 

of the positivistic tendencies in theses on replacement; it means 

analysing not the spatial fact or moment of displacement, rather the 

‘structures of feeling’ and ‘loss of sense of place’ associated with 

displacement (2009, 403).

In regards to the transformation of Kalasatama, one macro displacement 

process was the case of the social centre Satama and the Romany camp 

on their property. The city of Helsinki had allocated the property of an old 

harbour office to the local squatters via the Helsingin Nuorisoasiankeskus 

((The Youth Center of Helsinki) in 2009. Some of the squatters were actively 

involved with the Romanies from Romania and Bulgaria, who had come to 

Helsinki to earn money but ended up begging on the street. During that 

time, this was a relatively new phenomenon in Finland, which was made 

possible by Romania and Bulgaria joining the European Union. The public 

discussion was concentrated on how to address this problem of beggars on 

the streets and whether there was organized crime related to the begging 

(see for example Yle 2012, Oksanen 2010). 

The squatters at Satama offered their yard to the Romany people to 

settle temporarily and in the end, this act of solidarity led to the demolition 

of the whole building after several other attempts by the city officials to 

evict the Romanies from the property (Jokela 2017, 70). It was clear that 

the city wanted the Romanies out of sight and their displacement was done 

by intentionally pushing them away from the central parts to the fringes by 

using the Kalasatama renewal project as one argument for the demolition of 

their camp (2017, 71). The Social Centre Satama was supported and tolerated 

as long as it fit the frames of youth politics, but once the boundaries of   
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active citizenship were tested and challenged with the Romany camp, the 

legitimacy of Satama was reversed (2017, 75). 

It can be concluded that the urban remodelling of Kalasatama has 

similarities with Davidson’s and Lees’ definitions of new-build gentrification, 

even though the ways of capital reinvestment and displacement should be 

further studied. As the Social Centre Satama and the Romany camp shows 

displacement took place in Kalasatama, but the wider impacts of the 

construction of Kalasatama on the housing prices of the neighboring areas 

will only be visible later. However, the neighboring areas such as Kallio and 

Vallila already have high-priced housing, so the new-built gentrification of 

Kalasatama can be argued to be a continuation of the gentrification of the 

neighboring areas. 

To conclude this part, I want to address how the curatorial could 

act in the middle of this kind of urban remodelling and how the notion 

of displacement can be interpreted through the curatorial. The curatorial 

as a transdisciplinary investigative practise, could assist in bringing the 

subjective geographies related to displacement caused by gentrification or 

larger societal shifts visible in the public realm locally. To insist and support 

artworks and processes that address the notion of place seriously would 

probably produce different kind of art that is now visible in Kalasatama. 

Through the understanding of the place making as an undeniable right and as 

a right to dwell as suggested by Davidson and Lees (2009, 402-403), curatorial 

work in the public realm, outside the traditional white cube settings, could 

encourage and assist in building platforms for the place making processes of 

the city dwellers outside the market logic and on the other hand make visible 

when these rights have been violated. As described by Carolina Rito (2016, 

18-19) the act of exposing is central to the curatorial. The act of displaying 

means exposing ideas and materials to the possibility of interpretations and 

readings. As Rito explains, 

‘Exposures’ are the tensions and relations between ‘everything 

that speaks’ and signifies, even if as mute speech and in a hidden 

visibility. Exposures are the mutuality of intentional and unintentional 

proximities and dialogues taking place in the system of meaning, 

including the meanings that fail to be recognised by systemic power 

structures (2016, 18-19).

Based on my findings and research of Kalasatama, I have categorised the 

public art and cultural developments of the area into two partially parallel 

phases. The first phase consists of different kinds of communal projects 

done in the do-it-yourself spirit. Projects such as the Kalasatama Temporary, 

Sompasauna and Sosiaalikeskus Satama were established during this period 

around 2009-2014. These initiatives took place in the wastelands of the 

former harbour and in buildings that have now mostly been demolished. The 

role of the city officials was to facilitate the processes by allocating places 

and providing some basic infrastructure, such as water and electricity. 

Kalasatama Temporary—the participatory initiative coordinated by Part 

Architects between 2009-2011 —was also funded by the City. Other projects 

utilizing social engagement and participation as their mode of operation have 

been realized with City’s funding, through the resources allocated to events 

and temporal art projects as well as by Performance Center (Esitystaiteen 

keskus), which started a community art project called Taidetalkoot in 

Kalasatama in 2014.

The second phase is the current state which started alongside 

with the construction work. After the citizen and activist lead communal 

projects, the official commissions of the City of Helsinki have gained 

importance in the area and will continue to do so in the future, when more 

of the commissioned works will be installed. In this phase, the communal 

projects have been institutionalized (for example the cultural space 

Kalasataman Vapaakaupunki operating inside the shopping mall Redi) or 

displaced and ended (Social Centre Satama and Kalasatama Temporary). The 

City’s institutions are using the citizen lead projects in the marketing and 



58 59

branding of the area. My case study research is based on interviews with the 

representative of the Kalasatana Temporary initiative, the city officials from 

Helsinki Art Museum HAM and Kalasatama District Construction project, as 

well as on various news articles and other online material. In addition, I have 

accessed the environmental report of Kalasatama Temporary compiled by 

Part Architects as well as archived materials from the District Construction 

Project in Kalasatama, such as the environmental work plan and the call for 

offers. 

5.1. Navigating in between – Kalasatama Temporary and 
Other Temporal Art Projects in Kalasatama

The partial plan for the renewal of Kalasatama became valid in 2008 and 

already in 2009 the construction works started with different kinds of 

preparation works. As the area had been closed from wider public for a 

long time due to the cargo port functions, the city wanted to open up the 

space in order to increase citizen’s awareness of the area and the future 

plans of Kalasatama (Interview Asikainen 2019, Interview Hyrkäs 2019 and 

Part Architects 2011). Part Architects were selected to coordinate the 

temporal uses of the former cargo port and they started the Kalasatama 

Temporary initiative, which run from 2009 to 2011. At about the same time, 

with the mediation of Nuorisoasiankeskus (The Youth Center of Helsinki) 

a group of squatter activist rented a space from the city in Kalasatama. 

This became the Social Centre Satama (Sosiaalikeskus Satama), which was 

open between 2009–2011 (Jokela 2017, 67, 71 ). Another citizen lead project 

was the public sauna Sompasauna, which was built for the first time in the 

former port area in 2011 by two friends (Sompasauna n.d.). Around the 

same time, the development of Suvilahti area into a cultural hub started as 

property management company Kiinteistö Oy Kaapelitalo (owned by the City 

of Helsinki) started to administrate the area in 2008, and to renovate and 

rent the former industrial sites for artistic and cultural use (KOY Kaapelitalo 

n.d.). Right next to Suvilahti, in Teurastamo—the former meat packing and 

butchery district—opened as a restaurant and event venue in 2012. Bit by 

bit Kalasatama and its surroundings were turning from a former cargo port 

into a space for grass root activism and citizen’s unprompted ideas and 

initiatives, as well as more business-oriented cultural and free-time venues.

In this chapter, I concentrate on the Kalasatama Temporary initiative 

as its focus on participation, citizen engagement and temporality was at that 

time quite new in the Finnish public art scene. In 2009, the City requested 

proposals for coordinating and executing the temporal environmental art 

programming in Kalasatama as well as ideating a walking route and organizing 

construction excursions into the neighborhood (Helsingin kaupunki, Talous- 

ja suunnittelukeskus 2009). In the work plan for the environmental art in 

Kalasatama, it is stated that the temporal environmental art program should 

assist in controlling and organizing the construction period, the construction 

traffic, fences, storage spaces and temporary services neatly (Helsingin 

kaupunki, Talous- ja suunnittelukeskus 2009). This would enhance the view 

of the construction period as a positive asset rather than negative obstacle, 

and make the area part of the ”mental geography” of the residents of 

Helsinki as well as assist the marketing and image building of the area. 

These were the expectations of the temporal art program from the funder 

aka the City side. Based on the proposals, Part Architects were selected 

to coordinate the environmental art program of the area and Kalasatama 

Temporary started.

If from the funder’s perspective the temporal art program was to 

create a positive image of the construction period, from the executer’s 

perspective—Part Architects—Kalasatama Temporary attempted to introduce 

new kind of bottom-up methodology of art programming within the public 

space, which was based on the ideas of co-designing and collaboration 

with different kinds of active citizen groups and NGOs (Interview Hyrkäs 

2019). It aimed to function more as a platform rather than an art expert 

and differed from the current art programming of Kalasatama, which relies 

on the expertise and authority of the museum institution. In the following, I 

describe Kalasatama Temporary’s aims, methods and outcomes in detail, in 

order to understand their work in connection with the curatorial. 
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Even if Part Architects did not name themselves as curators, the project 

contains elements which could be described as curatorial. Contemporary 

curating addresses not only art within the exhibition apparatus, but 

conceptualizes the transformative potential of art in a wider societal 

context. It is rather facilitating transdisciplinary discourses and actions as 

well as creating platforms for thinking, acting and being together while 

negotiating with the surrounding realities and operating in between different 

power relations and expectations. In this sense Kalasatama Temporary as 

a discursive platform is connected to the curatorial and to the notions of 

durational in public art. As Paul O’Neill and Claire Doherty claim in the 

introduction of Locating the Producers, Durational Approaches to Public 

Art, “Durational projects could be considered as ‘discursive exhibitions’ that 

evolve over time, but, instead of prioritising the moment of display, or the 

event of exhibition, they allow for open-ended, accumulative processes of 

engagement” (2011, 14). While temporality was at the core of Kalasatama 

Temporary, it was still a durational process as it lasted nearly three years 

and similar aims which O’Neill and Doherty describe can be read in its praxis. 

As noted, the possibilities of the temporal use of the sites in Kalasatama 

were the starting points for Kalasatama Temporary (Part Architects 2011) and 

mutual interest of the funder party as well as Part Architects. According to 

the project manager of Kalasatama Temporary Johanna Hyrkäs, the will was 

that Kalasatama Temporary would work as a platform through which citizens 

and different kinds of grass roots organisations and NGOs could realise their 

own projects (Interview Hyrkäs 2019). Hyrkäs describes that enhancing the 

opportunities of the city dwellers to build different kinds of connections to 

public space was important in Kalasatama Temporary.

Those different ways and layers how you create connection to 

the public space. Like one is that you walk through certain square 

everyday, this is already some kind of relationship. That you 

remember that here my shoe lace opened once and someone was 

sitting there and so on. However, when it starts to go deeper, when 

you start to leave marks and traces to the space, then you take 

over the space in a totally different way. Whether it is some kind of 

temporal use like urban gardening or more permanent like a statue, 

or then that you are part of the planning of the very square. I think 

these things are crucial in terms of real or authentic citizenship                         

(Interview Hyrkäs 2019). 

Besides citizen engagement Hyrkäs points out that the history of the place 

and making the historical layers visible through the Kalasatama Temporary 

was considered essential. During the project and as part of the ideation 

stage, the area was widely photographed and documented. Creating a sense 

of history and continuation was also a tool to create identity to the place, 

which was now open to the public after a long period of being a semi-closed 

cargo port (Part Architects 2011, 11).

In order to vision what Kalasatama Temporary could be in practice, 

Part Architects organized a public brunch to gather people’s ideas during the 

Flow Festival in the summer of 2009. In total, around a thousand ideas were 

collected (Part Architects 2011, 15-16). The suggestions of the participants 

varied from urban gardening, sports venues and film screenings to concerts 

and neighborhood newspaper. Based on these ideas, Part Architects developed 

the plan for the container square, which would facilitate different kinds of 

activities and agents. The container square was a place to organise music 

events, exhibitions, food gatherings, urban gardening, performances and 

other cultural events. Part Architects did not produce the program to the 

containers by themselves but they were given to different NGOs and active 

citizen groups for realizing their own program (Interview Hyrkäs 2019). The 

container square was later coordinated by Bermuda Helsinki and Oranssi 

ry between 2011 and 2014, after the City ended the contract with Part 

Architects (Vilkman 2015). In addition, a legal wall for graffiti painting was 

established. This was at the time a very current act as there was a heated 

debate around graffiti art due to the City’s aggressive Stop töhryille (Stop 

the Smudge) campaign and zero tolerance policy to graffiti (Voima 2009).

Eventually, the container square was a part of a wider strand route, 

designed for pedestrians and cyclists as part of Kalasatama Temporary. 

The idea of the route was already set by the City in the work plan of 

the environmental art of Kalasatama (Helsingin kaupunki, Talous -ja 

suunnittelukeskus 2009). The route was opened by the Mayor of Helsinki, 
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Jussi Pajunen, during Helsinki Day festivities in 2010. Besides the container 

square it consisted of a human scale chess board, designated agora like 

space for organizing events, an artificial beach, art wall and urban gardening 

spot (Hernberg 2010). The aim of the marked route was to lure different 

kinds of people to the area and to increase awareness of the site (Interview 

Hyrkäs 2019). Overall, the participants of Kalasatama Temporary were 

mostly youngsters and young adults even though the working group of Part 

Architects wanted to keep the project open to all kinds of groups and invited 

for example a group of senior group constructors to participate. In addition, 

a special program for kids was realized in collaboration with the Academy of 

Fine Arts (Interview Hyrkäs 2019).

The project manager Johanna Hyrkäs describes the process of 

Kalasatama Temporary with mixed feelings; the process started with huge 

potential and enthusiasm but ended up with experiences of insufficiency and 

frustration (2019). As Hyrkäs was responsible for the execution of the project, 

she describes her position as being in between of the expectations of the 

City, which managed the funding, and the participants and collaborators, 

who expected that their input and ideas would be actually realized. This 

in-betweenness meant balancing with different expectations: negotiating 

with the funder (the City)  how the resources allocated to the project 

could be used, while trying to actualize the ideas of the participants and 

collaborators that might seem unsafe or incomprehensible to the funder 

and secure sufficient resources for their projects (Interview Hyrkäs 2019). 

According to Hyrkäs due to the limited funding, only parts of the overall 

ideas were executed. 

Hyrkäs’ experience of working in-between reveals in practise what 

Emily Rosamond (2016) names after the social investment community’s 

discourses ‘the double bottom line’. As Rosamond argues this double bottom 

line implies that socially engaging art projects ”need to be seen as both 

social and immediately financial; as both participated-in by stakeholders 

and productive of investment-images of participation within (and beyond) 

the broader commerce of art discourse” (2016, 113).

Rosamond’s suggestion to consider both the social and financial impacts 

of socially engaging art projects, opens up the possibility to simultaneously 

address the resistance within the projects and their appropriation to the 

market logic. With this remark, in retrospect the Kalasatama Temporary 

can be seen as transformational to the people involved in it and to the 

praxis of art programming within Finnish urban planning in general as well 

as benefiting the profit oriented agenda of Kalasatama renewal project. 

Through the documentation; the circulating images and written texts, the 

project continues its existence and is used as a tool to favour both these 

views, the social benefits and financial impacts. So, what can we learn from 

Kalasatama Temporary now?

After Kalasatama Temporary officially ended, other agents took over 

the container square and continued to use it as a venue for gigs, exhibitions, 

video screenings and performances. Kalasatama Temporary seemed to 

unveil and nurse the local youth’s need for spontaneous cultural gatherings 

and created a place for this. Even though it can be argued that Kalasatama 

Temporary managed to address only the needs of small, homogenous group 

of young people, it for example, assisted to change the hard policies towards 

graffiti art by offering a legal spot for painting. Therefore, I am tempted 

to think of Kalasatama Temporary in connection with Rosamond’s question 

”how to effectively address the investor as a source of oppression -- how can 

the position of the investee best be mobilized as a position of resistance?” 

(2016, 124). 

Perhaps, Kalasatama Temporary was never meant as a process of 

resistance as such, but it certainly aimed to form new kinds of methods for 

art to interact within urban planning in the Finnish context. The somewhat 

conventional outcomes of the process are the material forms of the 

negotiations with different demands. In conceptualizing the container square 

or the graffiti wall as echoes of both the social and financial expectations, 

the possibility to experiment or at least interpret with the status of the 

investee arises as Rosamond suggests. ”This [the experimentation with the 

status of the investee] might involve not so much a futile attempt to shelter 

one’s project from the logics of social investment, so much as embracing the 

double bottom line as an operational logic” (2016, 124). My interpretation is 

that the in-betweenness which Hyrkäs describes, is the exact position of the 

investee. To resist the forms of power and oppression is to use the means of 

this position; to make the breakdowns, frustrations, expectations, demands 

and contradictions visible even after the project. 
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Urban gardening in Kalasatama in 2013.
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The graffiti wall in Kalasatama in 2013.
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5.2. Institutionalization – Public Art Acquisition Policies and 
Branding of Kalasatama

In 2011, the City did not renew Part Architects’ contract as the art 

coordinator of the area and Kalasatama Temporary initiative ended 

(Interview Hyrkäs 2019). Helsinki Art Museum HAM took over and became the 

art expert of the public art acquisition in Kalasatama. As the construction 

and planning developed and the neighborhood was starting to take its 

shape more concretely, the focus on temporal use was set aside and the 

acquisition started to concentrate more on permanent works, which had 

been the aim from the start (Interview Hyrkäs 2019 and Interview Bäckmann 

2019).In Arabianranta—the first entire percentage per art neighborhood 

in Helsinki—the art acquisitions were coordinated by an individual art 

coordinator and the works are owned by the housing companies. This has 

caused difficulties of maintaining the artworks as the housing companies 

do not have the resources, will or expertise to take care of the works. To 

avoid similar problems in Kalasatama, the artworks commissioned there 

will become a part of HAM’s collection (Interview Asikainen 2019, Interview 

Antell 2019). In the following, I will interpret how the institutionalization 

of the art commissioning has linked public art more closely as a part of the 

branding of Kalasatama. City branding is both a tool for succeeding in the 

competition between cities as well as a strategic tool for reformulating the 

city (Jokela 2019) and is used in the urban remodelling projects as a mode to 

renew and reconstruct the image of the area. Even if Kalasatama Temporary 

was also expected to build the reputation and attractiveness of the area 

and increase people’s awareness, the means of achieving this focused on 

collaborative practises and bottom-up action (Interview Hyrkäs 2019). In the 

current stage, the public art of Kalasatama is tied to the idea of comfort and 

coziness which responds to the discourse of seamlessness related to smart 

city thinking.

In the current marketing and branding of Kalasatama the role 

of art has been highlighted as one of the key features to build up the 

neighborhood’s identity alongside with the smart city ideas. The City Office’s 

Kalasatama District Construction Project and the Helsinki City Art Museum 

HAM coordinate the public art in Kalasatama together. Kalasatama District 

Construction Project is responsible for the finances and HAM works as the 

art expert in the new commissions. While Kalasatama Temporary addressed 

the public spaces of Kalasatama through the notion of temporality, now 70 

percent of the commissions are permanent, 15 percent are temporal and 15 

percent are events. The funding comes from the construction companies as 

they pay around 11 euros per one build floor square meter to the City. All 

this money is used directly for the public art of the district. 

Commissions have been done through open calls, invitations and 

competitions. The permanent works are commissioned in most cases 

through invitation. The selected artist is asked to create a sketch for a 

permanent artwork for a specific site, and based on the sketch the final 

decision of the commission is made (Interview Asikainen 2019 and Interview 

Fontell 2019). The site is, in most cases predetermined by the Kalasatama 

District Construction Project (Interview Asikainen 2019). In addition, one 

art competition was organized for the area in 2016, through which four 

works were selected to be realized in different predetermined sites of the 

neighborhood (Interview Asikainen 2019). So far, five permanent art works 

have been installed and the decision of realizing nine more permanent works 

has been made. The events are commissioned through an open call organized 

yearly, and the City’s Culture and Leisure Division together with City 

Executive Office coordinate the commissioning of the temporal and event-

based projects. It is worth noting that the shopping complex Redi and the 

tower buildings have a separate art coordinator and the works commissioned 

to these premises are not a part of HAM’s collection (Interview Asikainen 

2019). 

According to the project director of Kalasatama District Construction 

Project, Hannu Asikainen, one can not really talk about the art program of 

Kalasatama as there are no coherent criteria of how the permanent art works 

are selected (Interview Asikainen 2019). The decisions of the acquisition are 

made together with the Helsinki City Art Museum HAM, which is part of 

the Culture and Leisure division of the City of Helsinki and the Kalasatama 

District Construction team, which operates under the City Executive 

Office. For Asikainen, the diversity of the art works is a key component in 
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the selection thus the already selected works guide the next acquisitions 

(Interview Asikainen 2019). 

According to HAM’s collection policy strategy from 2017, the key 

words of the acquisition strategy are participation, accessibility and artistic 

quality (HAM Helsingin taidemuseo kokoelmapolitiikka 2017, 4). Taru 

Tappola, the head of public art department in HAM, explains that in public 

art the artistic quality depends on the context meaning that the curators 

need to find ”the right work to the right place” (Interview Tappola 2019). In 

the announcement of the art competition held in 2016, it was stated that 

the whole art program of Kalasatama aims to increase the attractiveness 

of the area. Moreover, the selected works should create unique identity 

to the area as well as offer new perspectives to the residents and other 

city dwellers. So, what kind of art these somewhat ambiguous criterias and 

expectations have produced in Kalasatama so far?

If the smart city experimentations and the architecture of the high-

rise towers in Kalasatama, are marketed as something new and novel, the 

artworks commissioned to Kalasatama trust in traditional materials and 

forms. All the permanent works realised in Kalasatama so far, which are 

part of HAM’s collection, are sculptures made from stainless or painted 

steel, or Durat plastic surface material. The choice of materials point to 

the notion of permanence, they are durable and strong, fit to keep their 

original appearance for a long time resisting the inevitable traces of time 

and weather conditions. As if their persistent permanent presence would 

whisper that all times are alike and our seemingly unchanging appearance 

will make the meaning of this place—their site—forever fixed. This kind 

of stubborn permanence reads the place as universal and general site, 

where cultural, temporal, situational and political habits and meanings are 

engraved as stable. Moreover, the public artworks are either abstracted 

forms, like Jacob Dahlgren’s work Early One Morning Eternity Sculpture 

(2019), or more figurative presentations, for example chairs like Marjukka 

Korhonen’s work Istuinveistokset (realised in parts between 2016-2019), or 

birds such as Villu Jaanisoo’s piece Kuukkeli (2016). 

For the temporal works and events commissioned through open calls, 

some clearer aims have been formulated such as enforcing the neighborhood’s 

local identity as well as increasing the inhabitant’s living comfort during 

the construction period (Helsingin kaupunginkanslia n.d.). In the open call 

announcement for events and art projects to be realized in 2020, it is stated 

that the projects and events should enliven the neighborhood, increase the 

comfortability of the area as well as enhance the communality. From the 

assessment criteria, more thorough expectations what the project or event 

should achieve can be read. For example, the artistic quality and the project’s 

effectiveness assessment are based on the artistic vision and professionality, 

on how well the project supports participation and communality, how the 

project increases living comfort, and how the project enhances the image 

and reputation of Kalasatama (Helsingin kaupunginkanslia 2019). 

Only in the temporal artworks some experimentations with digital 

interfaces or references to the notion of smart can be traced. To give an 

example, Pasi Rauhala’s work Flamigos (2019) uses the means of augmented 

reality to supplement the physical sculptures installed underneath the 

Kulosaari bridge. Rauhala’s work takes as its point of departure the flamingo 

flock that lived on the zoo island of Korkeasaari visible from Kalasatama. In 

2010 a wild fox managed to get to the island and killed two of the flamingos 

and apparently as a result, the rest of the flock died of shock (Helsingin 

kaupunginkanslia n.d.). With the augmented reality mobile application, the 

viewer can see the animated flamingo flock wondering on the site. 

As the temporal artworks are not constricted to the idea of stability 

and permanence, they can experiment with the notion of participation in 

more diverse manners. Like the work Kohtaamiskioski by urban design and 

artist duo RaivioBumann realised in 2017, which aims to operate as a meeting 

point and facilitate residents own activities in Kalasatama. The modular 

installation takes its form from the aesthetics of the construction site and 

has facilitated pop-up restaurants, theatre plays and performances as well 

as picnics (Interview Raivio 2019). However, the durational possibilities and 

event hosting aspirations of the piece have not been fully discovered as 

there has not been enough resources to actively realize spontaneous public 

programming to the site and active communication from the City side to the 

residents that the work can be used freely for their own purposes has been 

lacking (Interview Raivio 2019).
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5.3. In the Midst of One Hel of a Brand – Art as a Tool for City 
Branding

The notion that art is evaluated in terms of how well it enhances the image 

of the area reveals how art is conceptualized as part of the marketing and 

branding of Kalasatama. The current brand of Helsinki with its slogan ‘One 

Hel of an Impact’ consists of four key points: transformation, smartness and 

functionality, fascinating contrasts, and uniqueness and diversity as stated 

in the webpage of the Brand New Helsinki. The brand of Kalasatama follows 

all of these four categories and art fulfills the category of uniqueness as well 

as supports the idea of functionality by increasing citizen’s living comfort. 

In a brochure presenting Kalasatama, the art in the area is highlighted from 

the point of view of coziness, 

The charm and pleasantness of the Kalasatama area will be enhanced 

by displays of environmental art. The public street areas, parks and 

plazas will offer plenty of space for art and events. There are many 

ways to enjoy the art — a sculpture can become a seat to sit and 

enjoy the views.

Art is not meant to disrupt, intervene or provoke conflictual conversations, 

but is rather formulated like the technological experiments—through the 

idea of seamlessness. Art is articulated as one part of the smooth urban 

experience and way of life. 

 One example of this is the case of Sompasauna, even if it was 

not an art project as such. The sauna was built independently during the 

Kalasatama Temporary initiative without official permission by a group of 

active citizens. During my interviews with the city representatives as well as 

with the artists, the example of Sompasauna was used in different ways. The 

interviewed artist and the project manager of Kalasatama Temporary, pointed 

out the struggles Sompasauna had gone through with the City (Interview 

Hyrkäs 2019, Interview Raivio 2019). Sompasauna is an open public sauna, 

where anyone can go for free of charge and heat it up themselves. The sauna 

has been evicted and built again and again, and negotiations with the City 

on the sauna’s existence and location were very difficult in the beginning 

(Interview Hyrkäs 2019, Interview Raivio 2019). As the sauna gained public 

attention and became popular among the citizens, the city started to use 

it in their marketing as an example of the urban culture in Helsinki and it 

was featured as a part of the Myhelsinki campaign in 2017. When the partial 

plan for Nihti—the area in Kalasatama where Sompasauna is now located—

was approved in the City Council in 2019, a plot for a sauna or restaurant 

use was booked in the plan. However, in a news article (Varmavuori 2019) 

the project director of Kalasatama District Construction Project, Hannu 

Asikainen says that the sauna can not continue in its current form when the 

residential houses are built. Time will tell what kind of form the sauna will 

take in the future. 

The issue is twofold. Sauna as an outcome of citizen activism is 

eventually tolerated as it can offer something in return. What started as 

an open and citizen led initiative, has now become a tool for neighborhood 

branding. It has been appropriated in the value creating chain and is used 

as an example of the urban culture in the marketing of Helsinki. It is listed 

as a place worth visiting in the MyHelsinki site targeted for tourists and 

visitors from abroad. Thus, Sompasauna contributes to the narrative of the 

Helsinki brand as a vivid city to live and visit. The format of a sauna also 

contributes to the national image of Finland, as sauna is seen as part of the 

original Finnish culture. It is a place where everyone can be together, naked 

and equal—it is the symbol of the democratic nation. On the other hand, it 

could be argued that Sompasauna as a citizen led project managed to have 

an impact on the official plan and became a part of the areas urban planning 

as it got a reserved plot in the partial plan of Nihti.

In the article, Transformative city branding and the evolution of 

the entrepreneurial city: The case of ‘Brand New Helsinki’, Salla Jokela 

conceptualizes city branding as a process that is both a tool for cities to 

stand out in the intensified competition for resources, jobs and capital and 

a strategic action, that brings together different rationalities (Jokela, 2019, 

2). Jokela’s case study of the participatory process of the branding work in 

Helsinki, showcases that, 
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8. Sompasauna in 2013.
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7. Sompasauna in MyHelsinki campaign in 2017.
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there is a strong intention within the city organisation to use the 

brand to reimagine and constitute the city as a desirable location 

with light regulation, and thereby to empower local communities and 

to encourage active and innovative people to experiment and make 

‘actions with impact’ (Jokela, 2019, 13).

According to Jokela the brand ”highlights and constitutes the city 

as an entrepreneurial platform and enabler bound up by the extended 

entrepreneurialization of society” (Jokela, 2019, 1). How does Jokela’s 

observations of Helsinki’s brand relate to the public art in Kalasatama?

Jokela’s analysis of the city as an entrepreneurial platform where 

local people ‘make actions with impact’ is visible in the reasoning and 

articulations of public art in Kalasatama in multiple ways. Firstly, the 

narrative of art increasing the living comfort is aimed at attracting suitable 

people to settle in the area. Secondly, as mentioned before, art is expected 

to enhance participation, to create opportunities for ‘making actions with 

impact’. Based on my observations of the artworks commissioned for the 

area, I would argue that the level of participation is in most cases rather 

shallow and meant to offer or facilitate the smooth urban experience, 

hiding the possible contradictions of the process rather than create actual 

possibilities to impact the area’s formation. As Jokela observes from the 

branding process, 

by bypassing or concealing potential tensions and choices involved 

in branding, the brand concept depoliticizes the processes through 

which the brand is made and naturalizes the ideological viewpoints 

and values embedded in it. This shows that while city branding may 

engage a flexible network of actors in the making of the city, the 

logic and power relations behind the formation of the boundaries of 

this network may not always be transparent (2019, 13). 

One indication of the opaque ways of participation in Kalasatama is the fact 

that citizens and residents of the area do not have direct possibilities to 

impact the art selections of the area as the decisions are currently made by 

the City officials. Architect Klass Fontell from the public art department in 

HAM recognizes the problem, but so far no proper tools for enabling citizen 

participation in the decision making processes have been created (Interview 

Fontell, 2019). According to Fontell, the problem is who to include and how 

to gather a group of people, who would represent the entire neighborhood. 

In addition, the means of gathering feedback or comments of the artworks 

from the citizens are lacking due to the limited resources and difficulties 

of developing a functional feedback system (Interview Fontell, 2019). The 

local neighborhood association was granted funding through the open call to 

organize Neighborhood festival (Asukasjuhla) in 2018 and so far this is the 

only direct support for the local community to organize their own cultural 

happenings. 

Both the permanent and the temporal art commissions in Kalasatama 

are currently justified through the reasonings of increased attractiveness of 

the area, complimenting the image and brand of the area as well as enhancing 

citizen participation. These reasonings are ways to instrumentalize the public 

art of the area to follow the lines of cognitive capitalism. It can be argued 

that art is expected to create symbolic value to the site and attract certain 

kinds of people to settle in. The current commission strategies rely on the 

ideas of site-specificity but regard the surroundings of the artworks —the 

concept of place—as stable and invariant locale, where the notion of time 

does not interfere with the material stability of the artworks. Furthermore, 

in the public art commissioning participation is understood more as an 

entertainment or offering experiences for the participants than a possibility 

for bottom-up action and transformation. As there are no coherent methods 

for evaluating the ‘success’ of the artworks, means to collect feedback 

from the residents or practices to involve residents in the decision making 

processes (Interview Tappola 2019, Interview Antell 2019), the current public 

art acquisition policies of Kalasatama lack transparency both in execution 

and ideation. Participation or citizen engagement is rather articulated 

through the idea of creating smoothness, which is parallel to the smart city 

discourse of the seamlessness, not as a possibility of transformative social 

action. 
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As I pointed out in the previous chapter, in the reasonings of public art 

commissioning in Kalasatama, participation and community building are 

highlighted  as well as interconnected with the branding of the area and 

the whole of Helsinki. Describing the Kalasatama Temporary initiative, I 

explained the overlapping expectations of the working group Part Architects, 

and the funder, City of Helsinki. Participation was a processual method for 

Part Architects as the Kalasatama Temporary aimed to establish a platform 

for different citizen groups and NGOs to realise their own cultural and 

artistic ambitions. Within the parameters of the initiative, the site of the 

former cargo port opened as a place for city dwellers’ own action, albeit 

the majority of the participants where a homogenous group of youngsters 

(Interview Hyrkäs 2019). From the funder’s perspective participatory 

methods were rationalized as a means to attract people to Kalasatama and 

increase awareness of the ongoing urban remodelling of the area as well as 

enforce the area’s brand. 

Currently, especially the temporal and event based art projects 

commissioned to Kalasatama are expected to foster citizen participation 

and build communality while being tools for branding the neighborhood 

and promoting a certain kind of middle-classed urban lifestyle. The art 

commissioned to Kalasatama does not seem to offer any real possibilities to 

impact the ongoing urban remodelling, but it is rather used as a rationale 

for the marketing of the area. In this chapter, I weave together how these 

local reasonings and findings around participation and community building 

resonate with wider tendencies and discourses, both in contemporary art 

and urban planning fields. I aim to analyze how critical artistic or urban 

planning practices, which are based on agonistic political theories (Mouffe 

2013) navigate in the structures of cognitive capitalism. First, I introduce 

the theoretical framework through which I enter the double-sided scene of 

participation (Enright and Rossi 2018). The second part, introduces how the 

history of nationalism is connected with the transformations of capitalism 

and how this linkage has impacted the public art reasonings in Finland. 

Then, through the examples of the suburbs studied by Lotta Junnilainen, as 

well as the concept of choreopolicing (Lepecki 2013), I address the notion 

of control and the ‘right kind of subjectivity’ while explaining further how 

conflictual consensus (Miessen 2010) can challenge the current hegemonic 

narratives of cognitive capitalism. Finally, by exploring the material 

outcomes of participatory art projects, a commercialised self-portrait of 

the urban creative worker is depicted and the question how to move beyond 

the financialization of the social impact (Rosamond 2016) is raised.

6.1. What Do We Mean When We Speak about Participation? 

   
The so-called social (re)turn in the contemporary art field, first introduced 

by Pierre Bourriard’s book Esthétique Relationelle (Relational Aesthetics) in 

the late 1990’s and further theoreticized by curators such as Maria Lind and 

Claire Bishop among others, emphasize the role of the public, the community 

and the art making process itself over the material production and object 

creation. The social and power relations the artworks produce, challenge and 

represent as well as the collaborative, collective and participatory methods 

of working have established their own discourse in the contemporary art 

field, as the socially engaging and participatory art practises have challenged 

the traditional solitary mediums and forms of art making. In the theoretical 

discussions of the contemporary art field, participation is conceptualized as 

a politicized working process (Bishop 2012, 2). 

Similarly, in the theoretical discourses of urban planning the so-

called communicative turn covers the questions of social power relations, 

the socially constructed nature of knowledge and the exclusive ways of 

communication in urban planning processes (Healey, Innes, Flyvbjerg among 

others). In order to overcome or address the issues related to participation 

and power, critical participatory art and urban planning practises as well as 

theoretications have emerged. Agonistic political theories, such as Chantal 

Mouffe’s and Ernesto Laclau’s writings, offer theoretical articulations to 
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bypass the limits of consensus-oriented, exclusive social engagement and 

community building as well as create counter-spaces to challenge the 

current hegemonic forces of cognitive capitalism. Chantal Mouffe promotes 

the capability of art to produce new subjectivities and elaborations of new 

worlds (2013, 87) and in conjunction, introduces the concept of agonistic 

public space to formulate the public space as space ”where conflicting 

points of view are confronted without a possibility of a final reconciliation” 

(2013, 92) .

On the other hand, neoliberal policies and cognitive capitalism are 

increasingly appropriating these participatory means and melting them into 

the neoliberal parole of openness. Participation has become an instrument 

of capital accumulation and depoliticization. As Ugo Rossi and Theresa 

Enright explain, 

The capitalist economies and societies have seen the rise and 

rapid growth of a number of closely interrelated phenomena 

that have intensified the economization of life and collaborative 

social relations: the expansion of social media, the emergence of 

‘prosumption’ (user-generated content, crowd-sourcing, etc.), the 

rise of the ‘sharing’ and ‘experience’ economies, the digitalization 

of infrastructure based on consumer-driven data extraction (the so-

called ‘smart city’ phenomenon), and the general proliferation of 

technology-led startup entrepreneurship in cities and metropolitan 

regions across the world (2018, 47).

Enright and Rossi conceptualize these two sides of the desire of participation 

(or common) as the ‘communism of the commoners’ and the ‘communism 

of capital’ (2018, 49). They define the ‘communism of the commoners’ as 

”the urban encounter of insurgent subjectivities, singularities and newly 

formed social movements around the world after the neoliberal crisis of 

2008”, and the ‘communism of capital’ as ”the increased socialization of 

value production essential to the contemporary ‘biopolitical metropolis’3” 

(2018, 49) Enright and Rossi continue by explaining that the hope for 

commons expressed in the early 2010’s in various social movements around 

the globe (f.e. Indignados, Occupy Wall Street, Arab Spring) has been 

scattered through the ‘communism of capital’ which has created increased 

socio-spatial polarizations and contributed to the rise of national-populist 

movements (2018, 54).

These discussions around participation are also visible in Finland, as a 

strong participation and community building paradigm within urban policies 

can be noted in the suburbia discussions since the 1970’s (Junnilainen 2019, 

71). Participation is the norm when it comes to finding solutions to social 

problems, and different political agents have different reasons to argument 

for participatory methods (2019, 74). From the neoliberal point of view 

participation can be seen as a way to decrease the role of the state as it will 

enhance citizen’s own capability to take care of themselves. Conservatives 

see participation as a way to increase social control in the areas and get rid 

of the negative problems such as drinking and loitering, while the leftists 

argument for participation as it can enforce opportunities for grass root 

level activism and bottom-up movements (2019, 74). 

In the Finnish art field too, participation in connection with public 

art has been discussed since the 1970’s as public artworks were expected 

to activate the citizens as well as promote the ideals of cultural democracy 

in form of approachable art available to the wider public (Lähdesmäki, 

2007, 372). The continuation of the participation reasonings resonates with 

contemporary discourses around public monuments as the function of the 

monument is articulated through the notion of encounter, amusement and 

togetherness. In the recent discussions, the monument is formulated as a 

place to come together, to encounter each other and spent time together 

(Lähdesmäki, 2007, 374). As my case study of Kalasatama shows, these 

reasonings are not limited only to monuments but public art commissions 

are articulated with similar conceptions. 

Lähdesmäki’s and Junnilainen’s observations of the different 

reasonings behind participation from the Finnish art and urban planning fields 

correspond with Enright and Rossi’s conceptualization of the two sides of the 

desire of the common. The popularity of participation both as a means of 

3 Antonio Negri and Michael Hardt introduced the concept of biopolitical metropolis in their 
book Commonwealth (2009), meaning the city as a place of biopolitical production where the 
production of commodities is not the core, but the production of subjectivity itself.     
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operating and as an argumentation for the common good is reasoned by the 

both poles of the political spectrum. Participation seems to offer something 

to everyone, to those opposing the current neoliberal policies and processes 

of cognitive capitalism as well as those promoting them. 

6.2. From Monuments of Great Men to Spaces of 
Participation – Mutations and Linkages of Nationalism and 
Capitalism in the Finnish Public Art Reasonings

In order to think Rossi’s and Enright’s formulation of the two sides of 

participation or the common in relation to the public art developments in 

Finland further, I explore briefly how the mutation of capitalism from the 

Fordist industrial system into the Post-Fordist structure is visible in the local 

public art evolvement. With this brief historical summary, I aim to further 

explore how the use of participation both as a means of production as well as 

reasoning for value creation has altered and is tied to the ideas of nationalism 

and the transformations of the capitalist system. As Enright and Rossi link 

nationalism with the current ‘communism of capital’,  I aim to expand their 

observations and claim that the history of nationalism is linked with the 

transformations of capitalism. This linkage has been an undercurrent, which 

has steered the public art discourses and reasonings in different periods of 

time and so it is important to see it as part of the equation of participation. 

Nation building after all, is a total form of participation which aims to build 

communality.  

Eric Hobsbawm (1990) traces the functions of nationalism in the 

process of capitalist development in his book Nations and Nationalism 

from 1780. Even if Adam Smith’s theories of free trade and free market 

can be seen as counter arguments for the protectionism of the nation 

states’ economies, Hobsbawm points out that the apparatus of the state 

(or after the French Revolution the nation-state) guaranteed the security 

of property and contracts (Hobsbawm 1990, 28). Furthermore, Hobsbawm 

explains that the nation building was reasoned as a process of expansion and 

the ‘threshold principle’, meaning the doctrine that nation-states should 

be large enough in order to form viable economy (even though there were 

some exceptions to this rule) (1990, 32). These reasonings were inevitably 

more linked with economic thinking than in the understanding of the nation 

as a territorial, linguistic or ethnical unity (1990,36). Benedict Anderson 

argues that print-capitalism affected the role of language and thus was vital 

in the formation of the concept of the nation (2006, 44). As Anderson argues 

“the convergence of capitalism and print technology on the fatal diversity 

of human language created the possibility of a new form of imagined 

community, which in its basic morphology set the stage for the modern 

nation” (2006, 46). As Hobsbawm’s and Andersons’s observations showcase, 

from early on nationalism and capitalism have been intertwined with each 

other.                

While analyzing how the linkages of nationalism and cultural 

policies have altered in the Nordic region, Marika Muukkonen suggests 

three overlapping phases in the history of cultural policies in Finland:  

The nationalism—the nation building stage from the late 19th century to 

the 1960’s, the dualism—the social-democratic welfare state phase from 

the 1960’s to the 1990’s, and thirdly the instrumentalism—the current 

phase of increasing economic reasoning in cultural policies from the mid 

1990’s onwards (2007, 83). In order to further understand how the idea of 

participation in the Finnish public art discourses has been transformed and 

reasoned with and through nationalism that is linked with the alterations of 

the capitalist system, I further explain these phases. 

In the turn of the 19th and 20th century the so-called ‘statuomania’, 

the arising interest for public sculptures was a way to fight for the Finnish 

independence and manifest the nationalistic ideas of the time. The phrase 

”Swedish we are no longer, Russians we do not want to become, so let us 

be Finns” as supposedly stated by Adolf Iwar Arwidsson, one of the key 

figures of the Fennoman movement in the early 19th century, reveals the 

ideological mind set of the Fennoman movement of the time which also 

inevitably impacted the art field. The monuments and public art works 

educated the public of the national identity and mutual values as well as 

reminded the citizens of the life work of the great men who were part of the 
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building of the nation (Tossavainen 2006, 3). The participation produced by 

the monuments was thus participation that expected the public to unite as 

a nation and share the values of the forming nation state, to arouse national 

consciousness — in other words, to become ‘us’. The cityscape was not the 

only arena for the public art depicting the heroes of the arising nation as 

the plaster casts made the distribution to homes and schools possible (2006, 

3). The aesthetic quest for the ‘national soul’ was inspired by the Medieval 

times as well as the folklore (Ruohonen, 2013, 42).     

A similar nationalistic tone continued also after the world wars, and 

during the welfare state period in public art acquisitions in Finland, now 

connected with modernism. The public sculptures were mainly national 

monuments strengthening the narratives of a united young nation as well 

as memorials to the victims and heroes of the wars (Kormano 2014, 24-

27). Sculptures of the heads of the state as well as other important (male) 

figures of the young nation were realized and placed in the public spaces 

of modernized cities as the postwar Finland was going through rapid 

urbanization and transition from agricultural economy into industrialized 

economy between the 1950’s and 1970’s. From the 1960’s onwards besides 

the figurative portrait sculptures of the nation’s pride, more abstract works 

inspired by the Finnish nature and international trends started to emerge 

such as Eila Hiltunen’s Sibelius Monument finished in 1967 (Lindgren 1996, 

150). In the war discourses, the national interest was tied to the geographic 

location of Finland as the picket of the Western culture against the Eastern 

archenemy (Russia/Soviet Union) and in the war memorials of the Second 

World War this narrative was enforced (Kormano 2014, 25). In architecture 

and design the functionality and modernity were buzzwords of the time and 

the source of national pride. 

As Lähdesmäki’s (2007) research on Finnish monuments in the late 

20th century explains, the function of the monuments shifted from depicting 

the past person(s) and their character or achievements in the form of a 

monument, to rather producing a space for remembering and honouring the 

person, to create places for encounters. Dave Beech describes a similar 

tendency while thinking about the notion of the durational in contemporary 

art practises. Beech writes, “Having rejected the monumental object of 

public art, new genre public art does not sacrifice monumentality altogether 

but converts it from being a quality of the object into a quality of the 

temporal experience of community arts projects” (Beech 2011, 319). As 

public monuments and sculptures became rather spaces than images (at 

least in the visions of the artists and theoreticians) their relation to urban 

planning shifted. Art was no longer expected to function only as a decoration 

or illustration for the national narrative or commemorate the nation’s 

history in the city space, but to involve citizens and offer the sensation of 

participating in the city and in the society at large. As the unified image and 

values of the nation and its history had already been established, art could 

serve as a tool for benefitting the nation more indirectly — not portraying 

the nation but activating it. 

Now, in the age of the digital and the era of constant image flow on 

the web, public art as well as architecture have become the props of the 

online spectacle of our everyday life. It is no longer site-specific but rather 

site-generic as Jeremy Lecomte describes (2019, 232-233). The site-specific 

art practises were developed as a critique towards the power structures of 

art institutions and as a critique of the commercialization of the art field. 

The idea of the location, the site as a key element of the art piece or an 

action on certain location as an artwork, was thought to be revolutionary 

as it was considered to escape the logic of the white cube and the logic of 

commodification. However, as Jeremy Lecomte analyzes the artist in current 

art world “tend to move from one place to another, feeding on specific 

places, almost like tourists, and navigating this site-specific background by 

in fact engaging mainly with one specific place: the art world and its generic 

white cube” (2019, 224). The documentation images of performances or 

works on remote locations, find their way inside the institutions and became 

collectable items, items with monetary value and thus the site-specificity 

does not escape the white cube but is enmeshed with its operations. 

The same overarching capitalist logic has reached the participatory 

art practises as participation, citizen involvement or art as social benefactor, 

are values that repeat in the grant applications and funding strategies. 

Participation has been monetized. The circulating documentation images of 

participatory projects are used as evidence of the project’s value in public 
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artist or curator talks and lectures, exhibited in exhibitions after the process 

in the artist’s name. They are proof of the success of the project and the 

professionalism of the artist or curator for the next grant application and 

sadly the people who have been a part of the process turn into anecdotes 

and props of the artist’s/curator’s career even if this was not the intention.

In the site-generic (art) world that Lecomte describes, the 

instagrammability of a spot, building, location, scenery, work is what 

matters the most. The actual location and its supposed uniqueness is not 

important anymore, but the forever circulating image of it taken from the 

right angle. Through the image, everything becomes similar, the place is 

just a setting as the digital image is the ultimate evidence of our existence 

and our experience. Taking pictures and sharing them online is the lens 

through which space is lived and inhabited. We participate through the 

image and we connect through the image. The space is consumed in the flat 

screens, uploaded to the privately owned online spaces and released as a 

self-portrait and as a promotion of our excellence, our way of life. Our life 

and the settings where it happens are the ultimate products that we sell 

online to our potential employers, to our colleagues and even to our friends. 

The act of clicking is the act of consuming, the like button is the currency 

of the semiocapitalism while our every click and upload is archived and 

collected in order to be used for commercial and political purposes. This is 

the knowledge of knowledge-based economy. 

But how does this relate to contemporary nationalism and nation 

building? As the art field has gone global and site-generic, does it mean that 

nationalism has vanished from the equation between art and economy?  Has 

the notion of national interest and nation building art was expected to foster 

still 70 years ago disappeared with the neoliberal winds? Boris Burden states 

that “it doesn’t make any sense to sniff out nationalism among the works 

of contemporary art, presented for instance at the Venice Biennial. It is the 

Venice Biennial itself, its very paradigm of (national) presentation of art, 

which is the best example of contemporary nationalism today” (2007, 17). 

In other words, the structures of the art world are still very much national, 

promoting and funding national artists and national art organisations. The 

participation, which public artworks in Kalasatama are expected to enable, 

is of indirect sort. It is participating in the national narrative through the 

reasonings of branding and marketing—the tools of cognitive capitalism—and 

through the encouragement of a certain kind of citizenship. 

6.3. The Right Way to Be Together – Public Art Projects as 
Arenas of Choreopolising

In the book Lähiökylä, Lotta Junnilainen (2019) explores how communality 

and social practices are formed in two different Finnish suburbs with 

relatively high amount of social rental housing. These suburbs have been 

stigmatized as rough and bad neighborhoods with issues of misbehaviour, 

excessive alcohol use and violence as the socio-economic position of the 

residents is relatively weaker than on average in Finnish neighborhoods. One 

of the key observations Junnilainen makes, is that the residents’ view of 

their own neighborhood is affected by the one-sided image created outside 

the area. Furthermore, projects and initiatives—either art projects or urban 

renewal initiatives—organized in order to uplift the areas tend to focus 

on participation and social engagement without recognizing the already 

existing social practises and communities, nor the power structures within 

the areas and outside of them. Junnilainen points out that these kinds of 

suburbs are often times seen through the lens of the idea of the middle 

classed ‘I-citizen’ and defined by how well they correspond to this idea. As 

she describes, 

The issue is, that in the demands of communality and participation a 

certain kind of communality and participation built from the middle-

classed perspective is expected. For this reason all the communality 

and participation that already exist in the areas is defined as wrong and 

useless, or it is hidden and dismissed all together. The communality 

emerging from the residents’ own point of view or communality that 

has been formed by the residents’ own conditions is not sufficient 
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enough—if it is even seen—unless it is not producing the right kind 

of way of being together or right kind of social control (2008, 244).

What is crucial here is the notion of control. Control is a form of power, an 

act that defines what kind of behaviour or practices are tolerated and what 

is judged as not suitable. This understanding is formed in social interactions, 

in everyday situations and it is a way to form the normal. Junnilainen’s 

remarks make visible, that in socially engaging projects this idea of the 

normal is usually predefined as something familiar for the middle classes 

and the possibility to break the boundaries and predetermined positions of 

participants is hard to achieve. Within the urban planning field Junnilainen 

claims that ”the participation discourse is problematic as participation is 

often times artificial and the residents’ possibilities to have an impact are 

nominal” (Junnilainen, 2019, 236). Without real power to impact one’s 

own neighborhood, the participation methods and opportunities offered in 

different kinds of socially engaging projects and initiatives, whether artistic 

or urban remodelling, become just gestures to maintain the current power 

structures without any transformative power to challenge the current status 

quo. As I explained in the previous chapter, this is the current state of public 

art commissioning in Kalasatama as the city dwellers have practically no 

means to impact the public art commissioning of the area. Democracy should 

not be naively thought as a (plat)form in which everyone can take part in 

everything regardless of their societal position, profession, gender or skills 

(Miessen 2010, 84). The daydream of democracy is the vision that everyone 

has an equal say (Miessen 2010, 85) but this is an idealized narrative, not a 

scene of reality.

Control is linked also with André Lepecki’s concept of choreopolicing. 

As Lepecki describes,

 The purpose of choreopolicing -- is to de-mobilize political action by 

means of implementing a certain kind of movement that prevents any 

formation and expression of the political. Choreopoliced movement 

can thus be defined as any movement incapable of breaking the 

endless reproduction of an imposed circulation of consensual 

subjectivity, where to be is to fit a pre-choreographed pattern of 

circulation, corporeality, and belonging (2013). 

The danger of participation is, that it can act as choreopolicing; instead of 

challenging the current status quo, it can enforce the dominant powers and 

act as a gatekeeper silencing and depoliticizing any arising conflicts. The 

desire for the common turns into the desire of the right kind of common. 

This right kind of common and the right way to be together relate to 

the material forms the participatory and socially engaging art projects take. 

Helen Runting asks, 

Why participatory art projects almost always end up proposing material 

forms that everyone, that anyone, can agree upon—greenhouses, 

extended bands of parklands, microbreweries, playgrounds. Where, 

it can be asked, are the factories and workplaces, the homeless 

shelters, the low-income housing, or the high-rise towers? (2018, 

254). 

I suggest reading these sites contemporary participatory projects create in 

the cityscape as materialisations of cognitive capitalism.

The places such as playgrounds, microbreweries or urban beaches 

that public art projects create in the city, are meant to appeal to certain 

kind of public—the creative class—and certain kind of lifestyle. These 

outcomes respond to the cultural hunger and the need to belong to the 

kombucha drinking IT-yogi (or curator), who wants to raise their children in 

a safe urban villa(ge) while instagramming about the cat video festival in the 

local urban garden with an ironic smirk on their face. This kombucha lover is 

the idealized or rather commercialized self-portrait of us—thirty-something 

cultural workers with precarious working conditions, panic attacks and a 

haunting desire to have an impact in a world that is collapsing under our 

eyes. These participatory projects are like bread crumbs we feed ourselves 

with, enough to take the hunger away, but not anywhere close to offer 

the sensation of satisfaction. These places as the outcomes of participatory 

art projects can be read as milieus where ”control not only tracks — but 

also preconditions freedom from within by subtly providing pathways for 
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circulation that are introjected as the only ones imaginable, the only ones 

deemed appropriate” (Lepecki 2013). In the worst cases, they end up being 

sites of choreopolising even if the intention has been the opposite.

6.4. Moving Beyond the Traps of Choreopolising

So, the question arises how should then artists, curators or urban planners 

with a sincere wish to facilitate or enable multi-voiced, radically democratic, 

politically transformative participatory works operate with the nominal 

powers they have? Is there a way to move beyond the trap of choreopolising? 

In order to seek for possible solutions participation should be understood as 

“not simply about joining in the game, it is also about having the possibility 

to question the rules of the game: the conditions under which education, 

the public realm and representation within institutions happen” as Nora 

Sternfeld points out (2013, 4).

What Markus Miessen suggests as a solution in conversation with 

Chantal Mouffe is the concept of conflictual consensus (2010). By defining 

the conflict ”as micro-political practice through which the participant 

becomes an active agent who insist on being an actor in the force field 

they are facing. Thus participation becomes a form of critical engagement” 

(2010, 93). Miessen sees the ‘outsider’s point of view’—someone entering 

the field outside the alleged path—as a possibility to infiltrate the existing 

debates and discourses with an attitude to not seek approval, but rather 

shake the agreed normal (2010, 104). Could a curator or artist be such a 

figure for example in the field of urban planning? What would curating be 

like in the city, if it was to organize room for conflicts? How would the 

end results of participatory projects differ from what they are now? This 

transformative potential of art to shift the ground, to disrupt and interfere 

is where the hope of participatory art within urban planning seems to lie 

(Runting 2018, 253).

As an example of an art project opening up a possibility for conflictual 

consensus within an urban planning process, Jonathan Metzger (2010) 

presents a case study of the Radical Shift of Scenery workshops conducted as 

part of the artist-planner collaborative project in Stockholm between 2007 

and 2008. In the workshops, held for around 200 stakeholders involved in 

the planning of the new regional development plan for the Stockholm region 

(RUFS 2010), the artist-planner team used the method of defamiliarization 

as a way to facilitate a space for dialogical encounters between the different 

stakeholders. By bringing the participants to the ordinary suburban flat in 

Stockholm, which was turned into a black box, and hosting the workshop 

in this unconventional milieu, the artist-planner teams aimed to create a 

sensation of estrangement which would open up a space for the possibility 

of a more open discussion and break down fixed positions. As Metzger 

describes through the sensation of estrangement ”antagonistic posturing 

would have a chance of being transformed into fruitful, agonistic dialogue, 

where adversaries can dare to listen each other’s arguments, experiment 

with new perspectives and even express bafflement or self-criticism”(2010, 

231). Further study on how the workshops as parts of the planning process 

actually affected the final plan and in what ways the plan differs from 

plans made without artistic intervention, would reveal the actual impacts 

of this pilot project. Whether it managed to produce a more multivoiced, 

conflictual vision of the region or was the method of estrangement too mild 

to overcome the fixed positions and traditions of planning. 

In the example Metzger presents, art is entering the zone of urban 

planning as a breath of fresh air aiming to reveal and shift the routines 

and predefined positions and choreographies of the planning processes. In 

order to think further, Helen Runting questions whether these defamiliarized 

spaces art produces in the planning processes are actually signs of the 

tradeoff of what she names as autonomy for accountability (2018, 259). As 

she arguments, 

In considering what is at stake in artists entering the space of 

planning, -- I see as a serious threat to a democratic understanding 

of the role of planning: the potential for participatory art and the 
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neoliberal project to pull in the same direction. For me, the figure 

of deregulation, permissiveness and speed is not ‘the right one’ and 

should not, even in the company of the more reputable figure of the 

artist, be ‘let in’(2018, 260). 

As planning is more strictly regulated with legal tools and the rights of the 

citizen’s in planning procedures are defined in the law more accurately than 

in the art sphere, Runting expresses the fear that this accountability for 

democratic legitimacy is bypassed with apparent autonomy as art enters 

the space of planning. Therefore, it is worth considering what could 

contemporary participatory art practices learn from the accountability 

of planning? Can participation based on the idea of agonistic politics be 

achieved within the structures we currently have, in this project-based 

system of contemporary art?

From my perspective, both the artist/curator and the planner are 

equally ‘polluted’ with the ethos and processes of neoliberalism. Thus seeking 

redemption in the form of art is not a solid answer. As Jeremy Lecomte notes 

the contemporary art should not be regarded as “indeterminate space where 

anything can happen, but also a specific site constraining what happens 

there to be deprived of any generic operativity” (2019, 233). Thus these 

professions—curator or planner—do not necessarily offer the outsider’s point 

of view which Miessen is conceptualizing, as they are already ‘in’ meaning, 

that as disciplines they are already connected and intertwined with the 

processes of capital accumulation and value making and enmeshed with the 

choreographies of cognitive capitalism. However, these professional roles—

curator or planner—could be positions from which to invite the outsider in 

and possibly they could act in each other’s spheres as uninvited guests. Not 

shaking hands and making deals, but unsettling the ground. This should be 

the power of citizen engagement and the base of participation offered by 

these practises. 

To give a local practical example of this unsettling Milla Kallio, 

founding member of the feminist urban planning collective FEMMA, depicts 

three aims for their collective’s feminist practise. Firstly, FEMMA aims to 

broaden the professional spectrum of planning, so that the only path to 

act as a planner in Finland would not be alleged white man with architect 

background. Secondly, FEMMA strives for more versatile planning, so that 

the planning would not be solely done for the average white middle-classed 

resident in mind, but adjusted more specifically to people with different 

needs, backgournds and cultures. Thirdly, the opportunities to participate 

should be more specifically offered and tailored to those whose activity is 

not necessary already recognized (Interview Kallio 2019). These aims can be 

read as the points of departure for making room for the outsider to enter the 

scene and avoiding the trap of choreopolising.

Furthermore, when thinking what could be the opposite of 

choreopolising, I suggest that we consider the notion of failure or in lack 

of a better word, the breakdown. Breakdown—understood rather as a 

chasm or rupture than a mistake—could be a strategy for bringing Miessen’s 

conflictual consensus in practise as breakdown is the moment when the 

conflict emerges, when the expectations clash. As breakdown is linked 

with the feelings of anger, disappointment, stress and shame, it is easy to 

discard it as an unproductive moment of subjective failure, something not 

worth expressing. Instead of regarding breakdown as a manifestation of our 

incapability to produce what is expected of us, I suggest that the act of 

failing could be seen as an act of disobedience, as an act of refusal not to 

hide conflicts. Instead of fulfilling the role of the art expert giving a lecture 

of yet another perfectly executed project with a smiling face, could we not 

indulge in the moments of collapses or at least reveal openly the moments 

of clashes? As we do fail and break down all the time; our proposals are not 

selected, we do not get the job we applied for, our art project did not shift 

the ground as much as we hoped for. Instead of seeing these refusals as the 

blame and shame of the individual artist or curator, could they be seen as 

the unavoidable byproducts of the competitive structures of the art world? 

Conveying the breakdowns, could assist in forming a new kind of discourse 

within the art field, a discourse that does not accept competition as the 

starting point and refuses to follow the narrative of success.

To conclude, I come back to the concept of site-genericity introduced 

by Jeremy Lecomte (2019) and reflect how it could resonate in the localities 

of public art commissioning in Helsinki. To take the notion of site-genericity 
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as the point of departure, means to challenge or unpack the site-specific 

dream of “finding the right work to the right place” as the head of public 

art department of Helsinki Art Museum HAM, Taru Tappola described the 

museum’s curatorial strategy of public art commissioning (Interview Tappola, 

2019). As Jeremy Lecomte states, “in order to uncover something genuine, 

it may be methodologically more fruitful and more rigorous to start talking 

about site-genericity; that is to first reflect on the generic lens through 

which specific sites are indexed and localized” (2019, 233). The notion of 

participation could be unpacked in a similar manner by understanding first 

the constructed nature of the term, the predescribed expectations and the 

generic dynamics related to it, as well as the ways participation is used 

in instrumentalizing the social impacts into the commodities of cognitive 

capitalism. Through these understandings it can be explored what can be 

done with it locally. This kind of perspective, could allow the possibilities of 

moving beyond the traps of choreopolising to emerge. 

This is also how art could contribute to the demand for the right to the 

city, which David Harvey describes as the right to change our subjectivities 

while changing the city (2008, 2). It is good to remind oneself that the 

cityspace itself already encloses such sings of disobedience, and its current 

materiality can be read from counter perspectives too. How else would one 

read the shortcuts tread across official walking paths forming a new path or 

the paving stones untied by the demonstrators in Hong Kong fighting against 

the totalitarian regime? I suggest interpreting these actions in the cityspace 

as traversing the preconditions of freedom assigned to us.

This thesis took the current condition of cognitive capitalism and its 

ramifications to the local public art commissioning in Kalasatama, Helsinki 

as its point of departure and expanded as continuation to previous critical 

inquiries (such as Miessen 2010, Runting 2018, Lecomte 2019, Rosamond 

2016, and Berardi 2017) to consider and interpret ways to move beyond the 

limits of the inscribed anticipations and operations of cognitive capitalism. 

By analysing public art acquisitions in conjunction with the urban remodelling 

of Kalasatama locally, this research exposed what kind of meanings and 

roles art is expected to carry in the public spaces of technology and market 

oriented urban remodelling also in a wider perspective, and reads the local 

developments in Helsinki through the global perspective. As a conclusion to 

the analysis of the discourses related to the local public art commissioning 

presented in this thesis, one can state that whether art is justified as a 

tool for facilitating communality, a method of increasing participation or 

used as an instrument for neighborhood branding — ultimately in the current 

hegemonic narrative it is expected to add (monetary and symbolic) value 

to the site. Market rationality is dictating the current urban remodelling 

processes and public art commissioning in Helsinki. 

After defining the city as culturally, economically and politically 

contested and constructed site, which is historically and currently entangled 

with the alterations of capitalism, I zoomed in to the ways knowledge 

based economization, semiocapitalism or cognitive capitalism manifests 

itself in urban sites today, and reflected on how the planning ideas, such 

as the smart city and the creative city, are acting as advocates for this 

cognitive capitalism. Then, I focused on the urban phenomena of spatial 

differentiation—gentrification and segregation—as symptoms of these 

mutations of capitalism and knowledge based economization. By mapping 

out the local innovation and art clusters in Helsinki region, which seem to be 

concentrated in the central parts as well as to the western parts of the city, 

I explored the ways art is intertwined with these phenomena. I argued for 

considering the site of Kalasatama as new-build gentrification (Davidson and 
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Lees 2005, 2009), where art as part of the branding of the area is entangled 

with the indirect modes of displacement.

Art has been intertwined with the processes of gentrification since 

the 1980s, and as I articulated the role of art in these processes should be 

regarded as part of the equation between urban remodelling and economy, 

not as separate field operating independently of the urban restructuring. 

Further studies, especially in the local Finnish context, should be conducted 

in order to better understand the particularities of the connections of art 

to these processes in the local setting. This is increasingly important, as 

Richard Florida’s theory of creative capital puts the creative practitioners in 

the forefront of economic growth and have impacted the role of culture and 

art in urban renewal projects as the famous example of Guggenheim Bilbao 

shows. It becomes crucial to better understand these economic mechanisms 

and their modes of operating in order to vision alternative practises. 

According to Suhail Malik (2019) it is impossible to overcome this inscribed 

position that the creative capital theories suggest to artists and cultural 

workers, unless the contemporary art field restructures itself. As long as our 

field is based on competition and precarity caused by this competition, our 

work can be exploited by the neoliberal machinery and the social impacts 

art can produce can be capitalized.

Besides the concept of the creative city, inspired by Richard Florida’s 

theories, the development of Kalasatama is steered by the ideas of the 

smart city. The Fiksu Kalasatama initiative run by Forum Virium formulates 

the site of Kalasatama as a test ground for technological innovations 

and new product development. In the visions of smart city discourses 

the technological innovations are turning our homes into arenas of data 

production for product development, which is justified by the articulations 

of seamlessness (Greenfeld 2013). This has changed both the understanding 

of our urban milieus as well as perspectives on the citizenship. Moreover, 

articulations and discourses of the smart city are characterized by their 

orientation towards the future. The smooth, effortless and sustainable 

future, that technological advancements are promising to deliver, is lurking 

around the corner.

Another promise of the smart city is that the algorithm, artificial 

intelligence, machine learning and other smart solutions will make us more 

effective and save our time from boring tasks. These technologies have 

shaped the working conditions and our living environments as work has 

become immaterial in the Post-Fordist era (Poole 2015). In conjunction our 

cities are becoming blurred zones, where the metainterface fogs the places 

of work, consumption and free time (Anderssen and Pold 2018). This blurring 

of different functions is also visible in the architecture and in the general 

plan of Kalasatama and the ‘new culture of living’—promoted by the high-

rise towers connected to the shopping complex Redi—is an example of the 

new formulation of the role of the citizen. As the home is no longer a place 

to simply reside but to produce data for the profit of private companies, our 

subjectivities are increasingly intertwined with the capital accumulation. 

As we experience our surroundings and communicate with each other 

more and more with and through technological apparatuses and interfaces, 

and as we construct our subjectivities and relationships with each other 

through these devices and screens, going back to the world without the 

screen to look through does not seem like a way forward. Internet fasting 

will not release us from the grip of digitality anymore than using less emojis 

would teach us a new language. What then is the solution to reimagine this 

faceless and seemingly inevitable semiocapitalistic future that would reduce 

our lives, our most intimate and boring moments of being, into constant 

data mining for the profit of the rarefying economic elite? How to bypass the 

market rationality of urban development and imagine the city in Lefebvrian 

terms as a place for the people?

In order to arrive to a possible point, where a solution to these 

questions could start to take shape from the art perspective, I identified 

two different phases in the public art commissioning in Kalasatama. At the 

beginning of the construction work, citizen led initiatives and temporal use 

of the sites were tolerated, encouraged and even partly funded by the City. 

Kalasatama Temporary initiative run by Part Architects aimed to establish 

Kalasatama as a site, where residents’ and citizens’ own cultural practises 

would have space. From the funder’s—the Helsinki City’s—perspective, the 

initiative was rationalized as a tool for creating a vibrant image to the place 
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as well as a way to turn the construction works into an asset of the area. 

Once the construction work continued further the art commissioning was 

institutionalized and Helsinki City Museum HAM became the art expert of 

the art commissioning of the area. The focus of public art commissioning 

was reset to permanence and articulations of the art’s functions in the 

place are entangled with the branding of the area as well as the branding 

of whole Helsinki. The articulations of participation and community building 

are enmeshed more with the branding of the area than the residents’ actual 

possibilities to have an impact in the art commissioning or the ongoing urban 

remodelling. 

With Emily Rosamond’s concept of the double bottom line, meaning 

the financialization of the social impact, and Markus Miessen’s idea of the 

conflictual consensus, I aimed to articulate alternative possibilities to 

approach the instrumentalization of the socially engaging artistic practises 

as well as to trespass the limits of the current materializations of public 

art projects in city space as sites of choreopolising (Lepecki 2013). To 

imagine futurabilities (Berardi 2017) and to organize participation in urban 

planning and in public art practices in a more inclusive manner means to 

take the concept of site-genericity introduced by Jeremy Lecomte (2019) 

seriously. This means reading and understanding the generalized logic of 

commodification—the mechanisms of cognitive capitalism—first in order to 

understand how they are constructed in the specific localities and milieus. 

This is exactly what my aim for writing this thesis has been.  

If the market rationality is to be replaced with the idea of the right to 

the city—the right to change ourselves while changing our living surroundings 

—(Harvey 2008) the means of production of the city space need to be 

transformed. In regards to the public art acquisition policies in Helsinki, 

this would mean opening up the decision processes, creating platforms and 

opportunities to actually impact and use the city space, as well as listening 

to the multifold needs and ideas of the various publics. Instead of settling 

for its role as the marionette of city branding, public art should excavate the 

city space approaching the city as the ruins of cognitive capitalism in order to 

reclaim the public space for the publics. Publics should be thought as plural 

entities, not as unified mass of people and the accessibility, highlighted for 

example in Helsinki Art Museum HAM’s collection strategy, should span to 

better consider the underrepresented groups and individuals in the public 

art commissioning. Furthermore, public art commissioning could learn from 

the accountability of urban planning and public art projects should not be 

used as an overtaking lane to bypass the legal and democratic constraints of 

urban planning processes. 

To conclude, I want to come back to the very beginning: as the first 

chapter described, the concept of the city, even in the most bureaucratic 

definitions, is defined through the notion of the body. The city is just a site 

of hollow ruins unless it is not inhabited by the bodies. The body is the site 

of existential vibration. And as Berardi writes, 

The existential vibration escapes computation. Time, death, self-

perception, fear, anxiety and pleasure: the incomputable is the 

excess in the process of cognitive automation. Therefore I assert 

that the incomputable is the leading force of human evolution: 

incomputability is why history is human (2017, 162).

Berardi continues by stating “that we should -- start a project of enquiry 

and self-organization for the cognitive workers who daily produce the 

global semio-economy. We should focus less on the system and more on the 

subjectivity that underlies the global semio-cycle (2017, 162). 

I would add that in order to escape the neoliberal growth machine 

we humans should regard the body beyond the human and extend the 

recognition of existential vibration into other living species. Afterall, our 

human bodies are homes or rather cities for millions of other creatures like 

bacteria and microorganisms. As Berardi insists, we should look for ways to 

reorganize and restructure these embodied cities within the cities beyond 

the preconditions and constraints moulded by cognitive capitalism. As the 

path does not have to lead where it is leading now. After all, the mutations 

of capitalism have not demolished the disappearing islands, they just lay 

underneath the trash and dirt, buried alive under the weight of capital, 

existing in the silence under our times and wait to be rediscovered. 
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