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This dissertation aims to provide a rich investigation into the regulation of moving images in 

four key public places: London’s Piccadilly Circus, New York City’s Times Square, Toronto’s 

Yonge-Dundas Square, and Montreal’s Quartier des spectacles. Concentrating on periods 

wherein each site underwent redevelopment—roughly 1960-1990 in the case of Piccadilly 

Circus; 1980-2000 in regards to Times Square; 1990-2000 in the case of Yonge-Dundas Square; 

and 2000-2010 in regards to Quartier des spectacles—it will trace the varied opinions circulated 

by city officials, real estate investors, architectural critics, civic groups, district coalitions, 

technical and building engineers, as well as dominant public opinions, and consider how they 

contributed to the establishment of regulations governing the uses of moving image technologies, 

the theorizing of urban pedestrians as spectators, and the city as a placeholder for clusters of 

screens in each respective site. In assessing the economic, social, technological, political, and 

cultural conditions that led to such redevelopments, this dissertation will identify the meanings 

attributed to screens in each location, tracing how these meanings amounted to the establishment 

of sets of regulations and normalized ideas about moving images in public cityscapes. This 

dissertation will identify the bodies of knowledge, ideological frameworks, and social actors that 

contributed to the integration of screen technologies in these sites.  

 In addition to consulting each city’s zoning guidelines, planning proposals, and minutes 

from city board meetings, this dissertation will investigate the ways in which screen technologies 

are discussed in technical, mechanical, building and engineering trade publications, as well as 

(when possible) through interviews with signage installation personnel, in order to identify the 

technical and practical limitations that engineers, architects, and installation crews faced when 

integrating screen technologies into these challenging locales. The aim here is to identify the 
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ways screen sizes, ratios, and luminosity levels, as well as the programming of images and texts 

that appear in them, are constrained both through legal as well as practical means. Furthermore, 

in addition to tracing where each site is positioned in relation to other districts and activities in 

each respective city, this dissertation will also identify and assess how screens are comparatively 

arranged within each locale. In doing so, it seeks to point to the geographies of screens in cities, 

tracing their appearances in particular clusters and in particular locations where certain social 

activities take place and are encouraged over others. Lastly, my research will also rely on 

documentations of and about these sites—including photographs, narrative and documentary 

films, television programmes, newspaper columns, books, journal articles, pamphlets, and sound 

recordings—in order to give a sense of the varied and normative meanings attached to screens 

throughout the stages of redevelopment. The aim here is not to provide close formal analyses of 

these texts, but rather to use them in ways that help give texture to the sites and technologies 

under investigation.  

Research problem and a set of specific research questions 

Outdoor moving image technologies have become ordinary components of the spatial fabrics of 

everyday life. Large LED billboards found alongside desolate highways advertise vacation 

destinations to far away places in crisp resolution. Powerfully bright digital projections cover the 

surfaces of high-rises, seemingly transforming their solid structures into fluidly changing vistas. 

Billions of sleek, thin, and light mobile screen devices are held by both young and old, 

redefining the computer industry into one of clothing, fashion, and ubiquitous travel. Examples 

such as these, among many others, demonstrate how moving images can be said to be embedded 
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into urban environments in evermore ways, pointing to what many have described as a 

continuously proliferating ecology of screens.  1

 However, as important as it is to regard the addition of such technologies to the urban 

environment as a relatively dominant and pervasive development, it is rather insightful to remind 

ourselves that such practices follow and continue to build upon particular kinds of stringent 

human geographies that pervasively mark and arrange the usages of screen technologies in urban 

landscapes. Following the ‘spatial turn’ in media studies ensued by the communication theories 

of Harold Innis and James Carey, and in addition to the critical insights of Michel Foucault, 

Henri Lefebvre and Edward Soja regarding the multiple roles the production of space has had on 

social life,  historians have shown how moving image media have been regularly integrated into 2

cultural activities in multiple sites, having been extensively a part of cultural policy debates long 

before discourses about so-called “smart cities” emerged.  The spatial turn in media studies 3

signals a necessity for more varied, concisely historical and site specific, studies that uncover the 

 Gene Youngblood, Expanded Cinema; Anne Friedberg, Window Shopping and Virtual Window; Will Straw, 1

“Proliferating Screens”; Fracesco Casetti, “The Relocation of Cinema”; D.N. Rodowick, The Virtual Life of Film; 
André Gaudreault and Philippe Marion, The End of Cinema?

 On the ‘spatial turn’ in media studies see Nick Couldry and Anna McCarthy (eds.), MediaSpace: Place, Scale, and 2

Culture in a Media Age, Chris Berry et al. (eds.), Public Space, Media Space; in moving image studies see James 
Hay “Toward a Spatial Materialism of the ‘Moving Image’”; in communication studies see Harold Innis, The Bias of 
Communication; James Carey Communication as Culture; in philosophy see Michel Foucault “Questions on 
Geography” and “The Eye of Power” in Power/Knowledge; in urban studies see Henri Lefebvre, The Production of 
Space; in geography see Edward Soja Postmodern Geographies.

 On the “smart city” see Mark Deakin (ed.) Smart Cities; Shannon Mattern “Interfacing Urban Intelligence”; 3

Alberto Vanolo, “Smartmentality,”; and Anthony M. Townsend, Smart Cities.
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ways media are systematically integrated into multiple facets and activities in everyday life in 

particular places and specific kinds of spaces.   4

 Attention to the spatial dimensions of media is particularly influential in the study of 

outdoor screen cultures where it is crucial to recognize how neon, LCDs, CRTs, LEDs, and 

digital projectors cannot be said to be truly covering all terrains of the urban landscape. Outdoor 

moving image technologies manifest in specific locations, or zones, where a mixture of 

economic, cultural, and social benefits are claimed by a variety of individuals—city officials, 

urban planners, architects, real estate developers, advertisers, merchants, as well as by artists and 

political activists—for both competing as well as compatible reasons, to accrue. Although screen 

technologies have become typical objects found in ordinary and mundane locations such as 

waiting rooms, people’s hands, offices, subway lines, streets, and highways, it is important to 

remember that the identification of these sites alone does not signal that all sites like these are 

equal or are similarly furnished with screens. Simply put, not all sites are equipped with moving 

image technologies. Reasons for these differences depend on a variety of causes ranging across 

various economic, social, political, cultural, technological, practical, and personal biases. Yet 

whatever their outcomes may be, each instance points to the ways screens participate in the 

construction of particular zones, in particular places, and not others. 

 My research will investigate the ways moving image media become parts of urban 

cultures by investigating the kinds of zones where they are found. What are the geographies of 

 Numerous works have shown how moving images have been integrated in a number of fashions into a range of 4

spatial fabrics of everyday life. A very short list includes Charles Acland, “Curtains, Carts, and Mobile Screens,” 
Haidee Wasson, “The Other Small Screen,” Anna McCarthy, Ambient Television, Daniel Herbert Videoland; and 
Andrea Kelley, “From Attraction to Distraction.” These, along with others, will be further explored in greater detail 
in the proceeding section. 
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outdoor moving image cultures? Where are they placed? How are these locations selected? Put 

differently, what are the logics that guide the integration of moving image technologies in urban 

environments? In order to answer such questions, we need better understandings of the political, 

economic, and cultural conditions that impact the ways moving image technologies become part 

of urban spaces. What are the specific regulations and economic policies that have been 

established in order to make room for moving image technologies on public streets? What are the 

legal, monetary, institutional, and material infrastructures that help facilitate the usages of 

moving image media in certain zones and not others?  

 The aims of this dissertation are threefold. First, it is to identify the cultural significance, 

meanings, and functions being attributed to moving image media by addressing the broader 

political and economic frameworks that inform the integration of screen technologies into public 

urban environments. Second, it seeks to trace how these frameworks culminate or become 

established as specific sets of regulations and guidelines by which the usages of screen 

technologies in public places must abide. Lastly, this dissertation will investigate the varied 

material infrastructures of outdoor moving image sites in order to trace how certain ideological 

stances are being supported and applied. In addressing these areas of research, my dissertation 

will identify the frameworks that inform the regulations of moving image cultures, and by 

extension, of public conduct, in global cities by bringing to the fore assessments of the material 

and legal infrastructures necessary to integrate moving image technologies into public urban 

landscapes. Thus, as much as this dissertation will be an investigation of the policing of certain 

places through the facilitation of particular kinds of economies, practices, and behaviours, it will 

also be a study of the technical equipment, the attendant economies and the practical concerns 
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that bind such political and economic aspirations. What are the resources necessary to implement 

the spatialization and movement of bodies (audience, workers, investors, security personnel), 

things (screens, wires, electricity, projection booths, open spaces, policies, temperature, 

investments), activities (commerce, art, politics), and affects (taste, fear, comfort, warmth, 

cleanliness) that are either being addressed or not in various outdoor urban locations where 

moving image technologies are found? 

Importance of the topic, its relevance to the larger debates in the field 

At its core, this research will contribute to understanding the intersections between moving 

image media and the cultural dynamics that have shaped the presence of screen technologies in 

metropolitan settings. Such intersections have been the focus of numerous works in media 

studies, each of which have illuminated the multiple ways the relations between media, space 

and place have informed one another. The exploration of such relations has been a particularly 

influential line of inquiry in film studies where urban cultures are thought to play crucially 

instructive roles in the shaping of cinema.  While a great deal of work has focused on the ways 5

the city has been represented through films, bringing about the notion of a “cinematic city,”  a 6

smaller though by no means insignificant amount of studies have also theorized the ways this 

 For a counter-example that points to the ways cinema shaped and was shaped by rural and small town settings 5

during the early to mid-century, see Gregory Waller, Main Street Amusements. For an argument pointing to the 
importance rural settings play in the distribution of media contents—including cinema and television—over the 
internet, see Nicole Starosielski, The Undersea Network.

 David B. Clarke, The Cinematic City; Charlotte Brunsdon, “The Attractions of the Cinematic City”; Giuliana 6

Bruno, Streetwalking on a Ruined Map; Ackbar Abbas, Hong Kong: Culture and the Politics of Disappearance; 
Mark Shiel and Tony Fitzmaurice (eds.), Cinema and the City and Screening the City; Paula Massood, Black City 
Cinema; Edward Dimenberg, Film Noir and the Spaces of Modernity; Andrew Webber and Emma Wilson, 
eds.,Cities in Transition; Zhang Zhen (ed.), The Urban Generation; Barbara Mennel, Cities and Cinema; Merrill 
Schleier, Skyscraper Cinema; Pamela Wojcik, The Apartment Plot; Gyan Prakash (ed.), Noir Urbanisms; Yomi 
Braester and James Tweedie (eds.), Cinema at the City’s Edge; Harry H. Kuoshu, Metro Movies. 
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relationship directly impacted many other facets of social and cultural lives in urban 

environments.  

 Scholars have frequently pointed to the ways both filmmaking, film distribution, and 

cinemagoing have been by and large urban phenomena that collaboratively helped shape and 

were shaped by the landscapes, social relations, and experiences of the city.  Following what has 7

become termed the “modernity thesis,” historians have argued that cinema texts, techniques, 

technologies, and infrastructures played crucial roles in normalizing the experiences of 

modernity, largely understood to be taking shape in the newly emerging urban environments of 

industrialization and mass societies. Tom Gunning, for example, convincingly argued that early 

films offered a cultural expression of, as well as a remedy for, the experiences of shock brought 

on by the new social and material environment of mass culture. By involving spectators in 

playful manners, films helped normalize the experiences of modernity, the city, and the new 

technological environment of trains, electricity, photography, radio, daily newspapers, and 

cinema.  Likewise, Miriam Hansen argued that the amalgamation of cinema into the cultural 8

fabrics of urban life contributed to the establishment of a new quotidian vocabulary, what she 

described as “vernacular modernism.” Dominantly manifest in Hollywood films, this emerging 

vocabulary helped normalize and standardize “new relationship[s] with things” including 

automobiles, electricity, clothing, newspapers, advertising, photography, radio, architecture and 

 For examples, see Tom Gunning “An Aesthetics of Astonishment”; Miriam Hansen “The Mass Production of the 7

Senses”; Leo Charney and Vanessa Schwartz (eds.), Cinema and the Invention of Modern Life; Wolfgang 
Schivelbusch, The Railway Journey; Lynne Kirby, Parallel Tracks; Ben Singer, Melodrama and Modernity; 
Jacqueline Stewart, Migrating to the Movies; Kristen Whissel, Picturing American Modernity; Michael 
Cowan,“Moving Picture Puzzles.”

 Gunning, “An Aesthetics of Astonishment”.8
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urban planning.  By opening up “hitherto unperceived modes of sensory perception and 9

experience,” she argued, Hollywood’s narrative films had an “ability to suggest a different 

organization of the daily world,” one that was dominantly characterized by urban cultures.  10

 Other works, meanwhile, have concentrated on the ways certain cities were shaped for 

varied cinema related purposes. Film scholars such as Mark Shiel and Jan Olsson, urban theorist 

Mike Davis, and geographer Allen J. Scott, have differently explored the ways the city of Los 

Angeles, for example, was both represented and became host to one of the most economically 

profitable media production industries in the world.  Scott in particular paid close attention to 11

the ways Hollywood shaped the landscape of Los Angeles by analyzing the roles it had in 

structuring real estate and human geographies, both in terms of the ways studios and the 

workforce took hold of specific areas in the city for both purposes of production and domestic 

residence. Building on AnnaLee Saxenian’s findings regarding the decentralized yet cooperative 

system that contributed to the success of companies in Silicon Valley, Scott argues that a similar 

type of system was also taking shape in Los Angeles throughout the twentieth century, one where 

film and television studios benefitted from a pool of resources—including a labour force, as well 

as flexible short term agreements with diverse and specialized companies and individuals—all 

located in close proximity to one another.  12

 Hansen, “The Mass Production of the Senses,” 60.9

 Hansen, 72.10

 Shiel, Hollywood Cinema and the Real Los Angeles; Mike Davis, City of Quartz; Jan Olsson, Los Angeles Before 11

Hollywood; Allen J. Scott, On Hollywood.

 AnnaLee Saxenian, Regional Advantage. For other studies that concentrates on the more contemporary period of 12

the Hollywood media industry’s labour relations, see John Caldwell, Production Culture; Vicki Mayer, Below the 
Line; and Mayer et al. (eds.), Production Studies.
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 Also influential has been what Mark Shiel described as the ‘cinema—city nexus’, 

wherein cinema is understood to have functioned as a system of representations of urban space 

that contributed to a sense of being spatially situated in the city—or, conversely, what Kevin 

Lynch described as the “imageability” of cities.  Taking cue from such a conception, scholars 13

such as Tom Conley, Sébastien Caquard and D. R. Fraser Taylor have variably explored the ways 

cinematic modes of address have intersected with those found in cartography.  Whereas Conley 14

argued that movies have been highlighting a situated mentality that informs the viewers of where 

they are located in the filmic space in much the same way that locations are represented on a 

map, Caquard and Taylor revealed how this system of representation is highly skewed, arguably 

pointing to the ideological charges that shape spatial awareness in narrative cinema. Particularly 

revealing in both Conley’s and Caquard’s and Taylor’s work are the ways cities and urban 

environments have played dominant roles in film texts. 

 In a related vein, scholars such as Giuliana Bruno and Anne Friedberg theorized how the 

modality of flânrie played a crucial role in the dissemination and shaping of cinema in everyday 

practices.  By likening spectatorship to the mode of looking apparent in the practices of window 15

shopping—stylized in terms of fluidity, mobility, anonymity, and self-imposed agency—

Friedberg in particular aligned the actions of spectatorship in parallel with those of an arguably 

gendered sense of perception. Such a historicization elucidates how cinema culture helped 

 Shiel privileges cinema over other media by defining it as “the most important cultural form” of the twentieth 13

century.  “Cinema and the City in History and Theory,” in Cinema and the City, Shiel and Fitzmaurice (eds.), 1. 
Kevin Lynch, The Image of the City.

 Tom Conley, Cartographic Cinema; Sébastien Caquard and D. R. Fraser Taylor, “What is Cinematic 14

Cartography?”

 Friedberg, Window Shopping; Giuliana Bruno, Atlas of Emotion and Surface.15
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naturalize a type of perceptual habit, especially in regards to explaining how moving image 

cultures shaped and were shaped by the changing landscapes of urban environments in the 

postmodern spaces of shopping malls and video stores during the second half of the twentieth 

century. 

 Adding to this focus on the workings of power, other scholarship has similarly shown 

how cinema offered ways by which new kinds of alternative and counter publics have gathered 

and thereby posed challenges to dominant hegemonic orders of the Victorian era,  racial 16

segregation,  patriarchy,  imperialism,  colonialism,  and class.  Contributing to this 17 18 19 20 21

investigation, new scholarship into what Charles Acland and Haidee Wasson have termed “useful 

cinema,” has explored the multiple ways films, and especially modes of spectatorship, have been 

carved into numerous sites in cities, thereby having been aligned not only with commercially-

centric economic systems but also within the more institutionally guided parameters. Since films 

have been produced for and exhibited in numerous urban settings—including vaudeville theatres, 

churches, civic centres, classrooms, museums, prisons, hospitals, factories, aircrafts, water 

vessels, restaurants, as well as domestic spaces, amongst others—they must therefore also be 

properly understood to have been integrated into multiple, though still select, spatially defined 

social arrangements. As such, cinema must be understood to be carrying with it significant roles 

 Hansen.16

 Stewart.17

 Friedberg.18

 Balaisis, “Cuba, Cinema and the Post-revolutionary Public Sphere.”19

 Larkin, Signal and Noise.20

 Sconce “‘Trashing’ the Academy”; Herbert Videoloand.21
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in having shaped the ways emerging projects of social disciplining in both rural and urban 

settings have materialized.  As such studies point out, an understanding of the multi-22

institutionalization of cinema offers a range of critical histories about the roles attributed to 

cinema within disciplinary frameworks that aimed to instrumentalize and promote certain kinds 

of modern publics over others. 

 Also important to highlight are the ways the intersections between media and the city 

have informed the cognate fields of sound, television, mobile media, and internet studies where 

scholars have explored the frequent and multiple ways audio, television and computer 

technologies have taken on similarly heterogeneous roles and formations in urban cultures.  Of 23

particular importance to this discussion are studies that pay close attention to the qualities of 

media as material and discursive infrastructures.  The presence of media in the varied sites of 24

the cities have grown out of and contributed to the altercations of the ways urban imaginaries and 

landscapes were marked, defined, stretched, connected, and found new grounds. Stephen 

Groening, for example, has pointed how inflight entertainment technologies—from celluloid 

projectors to liquid crystal displays—grow out of and negotiate vertically and horizontally 

extended conceptions of urban environments apparent through air travel.  Similarly, in refining 25

 Acland and Wasson (eds.), Useful Cinema.; Hediger and Vonderau (eds.), Films that Work; Andrea Kelley, “A 22

Revolution in the Atmosphere”; Kirsten Ostherr, Medical Visions; Stephen Groening “Aerial Screens”; Lee 
Grieveson “The Work of Film in Age of Fordist Mechanization”; Carolyn Condon-Jacobs, “Moving Pictures, 
Moving People: Screening Films to Immigrant Audiences on Ocean Liners, 1926,” MA Thesis, Columbia 
University, 2015.

 On audio technologies see Jonathan Sterne (ed.), The Sound Studies Reader; Brian Larkin, Signal and Noise. On 23

television, see Anna McCarthy, Ambient TV; Joy Fuqoa, Prescription TV; Peter Billingham, Sensing the City 
Through Television; Lynn Spigel, TV by Design; Tiffany Potter and C. W. Marshall (eds.), The Wire. On mobile 
media see Jason Farman, Mobile Media Interface; Nanna Verhoeff, Mobile Screens.

 See especially Jeremy Packer and Stephen B. Crofts Wiley (eds.), Communication Matters.24

 Groening.25
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Marshall McLuhan’s proposition that satellites hovering in outer space fundamentally alter our 

perception of and about the world, Lisa Parks has pointed to the ways such technologies have 

been intricately tied to urban economies, politics, and cultures thereby building on and 

emphasizing certain kinds of world views over others.  Variably, Nicole Staroslieski has shown 26

how although narratives about undersea cables—from copper telegraph, to coaxial telephone, to 

fibre-optic—have repeatedly emphasized connections between major cities, they have rather in 

fact underplayed the ways cable stations are oftentimes located well beyond the outskirts of 

urban environments.  As such examples show, the relationships between urban and media 27

cultures can be, and have been, reciprocal. By bringing attention to the infrastructural 

materialities of media, such scholarship has contributed to broader understandings of the 

topographies of cities, revealing how oftentimes urban cultures are highly integrated into 

inhabited or even uninhabited rural territories and international zones. 

 As such varied approaches and focuses reveal, moving image technologies have been 

integrated into a range of social spaces throughout the twentieth century, concomitantly having 

been deeply imbricated into cultural policies and human geographies long before articulations 

such as “smart”, “networked”, or “intelligent” cities have solidified. To be sure, understandings 

such as these have also been instructive in the study of networked cultures. Reinhold Martin’s 

work, in particular, has illustrated how the integration of computer screens into office settings 

grew out of strategic concerns with the circulation of knowledge in corporate settings. Ideas 

about the production and circulation of information, especially as they have theorized by 

 Lisa Parks, Cultures In Orbit.26

 Starosielski, The Undersea Network.27



   Melzer !13

cybernetic theorist Robert Weiner and absorbed into the discourse on the “military-industrial 

complex,” Martin argues, influenced the architectural building designs of information-based 

companies such as IBM and Bell Laboratories, giving shape to things such as office cubicles, 

glass rooms, and to the introduction of computers into the office environment.  Likewise, Fred 28

Turner and Orit Halpern have traced how such cybernetic theories also influenced the ways 

American designers and urban planners theorized the logics of multi-screen perception and 

practices of representation that manifested in both the business, public, and domestic settings.  29

As such histories point out, architectural discourses have shaped the arrangements and usages of 

media technologies, reminding us that more attention should be paid to the architecture of media 

technologies in architectural planning. My dissertation will contribute to such understandings by 

focusing on the ways large scale moving image technologies have been integrated into the four 

key sites under investigation. 

Theoretical Framework 

This research will follow the theoretical frameworks adopted in the study of ‘useful cinema,’ 

highlighting how institutional discourses—commercial, industrial, and civic—have influenced 

 Reinhold Martin, The Organizational Complex.28

 Fred Turner, The Democratic Surround; Orit Halpern, Beautiful Data.29
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the shaping of common sense about moving image media and cultures.  In addition to the recent 30

publication of Acland’s and Wasson’s edited collection, Useful Cinema, several noteworthy 

studies have explored the ways cinema was applied to different ends by various institutional and 

industrial bodies in order to shape cinema both as an instrument of disciplinary society as well as 

an ordinary component of everyday life. Adopting the writings of Antonio Gramsci, Michel 

Foucault, Pierre Bourdieu, and Raymond Williams, such studies have posited that throughout the 

twentieth century audio-visual media became integral parts of numerous facets of social life, 

industrial practices, legal policies, and the cultural imaginary. Discourses stemming out of 

institutional contexts, such studies argue, have shaped knowledge about, as well as meanings of, 

cinema in congruence with particular ideologies of civic participation and social reasoning; or, as 

Acland and Wasson have succinctly put it, ‘made cinema useful’ for particular ideological gains 

over others. This implementation and creation of knowledge about audio-visual media by various 

institutions also informed the expansion of moving image technologies as ordinary practices in 

everyday life. The “useful cinema” framework, Acland and Wasson write, points to and explores 

the various ways institutional discourses have shaped “a certain common sense about cinema’s 

 For works exploring cinema in academic settings, see David Orgeron et al. Learning with the Lights Off; Lee 30

Grieveson and Haidee Wasson, Inventing Film Studies; and Charles Acland “Curtains, Carts, and Mobile Screens.” 
For works on medical institutions, see Lisa Cartwright, Screening the Body; Kirsten Ostherr, Medical Visions and 
Cinematic Prophylaxis; and Fuqua, Prescription TV. On psychotherapeutic discourses see Charles Acland, Swift 
Viewing. On the discursive contexts of militaries and prisons, see Alice Lovejoy, Army Film and the Avant Garde; 
Haidee Wasson, “Protocols of Portability”; Eric Smoodin, “Coercive Viewings” in Regarding Frank Capra; Alison 
Griffiths, “A Portal to the Outside World”; and Giles Taylor, “A Military Use for Widescreen Cinema.” Regarding 
the roles of museums, see Wasson, Museum Movies; Griffiths, Shivers Down Your Spine. In terms of the ways 
manufacturing and advertising industries (other than the entertainment industry) made use of cinema, see Grieveson, 
“Work of Film in the Age of Fordist Mechanization”; Karen Beckman, “Doing Death Over” in Crash; Michael 
Cowan, “Taking It to the Street”; and Groening “Aerial Screens.” On the roles of government institutions, see Zoë 
Druick, “At the Margins of Cinema History”.
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place in a variety of cultural mandates,” thereby “inestimably contributing to the status of 

moving images as both banal and extraordinary elements of everyday life and work”.  31

 This dissertation will continue such assessments of the purchase institutional frameworks 

hold over moving images by adopting the broader category of “useful media” (as was suggested 

in a recent issue of the The Velvet Light Trap), as well as by concentrating on the ways such 

discourses have unfolded in matters relating to urban and architectural planning and regulation.  32

It will bring to the fore institutions invested in shaping the look and feel of public city streets, 

and analyze how these organizations have informed the uses of moving image media within 

publicly accessible shared settings. While at the core of such an intersection are similar ideas that 

appear in the integration of motion pictures into other spaces—such as the disciplining of society 

through the utilization of culture—these ideas manifest and are dealt with differently in the 

public forum of city planning. Moreover, certain other debates—such as the displacement of 

people and practices through process of gentrification—that occur alongside the integration of 

screens into urban scenery, manifest differently in locations such as museums, prisons, and 

hospitals than they do in public streets. My dissertation, in other words, will contribute to the 

useful media line of inquiry by examining the ways discourses between city officials, urban 

planners, business improvement coalitions, heritage societies, and civic organizations unfolded in 

ways that established a type of institutionalized common sense about moving images in public 

spaces. What kinds of institutional knowledge about the city and its subjects—cityscapes and 

 Acland and Wasson, “Introduction: Utility and Cinema,” in Useful Cinema, 2.31

 See volume 72 (Fall 2013) of Velvet Light Trap entitled “Useful Media: Industrial, Educational, Institutional,” 32

featuring articles that analyze the usages of phonographs, interactive screens, and video games in corporate, 
educational, and military settings.
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urban sensibilities—has contributed to the formulations of established rules and regulations 

associated with screen technologies in public places?  

 Analyzing the discourses that shaped ideas about the preferred look and feel of public 

city streets demands an assessment that integrates a host of key opinions stemming from varied 

organizations, each shaping such meanings and desires, as well as their own roles within the city, 

in varied ways. My research will map an organization to this discourse that does not strictly 

involve efforts to discipline the public, but instead highlights the organization of this discourse 

itself. In other words, it will aim to understand how the idealization of the disciplinary functions 

of control that grow out of negotiations between varied players who collectively make up 

categorical understandings of the discourses within which they participate, are shaped by directly 

perceived benefits within their own practices of exchange. As such, my dissertation will be 

shaped by an understanding that knowledge is not produced for purity’s sake, but rather is 

implemented for particular social reasons which are themselves multiple and dependent on 

variable factors. In doing so, it will adopt Bourdieu’s understanding that “all knowledge, and in 

particular all knowledge of the social world, is an act of construction implementing schemes of 

thought and expression.”  Rather than emphasizing how knowledge is influenced by formal 33

institutional discourses that help identify how ideas about mass publics come about, Bourdieu 

illustrated how culture is practiced through embodied dispositions amongst members of society 

who do so in order to establish specific positions of power amongst one another. “The principle 

of this structuring activity,” he added, “is not…a system of universal forms and categories but a 

system of internalized, embodied schemes which, having been constituted in the course of 

 Pierre Bourdieu, Distinction, 467.33
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collective history, are acquired in the course of individual history and function in their practical 

state, for practice.”  For Bourdieu, culture becomes common sensical knowledge not only 34

through the ways it is exchanged among members of society, but also in the ways each member 

recognizes how others assign values to culture and uses that knowledge for their own personal 

gains. 

 The scheme outlined by Bourdieu helps map the usages of culture onto organizations of 

power, while at the same time also assesses them as instances wherein the structuring and 

restructuring of power relations occur. In other words, practices of exchange help establish 

culture with degrees of value—manifesting in the forms of expertise, academic degrees, social 

relations, occupations, and especially in regards to Bourdieu, taste—which simultaneously point 

to the ways culture is both structured by, as well as, does the work of structuring social relations 

and their dynamics of power. How culture is organized, and by whom, are inseparable from 

understanding why it is organized as such. “Taste,” Bourdieu wrote, “classifies, and it classifies 

the classifier.”  In other words, taste is not only a system where culture is classified into good or 35

bad; it is also a systemic classification of individuals who make use of that culture. 

State of the field of research on outdoor moving image culture 

A great deal of research on outdoor moving image culture has appeared in such diffused 

disciplines as advertising, human-computer interaction, computer engineering, architecture, 

urban policy and design, and environmental studies. The majority of such studies have focused 

 Bourdieu, Distinction, 467.34

 Bourdieu, Distinction, 6.35
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strictly on the technological potentials of outdoor LEDs and digital projections, theorizing them 

through the conceptual frameworks of “new media.” As one example from the study of human-

computer interactions shows, developments in the design of visual displays through the 

integration of digital formats are argued to be representing “opportunities for novel forms of 

communication, coordination and collaboration, and raise questions about the emergence of 

social behaviours around situated displays.”  Urban policy makers, advertisers, architects, 36

designers, and computer engineers alike have focused on understanding the ways digital 

displays, projections, and media façades have either altered the visual landscapes of cities or 

have offered new forms of interaction with and through the built environment, thereby analyzing 

outdoor moving image culture predominantly as a new phenomenon. The changing urban 

landscape is in fact regarded as inseparable from the changing experience of that environment, 

where in order to explain how individuals interact with screens found in outdoor locations it is 

assumed that the presence of screens themselves signifies the transformation of the city anew—

not only its ecology, but also in the ways social interactions are reorganized, and the political 

changes that could now potentially take place. Moreover, although outdoor moving image 

technologies share similar qualities with cinema, television, and computers, they are largely 

theorized as distinct media with their own unique qualities not found in any other moving image 

technologies.  37

 Kenton O’Hara et al. “Introduction to Public and Situated Displays,” in Public and Situated Displays, xviii.36

 For examples, see Ian MacColl and Ingrid Richardson, “A Cultural Somatics of Mobile Media and Urban 37

Screens”; Andrew Vande Moere and Dan Hill, “Designing for the Situated and Public Visualization of Urban Data”; 
O’Hara et al. (eds.), Public and Situated Displays; Daniel Sauter, Light Attack; Jürgen Scheible and Timo Ojala, 
“MobiSpray”. There are also a host of conference proceedings authored by individuals in the disciplines of 
advertising and computer engineering which I am not listing here.
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 Claims such as these have also been made in the fields of media and communication 

studies, as is illustrated by Mirjam Struppek’s frequently quoted rhetorical stance regarding the 

‘social and urbane potential’ that urban screens hold.  Stuppek, who conversely coined the term 38

“urban screens,” theorizes the new opportunities such technologies offer in ways that challenge 

Guy Debord’s apocalyptic visions of the future of cities as sites of commercially-tied spectacles 

on the one hand, and digitally networked immaterial relations on the other.   39

We currently face a transitional period of the restructuring of social networks and 
discover new relations among people and places in a globalized world that is threatened 
by diffuse and complex fears of instability and lack of strong local roots. This situation 
has resulted in various experiments with new types of relations, supported by developing 
new media tools.   40

Struppek’s cautious reminder of the dangers outdoor moving image technologies pose on the 

fabrics of social relations have been echoed across numerous other studies. Holly Willis, in her 

analysis of the ways “pervasive video” in public space has shaped the ‘legibility of cities,’ 

posited that “if the city is now considered dynamic and layered, a space of multiple, mutable 

flows, then urban screens, in their convergence and divergence, in their contradictory agendas 

and diverse audiences, serve as emblems, tangible manifestations of the liminal junctures 

between material and immaterial.”  Likewise, Nikos Papastergiadis et al. recently argued that 41

 Mirjam Struppek, “The Social Potential of Urban Screens.”.38

 Guy Debord, The Society of the Spectacle.39

 Struppek, “Urban Screens - The Urbane Potential of Public Screens for Interaction.”40

 Holly Willis, “City as Screen / Body as Movie,” 28.41
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“large public screens can offer a strategic site for examining transformations in the constitution 

of public agency in a digitized, globalized environment.”   42

 This emphasis on the novelty of urban screens has been arguably the most common 

position held in this subfield of study. Of the thirteen essays appearing in a First Monday special 

issue devoted to the study of urban screens, not a single text provides a coherent 

contextualization of the manifestation of “media architecture” or “media cities” (as outdoor 

digital moving image technologies are commonly theorized); instead they each define such 

technologies as signalling the beginnings of a new period (starting in the 2000s) wherein a new 

phenomenological experience of space challenges architects, urbanists, advertisers, and moving 

image media creators to rethink the aesthetics of their craft.  Similarly, of the twenty-three texts 43

appearing in the Urban Screens Reader, only a single essay is devoted to providing an 

understanding of moving images in public spaces as having a much longer tradition—pointing to 

fireworks, light shows, and magic lanterns, as early examples of such a cultural practice—but 

nevertheless falling short of explaining why any particular materializations of urban screens 

came about.   44

 Perhaps the most historical account of moving image cultures and technologies to come 

out of this media-specific framework has been Scott McQuire’s study of the development of 

“media cities” or “electropolies.”  He differentiates the “media city” from the “smart city” 45

 Papastergiadis et al., “Mega Screens for Mega Cities.”42

 Lev Manovich, “The Poetics of Urban Media Surfaces.”43

 Erkki Huhtamo, “Messages on the Wall.”44

 Scott McQuire, The Media City.45
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arguing that the former has been in configuration since the end of the nineteenth century when 

the electrification of cities were beginning. McQuire argues that urban screens (along with other 

electronic media such as mobile computers and wireless connectivity) grew out of and perpetuate 

a particularly new type of understanding of experience of time and space, one that was originally 

shaped by gas and electrical lighting of urban environments, and where the landscape is 

experienced as infinitely and ambivalently changing, or in more poetical terms, dissolving. In 

contrast to theorizations in cinema studies, where “shock” and “attention” stand in as the 

defining experiences of modernity and the city, for McQuire it is the experience of ambivalence 

brought on by the electrification of the city that is most characteristic of this period.  Examples 46

such as World’s Fairs, the Luna Park at Coney Island, and ‘Great White Ways’ that appeared 

across major towns and cities in North America, Europe, and East Asia, he argues, invoked 

encounters with an uncertain “media-architecture complex.”  Electrical illuminations did not 47

help remedy the experience of shock; rather, according to McQuire, they informed an 

increasingly indecisive experience of modernity. However, whereas work in cinema studies has 

traced how and for what reasons ideas about shock were shaping moving image culture in 

various ways, McQuire’s research does very little to adequately contextualize how ambivalence 

materialized differently throughout the years, for what reasons, when precisely such an 

altercation in human thought came about, and why (following his tautological account) urban 

screens only manifested close to a century later. 

 McQuire, 121-22.46

 McQuire, ix.47
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 To be sure, other scholarship on urban screens has also aimed to circumvent the 

limitations of medium-specificity when thinking about outdoor moving images. This is best 

exemplified by Abigail Susik’s suggestion that a “post-medium” framework should be adopted, 

arguing that it is a more productive way to think about the particular junctures where a variety of 

technologies—projections, neon, LED, LCD, and CRT displays—and techniques, meet with 

architecture. Outdoor moving images, she elaborates, have become nexus wherein ideological 

tensions about power structures in the city manifest by taking on many forms, techniques, and 

situations. Thus, rather than identifying qualities that are specific to outdoor moving image 

practices, Susik offers a more politically minded theorization one that seeks to think about them 

through the political economic lenses of ownership and control. When urban surfaces get 

transformed into information displays, she writes, they also become “keenly contested zone[s] of 

ideological debate.”  Susik thus poses that perhaps a more productive way of analyzing the 48

employments of moving images in outdoor urban settings is by being attentive to “the politics of 

the ‘occupation’ of various surfaces by images and the ethics of such an obfuscation of space and 

place.”  Such attention to the occupation screens undertake is similarly explored by Zlatan 49

Krajina, whose research involved interviewing and ethnographically studying the ways 

audiences interact with screens in public spaces. In his book, Negotiating the Media City, Zlatan 

concludes that screens in public places obtain an “environmental character”—an ambient quality 

 Abigail Susik, “The Screen Politics of Architectural Light Projection,” 109.48

 Susik, 107.49
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that is shaped by the distance, size, location, and most importantly in Krajina’s mind, the “glow” 

of their luminosity.   50

 Regardless of their efforts to sidestep the medium-specificity of outdoor moving image 

media, even scholars such as Susik and Krajina nevertheless repeat a tired trope common in 

studies of so-called “new media”—those of novelty and emergence. As Charles Acland reminds 

us, an over-emphasis on the new in the study of media conceals how embedded in all cultural 

practices is a certain degree of the old, in the persistence of structures, habits, experiences, as 

well as systems of distribution, circulation, and production of media forms and contents.  51

Although revealing, studies working under the metaphors of “urban” and “public” screens, 

which seek to describe the unique qualities of recent development in outdoor moving image 

media, predominantly emphasize a rather short history to the phenomenon of outdoor moving 

image culture leaving out of the equation a whole range of understandings that situate them 

within existing social and cultural structures. Here, however, it is important to mention Chris 

Berry’s argument that a “long but varied local lineage of putting writing into public spaces,” 

coupled with a tradition of furnishing public spaces with magical moving image and illumination 

technologies as well as aspirations to showcase the “lure of consumerism and its myriad 

pleasures,” have strongly informed the aesthetics of outdoor screen cultures in Shanghai.   52

 Berry provides a productive point of venture away from the historically decontextualized 

media-specificity debate that strongholds the area of study, through an analysis of the ways 

 Zlatan Krajina, Negotiating the Mediated City.50

 Acland, “Introduction: Residual Media.”51

 Chris Berry, “Shanghai’s Public Screen Culture,” 111, 122.52
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tensions surrounding outdoor moving images have been a part of embedded social, economic, 

political, and cultural relations and structures in cities. By adopting a similar approach, my 

research will offer a historically grounded account of the ways outdoor moving image cultures 

have been incorporated into particular established, and establishing, urban and cultural policies

—policies that arguably shape the parameters by which urban screens can be theorized. In 

addition to Berry, works such as Joy Fuqua’s, Anna McCarthy’s, Joshua Neves’s, and Lynn 

Spigel’s serve as models that explore the cultural, political, commercial and institutional 

dynamics informing outdoor television cultures. At the same time, works in the framework of 

‘useful cinema,’ as well as others such as Michael Cowan’s, Stephen Groening’s, and Daniel 

Herbert’s, exploring the ways cinema technologies and cultures have been shaped by similar 

forces into a variety of public social spaces, will be similarly informing my research. Adding to 

this, Anne Friedberg, Giuliana Bruno, and Erkki Huhtamo, whose works offer both more 

historically widened accounts of moving image technologies, as well as their corresponding 

theorization of the phenomena of moving images in public urban life, serve as reminders of the 

lengthened contextualization of moving image metaphors in modernity. Similarly, works such as 

Beatriz Colomina’s, Janine Marchessault's, and Fred Turner’s offer more particular accounts of 

the histories of multiscreen perception—both in terms of its theorizations and early employments

—and therefore reveal the ways ideas presented by theoreticians of urban screens have been 

entrenched and shaped in western cultures for quite some time, not strictly as technologies of 

illumination. Finally, in addition to the authors just mentioned, this dissertation will also be 

building on the writings of Nicole Starosielski, Lisa Parks, and Shannon Mattern, by seeking to 
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understand outdoor moving image media within a broadened economic, political, and cultural 

infrastructure. 

 Furthermore, my research will also be informed by works that investigate the histories of 

each location being examined. To be sure, whereas a great deal of works have explored the 

histories, debates, and social dynamics that informed the redevelopment of Times Square,  to 53

my knowledge comparably fewer studies have explored the histories of Piccadilly Circus,  54

Yonge-Dundas Square,  and Quartier des Spectacles  in the same substantial capacities. This 55 56

may be because either Times Square has become one of the more symbolic instances where 

moving images are employed, or because the redevelopment efforts that occurred in Times 

Square spoke in particularly perplexing and symbolic ways. My research will be able to shed 

some light on why this happens to be the case. 

 Anthony Bianco, Ghosts of 42nd Street; Marc Eliot, Down 42nd Street; Josh Alan Friedman, Tales of Times 53

Square; Bill Landis and Michelle Clifford, Sleazoid Express; Kat Long, The Forbidden Apple; Robert P. McNamara 
Sex, Scams, and Street Life; Benjamin Chesluk, Money Jungle; Lynne Sagalyn, Times Square Roulette; Marshall 
Berman, On the Town; Andreas Huyssen “Fear of Mice: The Times Square Redevelopment,” in Present Pasts: 
Urban Palimpsests and the Politics of Memory; William R. Taylor (ed.), Inventing Times Square; Samuel R. Delany 
Times Square Red, Times Square Blue; Miriam Greenberg, Branding New York; Alexander J. Reichl, Reconstructing 
Times Square; James Traub, The Devil’s Playground.

 Bronwen Edwards and David Gilbert, “‘Piazzadilly!’”; Matt Houlbrood, Queer London; Charles Lethbridge 54

Kingsford, The Early History of Piccadilly, Leicester Square, Soho and their Neighbourhood; Matthew Carmona et 
al., Public Space: The Management Dimension. 

 Evelyn S. Ruppert, The Moral Economy of Cities; David Amborski, “Ryerson University and Toronto’s Dundas 55

Square Metropolis Project”; Sébastien Darchen and Diane-Gabrielle Tremblay, “The Local Governance of Culture-
led Regeneration Projects”.

 Joel McKim, “Spectacular Infrastructure”; Marie-Paule Macdonald, “After Branding”; Yuseph Adam Katiya, 56

“Creating Hegemony”; Richard Shearmur and Norma Rantisi, “Montreal: Rising Again From the Same Ashes”; 
Darchen and Tremblay, “The Local Governance of Culture-led Regeneration Projects”.
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Research methodology  

Rather than provide a history of all outdoor moving image culture, I have chosen to concentrate 

on the histories of four key sites—London’s Piccadilly Circus, New York City’s Times Square, 

Toronto’s Yonge-Dundas Square, and Montreal’s Quartier des spectacle—each characterized by 

the appearance of large scale moving images as well as by the presence of special zoning by-

laws or signage laws that govern the uses of moving image media within them. These four sites 

serve as exemplary case studies that illustrate the multiple ways one type of employment of 

moving image media—the arrangement of screens into concentrated clusters for festive and 

spectacular purposes—came about. With the rise of neoliberal economic and political policies 

during the final decades of the twentieth century, new visions of social rehabilitation of public 

streets, alcoves, and squares started taking shape. Along with the promises of safe, hospitable, 

and economically viable urban environments, government and private interest partnerships began 

culminating around redevelopment projects, seeking to rebrand key zones in each respective city 

in ways that catered to the growing tourism industries, all the while aiming to reduce criminal 

activities by injecting the areas in question with new real-estate values. Such partnerships 

decidedly resulted in the privatization of theretofore public areas in cities, transitioning from a 

system of governance by city and state officials into that based largely on the interests of the 

private sector. My dissertation will investigate the histories of these four places by asking how 

did moving images become seen as key factors in these kinds of urban renewal processes? Why 

did these projects demand the refurnishing of urban landscapes through the use of moving image 

technologies in these particular locations? Why did screens play an important role in redefining 
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the characteristics of these sites as potentially positive additives to the goals of redevelopment? 

What were the conditions, and who were the players, that shaped these logics as such?  

 Thus, these sites share both similar characteristics as well as relatively parallel histories, 

each of which are worthwhile to uncover in order to comprehend the regulation of normalization 

of moving image media in public urban spaces. Each locale signals a similar yet varied cultural 

development occurring within roughly the same historical period and geographical region, 

illustrating the ways politics of cities found in diverse national contexts variably shaped the 

regulations of moving image techniques, technologies, and cultures. 

 The geography I have chosen contextualizes these four places as emerging out of the 

remnants of the British Empire, as well as belonging to the cultural and economic frameworks of 

a North-Western regional hemisphere. From this perspective my analysis will signal the ways 

outdoor moving image culture variably materialized during the later parts of the twentieth 

century, investigating what Frederic Jameson has termed the cultures of “late capitalism” and 

what David Harvey, among others, has theorized as the effects neoliberal ideologies have had on 

cities.  While my research will study how each site has adopted its most current appropriations 57

of LEDs and digital projections, and therefore will largely concentrate on a historical framework 

spanning roughly the last four decades, an examination of the periods wherein the by-laws in 

question have taken shape might stretch my focus as far back as the early nineteenth century 

(especially in regards to Piccadilly Circus and Times Square). This is because although I am 

certain that in regards to Times Square the special signage rules were established in the 1980s 

 Frederic Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism; David Harvey, A Brief History of 57

Neoliberalism. On the effects of neoliberalism on cities, also see Neil Smith, Uneven Development and Sharon 
Zukin, Loft Living.
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and were put into effect throughout the 1990s and 2000s, and regarding Yonge-Dundas Square 

and Quartier des Spectacles zoning by-laws were being established during the 1990s and 2000s, 

it remains unclear when similar such rules were put into practice in Piccadilly Circus.  58

 As such, my research will also consider if there exist historical ties between each site by 

investigating whether or not the developments of these areas were explicitly influenced by one 

another. Whereas the layout of Piccadilly Circus and Times Square have been in existence for 

over a century (1819 in regards to Piccadilly Circus and the 1860s in regards to Times Square, to 

be exact), Yonge-Dundas Square and Quartier des Spectacles are contrastingly much newer 

urban developments having been only conceived of in the 1990s and 2000s respectively. What do 

these comparative differences tell us about the ways moving image technologies have been 

integrated into various histories of urbanism in each city? Furthermore, as Evelyn Ruppert 

pointed out, Times Square and Piccadilly Circus both served as models for the construction of 

Yonge-Dundas Square.  Was there a similar kind of influence at work in the other three locales? 59

Did Piccadilly Circus serve as a model for Times Square? Was it the other way around? Or were 

there no comparisons made between these two locales whatsoever? Likewise, I would also like 

to investigate whether the legibly contrasting layout of Quartier des Spectacles—where sites of 

moving image display are treated more like detached stations of exhibition, sporadically located 

across a wide area—a conscious effort on part of its planners to signal deviations from the more 

 I hypothesize that, in regards to Piccadilly Circus, such regulations might have been set in place either at the early 58

decades of the 20th century, or in the 1960s, or possibly only in the 1980s and 1990s. More investigation here is 
needed.

 Evelyn Ruppert, The Moral Economy of Cities.59
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concentrated designs found in the other three locations under investigation. If so, which of the 

other locales in particular, and why was this the case? 

 This project will not concentrate strictly on an analysis of the discourses about these four 

places, but will rather seek to contextualize such findings in order to uncover a history of the 

objects and protocols used to regulate the uses of screens, the spaces where they are found, and 

the accompanying engagements with them. In my Master’s thesis, which looked at the debates 

about Times Square between the years 1980-1989, I found a series of such devices and legal 

documents—such as the LUTS device, used to measure the illumination intensity of signage in 

the area; the FAR system, a commonly used floor to area measuring unit used in many cities but 

that was specifically adapted in New York’s midtown in order to regulate the sizes of signage in 

Times Square; as well as, section 81-732 of the New York City Department of City Planning 

Zoning Resolution, which in laymen’s terms states that no permits can be issued for the 

construction, or expansion of existing construction, of buildings in Times Square until it has been 

adequately demonstrated to the Department of City Planning that the new plans being proposed 

included signage placed on the building’s external façade in accordance with the rules set forth 

by that zoning resolution. My research will dig further into details about these sets of devices and 

by-laws, as well as identify if similar such objects and sets of procedures are in place in the other 

four sites in question. What are the protocols and devices used to govern the four disparate 

zones, the screens within them, and the practices of individuals who come to use them? How 

have such by-laws and apparatus come about in each site? Have the adoptions of screen-related 

regulations been the same or have they differed across the four sites? 
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 My research will investigate how rules about moving image technologies have been 

strategically integrated into these four particular zones by first identifying what are the 

established laws and devices used to enforce such regulations. Such laws might include the 

regulation of the physical characteristics of screens (size, shape, location, levels of luminosity) 

and of their contents; of passages for pedestrians and vehicles (sizes of walkways and driveways, 

pace of movement); of other architecture in the area (including building height, location, 

construction material, heritage protection); of people (homelessness, crime, dress codes, 

movement); as well as of other uses allowed in the area (types of other commercial or residential 

enterprises allowed), amongst others. To identify these regulations, I will consult each city’s 

zoning laws, identifying the sections corresponding to the regulations of each site.  

 My research will simultaneously also seek to uncover the developments of each law by 

identifying the key debates, ideas, and persons that shaped their establishments. To do so, I will 

trace how each site was being discussed in local, national, and international newspapers, 

magazines, academic journals as well as television news programmes. At the same time, my 

research will also rely on both fiction and nonfiction television shows, films, radio broadcasts, 

and photographs that either spoke about or documented the visual and social realities that existed 

in each site prior to redevelopments. How, for example, was Times Square discussed in popular 

culture such as in early morning or late night talk shows such as Good Morning America, Late 

Night With David Letterman, Saturday Night Live (each of which was produced in New York 

City); in mainstream Hollywood films set in Times Square such as Midnight Cowboy (John 

Schlesinger, 1969) and Taxi Driver (Martin Scorsese, 1976); or in experimental documentary 

films such as Charlie Ahearn’s Doin’ Time in Times Square (1991)? How was the development 
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of Yonge-Dundas Square portrayed on Canadian equivalents such as This Hour Has 22 Minutes? 

My aim here is not to provide a formal analysis of these texts, but rather to give discourses about 

these places a sense of texture as well as to help map their reaches in the popular imagination. 

Put together, the textual data collected from all sources will both provide visual and aural 

records, identify the talking points used to describe the stories unfolding in each site, and overall 

help assess the ways moving image technologies in each site were integrated into public 

discourse.  

 My research will also be seeking to collect pamphlets, posters, and films made by both 

civic groups, real estate investors, architectural and urban design firms, as well as the municipal, 

city, state/provincial offices that were produced either to protest or promote the usages of moving 

image technologies in each site. To find these, I will consult each city’s public libraries, the 

archives of city museums, and where necessary, the archives of civic groups that either protested 

or promoted each project. Objects such as these will help qualify how criticisms or promotions of 

the redevelopment efforts were specifically being underlined to the broader community.  

 Furthermore, my research will also focus on understanding the practical and technical 

issues that arise when placing screen technologies in these locales. What kinds of problems do 

technicians and engineers deal with when it comes to considering the basic usages and 

maintenances of moving image technologies and their attendant practices outdoors? How do 

technical and building engineers negotiate the problems of weight, heat, distance, and 

maintenance of screen technologies? Whereas understanding the discursive negotiations that 

manifest about moving image technologies and regulatory protocols might reveal the ideological 

pulls that shape the desires to integrate them into outdoor city centres, answering what are the 
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kinds of material and technical constraints that limit their usages and implementations might 

reveal other kinds of layers that shape the parameters of these discourses. Put differently, my aim 

here is to include the perspectives of technical and building engineers within this dialogue in 

order to expand our understandings of the ways ideologies shape the practices of technical and 

building engineers. In order to do so, I will first be researching whether such questions have been 

addressed in engineering and technical publications—including books, academic journals, and 

magazines. Where necessary, and if possible, I will conduct interviews with the companies and 

personnel that have installed the technologies in each site. 

 At the same time, my research will also consist of on-site ethnographic research that will 

both map the locations of screens, as well as trace how passersby interact with them, what they 

do in front of them, and where they most frequently position themselves in relations to the 

screens. I will not collect a significant amount of data about the people I observe (such as their 

point of origin, gender, age, salary, or education), but will rather seek to take note of patterns of 

behaviour that manifest most greatly during the periods I observe them. The aim of this portion 

of my research is to assess how the kinds of social participation idealized by proponents for the 

integration of moving image technologies actually manifest. 

 While on-site, my research will also consist of taking note of the feel of each site as well 

as their surrounding environments. Where is Piccadilly Circus located in relation to other 

activities in its surroundings? What else is associated with Yonge-Dundas Square immediately to 

its outskirts? Are they located nearby commerce, residential, or cultural activities? If so, what 

kinds of commerce, residence, or cultural activities? What are the kinds of spending habits 

associated with each site? Assessing such relations will help spatialize each site into a broader 
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geography of cultural consumption, and therefore will aid to more precisely situate moving 

image technologies and cultures within their urban landscapes. 

 By focusing on the ways regulations of screen technologies and techniques of display 

have come about in these sites, my research will offer a comparative analysis that traces the 

principles governing moving images and cultures located in streets and urban pathways in the 

four varied locales in the North-Western Hemisphere. It will do so in order to understand the 

ways by which moving images became common sensical objects found in urban landscapes, in 

political discourse, and in shaping the logics of perception and civic participation in late-

capitalist societies. It will specifically ask how, within which contexts, and for what purposes did 

the regulations of moving image technologies and contents appear in these four sites? Thinking 

more broadly, it aims to understand what these findings tell us about the regulations of moving 

image technologies and modes of perception in western metropolitan areas. 

Chapter breakdown 

Although each site is conceived of in comparison to the other three, this dissertation will be 

broken into five chapters that emphasize the different ways social and cultural dynamics inform 

the integration of moving image technologies in the region broadly defined as the North-Western 

hemisphere. Findings from each site will collectively contribute to each chapter, and therefore 

will be broadly conceived as a genealogy made up of varied degrees of influence. Chapters will 

be broken down in ways that highlight or give greater attention to the different angles, issues, 

concerns, problems, and solutions that have shaped the integration of screen technologies into 

each site.  
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 The first chapter will provide introductory remarks about the objects of study, reasoning 

why the four sites were chosen and emphasizing the needs for greater awareness of the site-

specific and regulatory dynamics involved in the study of outdoor moving image cultures.  

 The second chapter will focus on the politics of place in each site, addressing practices of 

gentrification and largely paying attention to the political economies of real estate values in 

cities. This chapter will identify how ideas about the looks and feel of the sites I focus on, 

emerging out of stages of urban redevelopment, have shaped the desires to include moving image 

technologies within them. For example, this chapter will illustrate how the controversy that 

occurred in Times Square during the 1980s—when architects John Burgee and Philip Johnson 

proposed a plan that would remove screens from the area which sparked massive backlashes 

against it—was shaped by both ideas about cleanliness and removal of unwanted tenants as well 

as desires to highlight the bright and colourful lights brought on by screens. 

 The third chapter will concentrate on the development of technologies and protocols of 

regulation, discussing the laws and measuring apparatus developed in order to govern the usages 

of screens in these sites. In addition to discussing issues such as the levels of luminosity, energy 

intake, content regulation, traffic control, size, shape and placement of screens, it will also 

discuss the kinds of entities—private, public or semi-public organizations—such as business 

improvement districts, marketing alliances, and district committees that emerged in order to 

decide on and regulate the spaces, resources, and technologies in question. 

 The fourth chapter will discuss the technical and practical constraints that emerge at the 

installation and maintenance stages of screens and their surrounding environments. Correlatively 

with the previous chapter, this chapter will discuss the economic and material infrastructures 
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involved in maintaining these sites and the usages of screens within them. It will address the 

kinds of manpower involved in ensuring security and cleanliness of the areas, the distribution of 

electricity, and provide a glimpse into the world of content production (whether commercial or 

not) that appears in these sites. 

 The fifth and final chapter will attempt to tie all of the previous chapters together through 

a discussion of the comparative spatialization of outdoor screens in each site.Whereas in Times 

Square screens are located in very close proximity to one another throughout a panoramically 

surrounding landscape, in Piccadilly Circus they are also located in very close proximity to one 

another and yet in only one designated area, in Quartier des spectacles they are sporadically 

places away from one another, and in Yonge-Dundas Square they are sporadically placed but still 

all within the same panoramically surrounding circumference. Why is this the case? This chapter 

will address the ways the dynamics of regulation have shaped the placement of screens in each 

site and lend itself to further questions about the ideas that advertisements versus art play 

throughout the four sites. 

Timeline to completion 

The research portion of this project will take place between the months of June and November of 

2015, wherein I will be travelling to each site. My findings about Piccadilly Circus have been 

collected during the months of June and July of 2015. The months of September and October 

will be devoted to researching Quartier des Spectacles and Dundas Square. And in November of 

this same year, I will be travelling to New York City to research Times Square.  
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 These research trips will be interlaced with writing periods wherein I will be beginning to 

formulate summaries of my findings about each site. By the month of December, after which I 

have undertaken all of my research trips, I will begin to write the second chapter of my 

dissertation, outlining the political and economic conditions that brought about redevelopments 

in each site. I will have a first draft of this chapter ready by the 15th of January. Between the 

15th of January until February 28th I will be writing the third chapter devoted to the protocols, 

apparatus, and organizations that arose as a result of the redevelopment projects. During the 

month of March I will be completing the fourth chapter of my dissertation outlining the kinds of 

practices and capital put in place in these sites. Between April and June of 2016, I will be 

incorporating revisions of the first drafts of submitted chapters, all the while writing the 

introductory and conclusive chapters of this dissertation. I will submit the completed document 

in the month of July and will seek to defend it in September of 2016. 
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