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“We must not imagine a world of 

discourse divided between accepted 

discourse and excluded discourse 

or between the dominant discourse 

and the dominated one; but as a 

multiplicity of discursive elements 

that can come into play in various 

strategies.” 

– Michel Foucault1 



The metropolis is not an environment that 

embodies singularity. There is no one identity, 

no unilateral direction, no sole voice. The 

cosmopolitan Canadian city is one that 

thrives on diversity; on sites of  interaction 

and exchange; on points of  convergence; on 

sources of  resistance; and on platforms for 

dialogic, physical, and conceptual negotiations. 

The artists featured in Multipli[city] engage 

with themes of  identity, language, real and 

fictive sites, discursive spaces, urbanity, 

and environment, all of  which culminate in 

discussions of  agency and the implications of  

one’s social and physical surroundings. The 

multi-media nature of  the exhibition – painting, 

site-specific and video installation, drawing, and 

craft – speaks to notions of  translation across 

differing practices and our collective proximity to 

other people and places. 

Informed by the theories of  French post-

structuralist Michel Foucault, Multipli[city] is 

framed around ideas of  discourse and the 

power relations that emerge from various forms 

of  exchange, whether verbal or otherwise. The 

thematic framework further evolved into a 

mediation on the specific discursive site of  the 

urban environment, and one’s occupation within 

this locale. Selected from the portfolios of  first 

year graduate students in the Interdisciplinary 

Master’s of  Art and Design at OCAD University – 

Faraz Anoushah Pour, Jason Deary, Ryan Ferko, 

Brette Gabel, Lindsay Holton, Trent Hunter, 

Alexandra Morrison, Anjuli Rahaman, and 

Stephen Surlin – the parallels that arose between 

certain artworks led to the curatorial conception 

known as Multipli[city]; a mélange of  seemingly 

disparate ideas that ultimately come together in 

their difference and uniqueness. 
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Jason Deary’s Falling Apart (2010) 

represents this interest in place and 

how one establishes his or her own 

sense of  identity within this setting. 

The masked figure is an anonymous 

presence that could represent anyone 

the viewer wishes, thereby acting 

as an embodiment of  the fluidity 

of  selfhood. Deary’s imagery draws 

from classic comic book heroes who 

inhabit a world that is not always 

conducive in acknowledging the 

integral role they play in society. The 

figure in question feels himself  being 

pulled apart in various directions, as 

he grapples with the onslaught  

of  information being catapulted 

around him. Here, the mighty super 

hero archetype lacks his usual 

fortitude and is shown in a rare state 

of  vulnerability as he struggles to 

assert his place in the world.

The figure’s mesmerizing eyes 

beckon the viewer into his realm, 

while the swirling painterly forms 

continue to disorient and disrupt. 

Faint outlines of  letters and numbers 

emerge within speech bubbles in an 

apparent attempt at conversation, yet 

it is the vortex of  colours that claims 

the spotlight and functions as one of  

the anchor points of  the exhibition, 

in its stark contrast to an overall 

absence of  colour that emerges.
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Jason Deary  |  Falling Apart, 2010  |  Mixed media on canvas 
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Brette Gabel’s Nightmare Quilt: 

Old Hag (2009) investigates 

figurative sites of  discourse, 

as the artist invites friends to 

share their nightmares with 

her, and in turn she creates 

embroidered representations of  

these experiences. The weight of  

the quilt also physically prevents 

dreamers from escaping these 

fears, while they remain alert of  

their surroundings in a lucid state. 

Nightmare Quilt strikingly recalls 

Frank Stella’s Die Fahne Hoch! 

(1959), a minimalist painting 

whose title makes reference 

to a Nazi marching song and 

consequently turns the abstract 

into the political.2 As a result, 

Gabel’s mediations on nightmare 

imagery find a correlation with 

the horrors of  the Nazi regime, 

and the formal qualities continue 

to reflect this theme; in Gabel’s 

piece, the layers of  monochromatic 

Brette Gabel

Nightmare Quilt: Old Hag, 2009

Textile 

Trent Hunter

This City Wore the Colour Off of Me, 2009

Acrylic on illustration board boxes

[reference]

Frank Stella

Die Fahne Hoch!, 1959

Black enamel on canvas

black are arranged in a grid formation much 

like Stella’s white lines from the underlying 

canvas, while his use of  black bears 

symbolic reference to the uniforms of  Nazi 

soldiers.

It is perhaps the most commanding 

presence in Multipli[city], an unequivocal 

black hole, as it sucks the colour from its 

surroundings. This is conveyed quite 

literally by the nearby placement of  Trent 

Hunter’s piece, This City Wore the Colour 

Off of Me (2009), and yet this sculpture 

stands as a counterpoint as it combats 

the darkness through its various swatches. 

Hunter describes the piece as “express[ing] 

meaning and content through a minimal 

vocabulary of  squares and boxes,” both 

encouraging an exchange through textuality 

and objecthood, and using his architectural 

background to inform his interest in the 

urban environment.



The antagonism of  Nightmare 

Quilt can also be felt in another of  

Deary’s pieces, titled  

Go Home Get Lost (2012).  

There is a deliberate instruction to 

disengage with one’s surroundings 

and to forfeit any feeling of  

connection that emerges; while 

the “home” referenced in this 

piece should connote warmth 

and security, the harsh black 

background swallows up the 

words like yet another black 

hole and leaves a chilling void 

in its wake. Rather than evoking 

nostalgic longing, Go Home Get 

Lost challenges the foundations of  

Multipli[city] by personifying Carol 

Pearson’s wanderer archetype3 

(influenced by Carl Jung’s 

archetypal psychology), a figure 

who lives in isolation and avoids 

the polyvalence of  the city and its 

various voices. 

Lindsay Holton’s Ambivalent 

(2010) projects a similar state 

of  distancing oneself, but 

from what, exactly, remains 

ambiguous:

There is no solid ground beneath 

your feet. You peer under the 

surface, and what you find is 

moving. You try to pin it down, but 

this affects where it is, and where 

it is is uncertain. You were sure, 

now you hesitate.
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Jason Deary

Go Home Get Lost, 2012

Spray paint and ink on mylar

Lindsay Holton

Ambivalent, 2010

Steel



The coldness of  the steel didactically reaffirms the work’s title, while also 

ironically speaking to a lack of  dialogue that emerges from this ambivalent 

tone. Holton appears intent on creating a divide, a sense of  uncertainty that 

is linked to culture, selfhood, and the environment. 

This notion of  instability is 

something that is continually 

reinvestigated throughout the 

exhibition, particularly in terms 

of  the construction of  language 

and how it both enables us to 

understand as well as to question 

its very nature. Alexandra 

Morrison’s Arabic Graffiti (2010) 

features Arabic script scrawled 

across a green tackboard that 

is reminiscent of  a school 

chalkboard, which posits the 

viewer in the role of  the student 

as he or she attempts to decipher 

this challenging, yet seemingly 

accurate calligraphic discourse. 

To non-Arabic speaking audiences, 

it is difficult to discern that 

the text is in fact illegible and 

ironically only serves an aesthetic 

function, not one of  information 

transmission. The board itself  

was salvaged from a school 

classroom in Guelph that was on 

the brink of  demolition, and as a 

result it figures in discussions of  

location and displacement that are 

revisited in Anjuli Rahaman’s I’ve a 

feeling we’re not in Kansas anymore 

(2011).
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Alexandra Morrison  |  Arabic Graffiti, 2010  |  Ink on board



The unsettling juxtaposition of  

the cow bone with Dorothy’s 

iconic ruby slippers turns the 

protagonist’s world upside down, 

and presents a postmodern 

fragmentation of  the self. 

Rahaman’s interest in interiority 

and exteriority – both as a state 

of  flux and as a firm physicality 

– are constantly at odds with one 

another, and I’ve a feeling we’re 

not in Kansas anymore seems to 

challenge traditional notions of  

stability as it relates to one’s 

sense of  home and belonging. 

Anjuli Rahaman

I’ve a feeling we’re not in Kansas anymore, 2011

Cow bone, leather
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Ryan Ferko’s Time Study, Victoria, BC (2009) simultaneously addresses the 

artist’s connection to home, as well as the constant shifts and developments 

that take place in this urban environment. Ferko creates a hyperrealistic 

portrait of  the city through a visual onslaught of  lights, traffic, buildings, 

Ryan Ferko  |  Time Study, Victoria, BC, 2009  |  Video 



and streets, while the numbing, buzzing sound that accompanies the video 

perfectly captures the rapidity with which we experience our surroundings 

and absorb information. The artist’s familiarity with these streets contrasts 

the viewer’s resulting disorientation, yet over the course of  this time lapse 

from dusk to dawn, the viewer begins to recognize this a journey with a 

beginning and an end point, and we are along for the ride. 
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Ferko’s reconstructed and 

recontextualized piece, Rental Unit 

(2012), is also linked to the site 

specificity of  Victoria, as the original 

installation responded to the city’s 

rapidly increasing living costs and how 

this correlates to homelessness in that 

area. Made from found objects, the 

artist invites the viewer to consider the 

implications of  public and private space 

in the greater metropolis, and how this 

can translate into a platform for collective 

discussion regarding these pressing 

issues. The artist’s initial hesitation 

to feature the piece within a gallery 

setting arose from concerns relating to 

a loss of  context once the piece left the 

parking lot. Yet, 

this translocation 

in fact reinforces 

the artist’s interest 

in the relationship 

between public 

and private space, 

and it is this 

documentation that 

allows for people to 

exchange thoughts 

regarding the issues 

raised by the artist. 
Ryan Ferko  |  Rental Unit, 2012 (top)  |  Mixed media installation

Originally staged in a rented parking space, 2009 (bottom)



Stephen Surlin also intends 

to situate the viewer in a 

critical role, as works like 

AMZN and AAPL (2012) 

deal with questions 

concerning the rights of  

migrant workers. Surlin’s 

socially engaged practice 

fosters dialogue regarding 

issues of  marginalization, 

while his graphs represent a transcendence of  geographical boundaries 

through the hope that workers in Mexico and the Caribbean will have better 

experiences in Canada. 

This cross-cultural dialogue can also 

be associated with Morrison’s Caribou 

Newspaper (2011), which is invested in 

meta-dialogues through the relationship 

between symbolic representation and 

literal meaning. The caribou bone 

is wrapped in old newspapers that 

the artist’s friend brought back from 

Yellowknife, Northwest Territories. The 

piece symbolizes a practice associated 

with the more remote parts of  northern 

Canada as it is performed by various 

cultures in the transport of  meat 

to neighbouring communities. The 

placement of  works within Multipli[city] 

is quite deliberate in terms of  thematic 

and visual association; the bone used 

by Morrison speaks directly to the one 

implemented by Rahaman, and together 

they emphasize both the impermanence 

and longevity of  materiality in their 

respective practices.

Stephen Surlin

AMZN and AAPL, 2012

Graphite pencil on paper     

Alexandra Morrison

Caribou Newspaper, 2012

Caribou bone, newspaper
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Another pairing that emerges can be seen in the work of  Trent Hunter and 

Faraz Anoushah Pour. Hunter’s Archi-types (2011) looks towards isolated 

systems as the artist has removed specific architectural forms from their 

existing structures, thereby inviting the viewer to make his or her own 

connections to different locations and settings via building elements 

like windows and pillars. Similarly, Anoushah Pour also implements his 

architectural experience 

in his series, Lost & 

Found in Translation: 

From Object to Model; The 

Three Dimensional Maze; 

The Planar Maze (2008), 

in which he constructs 

narratives through 

staged, fictive spaces. 

The maze imagery places 

the figure in a similar 

role as the lost wanderer 

and opens up many 

different paths for the 

completion of  his or her 

destiny, much like the 

very nature of  the Rubik’s 

cube, an exploration from 

which the project evolved.

Faraz Anoushah Pour

Lost & Found in Translation: From Object to Model;  

The Three Dimensional Maze; The Planar Maze, 2008

Pencil on paper (documentation)
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Trent Hunter  |  Archi-Types, 2011  |  Ink on paper



In addition to the exhibition, there was a supplementary panel discussion 

titled Common Ground: Artists in Conversation, in which three of  the featured 

artists, Morrison, Ferko, and Deary, along with local Toronto street 

artist, Elicser, exchanged thoughts on their respective practices. Deary 

and Elicser found common ground in their work as graffiti artists and 

the ongoing issues they must face as practicing artists in a community 

that was slapped with the infamous declaration of  “War on Graffiti” 

during the Rob Ford administration. Elicser discussed the stigma that 

remains associated with graffiti culture, while all of  the artists featured 

in Multipli[city] commented on the nature of  their public-oriented work 

being transferred into the gallery context. Morrison’s Arabic Graffiti was an 

intervention to save an object on the verge of  the scrapheap, while Ferko’s 

Rental Unit requires an understanding of  the original outdoor piece in order 

to contextualize the reconstruction, and Deary’s works are more suited for 

exterior walls and alleys where the design can develop freely, rather than 

become constrained by institutional parameters. 

Situated in a culturally and artistically diverse metropolis like Toronto, 

Multipli[city] addresses trends of  urbanity common to multiple cities 

throughout Canada, while also creating dialogues across these larger points 

of  convergence. 
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Installation view, Multipli[city], 2012

NOTES

1 Foucault, Michel. The History of Sexuality: An Introduction. Vol. 1. New York: Knopf  
Doubleday Publishing Group, 1978, 100.

2 Foster, Hal. et al. Art Since 1900: 1945 to the present. Vol. 2. New York: Thames & 
Hudson Inc., 2004, 409.  

3 Pearson, Carol. The Hero Within: Six Archetypes We Live By. San Francisco: Harper & 
Row Publishers, 1986, 52.
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FARAZ ANOUSHAH POUR has a 

background in architecture, and 

as a result much of  his work is 

informed by direct experience in the 

urban environment. He is interested 

in overlaps of  art, architecture and 

film and his work investigates the 

construction of  narratives for staged 

and real spaces.

JASON DEARY’s art deals with place 

and home in light of  contemporary 

conditions of  transience and 

impermanence. Through paintings, 

these works ultimately seek to 

present a shared history of  common 

experiences and questions. The 

paintings hold layered information; 

as an investigation into the conflict 

between memory and reality, 

and how we view and recall our 

environment. He is interested in 

blurring the border between studio 

and street work, for each area to 

inform and draw inspiration from 

the other.

RYAN FERKO’s creative work sits 

at the intersection of  architecture, 

art, and history. He employs 

video, drawing, design, and model 

making as a means to explore the 

forces of  the built environment, 

and our tenuous relationship to 

them. Trained as an historian, 

Ryan’s studio practice emerges 

as an extension of  his research 

practice, exploring the history of  

architecture, how it defines our 

cities and identities, and how it 

relates to the dynamic challenges of  

our contemporary, globalized world.

BRETTE GABEL’s practice employs 

the playful and the quotidian as 

staging areas in her continuing 

explorations of  fragility, sexuality, 

tragedy and the macabre. She aims 

to invoke a sense of  discomfort in 

the viewer, while simultaneously 

creating a punch line that may ease 

the tension. Although primarily a 

textile artist, Brett’s practice has 

expanded to engage in the social 

sphere. She explores images of  

burning homes, botched surgery, 

first aid diagrams, taxidermy and 

horror movie stills, all of  which are 

explored in fabric and thread. 

LINDSAY HOLTON combines objects 

with storytelling in order to examine 

a place that hovers between science 

and art. She holds a B.A. in English 

Literature and recently completed 

a public art commission for First 

Capital Reality, an image of  which 

will be used as their logo.

ARTIST STATEMENTS



TRENT HUNTER’s work explores the 

impulse to find significance within 

the context of  everyday life. He 

seeks to engage the ways in which 

we interpret and assign meaning to 

the world around us by employing 

formal, symbolic, and narrative 

methods. Trent’s recent art practice 

has increasingly borrowed forms and 

images from the built environment, 

reflecting his interest in both the 

designed and unintentional aspects 

of  our urban world. He hopes 

to continue and expand on this 

work in the future, exploring the 

unanticipated aesthetic potential of  

the processes that give form to our 

surroundings.

ALEXANDRA MORRISON’s works 

are employed within the context 

of  objects ‘left behind’ and/or the 

physical marking, be they man made 

or natural, which provoke a reaction 

or cause a psychosomatic affect/

response. A left behind item or 

marking can be defined in two ways; 

the physical and psychological. 

Physical objects/markings can 

include those forgotten, cast off, 

no longer used/usable or of  value, 

which are found or discovered by 

accident. Psychological markings 

and objects are those which have 

been set aside and those subliminal, 

symbolic left behind items of  the 

mind, items that leave a trace/

memory or create an association, 

emotional response when viewed. 

ANJULI RAHAMAN’s interests 

lie in understanding the interior 

of  the body and its tension with 

the exterior. Making pseudo-

anatomical structures allows her 

to address the notion that one’s 

body is in a constant state of  

change and decomposition. Her 

work aims to create body-portraits 

that communicate, using the 

standardized visual language of  

anatomy, naturally intangible and 

dynamic emotional states. Her 

current work explores manners 

with which to simultaneously look 

at the inside and the outside – the 

conceptual and the concrete.

STEPHEN SURLIN’s recent work 

engages with the results of  

globalization, late capitalism and 

their intersection with technology, 

social justice and socio-economic 

systems. His hand drawn works draw 

attention to the disparity between 

the record breaking profits of  high 

capital corporations, while his 

silkscreens suggest a new narrative 

for understanding the socio-

economic conditions surrounding 

The Great Depression and the 

similarities to recent economic 

crashes and the culture that 

develops around them.

12





Curated by OCAD University first-year 
graduate students in the Criticism and 
Curatorial Practice program: 

A special thank-you to Andrea Fatona for her direction and guidance and Above 
Ground for their in-kind donations.

Photography by Jessica Goodman

Catalogue essay by Nives Hajdin

SHAUNA JEAN DOHERTY
CAITLIN GILL
NIVES HAJDIN
JONATHAN LOCKYER
SIMONE ROJAS-PICK
HEIDI MCKENZIE
ELLYN WALKER


