HRISTIE
s T

PWYC
BY0Blankes* )
e D

Victoria College's
GLAM Exhibition, 2025 26

An Undergraduate Curatorial Project

+

AN GLAM

Galleries,
Librarics,
Archives,

Muscums
Project

L






ALl 2 SPACK

Vleloria Collese's
GLAM Exhibition, 2025 26
An Undcergraduate
Curatorial Project




session 388

Cession 206

Cession 3%

inson-Huran
ty 61, 1850
Anishinabewak]

Williams (1%

“Treaty 57, 1847

/
. Mississauga Treaty 27, 1819
e Lasg ne == M f the Credit First Nak . i
Treary fangss Mississaugas of the Credit First Nation - k- 4
¥ Anishinabewakl <o Fa V<3
{ Ho-de-no-sau-nea-ga (Haudenosaunee) 8§
| ga Kanlerkehdka
|| Wendake-Nionwentsio sauga (Mohaw)
Cession 11 SAUBEENTIEA Treary 13, 1805 Treaty 3 1/2. 1793
450721836 7 s (1923)
Cession 235 = Toronto Purchase g Orundagacnoga
Vi [Onondaga)
Cession 231 f ~ 4 i :
| Theaty 19,1818\
Cessian 228 3 b F ‘~..T o 1;:0
4 ! T
Cession 239 MR A S
Cossion 236 Missizsauga Treaty 2271820 Cession 2

HO-cle-no-5au-neee:
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1 (0 acknowledge the land on which the University of Toronto

\We w
opcerates. \We acknowledge that it was built on the traditional (erritories ol the
[Turon \\Vendat, the Senceca, and the Mississaugas of the Credit River. \We have
curated and hosted this exhibitin this place that continues to be home (o many
Indigenous nations from across Turtle Island. \We acknowledge this privilege

asscetters and are gratelul to have the opportunity towork on this land.
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An Undergraduate Curatorial
Project | Alt + Space

Foreword

Florence Luand Leva Nowzartash

Michel Foucault delines heterotopias as places that exist outside
ol'socictal norms and conventions. They are counter sites,
simultancously representing, contesting, and inverting dominant
spaces and understandings. Drawing (rom this coneeptofl heterotopia,
ALT  SPACE isa curatorial project that explores how space both enables
and constrains us. In the GLANM (Galleries, Libraries, Archives,
Muscums) industry, for example, alternative spaces reler (o art venues
outside traditional art spaces, such as commercial art galleries or
muscums. Alternative spaces, in our curatorial tcam’s coneeptualization,
are spaces that ereate possibilities [or resistance, collectivity, and

transformation. Thet

¢ spaces transcend the established and usually fixed
meanings of spaces in formal circulation and are instead delined in
relation to people’s embodied meaning making and lived
experiences. In these spaces, conventions and norms are
temporarily suspended, allowing people (o express parts

ol themselves thatare otherwise difficult to articulate.

Third spaces, now a common buzzyword, are
an example ofan alternative space. Existing outside
the lirst (i.c., home) and sccond spaces (i.c., worlk),

third spaces provide environments [or people o foster




community outside the rhythms of capitalism. Another example ol a third space is
online gossip accounts, where people engage in information exchange under the guise
ol anonymity. Alternative spaces are agential and interactwith the bodies within them,
shaping theirsubjectivities and relationalities. Although these spaces are partof our
built environments, they stand outside the hegemonic narratives of space and have

(Tuid meanings that shifcwith people’s relations to them.

Ourexhibition examines how these spaces and the bodies that occupy them become a
map through which power, surveillance, and identity are negotiated. In an increcasingly
digital and media driven age, where we are simultancously subjects and curators of
ourselves, alternative spaces emerge as zones ol tension: between authenticity and
performance, individuality and community., apathy and resistance. Through three
thematic secetions — Curtain Call, Users Online, and Creating Impulse — we examine the
multifaceted nature of alternative spaces, in both their physical and digital forms.
Ultimately, we invite viewers (o reflect on how meaning, belonging, and selfhood are

shaped by the placeswe inhabit, both online and offline.
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I.CurtainCall:
CuratedIdentitiesand
Social Performance

Oncethe curtains go up,which of youridentities
will you choose to performon the stage ?

“u




Curated Identities and
Social Performance

Sara Catherine Nayir

The ideca of curated identities
compels us as social performers
as much as it offends our
sensibilities (Lesser 2010, 16).
The insinuation of
“performance” undermines our
identity as not our own,
positing it instcad as an
incvitable outcome within a
constrained scet of
circumstances (Gramsci and
Goffman; \dut 2018, 122). Yet
the very proposal ol
performance, a foundational
concept within  sociocultural
anthropology, ascribes agency
(o us (Goffman). Dcnoting
identity as a performance is not
(0 say (hat it is superficially
"performative,"” but instead it
supposes that we as  social
actors are always immersed in
communicative practices that
construct  and affirm  our
positionality within socicty.
[Tow  t(hen might  visual
language within the context of
maltcerial culture impact these
communicative practices?

social

Could the visual language of
acsthetics, then, allow us (o
carve out a space for oursclves
in the public sphere (Adut 2018,
45-45)? A\s social performers
and acsthetic curators, our
visual choices speal volumes.
Those "ordinary" items picced
together — (he knickknacks
clipped onto your purses and
Lotes, or the chipped nail polish
yvou kepton from (wo weeks ago
consruct themselves into the
impondcrabilia of our lives. The
supposcdly inconscquential
comes  together (o form a
mosaic ol potent, lively
signiflicrs we carry with us.
Power, as a curator ol our
identitics, comes with (his
legibility  or  visibility ol
performance (2018, 12-4).



Shutter Kisses (2026)

L.oancd by Sara Catherine Nayir

acrylic on canvas paper, 22.86 x50.48 cm

Sara Catherine Nayir

The soft colouring of the picee
has a certain harshness (o it,
similar (o pixels. Its central
subject  sits  upright, Lkeenly
aware of her surroundings and
staring straight at us. I can
picture my parents propping up
my older sister on the wooden
chair, cooing as they struggle (o
get her (o pay attention and
hold a posc. I'or once you're
older, they mustve thought o
themselves, while
photographing her. The
swathes ol vivid colours that
construct the scene thus pecek
through and prod at (he
unconscious mind. Tlowever
familiar you might convince
yoursell you are with the photo
and the photographed girl, the
unknown maintains the chasm
scparating the viewer [rom the
subject. Is it our childlike
yvearning  for the simplicity
captured in the photo that pulls
on us, (cthering subject (o
object? Or is it that us two
subjects are in conversation?

Shutter Kisses is a hazy snapshot
of (he sentimentality  that
carves out a place in all of us, an
all consuming space SO
intimately inscribed in  our
identitics. The mourning  of
mecmory, though not our own
within this context, is integral
(o our curated identities. It is
odd to mourn a childhood that
was not your own; Lo gricve the
light hearted laughter and
fuzzy [liltering of sunlight
capuured in Shutier Ifisses.



G

Yet viewers  [find  solidarity
within the space alforded (o
these  sentiments.  In going
against  conventional  idcas
surrounding spaccmalking, the
photograph’s allect constructs ¢
liminal space for collective
mourning. In the various
itcrations I produced of this
photo pixelating it (o the point
of uncanny legibility and
painting loosc suggestions of
forms none were as
compelling as the impression ol
pixels on canvas. It suggests an
anonymity that renders a
particular memory palatable (o
nostalgia and thus consumable.



Treasure Box

LLoancd by Qiuzi Mci

glass bottle, box for cigarettes,
wood, receipts, stickers, letters

QiuziMei

This collection of objects comes

from t(he owner's practice ol

(rash picking that crystalizes

the [fragmentary nature of
memorices into maltcrial
remnants. The collection
includes a glass soda botte
from Columbian Calc ncar
Trinity  Bellwoods  Park, a

brolken cigarctte box picked up
ncar Miaoying Temple in
Beijing, receipts (rom various
grocery stores, and letcers [rom
a rcmote childhood o the
reeent past. Since the owner
struggles (o discard objects, this
collection becomes an ongoing
project  that replaces and
manages  the
memory. Through this intimate
practice, t(he owner curates
objects (hat once lost their
practical functions find a new
purposc by associating (hem
with onc another (o form a

patched alternative persona ol

the curator.

overflow  of

This collection illustrates a new
possibility of the past. which is
ncither static nor lost, but can
create its new meaning and
interpretations in the present.

This alteration of cmporal
rclations resonates with what
\Walter Benjamin calls “a tiger's

lcap into (he past: when
dialcctical images bring past
and present wogether in ways
that challenge the  lincar
progression ol history. These
maltcrial remnants are

snapshots ol a personal history
that disrupt the present and
rcoricent the future.



l'or Benjamin, the act  of

collecting is a struggle (o
rescuce the unclassifliable
objccets that are left out by the
dominant narrative. In
addition, Benjamin underlines
the difficulty of classification,
This collection also
participates in the question
(hat is underlined in
Benjamin's ideas ol collecting:
what Kkinds of objccts arce
remembered, recognized and
recuperated as (reasures, and
which ones arce left in the
rcalm of oblivion? The detritus
thatlives on the margins ol our
memory  may  provide an
alternative and radical

persona  that is capable of

cmbracing and overcoming
loss. The owner wishes (hat
(his collection may help lind a
way (0 embrace these messy
and incomplete ruins.

8



Postcard from Palestine

Fundraiser Stall (2025)

[.oancd by Portia Ilo
paper, 20.8 x 147 ¢m

Shae Parnell

In October 2025, during an
artist market at San Calc, a
small postcard was sold by the
Chinese Feminism in Toronto
collective as part of a Palestine
fundraiscr. Artist markets like
this onc opcerate as alternative
spaces cmbedded within the

cveryday commercial fabric of

the city. Organized
independently and structured
around rotating vendors and
collectives, they (emporarily
reconligure familiar

cnvironments so that spaces ol

routine consumption become
sites of advocacy, gathering,
and exchange. Cral't like items
sold in (hese  contexts

postcards, prints, zines,
handmade objects  are central
(0 this ransformation. Their
small scale, affordability, and
reproducibility allow political
organizations (o matcerialize
(heir presence within the city,

constructing provisional
nctworks ol solidarity through
objects that circulate casily
between hands, homes, and
ncighbourhoods.

Importantly, the market doces
not position itsell  outside
dominant cconomic systems.
Rather (than rejeceting
commeree altogether, it works
within existing
infrastructures, redirecting
cveryday (ransactions toward
community support and
political advocacy. Purchasing
a drink, a print, or a postcard
becomes a way ol participating
in a broadecr collective project.
lixchange remains central, but
its purpose cnabling
grassroots initiatives (o carve
out (emporary, scll” deflined
spaces ol expression within
commerceial settings.

shilts,



This postcard circulates within
that provisional [ramework. Its
modest format cnables
accessibility  while  allowing
political alignment (o take
matcerial form in an object
designed (o travel. \When the
tables were [olded and the cal¢
returned o routine operation,
objccts like this one remain as
(races of that reorientation:
cvidence of how alternative
spaces can be assembled within
dominant systems,
momentarily reshaping them (o
support collective expression,
cralt based activism, and
(ransnational solidarity.

10
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Kaitlyn Ii'spey

This picce cexplores  how
ncurodivergent  students  or
individuals with prolonged
mental health struggles
experience postsccondary
cducation, reshaping
university into an alternative
space. The layered composition
tics together the virtual and
physical rcality of a student
requesting accommodations.

At the center of the work, an
cmail screenshot reveals how a
student learns (0 navigate an
institution with a particular
cmotional weight that is not
always [fully communicated.
\While the accessibility office
appecars as a  supportive
cnvironment, the
requesting recognition can feel
exposing, requiring students (o
(ranslate private suruggles into

administrative language. The
outside viewers only
experience glimpses ol
particular words within the

cmail, while the restis left open
(o interpretation.

process ol

In the context of AT SPACIE,
the  artist explores  how
alternative spaces  can  exist

beyond the physical recalms of
dominant institutions,
cmerging digitally through acts
ol'scll advocacy.

Beneath the sereenshot lies a
photograph ol the entrance (o
UolT’s  Accessibility  Scrvices,
the physical  institution in
which students negotiate their
needs in order o wraverse the

university space. Its
architecture made up ol
ncutral colours and stark lincar
forms produces an
atmosphere  that  can  feel

cmotionally distant. \\Vhat may
scem like an ordinary doornwvay
(0 a passcerby  becomes  a
threshold of anticipation and
vulnerability for those who
neced it In this way, the image
draws atiention (o how the
most ordinary ol spaces can
contain an unscen  “third
space,” pereeptible only (o those
who move through them with
intention.



Empathy (2026)

LLoancd by Professor Shirley Yeung
punch needle embroidery on stretcher frame, 27.94x27.94 cm

Sara Catherine Nayir

The overlapping ol spaces is
central to  the composition,
with its intersection looking at
us, just as we look at it. The
artis’s cmpathetic cyve thus
sces through us at this point in

which disparate spaces and
lifeworlds converge  as
symbolized via (he Venn

diagram’s overlapping circles.

The artist created her
cmbroidered picce in
conversation  with  Damicn
Milton's cssay, “On the
ontological status ol autism: the
‘double  cempathy  problem™
(2012), usc the visual and

spatial tool of the Venn diagram

(o reflect on the possibility of

mutual cncounter at this sice.
As a conceptual tool, the Venn
diagram is often usced (0
spatially pictorialize
“commonality” or “overlapping”
clementsin distinetive sets.

The artist re imagines (his
conceptual tool to reflect on the
often fraught space of cross

communication a
space  characterized by “a
disjuncture in reciprocity
between two different disposed
social actors™ where, in the
context ol  neurodivergence,
appecals (0 samceness  and
commonality may reinforce
ableist communicative norms
while foreclosing c¢ncounter
and  mutual understanding
(Milton 2012, 88-4).

ncurotype

This work cnvisages a
relational strategy where
communicative “likeness” is
not a  pre condition for
relatedness. This work asks:
what would it mean [or cross
ncurolype communication o
rcconligure and calibrate how
we  habitually  perceive and
rclate? \What new knowledge
and what ncw communicative
forms could emerge in the space
ol insight which (he social
cncounter compels? I not
reliant  on  similarity,  what
would radical cmpathy have us



Iknow? \What collective spaces
would we need o create in
order o practice and
maltcrialize this ecmpathy? The
possibility ol unsctling our
preconceived relational
practices lcaves us with the
promisc of the cmpathetic eye’s
[ertile ground.




Queer Semiotics (2025)

LLoancd by Ishita Chalisc

matte photo paper, painted over with acrylic paint

five 21.59 x 27.94 ecm sheets

Kaitlyn I:spey

This scries considers how
alternative identities are
outwardly expressed and

constructed in space through
the usc of carabiners, a sapphic
(lagging symbol. To display a
carabiner is an act ol desire, (0
outwardly present onesell as

“not justa lesbian, but as part of

a lesbian culture that is alive
and active” (Medhurst 2024,
1435). Presenting  such  an
accessory  builds a  sensce
conncction and therefore a
community. The series engages
with scmiotic and
phenomenological — ideas by
drawing atiention (0o how
fashion and objects  are
implemented (o outwardly

ol

express one's internal identity
in physical space. This material
presentation of one’s identity
subscquendy  alfects how an
individual exists within and is
pereceived dilferent
spaces.

ACrOSS

ILeys as a lesbian symbol can be
traced back to the 19G0s when
keys and keyrings appeared in
rcecorded descriptions of butch
women (Medhurst 2024, 14-4).
The role of dress practices in

qucer culture is vital, with
visual codes often being used (o
signily  sexuality and  sexual
preference (Geezy and
[Karaminas 2025, 25).

Somecone within the subculture



may rcad a carabiner as a signal
for qucer identity, while
somceone clse may only read it
as a keyvcehain. This allows (or
communication and sell
articulation while still

maintaining  a sense ol

anonymity.

Ultimatcely, the work
demonstrates how identity can
be asscmbled and  displayed
through the use and
accessorization ol ceveryday
objccts like carabiners.

[t functions simultancously as a
qucer significr and a personal
accessory, revealing identity as
something  both  culturally
coded and individually
articulated.

16



beloved/dictee & Fragments (2025)

LLoancd by Elizabet Nisenbaum
mixed mediazine, 12.7x10.1G cm

Leva Novwzartash

These zines approach the body
as an alternative space. shaped
by inscription, regulation, and
lived cxpericncee rather than
coherence or autonomy.
Working in the intimate and
reproducible format of the zine,

these  works  invite  close
handling and nonlincar
rcading, cmphasizing

[ragmentation as both method
and mecaning.

In Dbeloved / dictee, [ragments ol
ext, ink, and collage span
across the page. Drawing [rom
Toni Morrison’s Beloved (1987)
and Theresa Tak IKyung Cha’s
Dictee (1982), the zine rellects
on women’s bodics as reduced
(0 sites ol
appropriation, containment,
and imposcd meaning.
Passages [rom both novels are
cul, obscured, and
rcasscmbled, resisting  lincar
narrative in [avour ol
interruption and rupture.

“vessels™

The body cmerges not as a
uniflicd whole but as something
shaped by violence, memory,
and repetition. Through
processes ol extraction  and
rcassembly, (he zine refusces
passive consumption, asking
the reader o confront the
instability of the body as a
dynamic space (hat is
continually inhabited,
regulated, and rewritten.

Fragments (urns (oward the
contemporary queer body as an
unstable and contested  site.
Combining digital and analog
Processes, the zine
incorporates risograph

printing, linocut reliel, physical
collage, and unconventional
reliel methods such as lipstick
impressions, allowing the body
itsell to participate in the act of
production.



Poctry, interviews, and visual Together, these zines position

clements coexist without the body itsell as a heterotopic
hicrarchy, rellecting the site; a space where power,
nonlincar and often disjointed identity, and mecaning arc
experience ol quceer contested, [fragmented, and
cmbodiment. By blurring reimagined.

distinctions between object and
subject, Iragments resists flixed
deflinitions,  proposing  the
queer  body as  something
continuously negotiated
through lived experience.

e\t
o / d( 2 020
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Butch “Boy” in the Bathroom

pocim
LLoanced by L.ecanne Shubert

The pristine porcelain of a prettified port-a-potty
makes even plastic decorations appear austere
Privacy is pardoned by a pursed provocation:

Mommy, there’s a boy in here!

I'll talk down two teams of tip-toeing tennis trainers
whose comments I should surely disregard
Because comforting even crabby children’s concerns
is the only way to clean up bathroom boulevard

A hum, or a hushed hymn, or a hospitable hello?
Femininity: enhance! How do I accomplish that?
I settle for a soprano sing-song steeped in sensitivity
and hope that fearful accusations will soon retract

19



Maxx Calame

In this pocm, the author reveals
(heirexpericence in the women'’s
bathrooms as a scll identificd
butch, being mistalkken as a boy
duc Lo their outward
presentation.  ‘Buteh’ is  a
(crminology uscd by lesbians (o
defline both gender identity and
sexuality. It is often adjoined
with both visual and acsthetic
discourses  that in
subcultural spaces, challenging
dominant socicty’s status quo
(Eves2004).

exist

On the other hand, this picce
brings (o light a very relevant
perspeetive in oday’s socicty;
being  visibly  queer in  the
bathroom. \With that being
said, not conforming o the
socially aceepted
performances/representations
of fcmininity in a space such as
the bathroom can create
conflict and tension. \When
suddenly being mistaken as a

boy, Shubert evolkes a feeling of

anxicty that truly transports the
reader into their shoes.

Shubert then emphasizes how
they cater o strangers within

the space (o ensure that the
latter  feel  comfortable by
linding ways (o cmphasize their
fecmininity, ather than
rightfully occupying the space
that they arce centitled to. This
pocm weighs heavy, and shines
light on how, with the increase
of hate crimes targeting the
28LGBTQAI  community in
today’s socicly, occurrences
like these are not out of the
ordinary, and represents how
casily a community member
can bcecome vulnerable. This
pocm ollers the audicnce a
unique perspective and insight
on a very rcal and frequent
experience  not  just  butch
lesbians lace in public
bathrooms, but all visibly qucer
individuals.



Tethered (2024)

Loancd by Victoria Li
booklet, 21.5 X7 cm

Portiallo

Inspired by  Sheila  Tleti’s
scminar  about her  then
upcoming novel, phabetical

Diaries (2024), Victoria began
(0 ranscribe and arrange her
own diary alphabcetically in
2025. She noticed how certain
phrascs fragmented and
recombined, consequently

rccontextualising her
subjective  experience.  This
inspired Tethered, a Dbooklel

compriscd of creative texts that
explore themes of fluidity, the
instability of a multilingual
identity, and, perhaps
contradictingly, a willingness
(o be bound.

Originally from Ilong IKong,
Victoria represents her luency
in Cantonese, Mandarin, and
I'nglish  through interwoven
strips of paper [caturing (ex(s in
traditional Chinesce and
Iinglish. One dctail is the
inclusion of Dboth formally
written Chinese and

(ranscriptions ol verbal
Cantonese. Victoria asserts her
identity as a Ilong IKonger, a
distinet local identity founded

upon Cantonese, while
contemplating her ability (o
“shape shilt ACross the

boundarics ol languages™ into
Mandarin and English.

Indeed, the highlight of this
picce is the intertwining ol the
three verbal identities.  Like
Scrgei  Eisenstein's  Montage
Theory, which holds that a
film’s mecaning is generated
through conflicts and syntheses
between independent shots, an
alternative space arises [rom
this specilic conjuncture. It is

within this conjuncturce that
Victoria’s identity is
destabilised, an identity she
deems essentially

experimental, challenging the
order of language: “I feel as
though I fit into all of them, yet
belong in none.”



This is represented in  the
booklet through the English

(exts being arranged
horizontally and the Chinese
vertically, as these languages
arc ypically written, and how
these overlapping strips both

block and accentuate certain
words.

To fully comprchend the
generativity of this

intecrwveaving ol languages,

\ictoria invites the audience (o
pull apart the strips, rcad them,
and interactwith them.

She wishes for the booklets
form (o be worn and changed,
reflecting the instability of the
sell that it represents. This
contemplation on the sell not
only applics o hersell, but also
(0 those who interact with this
picce; she believes that we are
all fragments, tied o cach other
through our interactions. \flter
all, the booklet is tided Tethered

like the red string ol [fate,
which replaces the three dots in
the Chinese character for this
term (*# 7 ) in (he cover and
extends through the boolklet,
the idea of being bound can
mcan both confinement and
love.




Untitled (2025)

LLoancd by Michadélle Iknights
digital picce, 18 x 24 cm

Klarissa Schiffert

A blacl girl presses against the
fourth wall of the digital
painting. She wears lcopard
print carmulls, a silver heart
necklace, and a kevchain
looped around her belt. She is
surrounded by silver beads and
stars illuminating the
otherwise dark canvas.

\When we think of alternative

spaces. we often think of spaces
designed for white people: the
pale faced emo, the suburban
orunge kid. Pcople of color have
olten been restricted from these
spaces duce (o, ironically, not
fitting (he mold of what the
stereotypical
person  should  look  like.
IKknights’ painting challenges
this idca. IKnight notes that the
inspiration for this picture was
the lack of Black pcople in
alternative  subcultures, and
she hopes (o create a space [or
them (o comfortably interact.

“alternative”

v
“u

To this c¢nd, she drew a
somewhat more
conventionally  styled  figure
while maintaining the

subversive [(lair of the scene.

The [figure’'s posce is onc of
conlidence; she is poised o

push out of the space she is
conflined in, Dbreaking the
artificial barricr that conflines
her. She is unafraid (o show her
membership within this
alternative space.



The Ride (2024)

Loancd by I'reda Tan (copaint ol views / wwiw.lredatan.art)
diptych, acrylicon mirror, 50.48 x50.48 ¢m

Portiallo

The spaces depicted in The Ride

arc constructed of abstract
forms, their illuminated
silhoucties  scemingly  ever

shifting. In (urn, these forms
denote a sense of liminality, as
the spaces are simultancously
familiar and decrealised. \s the
name  suggests,  the  picee
depicts a space ol (ransition,
onc ncither here nor there. The
Ride, in onc scnse of the phrase,
could refler to avehicle, carrying
passengers who anticipate their

arrival at a final destination.
Interestingly, the human
figurcs depicted in the (wo

picces, though recognizable, are
also abstract forms. Such
abstraction allows them (o be
both distinct from and melt into
their surroundings.
Considering how our bodics
and identities constantly
negotiate with our external
cnvironments, is it safc (o
assume  that  these  bodies
depicted in The Ride are shilting
alongside the space they are

situated within, in anticipation
ol arriving at a inal form? The
Ride, another scnse of the
term, could also refer o the
journcy, which in itsell could
constitute an alternative space.
Instcad of a lixed destination,

in

would this process ol scllf
transformation then remain
cndless?

As the audience, you are invited
(o this journcy. As the artist
notes: “By adapting the mirror
as the painting surface. I aim (o
create an ever shifting and
intcractive expericnce for in
person viewers. By standing in
front of the works, you are now
partofl the ride.”






Il. UserOnline:
Virtual Subspacesand
Online Culture

[letransferfragments of ouridentities into the
virtualworld, but can our digital alter egos (ruly
be containedithin it?




Virtual Subspaces
and Online Culture

Portiallo

IF'ollowing (he rise of digital
culture, virtual sites began (o
challenge hegemonic
definitions of spaces tied (o the

conlines ol physicality.
Considering the  expansive
dimensions ol digital
citizenship,  virtual  spaces

intcract with and subscquently

(ransform (he bodics within
(them. Enabled by the physical
detachment of online
intcractions, uscers create

virtual identities, or “avatars,”
that deviate from their physical
appcarance and ecmbellish their
online personalities
(Bullingham and \asconcelos,
2015, 102). Once could
that this phcnomenon is an
extension of the fact that we, in
our daily lives, adopt multiple
roles and identities
(Bullingham and \Vasconcelos,
2015, 103). Indeced, virtual
spaces could also be considered
an  cextension ol realiy:
dominant social structures and
attitudes still permeate within
such spaces, and site specilic
social conventions may be in

arguc
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place (Bullingham and
\'asconcelos 2015, 104).
[Towever, there are also virtual

subspaces  where  dominant
social structures are subverted,
especially duc o the

alfordances of pscudonymity.
Although this may ¢nable forms
of antisocial behaviour
(DeGloma 2025, 70), it also
[acilitates resistance and
expressions ol authenticity
against (he stawus quo and
social stigma (DeGloma 20235,
55. G9). In short, online spaces
such as social media platorms
ordigital games arc imaginative
sites; they [ill the gaps of, or
perhaps, provide refuge from,
the dissatisfactions of real life.
[Towever, considering how our
identitics and social
performances are increcasingly
mediated by digital spaces, one
may wonder: will our
alternative identities and forms
of conncections  structured
within these sites begin (o
invade or disrupt those we have
c¢stablished in our physical
reality?



Look AT look AT (2026)

Loancd by Iaszo (ITazel Cheng) (covwhazso.co)
digital vidco, colour, sound, O2:09 minutes

Portia llo

The (ilm’s tide, “Look IF look IF,”
is a play between the l<nglish
word “look,” and its Cantonese
homophone * B "(lukl), which
can be deflined as “busy.,” bul
also the act of scrolling on one’s
digital devices. This interplay
between (erms, in the
filmmalker's words, “bounds
(the idea of the senses, motion,
and condition.” This traversal
between  the  three
constructs an alternative site,
or a virtual recality, that deviates
from our physical existence.

notions

In the (ilm, the girl liecs on the
carpet, mindlessly scrolling on
her phone. Time passes, and the
room darkens. She does not
scem (o notice, even when this
darkness is interrupted as the
hallway lights up: her boy(riend
rcturning home. In turn, the
film demonstrates how  our
obscssion  with  the world
within our screens and the
subscquent disassociation
from our tangible reality

challenges our deflinition ol
intimacy, rcconfiguring how
we [acilitate human
connection. As the filmmalker
notes, connection and
understanding  begin o lose
depth, rendered into a
performance. Indeed, in  the
information age, the

construction of identities and
how we choose (o express them
in an online space deviates
from how we do in the
physical world. Spccifically,
this new identity is mediated by
what we choose (o consume
and sharc with onc another.
[Towever, considering  the
interference of technology in
our interpersonal lives, (his
begs the question of whether
the alternate scelf, constructed
within virtual spaces, will
begin (o assimilate into, or even
take over, our lixed identities in
the physical world. Il so,
considering our cveryday
intcractions, with whom are
we really conneceting?

SO






Hayday (2026)

LLoancd by Yaocheng Nia
screenshot, 41x 89 ecm

QiuziMei

This photograph portrays the
decorations of the donor’s farm
on the mobile game Iay Day

a farming simulation game that
allows players (o create their
own slice of “country paradise.”

On its official website, this
imaginative farmland is

described as where “lood grows
free, pceople smile and the
animals arc always happy (o
sce you.” On Ilay Day, players
can reconnecet with nature and
experience asimple and even
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utopian lifc untouched by starl
rcality. In this farm, land is
organized in grids, cach [filled
with  different  festive  and
cultural decorations. pine trees,
and undeveloped forests
covered in icy  snow. The
passing of time is in distortion,
with scasons confused into a
static yet glittering image ol
jov(ul celebration. The
railroads on the right of this
photograph frame it with the
wintercliffat the top leftof the



image, demarcating the bound
of the fantasy land and also the
frame ol screen. Humans are
notably absent from the screen,
labor on the land becoming a
labor of curation, sustaining
nostalgia for an idyllic past.
Animals, plants, and other
living beings are now objects of
decoration for humans’
acsthetic  endeavours,  rather
than active inhabitants of the
sharcd land. This farmland is
an alternative space, yet it blurs
the boundary between
virtuality and reality. Itexists in
a digital form, in the user’'s
imagination, and also in a
physical form as data on the
game’s server.

It is both a personal space and
also a repository for a collective
nostalgia for the lost and for a
place onc has never known.




Dead Arcade (2026)

Loancd by Arlo Grzyb Reed

digital vidco, colour, sound, O0O:17 scconds

Sophia Roy Longino

This video captures an arcade at
the basce of the escalators in Citi
Plaza Mall, ncarly (cn years
alter the artist firsc visited it
with their father. Once
animated by footsteps and
children’s laughter, the arcade

now sits largely abandoned,
lending i an uncanny
appcarance. Although the
surrounding stores and food
court arc  shuttered, the
machines remain powered on,
humming, (lashing, and

waiting without an audicnce. It
[cels less like an abandonced
corner ol a failing mall and
more like a quict shelter for the
lost entities of what once flilled
it

Recorded in ncar emptiness,
the footage lingers on blinking
ncon and mechanical sounds
that fcel both familiar and
cstranged. The space appears
suspended between life and

“u
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obsolescence, no longer a site ol

childhood but not cntirely
crascd, gesturing  (owards a
border phenomenon  of  the

steady disappearance ol spaces
designed for play. In revisiting
it, (he artist confronts the
dissonance between memory
and (oday’s recality, revealing
how alternative spaces can
cmerge unexpectedly. Aflter all,
(the arcade was notoriginally an
alternative space, it was just
another commercial site (hat
was not aflforded a sccond
thought by thosc passing by.
[Towever, abandonment
(ransformed it, turning it into
an alternative space (hrough
nostalgia and the slow
degradation of a once lively
cnvironment now lost to time.

Ilenee, this video exemplifics
that alternative space is not
only produced through

resistance or collecetivity, but



also through absence. The artist
docs not simply document a
dying mall when revisiting the
arcade. They also document the
moment when a childhood
space  ceases (o exist and
(ransforms into  somecthing

stranger and almost
unrcecognizable, a

mectamorphosis which is both
crushing and soothing.
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lll. Creative Impulse:
Creating Spaceand
Its Aftermath

Animpulse that precedes the self, an impulse that malkes spaces, an
impulse that yearns forrupture. VWhen impulses recede to the
normative rhydon of everyday life, what is left for us?




Creatin
and Its

Qiuzi Mei

Space
ftermath

[solation and community scem
(o be a sct ol opposites in our
consciousness. Yel, this
exhibition approaches them as
co constituents of the
operational principle
rclational living. Isolation can
only be felt in relation (o
community, and community

must exist by the exclusion of

some over others. As il a
palimpsest, community and
isolation collide, overlay, and

rewrite cach other as identities
arc created, sustained, and
renewed. This process creates a
threshold of ambiguity, where
norms can be re inscribed and
also redefined.

This exhibition explores how
dilferent venues of sell malking
render this ambiguous space
possible. Tenri Lefebvre (1991)
theorizes space  threeflold: a
pereeived space at the material
dimension, a conceived space
at (he idceological dimension,
and a lived space at the
experimental dimension,
where alternative uses of space

ol

“u
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flourish with memorics and
imagination.

Instcad ol being isolated, these
three dimensions are
interconnected, which together
compose the social production
ol spaces. Creating a space is
not only a physical act, but can
also emerge through new social
rclations,  imaginations and
modces of belonging.

British  Marxist  gcecographer
Doreen Massey (20035)
describes space as a “product of
interrelations”™; space can never
be completed, but is rather an
ongoing process ol making and
unmalking. Though a dominant

narrative may cstablish a claim
over a space, it can never fully

harness  the interrclations
between  space,  people, and
maltcerials. This is especially
(ruc in the aftermath ol space

malking as (he  wraces,
fragments, and ruins preserve
dilferent registers for

alternative forms ol imagining
how we might live in and share
aworld.



Rosary Beads (2025)

LLoancd by Silas
Acquired September2025
wooden jewelry, 59.57 ¢cm

Sara Catherine Nayir

The Rosary is a Catholic
sacramental  used for the
Rosary prayer. \Worshipers usc
its becads (0o keep track ol the
number of prayers they have
performed, with (he larger
beads indicating the recitation
of  “Our Iather.” It is
(raditionally usced in
ceremonies contemplating the
lifc and dcath of Jesus Christ,
though its usc has extended (o
Conlessional prayer. By using
the beads, worshipers enter an
alternative space ol prayer and
community with their fellow
worshipers. They marlk
Catholic membership, used (o
cnter this alternative space.
This particular Rosary contains
09 Dbeads, with the different
prayers denoted by changes in
the chain length between the
maroon beads rather than the
beads themselves. At one end,
hands hold a metal crucilix,
signaling (he beginning ol the
praycrand the entrance into the

praycr space, while an image ol
a [emale saint standing belore
Jesus ends the ritual.

The Rosary., along with other
symbols of Catholicism, has
been co opted by the political
right. Conscrvative journalist
Megyn Iscelly spealks about using
a Rosary gilted by [ellow right
winger Jack Posobicce (o pray in
(he same breath that she attacks
her  ncighbours.  TradCaths”
film (hemselves praying, using
their influence (o spout anti
fcminist and anti LGBTQ
rhetoric.
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The devotional instrument thus
becomes a prop of the lar right,
signalling mecembership ol the
alt right ather  than  the
Church.

This symbolic usc ol these
beads doces not completely
annul (heir  meaning.  The
members of churches have long
uscd Catholic symbols (o attaclk
thosc (hey deem  “deviant.”
\WWhen contemporary
conservative figures deploy it as
a cultural signal, they draw on
this cxisting symbolic power
rather than inventing
something cntirely new. The
alternative  space  that the
Rosary opens has always been
double cdged: it fosters
intimacy with the divine and
solidarity among believers, yet
it can also sharpen lines of
exclusion.



Who Am 1? (2026)

LLoancd by Isaitlyn Espey

twelve coloured photographs, 50.8 x 40.G4 cm

Kaitlyn I:spey

This photographic series
documents grafliti  scattered
across Toronto on alley walls,
sides ol buildings, and garages

revealing public space as an
alternative site of expression. |\
particular cmphasis is placed
on lags, portraits, and
symbols that cvolke a distinctly
“Torontonian” identity.
Specilic viewing sites include
the Garage Murals on Alan
Powell and David French Lane.
Through anonymity, artists arc
able (0o communicate [recely,
constructing identitics
untethered from social status,
cducation, race, gender, or
authority, all factors that tend
(o privilege certain members
over others. Amardo Rodrigucz
and Robin Patric Clair explore
(his sense of free expression in
their article Graffiti as
Conmmunication: — Lxploring  the
Discursive Tensions of \nonymous
Texts. “The lack of explicit rules

artist

and protocols allow pcople (o
express themselves without

the fear of social punishment
that arises from any kind ofl
violation™ (Rodriguez and Clair
1999, 2). \s imagery is created
and displayed on  public
property. coneepts ol criticism

quickly become intertwined
with aesthetics.
These markings  (ransform

ordinary urban surfaces into
arcas ol collective storytelling

and coded communication,
cllectively  creating a  “third
space”  within  (he  cily's

structure. The details of graffiti
arc left unnoticed as il they are
simply another unit within the
busuing downtown sureets.
And yet, il an individual stops
for a moment (o really look
around, they are invited into a
new space that alrcady exists
within plain sight. The
common motil of public transit
highlights t(he sharced urban
experience, one  shaped by
reliance and routine. Gralliti as
an artform dclics the urban
design ol



Toronto, with its agenda of

gentrification, (o open up space
for an alternative identilication
ol “Torontonian™ that cscapes
the dominant narratives ol the
city’sinstitutions.

AL EXPREEI

.

The city becomes an archive of
voices  (hat refuse crasure,
demonstrating how alternative
spaces  emerge  even
institutional

restrict them.

when
powers  (ay (o



UofT Bathrooms - “GLANCES"” (2025)

[Loancd by Silas Busby

photo collection shoton iPhone 12 with a seven element lens,

1.G aperture, 15.5x 18 cm
Silas Bushy

These photos of various public
bathrooms around the U of T
campus aim o capture their
role as heterotopia. Brolken
tiles, explicit graffiti, and the
cerie glow ol the [luoreseent
lights remind us ol the
(ransicnt  nature ol our
experience ol public
bathrooms. In the bathroom,
we cncounter others at the
most vulnerable moment for
their gendered constitution. In
these  spaces, the  strict
injunction on looking has the
paradoxical cllcet of rendering
cven the slightest movement

strikingly visible. The angle of

fcet under the stall, the sounds
ol c¢xcretion and the very
attempts (0 mitigate those
sounds, the angles of the spine,
the shoulders, and the neck at
the urinal arce all constantly
under surveillance. The
scrutiny of these small cells is
the basis upon which
judgments about the

40

performance ol gender and the
discipline of the body are madec.
The subversion ol the
cstablished norms which
regulate belonging and make
the body predictable can bring
terrible violence, but under the
right conditions, can bring
about the total reversal of these
norms. The risky decision (o
glance over, (o initiate a hushed
conversation, or o [ail
performance of the appropriate
gender’s bodily ideal, il well

received,  can the
disciplinary norms ol cisgender
and heterosexuality (o malke the
space a queer one. Thus, we see
that the Dbathroom is not
nceessarily a dangerous space
for queer and trans bodies. The
extraordinary potential of the
bathroom spacc cannot be
overlooked in asking oursclves
how (he dominant
regime is established, and thus
where it can be compromised.

Icversce

sexual



The picce asserts the subjects’

agencey. The ritual of

(ransformation acts not only
inward but expands outward,
redefining the site in which it
occurs. \While bathrooms are
(ypically spaces ol intense
gender policing (hat restrict
their occupants, here  they
become a vehicle for human
agencey. This subversion
ultimately demonstrates how
alternative spaces must be
actualized by acts ol personal
resistance.

+1




Dye (2023)
LLoancd by Lais Soares
acrylicon canvas, 31 x40.5 ¢m cach




LaisSoares

In (his diptych, (he artist
recminisces on  her [riend
group’s practice of dyeing cach
other’'s hair in  (heir carly
adolescence. Painted in
hindsight during her junior
vear of high school, the artist
came (0 recognize  the
formative naturc of these
ritual lilke oceasions as
instances ol queer rebellion
and sell actualization.

Reinterpreted with dramatic
hues, relference photos of the
with

cvent  were  imbued
narrative power.

A story old in two parts, the
pancls represent  a o classic
progression [rom  struggle (o
(riumph. Dominated by somber
blues, the first panel’s subjects
hardly stand out from their
dark surroundings. \While the
former's bodices form a clear
(riangular composition, the
picee’s rhythm is confused by
the unidirectionality ol  the
repeating square tiles, acting by
the unidirectionality of  the
repeating square tiles, acting as
a visual mectaphor for the
underlying (ension  between
authenticity and conformity
present in every queer person’s
life. In contrast, the artist’'s use
ol a ficry red, brightened by a
pervasive yvellow underpainting
in the second panel achieves the

oppositec mood of the [first
libcration. Still present, the
background tiles arc now

appcasing. They bend around
the subject, and consist of thin
washes barcely concealing the
joylul yellow underncath.



“Never Call it a Night” Pub Collection (2025)

collection of five coasters, 10 ecm in width cach

I'lorence Lu

“Never Call it a Night” is a
collection
memorabilia from pubs/bars,
namely, coasters and menus.
The pub coasters
dilfcrent shapes but a similar
size, designed (0 protect
surfaces from being damaged
by waltcer rings, heat damage, or
scratches.  Made of  mosuy
cardboard and pulpboard, the
coaslters are visibly used, and
(the traces of human usage can
be obscerved (from (he stains,
wrinkles, deccoloration, cte.
Prominent on the coasters are

the pub or brewery 1ogos,
marking (heir origins. The
menus  are  crumpled and
stained, implying  human

touch. Distincet menu designs
diffcrentiate the spaces [rom
cach other, cvoking dillerent
[ragments ol memory that are

intecrawvined with  spatiality.
The coasters and  menus
collectively signily the
maltceriality of space and

companionship.

consisting ol

arc ol

11

“Never Call it a Night” presents
artifacts  that are closely
associated  with  nighife,
taken from nocturnal scttings
such as pubs or bars. Most of
the coasters are collected by
the loaner in Calgary, Alberta, a
prairic city dominated by the
suburban landscape, lacking
urban livelihood. To prolong
nights that arc often forced (o
cnd carly, the loaner and her
fricnds scek shelter in the city
to have another drink, (o
continue the conversations, (0
dclay calling it a night. The
coasters bear memory,
witnessing moments of
companionship. Stained with
drinks rom the loancers and all
those who came before them,

the coasters are the
maltcrialization of human
conncections that unfold in

corners ol the pubs. The menus
were once wrinkled by fingers,
examined with attentive eyes,
and discussed through lips
that shaped syllables.



They preserve (he material
residues ol tenderness,

holding the intimate traces of

(ricndship and love.

A car centrice city urges people
(o go home carly, (o notwander

off track. The existence of

pubs and bars opcens up the
possibility of lingering,
momentarily unsctuling the
lixed (rajectories that are
prescribed by inaccessible
urban design.

Through maltcerials
cncountered at and preserved
from the pubs/bars, the loancr
is rcminded of the late nights
spent with her companions
roaming the city, postponing
their homeward journeys. The
coasters and menus may be
generic itcms ol mass
production, but they become
ingrained with memory as
they  witness  (he  intimacy
between  [riends and  their
relationships with the spaces
they inhabit.




Tricks (2024)

[Loancd by Amani [ lassan
photographs, 10.5x10.5 ¢cm

I'lorence Lu

This scrics of cight photographs
captures a “Liteleet”” dancer’s
performance in New York City.
IJach photograph is rich with
motion, documenting the
performer’s agile movements.
The photographs arce in black
and white, reducing the noise

that would result [rom
saturated colors and instecad
orienting (he viewer's gaze

(owards the performer’s bodily
movements. Light and shadow
also play important roles in
highlighting lifc and motion

themes that arc omnipresent in
the photographs. Through the

photographers’ c¢yes,  which
appreciate the smaller

moments ol urban vitality, onc
can obscrve the city’s [flow
(hrough the audicnce sitting on
the benches, cars passing by'.

Public space is scldom
considered o be an alternative
space, duce (o their public access
and officially established
meanings.
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This scriecs ol photographs
contemplates how public space
can be (ranscended o form
alternative spaces in which
personal meanings arce made
through lived expericncees.

\Without the performer, the
space is but a corner of the New
Yorlk streets, possibly with a
street name and history that are
articulated through the city’s
olficial  narrative. A\s the
performer  claims  (he  space
with his dance, however, the
space is (ransformed into a
concrete place where pcecople
can cstablish more intimate
relationships with their
surroundings and cach other.
I‘'mbodicd e¢ncounters  with
space create narratives outside
presceribed meanings. “Liteleet”
dancers, such as the performer

in (he photographs, male
spaces  for themselves  on
subway (rains and = street

corners.



AS the photographer
articulates,  “l[the  “Litefeet”

dancers| embody the pulse of

the city in a way (hat
(ranscends  the huste  and
bustle of mundanc city life.”
Beyond skyscrapers that
signily cconomic prosperity,
moments likke this
performance (ruly form the
urban  f[abric, constituting
cncounters that are mundane
but can necvertheless generate
meaninglul connections
among pcople, between places.




School of Rock Poster (2024)

LLoancd by Chloe Gong Minicre
paper, 21.539 x27.94 cm

Maxx Calame

On this poster we see a crowd
ol pcople raising their [ists or
throwing up the “devil horns”
with (heir hands., a symbol
commonly used amongst
mectal and rock subcultures,
and often seen at conceerts or
music venues. This poster is a
picce of memorabilia [rom the
“Band Aid” concert [undraiser
for the Markham Stoullville
[Tospital Atlas Program, hosted
by School of Rock, a music
school in Markham. The poster
is loancd by one ol the event's
participants, whose [riends
performed at the cevent. This
was the last event of the 2024
school year for School of Rocls,
as well as the last event the
loaner, amongst others.
attended belfore summerand
following their graduation.
Although a benefit may only be
viewed as a [undraising cvent
and not an alternative space,
this posteris
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a (estament (o how it can
transform into an alternative
space when individuals gather
together. The poster evokes a
fceling of nostalgia, allowing
onc o refleet on youth and
cvents they have attended in
the past. It encourages the
viewer (o question: what are
alternative spaces? Ilow arce
they  influenced by  our
subjective experiences?



An alternative space does not
neeessarily have (O be
cnormous, or hosted in some
underground venue you would
need a seeret password (o get
into. \n alternative space can
be created by caring [or others
and collective action. The
crowd depicted in the poster
represents how the beneflit was
(ransformed into an
alternative spacce by uniting
people together with music,
while providing support for the
local community.
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Grandparents Apartment Keys in Warsaw (2001)
Loancd by Agata Isowalski
wooden board, various metal keys, I8 X 122 ecm

Tekla Govwvrie

[Tanging on this board is much
more than physical keys. They
arc memorices not only ol past
spaces, but ol pcople and times
that arc now gone. \t onc
point, the keys would have
[acilitated a direet and tangible
(ransition from hallway (o
home, outside (o inside, public
(0 private. Now they serve as an
abstract (ransition, [rom
present (o past, from current
reality into memory.

Ikeys  (themselves  are  very
personal items.  They are
crucial cveryday items, used
constantly (o move in and out
of a home. They deline
ownership and inwroduce a
space (hat is uniquely one's
OWI. In present  dmes,
however the design of keys are
incrcasingly  depersonalised,
becoming more standardized,
or in many cascs, non
existent, with the introduction
of various smart locks with
keypads and




humbprint recognition. These
keys arce dillerent. Kach onc
has its own individual shape,
some  more  peculiar  than
others. Regardless, their sheer
size, weight, and oothiness
create an identity unlike those

scen  with the keys of the
present day. Their
distinctiveness makes  the
(ransition itsell become
tangible and have its own
identity, (he threshold is
malcerialized and
characterized.

I'ar  [rom ubiquitous, (he

expressive identity of cach key
males the associated memory
ol its past owner and home
much more distinguishable.
They serve as a connection (o a
personal space that no longer
CXISLS, a space which
(ranscends the physical notion
ol the term. Even il the housce is
still physically there, it is
occupiced by a stranger and
barred by a forcign key and

lock. The memories ol these
past times and spaces
exclusive o the Lkeys on
display; when the memory is

dare

(riggered, the gateway s
unlocked.




The Redwood Romp (2026)

Loancd by Islarissa Schifllert

photograph taken in California, USA\, 18 x 24 ¢m

Klarissa Schiffert

This talken
inside

Library

photograph was
the Saratoga County

of (he “Redwood
Romp”™ a new play structure
houscd  within  rows
children’s books. It is the [irst
ol three play structures created
by t(he Storybools Children’s
Play Space initiative across the
Santa Clara County Librarics,
which aims (o increasc literacy
ates by blending learning with
fun. The structure is modelled
alter a ree house, with its
brown wood and green leaves
cvoking the massive redwood
(rees  that define  Northern
California. Children are invited
(o play hopscotch on lettered
tiles, rearrange the foam logs,
and climb around the
architecture as a whole. The
structure transforms what had
been a quict reading arca into a
placc ol play.

Its creation asks the question,
“What kind ol space is a

library? Is it a placc ol quict

ol

¥}

N

study? \ place ol lcarning? Or
a place of fun?” IF'or the loancr,
it uscd (o be a place (o devour
stories, a place she could leave
carrying owenty books and
return a week later for more.
The structure marks a
departure from the intention (o
promote literacy only through
rcading. Now, the same space
where she sat quictly for years
is lilled with children playing.
\When the loaner first saw the
structure, she felt as though a
part ol her childhood had been
crasced, that the meaning of the
space had been lost. \While the
space no longer [fits with the
loaner’'s own conception of
what a “library” should be,
perhaps that is not a bad thing.
Now, the community’s
youngest residents have a place
(o play, somecwhere (hat
prepares them o learn. .\t the
March 18th opening ceremony,
Jennifer  \Weeks, the  head
librarian., notes that five skills
arc needed



(o develop literacy: reading, this place, no matter the form it
writing, spcaking, singing, and takes.
playing. This ncw structure

facilitates a space for these

young minds (o do all of this

and more. \While it departs

from the space’s traditional

mcaning, the ncew structure

SUpports its primary purposc:
cncouraging children o read.

No matter how a space takes

shape, something remains the

same:  the sheer  joy  in
adventures in and out of

storics iswhat gives purpose (o
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Reconstruction of the Basement Prison (2024)

L.oancd by Sophia Roy Longino
Icallet from IHouse of Terror Muscum

inkon paper, 21.39x27.94 ¢cm
Sophia Roy Longino

Located at GO Andrassy Strect,
the former headquarters of the

Arrow Cross Party and later of

the AVI (ITungarian
Communist sceret police), the
[Touse of Terror Muscum
focuses on the [fascist and
communist regimes that ook
control of ITungary in the 20th

century.  Unlike  (raditional
muscums  that foreground

original artcfacts and archival
ncutrality, the IHouse of Terror

consuructs is narrative
(through an immersive

experience, using multimedia
clements, interactive exhibits,
and thecatrical installations (o
provole an cmotional
response (o the
forcign (otalitarianism whilc
furthering a view ol [Tungary
as an innocent vietim.

This printed Icallet, distributed
(0 visitors cntering  the
rcconstructed, hyper realistic
bascment prison section of the

horrors of

muscui, outlines  the
experiencees ol prisoners held
under the  AVIL Through
(cstimonial  quotation and

vivid descriptions of standing
cells, water worwure, and forced
confessions, the lcafllet
prepares  visitors  for  an
cnecounter with a space framed
as onc ol intense sullering and
national martyrdom under a
20th century (yranny.

More than an informational
guide, the pamphlet direets
how the bascment should be
rcad and felt. It maps the space
in advance and immerses
visitors in error, constructing
their emotions and experience.
Lilkke the rest of the muscum,
the pamphlet also frames the
bascment as a site of collective
victimhood under an
oppressive foreign regime. In
other words, (he basement
operates as a carclully staged
cnvironment,



and the pamphlet becomes a
script that orients the visitor
within it. In doing so, it reveals
how cultural institutions can
opcerate not as neutral sites ol

preservation, but as
performative and idceological
cnvironments where memory
and space are staged,
incerpreted, and performed.

Recenstructien ef the Basement Prisen

“When they fed me from the bageenent of 60 Andrday o
thve Lord b erese
Vendel Endrédy, Clatercian Abbol of Zire, who spent six

irs in 11

AFY vl

During the Arrow Cross reign of terror, military deserters and many of our Jewish com

patriots were torured and murdered in cells const

cted in what was once the coal cellar

at 60 Andrissy it. After the war the communist political police ook over the building and
turned the former coal cellar into a true labyrinth. We still do not know the full extent of the
basement’s tunnel system at that time, and how many adjacent buildings it was connected to

As the political police abandoned the building after 1956 and the communists tried (o erase
all traces of the previous ten years of brutality, it was only possible to reconstruct the former
prison through the recollections of surviving prisoners.

The basement of 60 Andrissy Avenue was a realm of fear and pain. Armed guards stood
outside the cells, the prisoners were not allowed to sleep or clean themselves, and they had
Tinle access to food or water, Interrogations, usually at night, took place on the upper floors
of the building, and the bestial interrogation methods of the basement were “refined” in
accordance with Soviet KGB instructions, Prisoners were tortured with electricity, burning
cigarentes, pliers, broken glass, jets of water and electric hoiplates, and beaten with lead-
filled rubber batons, until they were ready to confiess to anything and everything,

The standing cell, the wet cell and the foxhole are all testimony to the ingenuity of human
evil and cruelty. The standing cell only provided enough space to stand, and was fitted with
a glaring light bulb at eye level. In the wet cell, tortured prisoners were forced to sitor stand
in ice-cold water. The foxhole was kept in permanent darkness, and the ceiling was so low
that it was impossible to stand upright, The guards could also decide to turn off the ventila-
tion system so that in the windowless cells prisoners would be left gasping for air. The motto
of the AVO guards was "Don't just guard them; hate them too”

60 Andrassy dt was not an official place of execution, but the exhibitions death cell and
place of execution evoke the fate of all those who were sentenced to death by the communist

TerrerHiza

RARLAE BE FEEARE

tyranny.



Fields from Train Outside Krakow (1994)

Loancd by Agata Ifowalski
oilon canvas, 40 x29.9 cm

Tekla Govwrie

The painting  depicts  a
landscape through simplificd,
pure blocks of colour, omitting
all details, ligures and shapes
(that would otherwise occupy
the space. This simpliflication
(o only colour is not done [or
the purc
abstraction, but rather (o
cmulate the blur experienced
when one is in motion. The
combination of greens,
vellows,  whites and  blues
represent the rolling hills and
farmers’ [liclds t(hat occupy
most of Poland’s countryside.
The painting is done (rom the
perspecetive of a  (rain  that
rapidly cuts (hrough this
screne countryside, without a
sparc moment (o fully capture

and comprchend the reality of

the landscape.

By depicting the countryside in

such a way, (he artist

cmphasizes the liminality of

mobilc spaces such as (rains,
planes, buses or cars.

purposc of

Although cach (heir  own
individual space, t(heir sole
purposce is (o (ransition and
transport. Dillfcrent  pcople

move in and out, and there are
no stable [fcatures of (ravel.
This landscape cmulates how
in these spaces, nothing stands
still, and very litde can be
grasped ol what is passced by.
The sole purposce ol these
vehicles is simply (o get [rom
once point o another. In urn,
the distinet nature of the fields
or (he blades of grass arce
cllaced they are just moving
colours. In attempts (o capture
these landscapes, the reality of
the space in which they are
portrayed is alrcady blurred. In
other words, the abstract
image depicted in the painting
is not (hcoretical, but an
accurate depiction of what the
cye  sces. This  space  of
movement creates a
completely wrue and accurate
rcality (hat is scemingly the
furthest thing from realistic or



concrete. This state of constant
movement can be considered,
in itscll, an alternative space,

rendering a unique form ol

rcality where, in sceming
contradiction, things in
motion appcar dercalized.
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Poster from the Toronto Outdoor Picture Show’s
2025 Season: When We Were Young

LLoancd by Leva Nowzartash
paper, 45X 27.5 ¢cm

Leva Novwzartash

I'ounded in 2011, the Toronto
Outdoor Picture Show (TOPS)
is a non prolit organization
that presents [ree, open air
(ilm screenings in public parks
across Toronto. Opcerating at
the intersection ol public art,

cinema, and community
programiming, TOPS

rcimagines the urban parlk as a
(cmporary cultural commons,
shaped not by consumption,
but by collective presence. By
removing financial and
institutional barricrs (o entry,

TOPS olfers an alternative
model for cultural
participation within an

increasingly
landscapec.

privatized urban

This poster, distributed during
the summer ol 2025,
advertised TOPS scereenings at
Christic Pits Park and was
acquired through the
organization’s promotional
circulation.

Intended for cecmporary display
on poles, walls, and notice
boards, (he poster cmbodices
the ephemerality of the event it
announces. Designed (o be put
up only (o be soon covered by
another poster, its existence
parallels (he (ransient nature
ol the space it produces: a
public parl momentarily
transformed into an outdoor
cincema, only (o dissolve once
the sereening ends.
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Within (he [framework of
alternative spaces, the poster
functions as an artifact of
spatial  reconfliguration. It
marks (he cmergence ol an
alternative space that exists
alongside dominant urban
logics ol survceillance, property,
and cxclusion. Rather than
demanding  consumption or
compliance, the space TOPS
creates is sustained through
shared alleet, proximity, and
informal sociality.

In this scnse, the poster does
more than advertise an cvent,
it maps a site ol resistance (o

urban isolation,
demonstrating how  cultural
programming can

momentarily reclaim  public
space as a site ol belonging,
collectivity, and possibility.

=

Photo by Leva Nowzartash, 2025



Wreck Beach Blanket (2025)

LLoancd by Silas Busby
Acquired August 2025
textile, dyed,2x2 m

Silas Busbhy

This blanlketwas bought [rom a
likely unhoused vendor on
Wreek Beach. Its  elephant,
lotus flower, and vine motifls
allude o South and Southcast
Asian Buddhism, and appcal (o
a clicntele composced of hippics
and naturists. \Wreek Beach is
onc of two clothing optional
bcaches in Canada, Dbut
according o James \Woyvcke
(2003), pcople have been
taking advantage ol its relative
isolation for nude sunbathing
since at least (he Great
Dcepression. The vendor of this
blanket is onc of a small
network of unregistered food,
alcohol, and textile vendors
who barter with cach other for
food, waler, drinl, and
coverings in addition (o scelling
their wares  for money (0
visitors at the beach. This
community of vendors is part
of a larger
communitics which exist in
the heterotopia.

cecosystem ol

GO

These  other communities
include (he aforementioned
hippics and naturists, but also
cveryday Vancouverites who
may or may not choosc (o enter
the heterotopia by shedding
their clothes, as well as a small
community of queers who
prefer a portion of the beach
isolated and further away [rom
the often noisy central part of
the beach. Wreck Beach is
likely close (o what Michel
Foucault (198G) had in mind
when he said that ships and
the scaside were “heterotopia
parexcellence” on \\'reck Beach,
communitics and practices
that arc typically punished and
located beyvond the bounds of

discipline hippies, the
unhoused, and queers; nudity,
barter, and cruising are

norms in and of themselves.



All the while, these
communitics and practices arc
more  broadly  considered
delinquent and, with the help
ol the heterotopia, are more
cllectively disciplined by the
cconomy ol power in the city
above.
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Silence = Death Replica Pin

LLoancd by Silas Busby
manulactured in August 20235 at

\'ancouver Maritime Muscum, British Columbia.

handmade button pin, 5.81¢cm
Silas Bushy

This pin is a replica of a design
uscd by the “Silence  Dcath”

Campaign that began in 1985.
The pink (riangle recalls the

one uscd (0] identily
homosexual men in Nazi
concentration camps during

the Iolocaust. By drawing this
comparison between the
systcmatic murder of queer
men  and the government's
decision (o let  high risk
individuals dic of TIIV/AIDS,
the campaign hoped (0 show
(hat inaction in the flace of
ITIV/ANIDS meant
extermination. The “Silence” is
that of President Ronald
Reagan, who refused 0
personally  acknowledge the
pandcmic until the year the
campaign began. The design
would later be used by ACT UP,
a  grassroots  organization
dedicated o THIV/AIDS justice,
which demanded expanded
(rcatment options, Medicaid
coverage for those reatment
options, and ITIV/AIDS

prevention  measures  like
ncedle exchange, condom
distribution, and

scientifically backed — sale(r)
sex ceducation. They are also
famous for their Dic Ins,
during which IV individuals
literally or liguratively ook up
decath as an act of protest on the
steps ol government buildings.
The power of the Dice In protest
comes [rom its (ransgressions
against the norms surrounding
sickness and death in a
carceral society instcad ol
kkeeping these activities



private, Dic Ins bring them
into the open where the people
within the institutions
discipline, like the CDC, are
forced (o confront them face
(o lace. According (o Raymond

Smith  (1998), ACT UP’s
adoption of the symbol may be
the rcason t(hat t(he pink

(riangle is still associated with
HTIV/AIDS activism today.

ol

SILENCE=DEATH

Svdera B o
o g .

SILIENCIE - DEATI Project, A\vram
IF'inkelstein, Brian Howard, Oliver

Johnston, Charles IsrelofTf, Chris Li, offsct

lithograph, Brooklyn Muscum



Condom Packet and Lube (2025)

Acquired from an Anonymous Donor
collection, condom packet and plastic bottle

ol'water based lubricant
Silas Busbhy

These items would be carried
around a gay bathhousce by
their owner. The condoms and
lube would make anal sex saler
and more comlortable. Details
on the botde of lube suggest
that this is from the
bathhousc’s proprictary brand
and it was likely purchased
there.  Gay  bathhouses are
heterotopic spaces in which
the norms of interaction in
malc only spaces are reversed,
and cexpectations ol consent
change. Within most male
only Spaces, homosexual
desire mustoperate covertly. In
contrast, the opposite becomes
(ruc in the  bathhouse;
homosexual desire is assumed
(0 be the default and men [reely
solicit sex [rom cach other. |\
similar reversal occurs in
norms ol how consent is
communicated.

G4

\Whercas most spaces expect

that consent is  verbally
communicated, verbal
communication in a

bathhouse usually signals a
withdrawal of consent or lack
ol sexual interest. Sex can take
place in a private room or in a
public space. Exhibitionism is

permiteed, and SONC
bathhouses have rooms
designed specilically for

cngaging in various forms ol
public or secmi public sex.



The bathhouse space suspends
many ol the norms that male

sexuality predictable outside of

ils walls. It also
simultancously aflfirms (he

norms governing sexuality by

being a designated space in
which they are controlled and
suspended in contrast (o the
wider society in which they are
cnloreed.



Confessionals
and Interviews:
Placemaking
Practices

[Vith Kaidyn Espey, Confessions Subproject Lead
and Portia o, Intervievws Subproject Lead

To pair with the physical exhibition, our curators
have considered the existing infrastructure
of the city as sites of place making.
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Confessionals
Kaitlyn Ixsspey

In (he age of social media,
online communitics have
cmerged as a “third space,”
where  the  viewer  exists
simultancously as Dboth a
subject and curator. Unlike
many physical spaces, hey
offer [luidity of identity:

individuals can choose (0 exist
as their authentic self, a new
identity, or remain entirely
anonymous. s the boundaries
of identity blur, viewers are
invited (o consider how online
communities are shaped, and (o
reflect on what people are
willing (o reveal under the veil
of anonymity. Participants
were asked (o submit answers
(o onc of three questions: That
kind of spaces (digital or physical)
male you feel a sense of belonging?
Do you feel the internet has made it
easier (o find conununities or
spaces you don’t have access to in
real life? Do
anonymity change hovw you interact
with — others  online?
responses  were  (ransformed
into a visual display. bringing

usernaimes  or

Their

ol
and
physical

the intangible qualitics
digital intcraction
anonymity into a
form.

The overwhelming  response
was (hat digital communitics
malke it casicr (o [find and
intcract with individuals who
sharc specilic, often  niche,
interests.  These  platforms
foster a scense ol global
belonging, having the
opportunity o connect with
pcople from around the world.
Particularly after COVID 19,
when the world was [orced into

isolation, proximity has
diminished as a primary lactor
in forming community. The
intcrnet has become a space for
increasced openness and
(ransparency, where
individuals [eel more

comfortable discussing topics
that  might otherwise  be
considered  taboo. Tlowever,
this casc ol conncction is
accompanicd by a scense of
(ragility; the lack of physical



conncection malkes it casicer (o
driflt apart. I'or some
participants, anonymity did not
signilicanty alter how they
intcract online. IFor others, by
separating  from  their  real
name, the connecetion to people
who know them personally is
scvered. This provides a sense
of freedom by removing the act
of performing; the individual

can exist as their authentice self

without fear of judgement. In
this context, the boundarics
between online actions and
rcal world consequences
become deflined. In
numerous IreSpoNses,
individuals described engaging
in Dbchaviours (hey  would
typically avoid offline, which
can be linked to a scense
cmotional detachment from the
situation.

less

To extend these ideas into the
exhibition space, a conflession
booth was installed alongside
the visual display.

ol

G38

This interactive clement
created an alternative space
within the gallery, inviting

visitors (o engage directly with
the project. They were asked the
same questions as the online
form, oflcring an additional
laycer ol reflection and enabling
the convergence ol digital and
physical modes of expression.



Toronto Transit Comission Interview

with Ellery Anderson

Ouranonymous interviewwee is a Stations Safey worker,
aninternal positionvithin the Toronto Transit
Commission (TTC).

Q: Do people behave differently on
the subway than they would on the
street?

Az I believe that when people are in

their  community,  where  they
know their neighbours, they feel
morce comfortable and  sale.
Thercelore, they are more

comlortable in letting their guard
down. \WWhereas in the subway, in
the last few years, it has become

very  apparent  that people are
unwilling (o help onc another.

They keep (o themselves, and they
tend to be more guarded.

Q: Are there certain behaviours
(hat have become normalized?

A: Pceople arc not as attuned (o
others and their surroundings.
Behaviours such as playing loud
music on spcakers, talking about

violence, violent bcehaviour, and
drug usc arc a [ew common
behaviours (hat have Dbecome

normalized.

G9

react when
the ordinary

@Q: Ilow do pecople
something out of

happens?

A: People get very [rustrated and
impaticnt that their day is being
disrupted, rather than being
undcerstanding  of  the  situation.
They have a (endencey (o tale it out
on the employees who are (rying (o
resolve the situation.

Q: Is silence and people keeping (o
themscelves the default behaviour?
Or does it depend on the time of
day and day of the week?

A: During rush hour in the morning
and the cvening, 90% ol pcople are
willing let  situations
behaviours be ssweptunder the rug.

Lo or



Toronto Transit Comission

Interview Continued

Q: Have you witnessed moments of
connection between commuters?
\Vhat happened?

A: Yes, I have scen people go out off
their way o help cach other. I have
sceen people in medical  distress,
and others coming to their aid. 1
have also scen [riendships made
amongstindividuals.

Q: Ilow do performers/buskers
change the feeling of a station, if at
all?

A: They bring
happiness, and

a scnse ol calm,
cnjoyment when
more than one person hear a song
or sce a performance that they all
cnjoy. It brings a ol
community.

SCNSC

Q: Arce there certain stations or
times of day where performances
feel more welcome or fitting in the
cnvironment?

A: Delinitely on the weekends and
during cvening rush  hour:  at
stations Yonge and Bloor, IYinch,
Don Mills, and Ikennedy. Italso has
(o do with the weather  when the
sun is shining, pcople are willing (o
stay (o walch or listen. In the
winter, when it is cold, everyone
wants to get home.

Q: In your opinion. do you think
performers create a  sense  of
community between commulters
while they are performing? Is the
opposite true? Do you have a
personal experience of this?

A Yes, at Spadina station. There is
a violinist who plays, and we
cstablished a connection over his
performance ol Mozart  and
Beethoven.

Q: I1as your personal perception of
people and public spaces changed
since working with the TTC? Iow
S0?

A: Yes, my job is about safety, so |
spend all of my time obscrving
people and how they interact and
how they are in their
surroundings. Prior to this job, 1
didn’tdo thatas much.



Another Sto )
Bookshop Interview

LaisSoares

AnotherStory Bookshop, located in Roncesvalles, is an independent
boolshop founded by Sheila Koffinan in 1987. \s an alternative site
Jorknowledge production, \notherStoryis dedicated (o creating
spaces for maginalizedvriters and readers. Housing awide
selection of books focusing on social justice, equity, and diversity, the
Dboolshop platforms 2SLGBTQ and BIPOCwriters and independent
presses. \notherStory alsovvorks closelyvith local organizations,
and hosts events in the city, colluboratingwvith international
academics, activists, poets, and literanyriters.

Q: So I'll start off with my first
question: How would you describe
your rclationship with  your
ncighborhood. your clientele, and
the broader Toronto arca?

A: Another Story Bookshop is one
ol Toronto’s oldest independent
shops, founded around 1987  we
started on the Danforth and then
moved o Roncesvalles around 15
vears ago. \We are very much a
community shop with close
connecetions (o the neighborhood.
\\'¢ have a big children’s section, so
we have a lotof ¢children who come
here  right  from  birth  until
adulthood. \We watch them grow
and scll them books. But because
we are a bookshop that specializes
in social justice, cquity, and
diversity, and we have a selection
ol books you can’t casily [find
clsewhere, we have a lotof people

who come here from beyond our
ncighborhood (o  shop
designated space. \We have an
exceellent seleetion of books on
queer and (rans social
justice,  critical theory,
Indigenous issucs, and
cnvironmental issues. Our fiction
and poctry, and cultural studies
scctions also have a diversity [ocus
aswell. But we do sell a lot of kids’
books like Dog Man and Diary of a
Wimpy Kid, which arce preuy
mainstream. So 1 would say we
have a very close connection to our
customers, both close and lar.

das el

issucs,
race



Another Sto )
Bookshop Interview
Continued

LaisSoares

Q: Iave you ever considered
expanding (o more locations, or
does that idea of expanding go
contrary () your mission
statement?

A \Well, it's not contrary. ICs very
tricky in a city like Toronto, but
Another Story Bookshop is also a
major wholesaler (0o schools across
southern Ontario. \We actually do
have a warchousce in Mississauga
where we warchouse all of our
school orders, with «wo
members there every day working
on

those Our
mainly tcachers and cducators, are
welcome o go o the warchouse
and shop there, so we actually do
have a scparate location. But
opening another retail location in
Toronto is tricky because the rent is
so high, and there’s no guarantee
that we would be able to malke the
same income there (o pay our rent.
There are also lots of independent
boolkshops across the city, so the
question is: where do you go where
there’s not another indie bookshop
that you have (o be in competition
with?

orders. customers,

stall

Q: So your slogan is “educate,
organize. res I'm in post
scecondary studies, and there is
often this tension betwween theory
and praxis. IHow do you see your
role in bridging that gap?

At I feel like we play a very critical
role in bridging that gap. Il you go
into our politics and cultural
studics scetions, we do carry a lot
of whats considered academic
press books, but we sell them o the
general public. \We're very invested
in the role ol what the public
intellectual is. There’'s a scholar
who used to be at UolT for many
vears  Rinaldo Walcott, who has
done a lot of work around Blaclk
studics and Blaclk queer life. \We've
hosted many events with him over
the years, and we've always sold
his books. Christina Sharpe is
another example she’s a very
well known  scholar  in Blaclk
studies from the States and is now
living in Toronto. Onc of the things
that's rcally special about Another
Story is that we host a lot of boolk
launches and community cvents,
not just in the store, but outside as
well. Those  cevents  are  really
critical in building the cultural and
intellectual life of the city. We've
hosted events for Rinaldo VWalcott




Another Sto )
Bookshop Interview
Continued

LaisSoares

that really bring a cross scction ol

activists, academics, and literary
folks, for cxample. So you have
access o books at Another Story
that  you can’t casily [find
clsewhere. Our scelection is curated
in such an interesting way. lor
example, our queer and (rans
scctions will have books on critical
(rans studies from a Black masc
(rans perspecetive, alongside books
about performance., or poctry
boolks [rom the same perspective

SO we bridge a lot ol types of

Iknowledge production here, both
through the books we have and the
cventswe curate.

Q: In linc with this curation, your
sclection is pretty different from
lots of the big corporate bookshops
we have in Canada. Ilow do you
choosc the books you stock?

A: They have o fit in our mandate,
“cducale, organize, resist”. \We have
(0 carry books about Lelt wing
politics, about social justice and
change, Black, Indigenous, quceer
and trans studies: we have a lot ol
boolks about what's happening in
Gaza and Palestine over the last few
years, as well as world cvents. TI'll
be honest, it can be hard to curate
liction because there's so much

~1
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being produced, and you don’t
always know cvery bool that you
arc ordering. \We do have (wo
buyers the (wWo co owners,
Laura Ash and Eric McCall ~ who
male (he decisions up front on
what we arc  buying.  But
sometimes customers will order
things and we thinlk, “*Oh, this looks
grcat, we should make sure we
haveitfor thestore.”

Q: So there is a kind of interaction
as well.
A:Yes, absolutely.

Q: Is there ever an explicit attempt
(0 do something different from the
big corporations?

A: \Well, ceverything we do s
definicely  different from the big
corporations. Consider just our
rcason for existence, right? Not a
lot of places would have taken a
chance on organizing cvents,

or house the breadth of books we
have on Palestine and Gaza, so
thats whats unique about our
store aswell.



Another Sto )
Bookshop Interview
Continued

LaisSoares

Q: The reason I heard about your
store was (hat I attended a
conference at UofT on Palestinian
feminism you were selling
books.

A: Yeah, that's right, that was me
sclling books.

Q: The last question is a bit more
fun. Do you have a favorite book or
a recommendation that reflects the
store’s mission?

A: There are so many! One ol the
most popular books this ycar has
been a boolk called Gendertrash that
we did a big, beautiful, launch for at
the TRANZAC in November. That
was organized by my collcaguc.
Gendertrash is a neww book put out by
LittcPuss basced in (he
States. It brings t(ogether the
collected works of a zine published
in the 90s and 2000s called
Gendertrash, which was one ol the
only zines., or magazines, written
by and for the (rans community.
And a lot of those arc now
unavailable, but LitdcPuss Press
has brought all the issues together
into a collected edition. And so |

Press.

thinlk from (he perspective of
GLAM (galleries, librarics,
archives, muscums) doing

muscum and archival work

this is incredible archival material
about (he rans community in
Montreal. Toronto, and beyond. It
brings together previously

unavailable worls that I think is of
lots of

interest o different
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Concluding Remarks

Florence Lu

InToronto today, wwe have witnessed the decay and disappearance of' spaces that

have been dear o us. Commenting on culture as a ruin, \Walter Benjamin 1994)
writes thatConstruction’ presupposes ‘destruction.”™ (x). Spaces must be destroyed
for the city to be constructed, and relations must be severed [or new narratives (o be
formed. Ina period characterized by intense spatial reorganizations, itis important
(o hold ontowho we are, whatwe remember, and hovw we want o proceed. \When we
stand on shaky ground, material objeets can conneet us (o the spaces outside the
mainstream imagination, evoking kalcidoscopic stories built upon sensorial

cneounters.

e Spaceis an ode o all the spaces that bear our traces. \We are nothing without the
spaces thatwe ereate and inhabit, especially thosc outside the hegemonice spatial
trajectorices that demand conformity. Spaces can be an escape, a sanctuary, a haven,
anoutside (oran inside). Through our connections with different spaces, we become
who weare and malke meanings that are both embodied and alfective. Itis also
because of our relationships with spaces thatwe form communities, male homes,
and [eela sense ol belonging. Attending (o alternative spaces is a lorm ol care and
resistance that rejects the imposition of capitalistic ideals, such as hyper

individualism and mass consumerisni.

Glowing arcade machines in a mall forgotten by time, writings on the bathroom
walls, photos of dancers in a busy street, a blanketwith sand initswrinkles, a
trcasure box of' miscellancous knick knacks collected from different moments off
lile...there isa tenderness in noticing and memorializing these material traces that
we and others leave behind. These objects both male up spaces and are themselves

lileworlds, where glimpses ol life peck through.
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	Shutter Kisses (2026)
	Sara Catherine Nayir

	Yet viewers find solidarity within the space afforded to these sentiments. In going against conventional ideas surrounding spacemaking, the photograph’s affect constructs a liminal space for collective mourning. In the various iterations I produced of this photo–pixelating it to the point of uncanny legibility and painting loose suggestions of forms–none were as compelling as the impression of pixels on canvas. It suggests an anonymity that renders a particular memory palatable to nostalgia and thus consumable.
	Treasure Box
	Qiuzi Mei

	For Benjamin, the act of collecting is a struggle to rescue the unclassifiable objects that are left out by the dominant narrative. In addition, Benjamin underlines the difficulty of classification, This collection also participates in the question that is underlined in Benjamin’s ideas of collecting: what kinds of objects are remembered, recognized and recuperated as treasures, and which ones are left in the realm of oblivion? The detritus that lives on the margins of our memory may provide an alternative and radical persona that is capable of embracing and overcoming loss. The owner wishes that this collection may help find a way to embrace these messy and incomplete ruins.
	Postcard from Palestine Fundraiser Stall (2025)
	Shae Parnell

	This postcard circulates within that provisional framework. Its modest format enables accessibility while allowing political alignment to take material form in an object designed to travel. When the tables were folded and the café returned to routine operation, objects like this one remain as traces of that reorientation: evidence of how alternative spaces can be assembled within dominant systems, momentarily reshaping them to support collective expression, craft-based activism, and transnational solidarity.
	I have attached my  Letter of Accommodation  to this email (2025)
	Kaitlyn Espey
	Empathy (2026)
	Sara Catherine Nayir

	know? What collective spaces would we need to create in order to practice and materialize this empathy? The possibility of unsettling our preconceived relational practices leaves us with the promise of the empathetic eye’s fertile ground.
	Queer Semiotics (2025)
	Loaned by Ishita Chalise matte photo paper, painted over with acrylic paint five 21.59 x 27.94 cm sheets
	Kaitlyn Espey
	This series considers how alternative identities are outwardly expressed and constructed in space through the use of carabiners, a sapphic flagging symbol. To display a carabiner is an act of desire, to outwardly present oneself as “not just a lesbian, but as part of a lesbian culture that is alive and active” (Medhurst 2024, 145). Presenting such an accessory builds a sense of connection and therefore a community. The series engages with semiotic and phenomenological ideas by drawing attention to how fashion and objects are implemented to outwardly
	express one's internal identity in physical space. This material presentation of one’s identity subsequently affects how an individual exists within and is perceived across different spaces.
	Keys as a lesbian symbol can be traced back to the 1960s when keys and keyrings appeared in recorded descriptions of butch women (Medhurst 2024, 144). The role of dress practices in queer culture is vital, with visual codes often being used to signify sexuality and sexual preference (Geczy and Karaminas 2023, 25). Someone within the subculture


	may read a carabiner as a signal for queer identity, while someone else may only read it as a keychain. This allows for communication and self-articulation while still maintaining a sense of anonymity.
	Ultimately, the work demonstrates how identity can be assembled and displayed through the use and accessorization of everyday objects like carabiners.  It functions simultaneously as a queer signifier and a personal accessory, revealing identity as something both culturally coded and individually articulated.
	beloved/dictee & Fragments (2025)
	Loaned by Elizabet Nisenbaum mixed media zine, 12.7 x 10.16 cm
	Leva Nowzartash
	These zines approach the body as an alternative space, shaped by inscription, regulation, and lived experience rather than coherence or autonomy. Working in the intimate and reproducible format of the zine, these works invite close handling and nonlinear reading, emphasizing fragmentation as both method and meaning. In beloved / dictee, fragments of text, ink, and collage span across the page. Drawing from Toni Morrison’s Beloved (1987) and Theresa Hak Kyung Cha’s Dictee (1982), the zine reflects on women’s bodies as reduced to “vessels”: sites of appropriation, containment, and imposed meaning. Passages from both novels are cut, obscured, and reassembled, resisting linear narrative in favour of interruption and rupture.
	The body emerges not as a unified whole but as something shaped by violence, memory, and repetition. Through processes of extraction and reassembly, the zine refuses passive consumption, asking the reader to confront the instability of the body as a dynamic space that is continually inhabited, regulated, and rewritten.
	Fragments turns toward the contemporary queer body as an unstable and contested site. Combining digital and analog processes, the zine incorporates risograph printing, linocut relief, physical collage, and unconventional relief methods such as lipstick impressions, allowing the body itself to participate in the act of production.


	Poetry, interviews, and visual elements coexist without hierarchy, reflecting the nonlinear and often disjointed experience of queer embodiment. By blurring distinctions between object and subject, Fragments resists fixed definitions, proposing the queer body as something continuously negotiated through lived experience.
	Together, these zines position the body itself as a heterotopic site; a space where power, identity, and meaning are contested, fragmented, and reimagined.
	Fragments, 2025
	beloved / dictee, 2025

	Butch “Boy” in the Bathroom
	Maxx Calame
	Tethered (2024)
	Portia Ho

	This is represented in the booklet through the English texts being arranged horizontally and the Chinese vertically, as these languages are typically written, and how these overlapping strips both block and accentuate certain words.
	To fully comprehend the generativity of this interweaving of languages, Victoria invites the audience to pull apart the strips, read them, and interact with them.
	She wishes for the booklet’s form to be worn and changed, reflecting the instability of the self that it represents. This contemplation on the self not only applies to herself, but also to those who interact with this piece; she believes that we are all fragments, tied to each other through our interactions. After all, the booklet is titled Tethered — like the red string of fate, which replaces the three dots in the Chinese character for this term (“絆” ) in the cover and extends through the booklet, the idea of being bound can mean both confinement and love.
	Untitled (2025)
	Klarissa Schiffert

	The Ride (2024)
	Portia Ho

	II. User Online : Virtual Subspaces and Online Culture
	Virtual Subspaces and Online Culture
	Portia Ho

	Look 吓 look 吓 (2026)
	Portia Ho

	Hayday (2026)
	Qiuzi Mei

	image, demarcating the bound of the fantasy land and also the frame of screen. Humans are notably absent from the screen,  labor on the land becoming a labor of curation, sustaining nostalgia for an idyllic past. Animals, plants, and other living beings are now objects of decoration for humans’ aesthetic endeavours, rather than active inhabitants of the shared land. This farmland is an alternative space, yet it blurs the boundary between virtuality and reality. It exists in a digital form, in the user’s imagination, and also in a physical form as data on the game’s server.
	It is both a personal space and also a repository for a collective nostalgia for the lost and for a place one has never known.
	Dead Arcade (2026)
	Sophia Roy-Longino

	also through absence. The artist does not simply document a dying mall when revisiting the  arcade. They also document the moment when a childhood space ceases to exist and transforms into something stranger and almost unrecognizable, a metamorphosis which is both crushing and soothing.
	III. Creative Impulse : Creating Space and  Its Aftermath
	Creating Space and Its Aftermath
	Qiuzi  Mei

	Rosary Beads (2025)
	Sara Catherine Nayir

	The devotional instrument thus becomes a prop of the far right, signalling membership of the alt-right rather than the Church.
	This symbolic use of these beads does not completely annul their meaning. The members of churches have long used Catholic symbols to attack those they deem “deviant.” When contemporary conservative figures deploy it as a cultural signal, they draw on this existing symbolic power rather than inventing something entirely new. The alternative space that the Rosary opens has always been double-edged: it fosters intimacy with the divine and solidarity among believers, yet it can also sharpen lines of exclusion.
	Who Am I? (2026)
	Kaitlyn Espey

	Toronto, with its agenda of gentrification, to open up space for an alternative identification of “Torontonian” that escapes the dominant narratives of the city’s institutions.
	The city becomes an archive of voices that refuse erasure, demonstrating how alternative spaces emerge even when institutional powers try to restrict them.
	The piece asserts the subjects’ agency. The ritual of transformation acts not only inward but expands outward, redefining the site in which it occurs. While bathrooms are typically spaces of intense gender policing that restrict their occupants, here they become a vehicle for human agency. This subversion ultimately demonstrates how alternative spaces must be actualized by acts of personal resistance.
	Dye (2023)
	“Never Call it a Night” Pub Collection (2025)
	Florence Lu

	They preserve the material residues of tenderness, holding the intimate traces of friendship and love.
	A car-centric city urges people to go home early, to not wander off-track. The existence of pubs and bars opens up the possibility of lingering, momentarily unsettling the fixed trajectories that are prescribed by inaccessible urban design.
	Through materials encountered at and preserved from the pubs/bars, the loaner is reminded of the late nights spent with her companions roaming the city, postponing their homeward  journeys. The coasters and menus may be generic items of mass production, but they become ingrained with memory as they witness the intimacy between friends and their relationships with the spaces they inhabit.
	Tricks (2024)
	Florence Lu

	As the photographer articulates, “[the “Litefeet” dancers] embody the pulse of the city in a way that transcends the hustle and bustle of mundane city life.” Beyond skyscrapers that signify economic prosperity, moments like this performance truly form the urban fabric, constituting encounters that are mundane but can nevertheless generate meaningful connections among people, between places.
	School of Rock Poster (2024)
	Maxx Calame

	An alternative space does not necessarily have to be enormous, or hosted in some underground venue you would need a secret password to get into. An alternative space can be created by caring for others and collective action. The crowd depicted in the poster represents how the benefit was transformed into an alternative space by uniting people together with music, while providing support for the local community.
	Grandparents Apartment Keys in Warsaw (2001)
	Tekla Gowrie

	humbprint recognition. These keys are different. Each one has its own individual shape, some more peculiar than others. Regardless, their sheer size, weight, and toothiness create an identity unlike those seen with the keys of the present day. Their distinctiveness makes the transition itself become tangible and have its own identity, the threshold is materialized and characterized.
	Far from ubiquitous, the expressive identity of each key makes the associated memory of its past owner and home much more distinguishable. They serve as a connection to a personal space that no longer exists, a space which transcends the physical notion of the term. Even if the house is still physically there, it is occupied by a stranger and barred by a foreign key and
	lock. The memories of these past times and spaces are exclusive to the keys on display; when the memory is triggered, the gateway is unlocked.
	The Redwood Romp (2026)
	Klarissa Schiffert

	to develop literacy: reading, writing, speaking, singing, and playing. This new structure facilitates a space for these young minds to do all of this and more. While it departs from the space’s traditional meaning, the new structure supports its primary purpose: encouraging children to read. No matter how a space takes shape, something remains the same: the sheer joy in adventures in and out of stories is what gives purpose to
	this place, no matter the form it takes.
	Loaned by Sophia Roy-Longino
	leaflet from House of Terror Museum
	and the pamphlet becomes a script that orients the visitor within it. In doing so, it reveals how cultural institutions can operate not as neutral sites of
	preservation, but as performative and ideological environments where memory and space are staged, interpreted, and performed.
	Fields from Train Outside Kraków (1994)
	Tekla Gowrie

	concrete. This state of constant movement can be considered, in itself, an alternative space, rendering a unique form of reality where, in seeming contradiction, things in motion appear derealized.
	Poster from the Toronto Outdoor Picture Show’s 2025 Season: When We Were Young
	Leva Nowzartash

	Within the framework of alternative spaces, the poster functions as an artifact of spatial reconfiguration. It marks the emergence of an alternative space that exists alongside dominant urban logics of surveillance, property, and exclusion. Rather than demanding consumption or compliance, the space TOPS creates is sustained through shared affect, proximity, and informal sociality.
	In this sense, the poster does more than advertise an event, it maps a site of resistance to urban isolation, demonstrating how cultural programming can momentarily reclaim public space as a site of belonging, collectivity, and possibility.
	Wreck Beach Blanket (2025)
	Silas Busby

	All the while, these communities and practices are  more broadly considered delinquent and, with the help of the heterotopia, are more effectively disciplined by the economy of power in the city above.
	Silence = Death Replica Pin
	Silas Busby

	private, Die-Ins bring them into the open where the people within the institutions of discipline, like the CDC, are forced to confront them face-to-face. According to Raymond Smith (1998), ACT UP’s adoption of the symbol may be the reason that the pink triangle is still associated with HIV/AIDS activism today.
	Condom Packet and Lube (2025)
	Silas Busby

	The bathhouse space suspends many of the norms that make sexuality predictable outside of its walls. It also simultaneously affirms the norms governing sexuality by being a designated space in which they are controlled and suspended in contrast to the wider society in which they are enforced.
	Confessionals  and Interviews: Placemaking Practices
	To pair with the physical exhibition, our curators have considered the existing infrastructure  of the city as sites of place-making.

	Confessionals
	Kaitlyn Espey

	connection makes it easier to drift apart. For some participants, anonymity did not significantly alter how they interact online. For others, by separating from their real name, the connection to people who know them personally is severed. This provides a sense of freedom by removing the act of performing; the individual can exist as their authentic self without fear of judgement. In this context, the boundaries between online actions and real-world consequences become less defined. In numerous responses, individuals described engaging in behaviours they would typically avoid offline, which can be linked to a sense of emotional detachment from the situation.
	To extend these ideas into the exhibition space, a confession booth was installed alongside the visual display.
	This interactive element created an alternative space within the gallery, inviting visitors to engage directly with the project. They were asked the same questions as the online form, offering an additional layer of reflection and enabling the convergence of digital and physical modes of expression.
	Q: Are there certain behaviours that have become normalized?
	with Ellery Anderson
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