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One of the first things you realize when you visit Dawson City is the role that stories play in the 
shaping of the town’s identity; it’s hard to know where the truth lies in some of the outrageous 
tales detailing its colourful past. The longer you’re there (and the more frequent you visit) you 
realize how those stories frame a particular history, one that - like all framings - necessarily 
omits other truths and tellings.  
 
Researching the town online, Dawson City’s past is presented as a history that began in 1896. It 
is a history dominated by brothels, saloons and the fortunes won and lost during the Klondike 
gold rush, instrumental in transforming Dawson into what it is today. But one rarely reads about 
the Tr’ondëk Hwëch’in, the First Nation descendants of the Hän-speaking people 
who have lived in the region for thousands of years. Being in Dawson City for events centred 
around its rich artistic community (as I have been lucky to have been), one finds the framings of 
the town somewhat different from those found online. For institutions like the Klondike Institute 
of Art & Culture, the ODD Gallery, the Yukon School of Visual Arts, the Dawson City 
International Film Festival, and the Cold Cuts Video Festival, it is a framing that is cognizant of 
the town’s history with and reliance upon the land and one that is dedicated to considering its 
ongoing relationship to it. This particular framing is one that, at least to an outsider, appears to 
prioritize the rich history and ongoing presence of Indigenous culture and is dedicated to the 
early stages of the reconciliation process. 
 
What immediately jumps out while wandering through the town of Dawson is its Klondike 
aesthetic, made perpetual starting in 1959 by Parks Canada when a number of buildings were 
designated as nationally significant and protected because of their connection to the “story of the 
Klondike Gold Rush.”1 Ensuring a particular framing of the town and its history, Parks Canada 
notes: “The site reflects the social, economic and political features that shaped the Yukon region 
over the last century.”2 Wandering past the false fronted buildings, many of which have been 
preserved solely as store fronts and are still with gutted interiors, it projects a framing of a 
specific history, and a specific set of values.  
 
I find this idea of framing; this ability to shape the narrative of a place, history, memory or 
experience, as seen and felt in the town of Dawson City itself, most interesting. Now having 
been in Dawson a handful of times, it is an idea I think of a lot during the journey to and from 
the town – one that requires a number of flights and multiple days of travel.  
 

                                                
1 Parks Canada. Historic Sites and Monuments Board of Canada, 1967-1982. Updated 08, 02, 2017. 
https://pc.gc.ca/en/lhn-nhs/yt/klondike/culture/lhn-nhs_daw 
2 Parks Canada, Historic Sites. 
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Dawson City, Yukon Territory. March, 2018. C. Battle. 

 
My goal with curatorial projects is to bring people together to engage in a shared experience. I 
approach curating as an artist, and through this part of my practice I see my role as one of a 
facilitator who can help to shape space for others' voices to be heard, who can contribute to 
actively diversifying both artistic spaces and their audiences and who can provide opportunities 
for critical engagement within artistic institutions.  
 
I approach curating as a conversation; first between myself and the artists I’m working with, and 
later between the artists and audiences, for whom I serve as translator. In this role of translator, it 
is important to me that I relay as much information to you as I can about an artists’ work and to 
make sure their voice is accurately transmitted. As such, this text is infused with quotes and 
details from conversations I had with the artists about their work as well as descriptions about 
their videos in their own words.   
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Dawson City, Yukon Territory. March, 2018. C. Battle. 

 
Film and video artists are acutely aware of framing and the ways in which it might be utilized 
both formally and conceptually. The ability to form and shape perspective is inherent to all art 
forms but is especially critical with lens-based works where framing is also materially required – 
imposed by the rectangular square behind the camera lens that necessarily relays particular 
information while eliminating that external to it. What an artist points their camera toward 
illustrates a deliberate point of view, and what that framing leaves out is as important as that 
which is contained within it. Experiments in structural film and video explore this framing at the 
material level, investigating the lengths to which the frame might be controlled and manipulated. 
These experiments in framing push further into conceptual and theoretical investigations of the 
framing imposed by the perspectives of artists themselves, reinforcing the subjectivity of the 
maker and its impact on a viewers’ reading of the moving image.  
 
I’m interested in this shaping of perspective as activated by Canadian media artists tackling 
difficult knowledge and contemporary issues that both affect and are effected by the global. How 
they visualize and think through these larger global issues and how the ideas they pose and 
questions they raise might help us to begin to find common understanding; understandings that I 
hope might one day lead to the realization of real world resolutions. There’s something in the 
way, curated specifically for the Cold Cuts Video Festival in Dawson City, Yukon Territory 
looks at the ways that artists use the tools of video to stage and frame complex subjects. Moving 
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beyond solely framing the camera lens, works in the exhibition also play with time, space and 
montage as they frame (and reframe) bodies, histories and memories.  
 
The underlying foundations of the exhibition began with Amanda Boulos, the first artist whose 
work helped to focus (and frame) my own thinking during initial research. The line between real 
and fiction seemed blurry and undefinable in Boulos’ videos and I wanted to know more. When I 
reached out to her via email, inquiring about her practice and approach in general, her reply left 
me even more intrigued as the nuances of her engagement with memory and history became 
more evident. From that initial email:  
 

My videos all use found footage of other people's home videos to fill in the gaps that exist 
in my history -- a kind of fight back against erasure, but also an embrace of what is lost (I 
do not try to recount my family’s memories, but create my own instead). These are all 
faux memories that I have adopted as my own real memories.3  

 
This filling in of gaps in history and memory speaks to larger issues of globalization, migration 
and immigration and the intimate impacts they create. Boulos explained her own family’s history 
with forced migration as a driving force behind these considerations – first leaving Palestine for 
Lebanon and then eventually settling in Ontario after escaping that new home’s civil war.4 
 
I found Boulos’ framing of video as it relates to and reshapes memory really compelling, and its 
use as a tool to fill in missing gaps or non-existent memories captivating. More than framing, it 
seemed a useful way to actually reframe the past – to take a more active role within histories that 
might have been entirely out of ones’ own control or even missing all together.  
 
Her video Round and Round the Rouche we go (2015) employs this strategy not only 
conceptually but also formally, with its split framing and cyclical movement. Using found 
footage of two different men attempting to travel around the exact same Rouche (a natural 
monument in Beirut), her work utilizes substitution and transformation as a way to confront 
missing memories due to forced migration.  
 
When first watching the video, questions about those represented arose: is it the same man? The 
remaking of a home video by another family member? During the opening of the exhibition at 
SOVA gallery a viewer asked me if it was a remake of a famous Hollywood movie. As viewers 
we want to make sense of what’s happening and search for clues in the image to help guide us 
toward the answers. In Round and Round the Rouche we go, Boulos’ strategic placement of text 
and the visible pixilation inherent to the process of gathering appropriated imagery online, serve 
as clues that can be worked through to help tease out the origins of the image and thus the larger 
conceptual framework.  
 
In Boulos’ work, the framing of the image is shaped and reshaped multiple times; first by those 
holding the cameras whose presence exists through the off screen voice and manifests in 
intertitles printed on screen. The perspective is then reframed once made public via YouTube 
and then again when Boulos works with and shapes the videos for an artistic context.  
                                                
3 Amanda Boulos, e-mail message to author, October 28, 2017. 
4 Boulos, email. 
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Analogous to the clues so delicately played with in Boulos’ work, each artist in There’s 
something in the way, use clues to help signal that there is something more going on within their 
works. Playing with the codes of moving image in ways that are slightly broken or left wanting, 
upon first viewing the works propel us to ask questions and wonder ‘what is going on here?’ 
Through repeated viewing within the gallery setting, these clues are deciphered and revealed. 
 

 
Video still, Round and Round the Rouche We Go, Amanda Boulos, 2015. 

 
Continuing with the idea of framing and reframing as prompted by Amanda Boulos’ work, Land 
Also Moves (2016) furthers the question of what is real and what is fiction within time-based 
media prompting reflections on how performance occurs both inside and outside of the frame. 
The work is made by a collective of makers: Rouzbeh Akhbari, Felix Kalmenson, and Ash 
Moniz collaboratively known as the Association for Decentering Landscapes or, ADL. 
 
Originally commissioned for Independent Art Spaces Beijing for the Contemporary Art 
Museums of Beijing North 6th Ring Road, Land Also Moves documents a performance staged at 
a pumping station next to tree plantations in Beijing’s 6th Ring Road. In the video, a progression 
of tuk tuks (small motorized rickshaws) move in and out of the frame, each with a large image 
attached picturing different man-made and natural materials (including: solar panels, grapes and 
watermelon). The symbols on the sides of the vehicles, which ADL consider the ‘actors’ of the 
work, reference “the material resources that contributed to the structures and infrastructures of 
Hongsibu in the early 2000’s. These symbols include structural elements that are emblems of 
development in the area, such as solar panels, concrete water tubing, and resettlement houses. 
The corn, grapes and watermelon are also coupled with these to reference the main crops of the 
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Hongsibu valley, which are cultivated both as a food source and cash crops”5 for the areas’ 
booming wine industry. 

Representing these symbols of development as large, flat, boards affixed to the sides of the tuck 
tucks, ADL reframe the material commodities in unexpected ways revealing a wry sense of 
humour. This new framing places the materials in another role: one that inherently critiques their 
involvement in the region and landscape, and one that shifts our understandings of them as more 
than materials; more than watermelon, corn and grapes for example, and instead as value - as 
commodity. Placing the images on the sides of the small vehicles reframes the experience of 
what it must have been like to see the resources entering the region as raw materials before being 
transformed into instruments of change. Viewing this work within the context of Dawson City, 
this nod to rapid urbanization and the commodities that help make the alteration of landscape 
possible, this reframed view of materials and transport is especially poignant. It is hard not to 
think about the framing of the town of Dawson itself, one that has been so heavily altered by the 
commodification of naturally occurring materials.  

Video Still, Land Also Moves, Association for Decentering Landscapes (ADL), 2016. 

Similar to ADL’s work, Liz Knox inserts a witty sensibility to the consideration of framing in a 
way that helps situate ourselves as viewers within the overall exhibition.  
 
Composed of text relaying a fan’s interpretation of Nirvana’s Something in the way6, Knox’s 
work of the same title (2015) considers translation as a way to frame the personal while 

                                                
5 Rouzbeh Akhbari. Association for Decentering Landscape’s Land Also Moves. 
http://www.rouzbehakhbari.com/land-also-moves 
6 Cobain, Kurt. “Something in the Way.” Rec. July 1991. Nevermind, Nirvana. Butch Vig, 1991. CD.  
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illuminating the distances between the popular and the intimate. Experiencing a song which (I 
hope) we’re all familiar with through the lens of the unknown fan’s interpretation, helps us to 
reconsider our own engagement with popular culture and in turn with the public itself.  
 
Installed with headphones to reassert the intimacy experienced when listening carefully to a song 
on repeat while alone, viewers are given a private glimpse into the fan’s attempt to translate and 
make sense of the track. As the text begins to stray from direct translation, we are given insight 
into their personal perspective, transforming us into public witnesses of an intimate and personal 
encounter.  
 
As the text turns into commentary, we witness the fan grapple with the songs underlying 
meaning and watch as they strive to get more from it. We feel the fans desire to connect to the 
song in some deeper way despite acknowledging that it might not be so easy to do so. They 
remind us: “Songs like these are called double-meaning songs.”7 
 
Over time we witness the lunacy of the attempt, the circular logic of trying to make sense of 
something we will likely never be able to make sense of:  
 

Fan: “it’s about when his parents kicked him out and he was living under a bridge” 
Cobain: “underneath a bridge; tarp has sprung a leak” 
Fan: “Too bad he never actually did live under a bridge,” 
Cobain: “And the animals I've trapped; Have all become my pets” 
Fan: “He did live under the bridge in Aberdeen – which was his hometown” 
 
Cobain: “underneath a bridge; tarp has sprung a leak” 
Fan: “Underneath the bridge means a well tightened tourniquet” 
Cobain: “And the animals I've trapped; Have all become my pets” 
Fan: “the animals I’ve trapped have all become my pets means tripping out really hard” 

 
The attempt to find the truth behind the lyrics is further exasperated when you dig deeper and 
learn that the facts of the song itself have since been challenged, pushing the interpretation from 
literal storytelling into elaborated mythology8. A mythology that, after Cobain’s death in 1994 
can never really be resolved.  
 
“This is probably the saddest song I have ever heard”9 and I agree; I’m aware that experiencing it 
through this fan’s eyes is responsible for adding a sadness to the song that I had never felt before. 
As the video continues we see how the fan has reframed the song to fit within their own making 
sense of life: “To me it’s basically about heroin. And about life in general.”10 It’s quite a 
conflation, one of the saddest I’ve considered.  
 

                                                
7 Liz Knox, Something in the way, 2015. 
8 Wikipedia contributors, "Something in the Way," Wikipedia, The Free Encyclopedia, 
https://en.wikipedia.org/w/index.php?title=Something_in_the_Way&oldid=827976388 (accessed April, 2018).  
9 Knox, Something in the way. 
10 Knox, Something in the way. 
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Something in the way puts us directly inside of an investigation into how we work our own stuff 
out through others’ songs, stories and images as a part of necessity, as part of survival. It takes an 
experience we often consider to be a collective one, that of sharing in the appreciation of a 
popular song, and frames it in a way that is much more intimate. It reminds us of how individual 
we are, how difficult it is to fully share an experience, how each is continually framed and 
reframed by our own subjectivity, and how amazing it is that we ever really understand one 
another at all. 
 

 
Video still, Something in the Way, Liz Knox, 2015. 

 
I first saw Tanya Lukin Linklater’s The treaty is in the body (2017) installed at Nuit Blanche in 
Toronto and was taken by its ability to transmit powerful histories in such a delicate way. 
Referencing land treaties signed between First Nations and the Canadian government, the work 
documents the movements of a dancer transmitting the treaties via slight yet resolute gestures, 
thus framing the treaties as embodied, and: “the body as a way to know - a way to transmit 
knowledge.”11 The treaty is in the body calls for viewers to frame our own relationships with 
treaty in a way that highlights Indigenous understandings of it: “to live alongside one another 
peacefully, to share the land and to consider our future generations.”12 
 
Part of a larger project consisting of gatherings, teachings and video works, in Dawson City the 
work was installed on two flat screen monitors placed back to back, thus adding depth to the 
physical frame of the video itself. Situated in this way in the gallery along with the primary 

                                                
11 Tanya Lukin Linklater, The treaty is in the body. http://www.tanyalukinlinklater.com/images/the-treaty-is-in-the-
body-2017-3  
12 Tanya Lukin Linklater, email message to author, April 23, 2018. 
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image of a woman’s back: a refusal of the gaze deliberately choreographed by Lukin Linklater to 
highlight concerns over the “ways in which Indigenous women’s bodies are treated in 
performance and media generally,”13 creates an unfamiliar balance between performer and 
viewer. Physically moving around the monitors to see the other side, one expects to in turn see 
the performer’s other side. Upon discovering that the other screen doesn’t offer this perspective, 
our own relationship to what we are viewing too becomes embodied. In the making of the work, 
Lukin Linklater describes a process of learning about Indigenous understandings of treaty which 
are rooted in ceremonial teachings, and in translating these understandings through an 
engagement with the abstraction of dance, gesture and time.14  
 
Through this framing, The treaty is in the body provides viewers an opportunity to understand 
treaty in a way that helps us to know it anew. Lukin Linklater shares more in a recent interview 
with CBC Arts: 
 

Treaty is about what was put in place by our ancestors by future generations to share the 
land. So, when I think about treaty I think about the past, I think about history and I think 
about our ancestors. But I also think about our present situation and some of the 
difficulties in understanding treaty and the ways in which those treaties haven’t 
necessarily been honoured, but also I think about the future generations and how our 
children and our grandchildren should understand what treaty is – whether they’re 
Indigenous or non-Indigenous - because as many folks have said – we are all treaty 
people.15 

 
 

                                                
13 Lukin Linklater, email. 
14 Lukin Linklater, email. 
15 Tanya Lukin Linklater, interview by Brandon Gray, CBC Arts, online video, March 26, 2018,  
http://www.cbc.ca/arts/exhibitionists/tanya-lukin-linklater-s-art-explores-what-it-means-to-be-treaty-people-
1.4590955  
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Video still, The treaty is in the body, Tanya Lukin Linklater, image credit: Liz Lott, 2017. 

 
Works in There’s something in the way utilize framing as a way to shape greater understanding. 
By helping us to reconsider our relationships to the past and present in different terms, the works 
help us to get closer to ourselves and to one another. Overall, I hope that through these framings 
and reframings, from collective to intimate and back, the exhibition might help us to think 
through the difficult histories and the complex relationships shared between us while also 
considering approaches as to how we might relay them to one another in the future. 
 
Description of Works in the Exhibition: 
 
Round and Round the Rouche We Go, Amanda Boulos, 2015 
Round and Round the Rouche We Go juxtaposes found footage of two men’s attempts—and 
ultimate failures—to document the beauty of the Rouche, Beirut’s national and natural 
monument. The video acts as a metaphor of the confusion surrounding the Lebanese Civil War 
and the people involved. 
 
Land Also Moves, Association for Decentering Landscapes (ADL), 2016 
ADL is made up of: Rouzbeh Akhbari, Felix Kalmenson, and Ash Moniz 
This performance revolves around a commissioned mural depicting bulldozers flattening sand 
dunes in preparation for laying new urban grids. The mural is painted on a derelict water 
pumping station adjacent to tree plantations near the 6th ring road. The planted tree rows in the 
foreground and background function as a theatrical stage that situate the “actors” that pass along 
the road behind the building. The signifiers that are mobilized as actors for this stage are all 
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directly referencing the material resources that contributed to the creation of structures and 
infrastructures of the recently developed township of Hongsibu in the early 2000's. 

These symbols include structural elements that are emblems of development in the area, such as 
solar panels, concrete water tubing, and resettlement houses. The corn, grapes and watermelon 
are also coupled with these to reference the main crops of the Hongsibu valley, which are 
cultivated both as a food source and cash crops in the case of grapes for Ningxia’s booming wine 
industry. 

Lastly, a sign that reads “Museum for Wasteland Reclamation” is left beneath the mural that is 
gradually revealed towards the end of the video. This illuminating sign is a prop that is 
simultaneously presented with the video in the gallery and helps contextualize the entire 
performance as a critical reading of museological impulses to historicize narratives of rapid 
urbanization in contrast to slow dune encroachment. 
 
Something in the Way, Liz Knox, 2015 
As a popular 90s rock song plays, text appears on-screen, sourced from fan writing about what 
the song is ‘really about’. As lyrics are sung, those lyrics are interpreted, and in the grand 
tradition of fandom, disagreements are had. 

All the text for this work was taken from songmeanings.com 
 
The treaty is in the body, Tanya Lukin Linklater, 2017 
The body is a way to know—a way to transmit knowledge. In her practice, Lukin Linklater 
works with dancers to transmit ideas, which, though invisible, our bodies respond to. This project 
arose out of the artist’s research into treaty, catalyzed by Chief Theresa Spence’s hunger strike in 
Ottawa, a 44-day political action in 2012 and 2013. The artist recalls signs held at rallies during 
Idle No More: "We are all treaty people" and "Moosehide tanners against fascism". This video 
takes up Indigenous understandings of treaty relationships which are at the foundation of 
Canada. It calls for non-Indigenous audiences to consider their implication within treaty.  
 
The treaty is in the body was a commission for Nuit Blanche Toronto 2017, curated by Clara 
Halpern for Calculating Upon the Unforseen. This video is situated within the artist’s larger 
practice investigating treaty through performance, text, installation and video. A sister video was 
commissioned by Winnipeg Art Gallery for INSURGENCE/RESURGENCE in 2017.  
 
Performances by Ivanie Aubin-Malo, Sassa Linklater, Tanya Lukin Linklater and Keisha Stone. 
Camera/Sound: Neven Lochhead. Photographic credit: Liz Lott. 
 
Biographies: 
Originally from Edmonton (AB), Christina Battle has been an active member of a number of 
communities including Toronto, San Francisco, and Denver and is currently based in London 
(ON). With a practice founded in a DIY ethos she sees culture as being entirely dependent on it 
if it hopes to remain current and progressive. Her research and work consider to the parameters 
of disaster; looking to it as action, as more than mere event and instead as a framework operating 
within larger systems of power. Strategies for actively working through this research manifest 
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through the organizing and curating of film/video screenings, exhibitions and events, seen as a 
way to facilitate conversation and bring people together to engage in shared experiences. She has 
exhibited internationally in festivals and galleries, most recently at: 8-11 (Toronto), Nuit Blanche 
(Toronto), Galveston Artist Residency (Texas),  Studio XX (Montréal), Le Centre des arts 
actuels Skol as part of Le Mois de la Photo à Montréal (Montréal), Thames Art Gallery 
(Chatham, ON), Casa Maauad (Mexico City); and SOMArts (San Francisco). http://cbattle.com  
 
Amanda Boulos graduated from the MFA program at the University of Guelph in 2017 and 
received her BFA from York University. Her work on Palestinian diasporic narratives and 
histories was recently presented at Richard Rhodes Dupont Projects and nominated for the 19th 
annual RBC Painting Competition. She also creates found footage video work that recycle 
Lebanese home videos to fabricate false memories and histories. Her videos have been shown at 
Whippersnapper Gallery (Toronto) and Trinity Square Video (Toronto).   
http://amandaboulos.com/ 
 
Primarily working with text, much of Liz Knox's work exists as artist books, large wall-text 
installations, videos, sound, drawings and multiples. Knox studied Studio Art at the 
University of Guelph and received her MFA at Emily Carr University in 2013. Her work has 
been shown in exhibitions and film festivals across Canada and internationally including the 
Charles H Scott Gallery, Vancouver; Access Gallery, Vancouver; G Gallery, Toronto; 
Eyelevel Gallery, Halifax; Lawton Gallery, University of Wisconsin; Vtape, Toronto; and 
the Justina M. Barnicke Gallery, Toronto. In 2018 Knox presented a new 3-channel video 
installation at Paved Arts, Saskatoon. http://lizknox.ca/  
 
Tanya Lukin Linklater's performances in museums, videos, and installations have been 
exhibited in Canada and abroad. Her work centres Indigenous knowledge production in and 
through orality, conversation and embodied practices, including dance. She considers That 
which sustains us a conceptual line within her work, alongside histories and structural 
violences that Indigenous peoples continue to respond to. 
  
Her work has been exhibited and performed at EFA Project Space + Performa, New York 
City, Art Gallery of Ontario, Toronto, Museum of Contemporary Art Santiago, Chilé, 
Western Front, Vancouver, Images Festival + Museum of Contemporary Canadian Art, 
Toronto, Remai Modern, Saskatoon, Art Gallery of Alberta, Edmonton, Art Museum, 
Toronto, and elsewhere. 
  
In 2017, as a member of Wood Land School, she participated in Kahatenhstánion tsi 
na’tetiatere ne Iotohrkó:wa tánon Iotohrha / Drawing Lines from January to December in 
Montréal. Wood Land School participated in Under the Mango Tree - Sites of Learning, a 
gathering for documenta14 in Kassel. In 2017 Tanya was the inaugural artist in residence at 
All My Relations Arts in Minneapolis, USA. She was also artist in residence at Art Gallery 
of Ontario where she made a performance, Sun Force, in response to Rita Letendre's 
retrospective, Fire & Light.  
  
She originates from the Native Villages of Afognak and Port Lions in southern Alaska and 
is based in northern Ontario, Canada. http://tanyalukinlinklater.com/  
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Association for Decentering Landscapes: Rouzbeh Akhbari, Felix Kalmenson and Ash Moniz: 
Rouzbeh Akhbari is an Iranian installation and video artist whose practice is research-driven, 
often interventionist in approach and situated at the intersections of postcolonial theory, political 
economies and critical architecture. He has recently co-authored a chapter on Casablanca’s 
urbanism for the Unsettling Colonial Modernity published by Cambridge Scholars. His work has 
been exhibited locally and internationally at Si Shang Art Museum (Beijing), University of 
Toronto Art Museum, la Fabrique Culturelle des Abattoirs (Casablanca), Le Cube (Rabbat), 
Birch Contemporary (Toronto), 8-eleven (Toronto) Justina M. Barnicke (Toronto), Art Mur 
(Montreal) and Art Museum of Nanjing University (Nanjing). He holds an MVS degree from 
University of Toronto's School of Architecture, Landscape and 
Design. http://www.rouzbehakhbari.com/ 
 
Felix Kalmenson is a Russian-born artist, with a practice in installation and video. His work is 
concerned with the mediation of histories and contemporary narratives by political, institutional 
and corporate bodies examining how innovations in the field of communication and technology 
serve to redefine publicness, sovereignty and power. Kalmenson has exhibited internationally 
including; ACAC (Aomori, Japan), Success (Perth), Museum Abteiberg (Germany), Minsheng 
Art Museum (Shanghai), AGO (Toronto), ZK/U Center for Art and Urbanistics (Berlin), Aaran 
Gallery (Tehran), Le Cube (Rabat), La Fabrique Culturelle des Anciens Abattoirs (Casablanca), 
Centro Negra (Blanca, Spain), The New Gallery (Calgary), and Pari Nadimi Gallery (Toronto). 
Recent residencies include Rupert (Vilnius), National Center for Contemporary Art (St. 
Petersburg), and Spaces (Cleveland). https://www.felixkalmenson.com/  
 
Ash Moniz (1992) is a multi-disciplinary artist based between Cairo and Beijing. His work uses 
public interventions and performative reconfigurations to navigate through the overlapping 
mechanics, geographies, and abstractions of the circulation of goods, and situations. Moniz has 
shown with galleries and museums internationally, such as  Kunsthal Aarhus (Aarhus), A307 
Space (Beijing), Minsheng Museum (Shanghai), Birch Contemporary (Toronto),  Le Cube 
(Rabat), Pari Nadimi Gallery (Toronto). Moniz holds a BFA from OCAD University (Toronto, 
2014), had participated in the Mass Alexandria Independent Studio Program in 2016, and is a 
member of the artist collective ADL [Association for Decentering Landscapes]. He was the 
assistant curator of the AMNUA Museum in Nanjing in 2013/14, and was the director of the 
Boxes| Zones Quarters mobile residency/exhibition in Morocco, 2014. 
 
 
 


