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Cherie Moses is a multi-media artist, who has 
been exhibiting across Canada since 1974. Her 
work has also been shown in Boston, Mass. and 
New York. Ms. Moses received a Master of Visual 
Arts degree in Printmaking and Mixed Media 
from the University of Alberta in 1979. Presently, 
her work involves the exploration of stereotypes 
relating to women's experience and sexuality 
within the mediums of photography and fabric 
sculpture. She has given lectures and partici­
pated in workshops concerning 'papermaking' 
and 'women in visual arts.' Ms. Moses has also 
researched aspects of health and safety within the 
field of art, and is the principal author of Health 
and Safety in Printmaking: A Manual for 
Printmaking (Alberta Labour, 1978). Currently, 
she resides in Edmonton, Alberta where she 
teaches and has held the position of Co-Ordinator 
of the Fine Arts Major at the Grant MacEwan 
Community College since 1980. 

T h e f o l l o w i n g is a t ranscr ip t of a n i n t e r v i e w 
w i t h the art is t , that was recorded o n M a r c h 9, 
1983. 

Q : I n terms of the arts, y o u r first i n v o l v e m e n t 
was the s tudy of l i terature . W h a t d r e w y o u to 
that f i e l d , a n d w h a t l i t e rary f o r m s a n d m o v e ­
ments were of p a r t i c u l a r interest to you? 

M O S E S : T h e d r a w i n g p o i n t of the l i t e ra ture 
was the fact that I l o v e d to read. R e a d i n g n o v e l s , 

for me , was a p leasant exper ience . A l s o , at that 
t i m e , I d o n ' t t h i n k that I k n e w the choices that 
w o u l d be o p e n to m e a n d I never w o u l d h a v e 
c o n s i d e r e d b e i n g a n art ist ; a v i s u a l artist . T o m e 
a n ar t i s t was s o m e o n e w h o c o u l d d r a w t h i n g s 
m o r e or less r e a l i s t i c a l l y . I was n a i v e i n terms of 
w h a t art c o u l d e n c o m p a s s . So , I was attracted to 
l i t e r a t u r e because I l i k e d to read, a n d a l s o I w a s 
g o o d at i t a n d progressed w e l l i n s c h o o l . A t that 
t i m e , I was i n v o l v e d w i t h T h e a t r e of the A b s u r d 
a n d E x i s t e n t i a l i s t l i t e r a t u r e 1 4 9 . . . Ionesco, A l b e e , 
C a m u s , J e a n G e n e t . A l o t of those wri ters i n ­
t r i g u e d m e because of their p o s i t i o n o n l i f e by 
p o i n t i n g o u t the t r a g i c - c o m i c v i e w of the fate of 
p e o p l e w i t h i n l i fe . I w e n t to graduate s c h o o l i n 
l i t e ra ture for a b o u t h a l f a year a n d was d i s i l l u s i ­
o n e d w i t h the p r o g r a m — t h a t ' s w h e n I f irst c a m e 
to C a n a d a . 2 1 d i d n ' t l i k e the p r o g r a m , I q u i t , a n d 
at that p o i n t because I h a d p u t so m u c h energy 
i n t o i t a n d I was geared to g o t h r o u g h a master 's 
a n d i n t o a doctorate , I d e v e l o p e d s o m e t h i n g 
w h i c h I s t i l l d o n ' t k n o w the n a m e for , b u t I 
c o u l d n ' t read for a w h i l e . I c o u l d n ' t c o m p r e ­
h e n d . It w a s sort of. . . 

Q : . . . l i k e a b l o c k ? 

M O S E S : . . .a b l o c k ; yes it w a s l i k e a b l o c k , 
because I was q u i t t i n g s o m e t h i n g that h a d 
m e a n t a lo t to m e . I felt l i k e I was f a i l i n g , even 
t h o u g h I h a d n ' t f a i l e d ; I h a d q u i t . I was g o i n g 
t h r o u g h this f e e l i n g that s o m e h o w l i terature a n d 





I w e r e n ' t g o i n g to m a k e i t — w h a t was left? I 
c o u l d n o l o n g e r read, after a l l the r e a d i n g I h a d 
d o n e . S o d u r i n g the f irst s i x m o n t h s o f that 
p e r i o d w h e n I was n o l o n g e r r e a d i n g — i t was 
d r a m a t i c ; it was l i k e a l l of a s u d d e n n o t d r i n k i n g 
m i l k or n o t e a t i n g meat; i t was l i k e this c o m p l e t e 
t h i n g m i s s i n g f r o m m y d i e t — I started d o i n g 
m o r e m a n u a l t h i n g s , a n d I started to get i n v o l v e d 
i n p h o t o g r a p h y . I was l i t e r a l l y f e e l i n g l i k e I was 
g o i n g to g o crazy i f I c o u l d n ' t d o s o m e t h i n g w i t h 
m y t h o u g h t s . B u t I c o u l d n o l o n g e r sit pass ive ly 
a n d read . It was sort of the m o v e f r o m b e i n g 
s o m e o n e w h o is m o r e p a s s i v e — i n terms of read­
i n g a n d a n a l y z i n g l i t e r a t u r e — t o s o m e o n e w h o 
w a n t e d to d o s o m e t h i n g that was m o r e act ive . 
T h e p h o t o g r a p h s e v e n t u a l l y led m e to decide to 
a p p l y to art s c h o o l . A t the same t i m e , I a l so 
a p p l i e d a g a i n for a master 's i n l i t e ra ture because 
I was s t i l l insecure a b o u t m a k i n g the t r a n s i t i o n , 
a n d I h a d to k n o w that I c o u l d get i n t o master 
p r o g r a m s i n l i tera ture . W h i c h I d i d ; I got i n t o 
t h e m a n d I a l s o got i n t o the N o v a S c o t i a C o l l e g e 
of A r t a n d D e s i g n . A n d that 's w h e r e the t r a n s i ­
t i o n h a p p e n e d . 

Q : H o w has y o u r b a c k g r o u n d i n l i tera ture 
p l a y e d a s i g n i f i c a n t ro le i n the d e v e l o p m e n t of 
y o u r v i s u a l w o r k , for ins tance as a source of, o r 
catalyst for ideas/themes? 

M O S E S : W e l l , l i terature has d e f i n e d a lot of 
t h i n g s for m e . T h e stereotypes i n l i tera ture , o r 
the archetypes , are the same ones that are i n 
c u l t u r e , o r the same ones that are i n art . F o r 
e x a m p l e , some of the t h i n g s that I ' m d o i n g , l i k e 
' e v i l ' w o m a n , the 'other ' w o m a n ; are m e n t i o n e d 
t h r o u g h o u t l i t e ra ture , o r a l l u d e d to. S p e c i f i ­
c a l l y , ' o ther ' w o m a n ; one comes across that i n 
passages w h e n y o u ' r e r e a d i n g f i c t i o n . 3 T h e idea 
of p o s t u r e a n d ro le p l a y i n g is clear i n l i te ra ture . 
T h e y seem to be l i terary ideas, b u t they're a l so 
s o c i o l o g i c a l ideas. I t h i n k w h a t ' s h a p p e n e d for 
me. . . the l i t e rary t r a i n i n g has g i v e n me a n a n a l y t ­
i c a l a p p r o a c h to l o o k i n g at l i f e . I t end to dissect 
w h a t I t h i n k is h a p p e n i n g . T h a t , c o m b i n e d w i t h 
m y interest i n i n t e r a c t i o n — h o w p e o p l e d e a l 

w i t h l i fe a n d l i v i n g , a n d h o w they i m p o s e cate­
gor ies w h i c h is a rea l a b s u r d i t y to m e , i n o r d e r to 
better u n d e r s t a n d o r m a k e s o m e o n e h a r m l e s s , o r 
to d i s q u a l i f y s o m e o n e f r o m b e i n g a c o n t e n d e r or 
c o m p e t i t i o n — h a s been very i n t e r e s t i n g to m e . It 
c e r t a i n l y c o i n c i d e s w i t h the m o v e u p w a r d f r o m 
g r a d u a t e s c h o o l to t e a c h i n g , a n d to p r o f e s s i o n a l 
l i f e a n d the k i n d of peer s t ruggles that o c c u r . 

Q : Present ly , y o u w o r k encompasses a r a n g e of 
m e d i u m s . Y o u descr ibed y o u r s tudy , at the N o v a 
S c o t i a C o l l e g e of A r t a n d D e s i g n , as b e i n g a 
t r a n s i t i o n p o i n t for y o u : W h a t m a t e r i a l s a n d 
ideas were y o u d e a l i n g w i t h before a r r i v i n g at 
this m u l t i - m e d i a a p p r o a c h ? W h a t k i n d of e v o l u ­
t i o n has o c c u r r e d i n terms of y o u r c o n c e p t s a n d 
mater ia ls? 

M O S E S : A t N o v a S c o t i a , I t h o u g h t that p h o ­
t o g r a p h y w a s w h a t I was g o i n g to ar t s c h o o l for , 
because I h a d been d o i n g these p h o t o g r a p h s o n 
m y o w n , a n d they seemed pretty success ful , a n d I 
seemed to u n d e r s t a n d h o w to d o i t . So , w h e n I 
f irst w e n t to N o v a S c o t i a , I i m m e d i a t e l y w e n t 
t o w a r d p h o t o g r a p h y . T h e n I started d o i n g b o t h 
p r i n t m a k i n g a n d p h o t o g r a p h y . F i n a l l y I was 
d i s c o v e r i n g that the p h o t o g r a p h s that I was 
d o i n g were t e c h n i c a l l y o k a y , b u t they h a d n ' t a n y 
c o n t e n t that was m e a n i n g f u l to m e — a n d I 
w a s n ' t interested i n s o c i a l l andscape , d o c u m e n ­
tary a n d that sort of t h i n g . I h a d w o r k e d t h r o u g h 
a n u m b e r of t e c h n i q u e s a n d was at a d e a d e n d . S o 
I d r o p p e d the p h o t o g r a p h y , c o n c e n t r a t e d o n the 
p r i n t m a k i n g , a n d t h e n t o o k a course w h i c h w a s 
e x t r e m e l y i n f l u e n t i a l to me a n d a n u m b e r of 
o ther p e o p l e w h o are n o w artists i n C a n a d a ; a n d 
that was c a l l e d " M i x e d M e d i a . " 4 W e were asked 
to l o o k at the m e d i u m s w e were f a m i l i a r w i t h 
a n d a p p r o a c h i t i n a d i f f e r e n t w a y ; to try to 
c h a n g e o u r p o s i t i o n t o w a r d w h a t e v e r t e c h n o l ­
o g y w e h a d been u s i n g . I a l so i n t r o d u c e d n e w 
p r o b l e m s that we h a d to solve. So that course was 
e x t r e m e l y i n f l u e n t i a l i n terms of g i v i n g m e the 
space, a n d the t i m e , a n d the m o t i v a t i o n to f i g u r e 
o u t d i f fe rent a p p r o a c h e s to a r t - m a k i n g . B u t I 
was s t i l l c o m m i t t e d to p r i n t m a k i n g because that 



seemed to be w h a t I h a d been d o i n g — p r i m a r i l y 
i n t a g l i o a n d s c r e e n p r i n t i n g . 

Q : D o y o u see y o u r c h o i c e of j u x t a p o s i n g a n d 
i n c o r p o r a t i n g m a n y m e d i u m s as h a v i n g i n h e r ­
ent p o l i t i c a l o r aesthet ic i m p l i c a t i o n s , i n that i t 
is ' a n t i - s p e c i a l i s t ? ' 

M O S E S : W e l l , it w o u l d have been p o l i t i c a l i f I 
h a d d o n e i t m a y b e , ear l ier i n the s ixt ies . B u t 
o t h e r p e o p l e h a v e d o n e i t at a t i m e w h e n it w a s 
m o r e p o l i t i c a l ; l i k e L i n d a B e n g l i s , w h o w a s 
n o t o r i o u s f o r her use o f m e d i a . I t h i n k w i t h i n 
E d m o n t o n o n e gets the m i s u n d e r s t a n d i n g that 
t h i n g s i n the w o r l d are s t i l l that s p e c i a l i z e d . I 
t h i n k i n the ' r e a l ' art w o r l d y o u c a n s t i l l see 
s p e c i a l i z e d a c t i v i t i e s , b u t y o u d o see a l o t of 
w o r k s that are i n t e r - d i s c i p l i n a r y i n na ture . N o w , 
I t h i n k it 's a n accepted c o n v e n t i o n . So , a l t h o u g h 
I m i g h t l i k e to feel that I a m r e a l l y m a k i n g a 
p o l i t i c a l s tatement a b o u t n o t s p e c i a l i z i n g , c o m ­
i n g f r o m the east, a n d l i v i n g i n N e w Y o r k , f o r a 
w h i l e , a n d c o m i n g o u t here , I c a n see that , i n 
fact, that w a s a c o n v e n t i o n I was f a m i l i a r w i t h . I 
h a d seen o t h e r p e o p l e d o i t . I was m o r e of a n 
o d d b a l l here, to d o i t b u t I ' m n o t r e a l l y b r e a k i n g 
a n y n e w g r o u n d . 

Q : I t h i n k w h e n I s a i d ' p o l i t i c a l ' I d i d n ' t neces­
s a r i l y m e a n j u s t w i t h i n the c o n t e x t of the art 
w o r l d , b u t i n terms of the c o m m e n t that i t makes 
t o w a r d a larger context ; the c u l t u r a l contex t as a 
w h o l e ; 

M O S E S : Y o u m e a n , u s i n g di f ferent m a t e r i a l s 
together. . . 

Q : . . .because it 's a n t i - s p e c i a l i s t , i n a w a y it 
makes a c o m m e n t i n itself o n a larger , or 
broader , m a y b e , s o c i o l o g i c a l leve l . 

M O S E S : I ' l l have to t h i n k a b o u t that. 

Q : I w a s t h i n k i n g that u n d e r l y i n g the d e c i s i o n 
to c o m b i n e o r p l a y off m a t e r i a l s , there m i g h t 

have been a r e a c t i o n to a n u m b e r of t h i n g s that 
weren ' t p u r e l y w i t h i n the art w o r l d . 

M O S E S : I t h i n k I felt , i n terms of m a t e r i a l s , 
that once I h a d a h a n d l e o n some basic processes, 
that the m a t e r i a l o r the process that I used w o u l d 
have to c o m e s e c o n d to the i d e a . I guess I d o see 
m y p o s i t i o n as a p o l i t i c a l one , m o r e i n terms of 
the content because, a g a i n I feel that u s i n g m a n y 
m a t e r i a l s i n a m i x e d m e d i a a p p r o a c h is a n 
acceptable c o n v e n t i o n w i t h i n the art w o r l d . A n d 
I feel I a m u s i n g as acceptable a c o n v e n t i o n as 
a n y o n e . T h a t ' s w h y I d o n ' t feel that I ' m m a k i n g 
a s t a n d as n o t b e i n g a spec ia l i s t for mysel f , 
a l t h o u g h I have s o m e spec ia l ized s k i l l s : paper -
m a k i n g , b l a c k a n d w h i t e p h o t o g r a p h y . I've n o t 
c h o s e n to keep w o r k i n g o u t p r o b l e m s i n m e d i a , 
l e t t i n g the m e d i a become a real source of m y 
i n s p i r a t i o n , at th is p o i n t . It 'a a c o n s c i o u s d e c i ­
s i o n to say, ' o k a y , I can ' t sew, b u t I've got this 
idea a b o u t br ides , a n d I d o n ' t t h i n k i t c a n be i n 
p a p e r , a n d I d o n ' t feel I c a n j ust p r i n t it . I w a n t to 
m a k e i m a g e s that have the stature of the female 
f o r m a n d have that k i n d of directness i n presen­
t a t i o n . So I w i l l n o w f i g u r e out h o w I ' m g o i n g to 
m a k e these, even t h o u g h I ' m n o t a seamstress, 
a n d I ' m n o t a f iber p e r s o n , a n d I d o n ' t k n o w 
m u c h a b o u t dyes . ' A n d so, I w o r k e d myse l f i n t o 
that t e c h n o l o g y , n o t to l e a r n the t e c h n o l o g y b u t 
because I h a d to, to d o w h a t I needed to d o . I 
s u p p o s e that is s o m e sort of a n t i - s p e c i a l i s t p o s i ­
t i o n . I ' m n o t i m p r e s s e d by w o r k that is jus t 
t e c h n i c a l l y g o o d , but doesn' t have a n y t h i n g else 
b e h i n d i t . O u r t e c h n o l o g i c a l c a p a b i l i t y as a c u l ­
ture is q u i t e a m a z i n g . B u t after y o u ' v e been 
a m a z e d a c o u p l e o f t imes, it 's not e n o u g h to keep 
m a k i n g art jus t to be amazed. 

Q : So , i t 's a matter of f i n d i n g the r i g h t mate­
r i a l s as a v e h i c l e f o r y o u r ideas. 

M O S E S : R i g h t . P r o b a b l y the m o s t cons is tent 
v e h i c l e has been p h o t o g r a p h s . I've g o n e back 
a n d f o r t h to t h e m ; they're l i k e a resource to m e i n 
the w a y they m a k e m o r e e x p l i c i t w h a t I ' m r e a l l y 
t h i n k i n g . 



Q : I n y o u r w o r k , w h a t is the n a t u r e of the 
r e l a t i o n s h i p between the p e r f o r m a n c e pieces 
a n d the m o r e ob jec t -or iented f a b r i c s c u l p t u r e s , 
for ins tance , i n 'Br ides a n d O p e n i n g C e r e m o ­
nies ' (1981)? D o they each have a d i s t i n c t i v e a n d 
p a r t i c u l a r f u n c t i o n ? 

M O S E S : W e l l , the ' B r i d e s ' were o r i g i n a l l y 
c o n c e i v e d o f j u s t as ' B r i d e s ' , w i t h o u t a per for ­
m a n c e . I was t r y i n g to dea l w i t h the stereotype of 
the J u n e b r i d e a n d a lso w i t h m y t h i n k i n g a b o u t 
the A m e r i c a n D r e a m . T h a t goes back to m y 
study of the T h e a t r e of the A b s u r d , a n d A l b e e , 
a n d the f a m i l y , a n d the nature of the postures of 
those p e o p l e . P a r t of the A m e r i c a n D r e a m — 
since I a m a n A m e r i c a n , a n d I ' m sure i t 's a 
C a n a d i a n d r e a m t o o — i s that w h e n y o u ' r e a 
y o u n g w o m a n , the i d e a l is be a b r i d e i n f l o w i n g 
s i l k s a n d sat ins , m a r c h i n g d o w n the ais le , e x u b ­
erant a n d r a d i a n t . It's the e p i t o m e o f p a c k a g i n g 
of the y o u n g female before she goes i n t o the 
m a r r i e d state. B u t it e p i t o m i z e s d r e a m i m a g e r y 
for m e , c u l t u r e d , c u l t u r a l d r e a m i m a g e r y — w h a t 
we 've been taught to c o n s i d e r the d r e a m — i t ' s a 
sort of t r a g i c / c o m i c p o s i t i o n , because of course , 
i t w o u l d be great if that d r e a m rea l ly w o u l d w o r k 
so p u r e l y a n d so w o n d e r f u l l y . I b o u g h t b r i d e 
m a g a z i n e s a n d f i g u r e d it o u t , because I've never 
been i n the p o s i t i o n of w e a r i n g the stuff myse l f . I 
f i n d i t . . . s l i g h t l y f r i g h t e n i n g , because n o real l i fe 
c a n meet the e x p e c t i o n s of a d r e a m , a n d that l e d 
me to c o n s i d e r the i m a g e as a s l i g h t l y e m p t y one ; 
o n e w i t h o u t a r m s , w i t h o u t heads, a b a g - l i k e 
shape . I was t h i n k i n g ' b r i d e , ' ' b a g , ' ' b e d , ' a n d 
that those three w o r d s were in terre la ted . A t f irst I 
m a d e t h i n g s that l o o k e d sort of l i k e c a m p i n g 
beds, a n d then they l o o k e d l i k e m u m m y s l e e p i n g 
bags , a n d t h e n they got r e f i n e d i n t o dresses that 
l o o k l i k e m u m m y s l e e p p i n g bags. 

Q : T h e y a l s o have a ' w a i s t - d o w n ' q u a l i t y . F o r 
i n s t a n c e , c o m p a r i n g the shape of the ' E v i l 
W o m e n ' (1981-82) fabr i c s cu lp tures to those of 
' B r i d e s , ' w h a t s t ruck m e was that there is a k i n d 
of d i s s e c t i o n f r o m the w a i s t d o w n w h i c h does 

n o t o c c u r i n the ' E v i l W o m e n . ' T h e y were m o r e 
l i k e robes, m o r e towards a f u l l l e n g t h . 

M O S E S : T h e ' E v i l W o m e n ' h a d m o r e of a c o n ­
s c i o u s w i n g s t ruc ture s t a r t i n g . I w a s a l s o t h i n k ­
i n g a b o u t W i n g e d V i c t o r y — I have great d e l u ­
sions of g r a n d e u r w h e n I ' m m a k i n g these t h i n g s — 
y o u k n o w , V i c t o r y w i t h her w i n g s o n , g e t t i n g 
ready to f l y off the w a l l . T h e ' E v i l W o m e n ' are 
far m o r e overt , a n d o u t f ront , aggressive a n d 
d e m a n d i n g i m a g e s . T h e ' B r i d e s ' are m e a n t to be 
m o r e passive, w a i t i n g , p u r e , m o r e se l f - conta ined , 
p e r h a p s , less over t ly s e x u a l . I w a n t e d the ' E v i l 
W o m e n ' to have m o r e l u m p s u n d e r t h e m ; they're 
m o r e f o r m e d i n s o m e w a y s , a n d t e n d to be m o r e 
seduct ive . T h e ' B r i d e s , ' I w a n t e d to l o o k l i k e 
s o m e t h i n g y o u w o u l d protect a n d take care of, 
a n d w a t c h o u t for . 

Q : B u t they're b o t h h o l l o w shapes. 

M O S E S : Sure , they're jus t i m a g e s . T h e y ' r e 
h o l l o w . 

Q : T h e pieces i n b o t h 'Br ides ' a n d ' E v i l W o m e n ' 
f u n c t i o n m a i n l y as p a r o d i e s of es tab l i shed ste­
r e o t y p i c n o t i o n s of w o m e n . W h y d o y o u t h i n k 
y o u grav i ta te t o w a r d p a r o d y as a device o r 
vehic le? 

M O S E S : T o m e i t ' s l i k e a d o u b l e edge; there's 
h u m o r , a n d there's the e x t r e m e sadness. T h a t ' s 
h o w I perce ive these t h i n g s i n a c u l t u r e . Y o u c a n 
l o o k at it i n a detached w a y a n d f i n d some of the 
w a y s that we have a s s e m b l e d ourselves as h u m a n 
c i v i l i z a t i o n , a b i t h u m o r o u s . W h e n a rea l p e r s o n 
is t r a p p e d i n a category , i t 's e x t r e m e l y sad, i t 's 
pa the t i c a n d I ' m interested i n that k i n d of d o u b l e 
edge. I m e a n , they are p a r o d i e s , they are very 
s a t i r i c a l . It's n o t a p leasant h u m o r , necessar i ly . 
S o m e b o d y sa id that some of the ' B r i d e s ' r e m i n d e d 
t h e m of c o f f i n l i n e r s , a n d I t h i n k that i n a w a y , I 
a m a l s o t a l k i n g a b o u t categories as d e a t h l y : as 
t h i n g s that take l i f e o u t of t h i n g s ; t h i n g s that 
f r o m a d i s tance m a y b e y o u c a n l a u g h at, o r take 
l i g h t l y , b u t i n essence w h e n h u m a n l i f e is c o m -



b i n e d w i t h the category, i t becomes a n e x t r e m e l y 
p a i n f u l s i t u a t i o n . Because I ' m interested i n 
t h i n g s that I see as p a i n f u l , I d o n ' t w a n t to d e a l 
w i t h t h e m i n a m e l o d r a m a t i c f a s h i o n , l i k e , ' Isn't 
th is t e r r ib le that p e o p l e d o th is to e a c h other ; 
let 's m a k e l i f e better . ' 5 I ' m interested i n f r a m i n g 
it i n a spot w h e r e i t 's d o u b l e , w h e r e it c o u l d g o i n 
e i ther d i r e c t i o n . T h e p h o t o g r a p h s are less p a r ­
o d y , they ' re a l i t t l e m o r e s t r i n g e n t , they 're n o t 
very h u m o u r o u s . 

Q : Y o u ' v e m a d e s o m e c o m p a r i s o n s be tween 
the ' B r i d e s ' a n d the ' E v i l W o m e n , ' a n d the i r 
d u a l i s m . Y o u ' v e a l s o m e n t i o n e d h o w , f o r y o u , 
the i d e a o r c o n c e p t has b e c o m e m u c h m o r e 
i m p o r t a n t . I was w o n d e r i n g , h o w d i d y o u a r r i v e 
at the p a r t i c u l a r k i n d s of m a t e r i a l s , c o l o u r s , a n d 
pat terns f o r the f o u r pieces i n the ' E v i l W o m e n ' 
s h o w (1983)? 

M O S E S : W e l l , I t h o u g h t that i f y o u were a n 
' e v i l ' w o m a n , o n e of the t h i n g s y o u m i g h t be is 
f l a s h y . I t h o u g h t a b o u t p e o p l e l i k e s t r ippers , a n d 
seductresses, a n d m o v i e s . . . I saw Pandora's Box 
f irst , w h i c h was the c lass ic m o v i e a b o u t the 
female seductress. T h e n t h i n k i n g a b o u t M a r l e n e 
D i e t r i c h , a n d t h i n k i n g a b o u t the a r c h e t y p a l 
w a y s that w o m e n c a n be e v i l ; the pieces are 
re la ted to tigers a n d tigresses i n p a t t e r n a n d 
c o l o u r . So , I l o o k e d f o r fabr ics that were l i k e 
l e o p a r d s a n d tigers, w i t h a c a t - l i k e q u a l i t y . T h e n 
I l o o k e d for t h i n g s that were p l a i n l y , tastelessly 
f l a s h y . I w a s n ' t l o o k i n g for a tasteful , e legant , 
c o n t r o l l e d type of w o m a n ; I was l o o k i n g for the 
k i n d o f w o m a n that is o u t there. T h e i m a g e of 
the ' e v i l ' w o m a n is that she is o u t there a c t i v e l y , 
aggress ive ly s e e k i n g to suck these p o o r he lp less 
males i n t o her c l a w s . I ' m n o t s a y i n g this i m a g e is 
j u s t p r o m o t e d by m e n . B y far, w o m e n have d o n e 
th is to each other , have l a i d i t o n each other , so 
that the 'o ther ' w o m a n o r the ' e v i l ' w o m a n 
becomes this i n c r e d i b l e t h i n g , l i k e a h a l f - m o n s t e r , 
h a l f - b e a u t y . So , I t r i ed to p i c k fabr ics that w o u l d 
e m p h a s i z e that f l a s h y , tacky q u a l i t y . S o m e of 
t h e m I p a i n t e d c e r t a i n l i t t l e , repet i t ive pat terns 
o n . I n Lilith (1981-82), I felt that the b l a c k w i t h 

the sparkles was seductive, a n d for some r e a s o n — 
w h i c h h a d n o t h i n g to d o w i t h c o n c e p t u a l t h i n k ­
i n g — I dec ided that the l i t t l e p i n k o n this p a r t i c ­
u l a r f a b r i c r e m i n d e d me , n o s t a l g i c a l l y , of h a i r 
r o l l e r s . W h e n I w a s a teenager, y o u h a d l i t t l e 
b l a c k h a i r ro l lers w i t h m e t a l i n t h e m , a n d y o u 
s tuck a p i n k p i n t h r o u g h i t . A lot of the w o r k 
w i t h the fabr ic is f r o m m y b a c k l o g of in t r i ca te , 
l i t t l e h a n d - w o r k a n d t h i n g s that have c a u g h t m y 
interest. So Lilith evo lved w i t h o u t the idea of a 
t iger b u t w i t h the idea o f s o m e t h i n g f r o m the 
past that was very female . I n the e n d , Lilith s t i l l 
l o o k s l i k e a d e v i l i s h type of f i g u r e because of the 
t h i n g s c r a w l i n g d o w n o n t o the f l o o r ; that makes 
i t a l m o s t l i k e tentacles, l i k e the idea of b e i n g 
a l l u r i n g , l u r i n g or p u l l i n g s o m e o n e i n . So, I was 
c o n s c i o u s l y w o r k i n g o n that k i n d of i m a g e r y ; 
sort of a n o c t o p u s of a beauty. 

Q : W a s the piece Jezebel (1981), i n s p i r e d by the 
character that Bette D a v i s played? 

M O S E S : N o , they were a l l n a m e d later, w h e n I 
l o o k e d at the i r p e r s o n a l i t i e s . I m a d e t h e m , a n d I 
l o o k e d at t h e m , a n d I c o l l e c t e d a w h o l e b u n c h of 
n a m e s . I l o o k e d at the pieces a n d I n a m e d t h e m 
as I t h o u g h t the names f i t . So I never m a d e one 
t h i n k i n g of the n a m e . 

Q : B u t m o r e i n terms of genera l ideas w i t h i n 
that f r a m e w o r k ? 

M O S E S : Yes . I w a s t h i n k i n g of Jezebels, a n d 
D e l i l a h s ; e m a s c u l a t i n g beauties. 

Q : M a n y of y o u r concepts a n d themes a p p e a r 
to be a p p r o a c h e d f r o m a f e m i n i s t p o i n t of v i e w . 
F o r e x a m p l e , there exists a c o n t i n u i t y , I believe 
between y o u r M V A piece , Portrait of the Artist as 
Object (1979), the w o r k o f ' B r i d e s , ' p a r t i c u l a r l y 
the r i t u a l i s t i c p e r f o r m a n c e piece, a n d y o u r ' E v i l 
W o m e n ' ; a l l three bodies o f w o r k are c o n c e r n e d 
w i t h the o b j e c t i f i c a t i o n a n d d e h u m a n i z a t i o n of 
w o m e n , w i t h w o m e n ' s s e x u a l i t y b e i n g the m a j o r 
focus . H o w does f e m i n i s t t h o u g h t enter i n t o 
y o u r w o r k , i n terms of the process or the ideas? 



M O S E S : T h e a c k n o w l e d g e m e n t that w o m e n 
have been s tereotyped is p a r t of i t . I t h i n k a true 
f e m i n i s t is r e a l l y l o o k i n g for e q u a l i t y i n terms of 
the m a l e a n d female . I n the ' B r i d e s ' [perfor­
m a n c e p iece ] , I t r i ed to s h o w the m a l e is i n a n 
e q u a l , s t randed ro le . I w a n t e d to use m e n [ in the 
p e r f o r m a n c e ] because it was a c o m p l e t i o n . T h e 
' B r i d e s ' c o u l d n ' t be w h a t the b r i d e is w i t h o u t the 
m a n ; they're a c o m p l e m e n t a r y p a i r . H a v i n g a 
f e m i n i s t o r i e n t a t i o n has m a d e m e l o o k at the 
roles of w o m e n . . . f i r s t l o o k at mysel f , a n d h o w I 
felt a b o u t r e s t r i c t i o n , c o n s t r i c t i o n a n d l a y e r i n g . 
T h e n l o o k at broader soc ia l categories a n d 
dec ide ' H o w does this w o r k w i t h m e n ? , ' ' W h a t 
does this m e a n f o r them? ' T h a t ' s been harder to 
d o because, of course I can ' t say it for a m a n but I 
c a n a n d d i d ask a m a n to i m p r o v i s e w i t h i n a 
g i v e n s i t u a t i o n . S o that i n f l u e n c e d the w o r k . A 
g o o d f e m i n i s t is p r o b a b l y a g o o d h u m a n i s t , a n d 
l o o k s at the h u m a n c o n d i t i o n . T h e o n e t h i n g 
J u d y C h i c a g o s a i d that I rea l ly agree w i t h was 
that the h u m a n c o n d i t i o n has been p o r t r a y e d for 
ages, b u t t h r o u g h m e n . Watting for Godot, 
w h i c h is a c lass ic that I s t u d i e d a n d l o v e d , is 
a b o u t t w o m e n . T h e h u m a n c o n d i t i o n f r o m a 
w o m a n ' s p o i n t of v i e w hasn ' t been that w e l l 
n o t e d . A n d one of the t h i n g s that I ' m t r y i n g to 
d o , to c o m p e n s a t e for m y e d u c a t i o n , is to read 
w o r k s by w o m e n , n o w . Because I w a n t to see 
h o w w o m e n w r i t e a b o u t w o m e n , a n d a b o u t 
m e n , a n d a b o u t those s i t u a t i o n s . 6 I d o n ' t t h i n k 
that w o m e n have inves t iga ted the h u m a n c o n d i ­
t i o n i n the same w a y . 7 T h a t ' s a rather g r a n d i o s e 
t h i n g to take o n , b u t i t ' s i m p o r t a n t for me. 
Because m y c o n d i t i o n is par t of the h u m a n c o n ­
d i t i o n , a n d as I start l o o k i n g at m y o w n par t a n d 
b r a n c h i n g o u t , I t h i n k it w i l l e n c o m p a s s m o r e . 
T h e piece I ' m w o r k i n g o n n o w , has m e n , 
w o m e n — a d ivers i ty of p e o p l e i n i t — a n d it 's 
taken m e a l o n g t i m e to b r a n c h o u t a l i t t l e . 

Q : D o y o u t h i n k there is a v a l i d c o n n e c t i o n o r 
r e l a t i o n s h i p between w o m e n ' s art a n d the f e m i ­
n is t m o v e m e n t as a w h o l e , n o t o n l y i n a c o n t e m ­
p o r a r y sense, b u t a l s o h i s t o r i c a l l y ? Does it seem 

i m p o r t a n t o r necessary to v i e w w o m e n ' s art i n 
the c o n t e x t o f f e m i n i s m ? 

M O S E S : Y o u c a n o n l y v i e w it w i t h i n the c o n ­
text of f e m i n i s m i f i t 's i n the art . A lo t o f 
w o m e n ' s w o r k s h a v e n o t h i n g to d o w i t h f e m i ­
n i s m , are m o r e i n tune w i t h the m a i n s t r e a m of 
w h a t art s h o u l d be. It's i m p o r t a n t to h a v e s o m e 
r o l e m o d e l s i n that area ( f e m i n i s t a r t ) — t o see 
w o m e n w h o ' v e d o n e i t—because i t ' s n o t a n area 
w h e r e y o u ' r e necessari ly a p p l a u d e d . It's i m p o r ­
tant to h a v e that , to c o m p l e m e n t the bas i c every­
t h i n g that y o u get i n art h i s t o r y a n d c o n t e m p o r ­
ary art. I m e a n , i t 's i m p o r t a n t f o r w o m e n to h a v e 
a p o s i t i o n w i t h i n the art w o r l d that is respected; 
I ' m n o t e n t i r e l y c o n v i n c e d that s o m e of the w a y s 
that this has been deal t w i t h , have been the best. 
T h e a l t e r n a t i v e ga l le r ies are i n t e r e s t i n g . Y o u c a n 
see m o r e w o m e n ' s w o r k , b u t y o u a l s o see a lo t of 
m e d i o c r e w o r k . I t h i n k that the f irst i m p e t u s is to 
get the w o r k o u t ; i t 's no t a b o u t m a k i n g q u a l i t y 
j u d g e m e n t s . 

Q : So , i n a sense, there is a k i n d of e x p l o i t a t i o n 
that occurs . 

M O S E S : T o a c e r t a i n extent, yes, because I've 
even seen it w i t h P e r f o r m a n c e A r t . Q u i t e o f t e n 
a n y b o d y c o u l d d o a p e r f o r m a n c e , a n d y o u c a n d o 
t h e r a p e u t i c p e r f o r m a n c e s , o r y o u c a n d o a l l 
k i n d s of t h i n g s that are i m p o r t a n t to y o u . I t h i n k 
that i n the emergence of w o m e n as artists, a n d 
the b i g m o v e for w o m e n to rea l ly expose t h e m ­
selves, i t ' s g o i n g to be h a r d to p i c k o u t w h a t ' s 
g o i n g to be the m o s t p o t e n t ; i t 's n o t a l l g o i n g to 
be g o o d because it 's by w o m e n , jus t l i k e i t w a s n ' t 
a l l g o o d because it was d o n e by m e n . T o a n s w e r 
y o u r q u e s t i o n d i r e c t l y , yes, I d o t h i n k i t 's i m p o r ­
tant to see w o m e n ' s art . . . I f i n d it s o m e t i m e s m o r e 
i m p o r t a n t to read the c r i t i c i s m that a lot of 
w o m e n h i s t o r i a n s a n d cr i t i cs are w r i t i n g a b o u t 
the n a t u r e o f a l l th i s . P e o p l e l i k e L i n d a N o c h l i n , 
w h o has w r i t t e n the essay " W h y H a v e T h e r e 
B e e n N o G r e a t W o m e n A r t i s t s ? . " 8 I 've h e a r d 
A n n S u t h e r l a n d - H a r r i s ' lec ture a b o u t the h i s ­
tory of w o m e n a r t i s t s . . . l i k e A r t e m i s i a G e n t i -



l e s c h i — a n d t a l k i n g a b o u t the p o s i t i o n of w o m e n , 
t a l k i n g a b o u t w h e r e that 's at today . I h a v e f o u n d 
that s o m e t i m e s m o r e h e l p f u l t h a n jus t l o o k i n g 
at the ar t itself . 

Q : I t h i n k w h a t I m e a n t by ' see ing w o m e n ' s art 
w i t h i n a f e m i n i s t perspec t ive ' w a s n ' t , so m u c h , 
to a p p l y that as a l a b e l o n a l l w o m e n ' s art , b u t 
ra ther that i t m a y be a v a l u a b l e perspec t ive f r o m 
w h i c h to v i e w a r t — t o see w h a t i t i s — w h e t h e r i t 's 
f e m i n i s t o r n o t . T h i s w o u l d be a w a y of c o u n t e r ­
a c t i n g some of the biases. . . 

M O S E S : S u r e . T h a t ' s i m p o r t a n t a n d m o s t 
p e o p l e w o n ' t a d m i t that there are biases i n the art 
that o n e is n o r m a l l y t a u g h t . L i n d a N o c h l i n says 
that the ar t h i s t o r i c a l p o i n t o f v i e w is w h i t e , 
m i d d l e - c l a s s , a n d m a l e d o m i n a n t . W h i c h is to 
say, that the p e o p l e w h o have been w r i t i n g the 
h i s t o r y , r e c o r d i n g the h i s t o r y , t a l k i n g a b o u t 
w h a t is h a p p e n i n g a n d f o r m i n g o u r o p i n i o n s -
w h i c h then affects the n e x t g r o u p of artists, 
p r o f o u n d l y — h a v e been of a spec i f i c b ias , a n d n o 
o n e has w a n t e d to p i c k that o u t . N o c h l i n is a 
P h D , herself , i n art h i s t o r y . She's got a g o o d 
r e p u t a t i o n . She 's r e a l l y s t a n d i n g o u t t h e r e — t h i s 
is years a g o , a c t u a l l y — I feel she is s a y i n g that, 
' O k a y , th i s is the w a y w e have l o o k e d at art a n d 
yet we 've c a l l e d this object ive . W e ' v e n o t t a k e n a 
s o c i o l o g i c a l p o i n t o f v i e w . W e ' v e n o t l o o k e d at 
the fact that e d u c a t i o n , the c u l t u r a l i n s t i t u t i o n s 
have e i ther h e l p e d o r h i n d e r e d p e o p l e to become 
artists a n d that it has been m a i n s t r e a m , w h i t e , 
m i d d l e - c l a s s males w h o are b o t h the artists , h i s ­
t o r i a n s , et cetera. . . that the system has been 
geared for that . ' So , w h a t has to h a p p e n to m a k e 
it i n t e r e s t i n g to be a w o m a n art ist a n d to get the 
i n p u t f r o m w o m e n , has to be o n a n u m b e r of 
levels : the ar t m a k i n g ; the c r i t i c i s m ; the h i s t o r y ; 
the s h o w s that o n e c a n see. If y o u l o o k at the w a y 
that t h i n g s have been. . . for e x a m p l e , — o n e statis­
t i c — d u r i n g the 43 years p r i o r to 1972, the 
M u s e u m of M o d e r n A r t h a d one t h o u s a n d s o l o 
s h o w s ; n i n e h u n d r e d a n d n i n e t y - f i v e were by 
m e n . 9 E v e n the t e r m i n o l o g y ' o n e - m a n ' s h o w 
indica tes w h e r e o u r t h i n k i n g has c o m e f r o m . 

Because I ' m c o m i n g f r o m a l i t e r a r y - l a n g u a g e 
context , I see that as i n c r e d i b l y i m p o r t a n t to o u r 
perspectives. 

Q : I c a n see h o w y o u w o u l d be sensit ive to the 
issue o f l a n g u a g e c o n t a i n i n g that k i n d o f bias , 
a n d that k i n d of a t t i tude . 

M O S E S : Yes. . .yes. 

Q : I see a m o t i f o f t r a n s f o r m a t i o n a p p e a r i n g 
o f t e n i n y o u r w o r k . P e r h a p s i t is o n l y suggested 
to m e i n p a r t t h r o u g h the d e l i c a c y , a n d f r a g i l i t y 
o f the p a p e r a n d f a b r i c p i e c e s — p a r t i c u l a r l y 
Celebration ( 1 9 7 9 )— t h r o u g h the q u a l i t i e s of the 
m a t e r i a l y o u choose to w o r k w i t h . E v e n the h o l ­
l o w f o r m s of the f a b r i c s c u l p t u r e s , a n d the pre­
d o m i n a n c e of a t r i a n g u l a r , t a p e r i n g shape i n 
y o u r w o r k , create s t r o n g c o n n o t a t i o n s o f c o c o o n , 
w i n g s , a n d but ter f ly ; i n o ther w o r d s , m e t a m o r ­
p h o s i s . Is th is c o n s c i o u s o r u n c o n s c i o u s , o r a m I 
r e a d i n g these aspects i n t o y o u r w o r k ? 

M O S E S : N o , I t h i n k the c o c o o n , a n d c e r t a i n l y 
the m u m m i f i e d i m a g e have h a d a n i m p a c t o n 
m e . T h e c o c o o n has been very m u c h i n the w o r k ; 
to m e the c o c o o n is a s h e l t e r i n g , p r o t e c t i n g 
device , b u t f r a g i l e . I t h i n k it started w h e n I 
w r a p p e d concrete pieces, then I w r a p p e d mysel f , 
a n d then I c o u l d see that's a c o c o o n i n g p r o c e s s , — 
c o m i n g o u t of i t , g o i n g i n t o i t — t h a t sort of 
t h i n g . 1 0 B u t i m a g e s , to me. . . the idea of a n i m a g e 
is l i k e a facade, i t ' s l i k e a t h i n s h e l l . So , the 
c o c o o n i m a g e r y keeps w o r k i n g w i t h i n m y ideas, 
at the m o m e n t , as a layer between the real p e r s o n 
a n d the w o r l d . 1 1 

Q : E a r l i e r , y o u m e n t i o n e d the process i n v o l v e d 
w i t h y o u r h a n d - m a d e p a p e r p ieces—that y o u 
w o u l d r i p t h e m , tear t h e m , a n d reassemble t h e m . 
T h a t , i n itself, is a k i n d of t r a n s f o r m a t i o n . E v e n 
t h o u g h y o u talk a b o u t the pieces of that t i m e 
b e i n g m o r e f o r m a l , m o r e aesthetic, i t seems that 
t h r o u g h the process, the m a t e r i a l s a n d ideas 
str ike a k i n d of ba lance w i t h one another . 



M O S E S : W e l l , even w h e n I was d o i n g f o r m a l 
t h i n g s w i t h i t , m y ideas were o f . . . to ta l ly destroy­
i n g this p iece of p a p e r a n d r e a s s e m b l i n g it i n t o 
s o m e t h i n g that was a g a i n b e a u t i f u l . A n d the 
n o t i o n of beauty w a s c o m i n g f r o m the sense that 
s o m e t h i n g c a n get c o m p l e t e l y destroyed, a n d 
c o m e back a g a i n i n a b e a u t i f u l f o r m ; a n d that is 
a t r a n s f o r m a t i o n . T h e r i p p i n g comes f r o m that 
idea , essent ia l ly ; that i n t a k i n g the fabrics , p a i n t ­
i n g t h e m , r i p p i n g t h e m u p , p u t t i n g t h e m togeth­
er, i t 's s o m e t h i n g m o r e b e a u t i f u l t h a n I ever 
started w i t h . 

Q : D e s p i t e the c h a n g e i n mater ia l s , the fabr i c 
w o r k s m a k e a v i s u a l reference to the ear l ier , 
p a p e r pieces. F o r e x a m p l e , I c a n see h o w the idea 
of ' w a l l pieces e x t e n d i n g d o w n a n d r u n n i n g 
a l o n g the f l o o r ' — a s i n the Waiting pieces (1978-
79) of y o u r M V A s h o w (1979), a n d p a r t i c u l a r l y 
Excess (1979)—has been r e t a i n e d i n b o t h the 
' B r i d e s ' a n d the ' E v i l W o m e n . ' Does this reflect a 
f o r m a l o r c o n c e p t u a l c o n c e r n that has c o n t i n u e d 
to exist i n y o u r w o r k ? 

M O S E S : I t h i n k it is a f o r m a l current . F o r ­
m a l l y , I ' m r e a l l y interested i n s c u l p t u r a l i m a g ­
ery that is a g a i n s t the w a l l , but uses the f l o o r . I 
d o n ' t have a n y r a t i o n a l reason for that, I just l i k e 
the c o n t i n u i t y . I l i k e that idea of s o m e t h i n g h a v ­
i n g a s c u l p t u r a l i m p a c t w i t h o u t b e i n g o n a 
pedestal , o r t o t a l l y i n the r o u n d . I l i k e the d e l i ­
cacy of that, a n d the f r a g i l i t y . I m e a n , y o u c o u l d 
step o n that, b u t y o u d o n ' t . I l i k e w h a t it d i d to 
the pieces; it seemed that a l l the pieces, w h e n 
they h a d t h i n g s o n the f l o o r , it m a d e t h e m a l i t t l e 
m o r e m y s t e r i o u s . A t least i n the M V A s h o w i t 
w o r k s . I was interested i n w a i t i n g , t i m e , process, 
c h a n g i n g . A n d the pieces o n the f l o o r were 
a l w a y s c o m p a c t e d ; y o u d i d n ' t k n o w w h a t was i n 
t h e m . I n Excess, they were jus t o v e r l a p p e d a n d 
i n the ' B r i d e s ' y o u c a n see w h a t ' s o n the f l o o r , 
b u t they become v u l n e r a b l e , for that stuff o n the 
f l o o r is l i k e feet; i t ' s l i k e s t e p p i n g o n someone ' s 
t r a i n o r s o m e o n e ' s v e i l . I f i n d they're very f r a g i l e 
f o r m s . P e o p l e tend to keep a w a y . 

Q : T h e r e is a l s o a n e l e m e n t of c o n f r o n t a t i o n , 
i n that they are presented f r o n t a l l y a n d that is 
h o w they face o r i n v o l v e the v i e w e r . 

M O S E S : Yes , they are c o n f r o n t a t i o n a l pieces. 

Q : S e r i a l i z a t i o n a n d r e p e t i t i o n are devices that 
have been used by m a n y t w e n t i e t h c e n t u r y 
artists, for m a n y di f ferent reasons. Is this a n 
i m p o r t a n t aspect i n the e x e c u t i o n of y o u r ideas, 
a n d i f so, h o w w o u l d y o u descr ibe the w a y y o u 
e m p l o y i t , c o m p a r e d to s o m e o n e l i k e A n d y 
W a r h o l , for e x a m p l e ? 

M O S E S : Yes , i t is i m p o r t a n t because I t h i n k 
that the pieces by themselves b e c o m e too i d i o ­
s y n c r a t i c . Y o u need m a n y of t h e m because i t ' s 
l i k e c r e a t i n g a fantasy; they r e i n f o r c e each o ther . 
It's l i k e m y o w n a r m y . I feel w h e n I ' m w i t h the 
pieces i n a r o o m , that I've created a w h o l e g r o u p 
of i n d i v i d u a l s . T h e y ' r e that p e r s o n i f i e d for m e . 
O n e by itself is j ust a freak a n d I ' m n o t m a k i n g a 
statement a b o u t freaks. I ' m interested i n m a k i n g 
a s tatement a b o u t the c o m m o n a l i t y of these 
p o s i t i o n s . N o r a m I interested i n jus t m a k i n g 
i so la ted , decorat ive objects that d o n ' t h a v e a n y 
other m e a n i n g s , no t at the m o m e n t a n y w a y . 
H o w i t c o m p a r e s to o ther p e o p l e w h o use series 
. . . W a r h o l , I t h i n k , uses series.. .I see i t m o r e l i k e a 
p u n o n a d v e r t i s i n g , the w a y he uses the series. 
T h i s r e p e t i t i o n , a n d a l t e r a t i o n of the images , 
over a n d over a g a i n , emphas izes the k i n d of 
c o m m e r c i a l v a l u e a n d the d e p e r s o n a l i z a t i o n of 
the Marilyn, for e x a m p l e , i n the sense that m o r e 
a n d m o r e of t h e m d e p e r s o n a l i z e s i t , o r the p r i n t ­
i n g p r o c e s s e s — e v e r y t h i n g that he does to i t — 
m a k e s that p e r s o n i n t o a n i m a g e of that p e r s o n . 
It's no t a b o u t w h a t the rea l p e r s o n is , i t 's a b o u t 
the i r i m a g e . I n that sense, there is s o m e r e l a t i o n ­
s h i p . I was i n f l u e n c e d by the w o r k of E v a Hesse 
because her ' r e p e t i t i o n s ' seemed i n c r e d i b l y beau­
t i f u l , to m e . A n d her w o r k , even t h o u g h it w a s n ' t 
e x t r e m e l y l i t e r a l i n terms of w h a t was g o i n g o n , 
seemed very, very p a i n f u l . A n d i n the repet i ­
t i o n s . . . ! started to feel , w h e n I saw the w o r k , that 
it s t rengthened the p o s i t i o n she was t a k i n g . 1 2 



Q : A s a w o m a n , have y o u f o u n d that i n order 
to dea l w i t h the concepts a n d themes w h i c h 
e n c o m p a s s y o u r exper ience , y o u h a v e h a d to 
i n v e n t a n d e x p l o r e n e w aesthet ic c r i t e r i a , a n e w 
v o c a b u l a r y ? I n essence, w h e r e d o y o u p l a c e y o u r ­
self i n r e l a t i o n to t r a d i t i o n ? 

M O S E S : W e l l , . . . t h a t ' s a h a r d one . I d o n ' t k n o w 
that I've i n v e n t e d a n y t h i n g n e w , because I r e a l l y 
t h i n k p e o p l e have i n f l u e n c e d m e . P r i m a r i l y 
p e o p l e l i k e B e n g l i s , a n d l i k e E v a Hesse . E v e n to 
s o m e extent , s o m e o n e l i k e L u c a s Samaras . I see 
t h e m w o r k i n g w i t h m o d e s that o n f i rs t i m p a c t 
a p p e a r . . . w e l l , B e n g l i s ' pieces are m o r e t o t a l l y 
d e c o r a t i v e p e r h a p s . S a m a r a s ' pieces , a l t h o u g h 
they are h i g h l y decora t ive , h a v e p a i n f u l ele­
m e n t s l i k e p i n s . I n terms of u s i n g the m a t e r i a l s , I 
see m y s e l f w i t h i n the t r a d i t i o n of the s ixt ies 
w h e r e u s i n g d i f fe rent k i n d s o f m a t e r i a l s became 
very c o m m o n . T h e r e ' s a l s o the t r a d i t i o n , w h i c h 
has been e v o l v i n g , of s o c i a l - p o l i t i c a l art . T h a t 
has been w i t h us for a w h i l e . It's n o t n e w . E v e n 
P icasso ' s Guernica is a p o l i t i c a l s tatement. W e 
d o n ' t d i scuss i t that w a y so m u c h . B u t i t i s . It's 
a l s o a p a i n t i n g . T r y i n g to m a k e a statement w i t h 
one ' s art is p e r h a p s m o r e acceptable today. N o t 
necessar i ly r i g h t here, i n this c i t y , b u t it is n o t a n 
u n u s u a l o c c u r r e n c e — p o l i t i c a l statements, s o c i a l 
s ta tements . I d o see m y s e l f i n l i n e w i t h c o n t e m ­
p o r a r y t r a d i t i o n s ; they're n o t necessar i ly R e n a i s ­
sance, o r . . . o n l y i n so far as s o m e o f the i m a g e r y 
that I try to use, have the k i n d of i m p a c t that very 
t r a d i t i o n a l p a i n t i n g o r s c u l p t u r e has, i n terms of 
s tature . T h a t ' s a l l . I n terms of c o n t e n t a n d mate­
r i a l s , I t h i n k i t ' s rea l s ix t ies , ear ly seventies k i n d 
of w o r k . 1 3 

Q : B u t , i n terms of s o c i a l a n d p o l i t i c a l c o m ­
m e n t w i t h i n art h i s t o r y as a t r a d i t i o n , they have 
been p r e d o m i n a n t l y statements f r o m a m a l e 
p o i n t of v i e w , a b o u t m o r e m a l e concerns or 
a b o u t c o n c e r n s that w o u l d e x c l u d e w o m e n — a 
very selective v i e w . I t h i n k that w o m e n m i g h t 
have a d i f ferent perspect ive ; that's w h a t m i g h t be 
n e w . T h a t i n a w a y it is a c o n t i n u a t i o n , b u t i n 

s t e p p i n g o u t s i d e the scope of t r a d i t i o n , i t is a l s o 
a c r i t i c i s m . 

M O S E S : T h a t q u e s t i o n is h a r d for m e to 
a n s w e r because I tend not to see myse l f as d o i n g 
s o m e t h i n g n e w . I ' m too m u c h i n the m i d d l e of 
i t . I m a y be d o i n g s o m e t h i n g that is a d e v i a t i o n , 
a n d the o n l y sense I have of that i s — a n d it 's jus t 
a v iscera l sense—every n o w a n d then w h e n I ' m 
w o r k i n g , I t h i n k m y t h i n g s l o o k very strange. I 
s incere ly sit there a n d I t h i n k , ' T h i s is very 
bizarre . W h y a m I m a k i n g these th ings? O t h e r 
p e o p l e m a k e p a i n t i n g s , a n d they're m a k i n g 
t h i n g s that l o o k m o r e l i k e they s h o u l d be art , 
a n d I ' m m a k i n g these very bizarre t h i n g s . ' N o t 
the p h o t o g r a p h s so m u c h as the s c u l p t u r a l p i e ­
ces. I m e a n , they're real o d d l o o k i n g t h i n g s by 
a n y o n e ' s s tandards . T h e y ' r e n o t a k i n d of f o r m a t 
a n d i m a g e r y that eas i ly f i t i n t o a category. . . I 
guess f iber artists w o u l d accept it m o r e , because 
they seem to be m o r e l i b e r a l i n terms of w h a t c a n 
be art. So , I guess that w h a t I have been sort of 
p u s h e d i n t o , because I ' m u s i n g fabr ic , is f iber art 
t r a d i t i o n . I ' m g l a d of the acceptance there, a n d I 
feel a b i g debt to f iber art, but I d o n ' t feel that's 
o n l y w h a t i t ' s a b o u t . I d o n ' t feel that 's w h y I 
c a m e i n t o it . So, i n that w a y I f i n d mysel f , even 
w i t h a w h o l e body of w o r k , a l i t t l e i d i o s y n c r a t i c 
i n terms of w h e r e I a m w i t h it . 

Q : L a w r e n c e A l l o w a y , i n a 1976 ar t i c l e o n 
w o m e n ' s art, wrote that the d e v e l o p m e n t of 
w o m e n ' s art i n the seventies was m u c h faster 
t h a n w h a t art cr i t i cs a n d dealers were p r e p a r e d to 
h a n d l e ; thus r e s u l t i n g i n a d i s c r e p a n c y o r g a p 
between w o r k a n d t h e o r y . 1 4 D o y o u see this s i t u a ­
t i o n as s t i l l ex is t ing? W h a t k i n d s of response 
have y o u received f r o m cr i t ics a n d curators , c o n ­
c e r n i n g y o u r w o r k ? 

M O S E S : W e l l , a b o u t c r i t i c i s m a n d the g a p , I ' d 
say, e spec ia l ly i n C a n a d a , there's a g a p i n terms 
of a l o t of c r i t i c a l w r i t i n g , a n y w a y . W h a t gets 
covered tends to be i n areas w h e r e there are p e o ­
p l e w h o are b e i n g very ar t i cula te , a n d w r i t i n g — 
a n d o n l y c e r t a i n k i n d s of s h o w s a n d k i n d s of art . 



IMPOSED IMAGE: MOTHER f r o m a series of 
s i x t y 16" x 2 0 " b l a c k & w h i t e p h o t o s , by C h e r i e 
Moses . 





T h e r e i s n ' t e n o u g h c o m p e t i t i o n i n terms of the 
g o o d c r i t i c a l w r i t i n g , p e r i o d , let a l o n e a b o u t 
w o m e n ' s art . I t h i n k that i n m a n y ways , for 
someone w h o ' s w r i t i n g c r i t i c i s m , — u n l e s s they're 
w e l l es tab l i shed , or unless they're s o m e o n e w r i t ­
i n g i n the n e w s p a p e r , w h e r e y o u ' r e s u p p o s e d to 
rev iew e v e r y t h i n g — t h e r e ' s p r o b a b l y s t i l l a b i t of 
s t i g m a i n w r i t i n g a b o u t w o r k s that are n o t h i g h 
status t h i n g s to w r i t e a b o u t , at the m o m e n t . It 
w o u l d be m o r e h i g h status to w r i t e a b o u t a n e w 
f i g u r a t i v e p a i n t e r i n C a n a d a , because, of course, 
that is w h a t ' s i m p o r t a n t i n t e r n a t i o n a l l y , n o w . I n 
terms of m y o w n w o r k , w h e n I s h o w e d i n 
T o r o n t o I d i d get a rev iew i n the n e w s p a p e r . 1 5 

I've never been r e v i e w e d i n a n y art j o u r n a l s . 
E v e n w h e n I h a d a s h o w here, a n d a m a j o r s h o w 
i n C a l g a r y , n o o n e was interested i n c o v e r i n g i t 
even w h e n s o m e o n e offered to w r i t e the a r t i c l e . 1 7 

So , that h a s n ' t h a p p e n e d for me; i n terms of this 
w o r k a n d art p e r i o d i c a l s , I d o n ' t k n o w if i t w i l l . I 
d o n ' t k n o . v i f that 's because it 's w o m e n ' s art o r 
because i t ' s . . . I m e a n I ' m not i n b i e n n i a l s , o r 
a n y t h i n g ; par t of this g e o g r a p h i c a l i s o l a t i o n 
m a k e s i t h a r d to c o m p e t e o n that l e v e l . So, I ' m 
n o t sure if i t 's the lack of wr i te rs , o r the l ack of 
the w o r k h a v i n g a p r e s t i g i o u s e n o u g h subject 
matter . It's p r o b a b l y a c o m b i n a t i o n of those 
t h i n g s . M a y b e for some p e o p l e i t 's jus t n o t 
i m p o r t a n t w o r k , too . T h a t ' s p o s s i b l e . B u t one 
has to face the fact that the art that gets h e a r d 
a b o u t is the art that is s h o w n a n d the art that is 
w r i t t e n a b o u t . N o t even necessari ly the art that is 
s o l d ; un less i t 's s o l d to a c o l l e c t o r w h o s e w h o l e 
c o l l e c t i o n e v e n t u a l l y gets s o l d . B u t the p o l i t i c s 
of the s i t u a t i o n is that y o u need to have y o u r 
w o r k d iscussed a n d w r i t t e n a b o u t c r i t i c a l l y i n 
p u b l i c a t i o n s w h i c h are c o n s i d e r e d i m p o r t a n t . 
E v e n t u a l l y that needs to h a p p e n . H o w e v e r , there 
have been lots of artists w h o have n o t h a d that 
k i n d of a f f i r m a t i o n for a l o n g t i m e , a n d I t h i n k 
p e o p l e have a tendency to rev iew t h i n g s that they 
u n d e r s t a n d q u i t e w e l l . M o s t of the rev iews I have 
h a d , of this p a r t i c u l a r w o r k . . . a c t u a l l y here, i n 
the [ E d m o n t o n ] J o u r n a l , L o i s Sweet gave w h a t I 
felt was the m o s t percept ive v i e w . 1 8 I n C a l g a r y , 
there was n o rev iew at a l l . 

Q : I n the same ar t i c le , A I l o w a y q u o t e s R o s a l y n 
D r e x l e r , a N e w Y o r k a r t i s t / w r i t e r , as s a y i n g , 
" N o o n e t h i n k s c o l l e c t i v e l y unless they are 
i n v o l v e d w i t h p r o p a g a n d a . " D o y o u see y o u r s e l f 
as a n i n d i v i d u a l w o r k i n g i n i s o l a t i o n , o r as a 
m e m b e r of a c o l l e c t i v e o r c o m m u n i t y of w o m e n 
w h o share b a s i c a l l y the same goals? 

M O S E S : I d o n ' t feel I w o r k c o l l e c t i v e l y . I feel 
that I have s o m e t h i n g i n c o m m o n w i t h lots of 
p e o p l e — w o m e n , a n d n o w , q u i t e a few m e n — 
w h o be l ieve w h a t I be l ieve ; I d o n ' t be l ieve that 
m a k e s m e a c o l l e c t i v e w o r k e r . I w o u l d agree that 
i f y o u ' r e w o r k i n g c o l l e c t i v e l y , to a c e r t a i n extent 
i t is re lated to p r o p a g a n d a . I d o n ' t t h i n k that 
m e a n s i t i s n ' t art , because a lo t is , i n essence, 
p r o p a g a n d a for w h a t e v e r k i n d of art i t is e spous ­
i n g . B u t I d o n ' t feel I ' m par t of a c o l l e c t i v e u n i t , 
w o r k i n g w i t h that k i n d of c o n s c i o u s n e s s . I d o 
feel there is a lo t of b a c k - u p i n terms of p e o p l e 
w h o bel ieve w h a t I bel ieve, b u t they're wr i te rs , 
they're m u s i c i a n s , they're p e o p l e w h o g o to 
w o r k everyday as secretaries, o r waitresses. I feel 
there is a w h o l e g r o u p of p e o p l e that I h a v e a l o t 
of t h i n k i n g i n c o m m o n w i t h , a n d w h o are a 
s u p p o r t system i n their i d e o l o g y . I d o n ' t t h i n k 
I ' d be a very g o o d c o l l e c t i v e w o r k e r , because I 
d o n ' t l i k e the ' r e l i g i o u s ' a p p r o a c h , b u t I share 
the p h i l o s o p h y s t r o n g l y . 

Q : Y o u ' v e t o u c h e d u p o n the r e l a t i o n s h i p bet­
w e e n p o l i t i c s a n d art ; d o y o u see the aspect of 
r e f o r m , for ins tance , as h a v i n g a v a l i d or l e g i t i ­
mate ro le , p a r t i c u l a r l y i n w o m e n ' s art? 

M O S E S : S o m e t i m e s rea l , c o n s c i o u s r e f o r m i n g 
d o e s n ' t w o r k , s o m e t i m e s it does. I see i t i n the 
w o r k , b u t I see a l l art d o i n g that, to a c e r t a i n 
extent . A n y art a c t i v i t y causes p e o p l e to t h i n k 
a n d perceive i n a p a r t i c u l a r w a y . So , w o m e n 
d e a l i n g w i t h very spec i f i c issues are g o i n g to 
have some effect, because it 's s t a r t i n g to n e t w o r k : 
I d o the w o r k t h i n k i n g one t h i n g ; y o u see i t a n d 
p i c k u p o n w h a t I ' m t h i n k i n g ; that spurs y o u to 
d o the n e x t t h i n g . . . T h a t ' s w h a t art has been 
a b o u t a l l the t i m e , i n terms of c a u s i n g reac t ions 



a n d r e f o r m i n g t h i n k i n g . So , yes, I see w o r k as 
d o i n g that . I see p o l i t i c a l w o r k as d o i n g that, jus t 
m o r e o v e r t l y . 

Q : I n reference to the recent s h o w i n g of The 
Dinner Party, i n C a l g a r y , w h a t d o y o u t h i n k 
a b o u t J u d y C h i c a g o ' s w o r k a n d the k i n d of 
e x p o s u r e i t has received lately? 

M O S E S : I t h i n k she deserves the e x p o s u r e . 
T h e r e h a v e been lots of a r t i s t s — m a l e art ists w h o 
have been of s i m i l a r t e m p e r a m e n t , a n d w h o 
have d o n e g r a n d i o s e t h i n g s a n d w h o h a v e got ten 
lots o f e x p o s u r e . I t h i n k she's been a b i t m o r e u p 
f r o n t a b o u t h o w o n e gets i n t o h i s t o r y ; she h a s n ' t 
been d e m u r e a b o u t i t . She's been very u p f r o n t . 
'If y o u w a n t to get i n t o h i s t o r y , get lots o f p e o p l e 
to see y o u r w o r k , y o u m a k e sure y o u ' v e g o t s l ides 
o u t o n the piece , y o u get a c o u p l e o f b o o k s o u t 
a n d y o u d o a l l t h i s . . . . ' It doesn ' t bother me . It's 
n o t w h a t I w o u l d d o . I m e a n , aes thet ica l ly o r 
e m o t i o n a l l y , that w o u l d n o t be a n e n j o y a b l e 
t h i n g for m e — t o w o r k w i t h f o u r h u n d r e d p e o p l e 
a n d d o that k i n d of t h i n g . B u t I a p p r e c i a t e w h a t 
she has d o n e because I t h i n k it is s i g n i f i c a n t , . . . s o , 
m a y b e i t is a m o n u m e n t to w o m e n , w h a t ' s 
w r o n g w i t h that? A l o t o f the c r i t i c i s m seems 
geared a g a i n s t the a m b i t i o u s n e s s of the w o r k 
a n d the art ist . So w h a t i f it 's a m b i t i o u s ? So was 
P i c a s s o ! N o o n e s a i d , ' W e l l , he h a d , y o u k n o w , 
t w o w i v e s a n d t w o mistresses, a n d so he's n o t a 
very g o o d p e r s o n a n d so h is art is n o t that i m p o r ­
tant . ' Y o u are, as a p e r s o n , w h a t y o u are, y o u 
espouse w h a t y o u bel ieve i n . S o m e p e o p l e l o o k 
at i t a n d a p p r e c i a t e i t , o ther p e o p l e c o n d e m n i t . 
T h a t ' s been the n a t u r e of t h i n g s a l l a l o n g , a n d 
j u s t because a w o m a n does i t , i t 's n o t d i f f e rent . 
She's b e i n g very p o l i t i c a l ; p e r h a p s m o r e overt 
t h a n a l o t o f m e n have been, b u t t h e n they d i d n ' t 
need to be. She's t r y i n g to rect i fy a n d b a l a n c e the 
s i t u a t i o n ; i t 's a m o n u m e n t a l t h i n g to a t t e m p t . 
So , I respect her for that . T h e p iece w a s very 
i m p o r t a n t to m e w h e n I f irst saw it , because I h a d 
jus t f i n i s h e d graduate s c h o o l a n d w o n d e r e d , 
' W h a t next? , ' ' W h a t ' s left?. ' T h e n I l o o k e d at 
that, a n d t h o u g h t , ' O h , m y G o d , ' — y o u k n o w — 

' O n e c a n d o a l l sorts of t h i n g s . ' So I f o u n d it 
i n s p i r a t i o n a l i n that w a y — n o t i n the sense that I 
w o u l d r e a l l y feel s t r o n g a b o u t the ceramics , or 
the tapes t ry—I feel s t r o n g l y that s o m e o n e h a d 
the c o m m i t m e n t to d o that. 

Q : F r o m y o u r exper ience , w h a t are some of the 
p r o b l e m s o r obstacles that w o m e n artists s t i l l 
face today? H a s there been any p o s i t i v e change? 

M O S E S : I t h i n k some of the m a j o r obstacles 
are s t i l l i n the r e a l m of b o t h e d u c a t i o n a n d e x h i ­
b i t i o n . I n e d u c a t i o n a l i n s t i t u t i o n s , p a r t i c u l a r l y 
the u n i v e r s i t i e s , w o m e n s t i l l p l a y a very m i n o r 
r o l e o n facul t ies , a n d are of ten i n less secure 
p o s i t i o n s . T h e y are o f ten g i v e n very l i t t l e respect 
a n d very l i t t l e p r o m o t i o n , i n terms of tenure. 
F e w w o m e n get tenure. T h e y ' r e not c o m m e n d e d 
for their i n d i v i d u a l i t y . I feel that the lack of r o l e 
m o d e l s w i t h i n e d u c a t i o n a l i n s t i t u t i o n s is very 
d e m o r a l i z i n g . A s w e w e l l k n o w , i n art s c h o o l s — 
f o r m o r e t h a n jus t this decade—the graduates 
have been m o s t l y w o m e n ; w o m e n have c o m ­
p r i s e d the m a j o r i t y o f the s tudent p o p u l a t i o n , 
a n d yet have been t a u g h t a l m o s t so le ly by m e n . I 
d o n ' t t h i n k m e n are b a d teachers, o r that they 
s h o u l d n ' t teach. I just feel there s h o u l d be a 
b a l a n c e there, so that w o m e n have a chance to 
see other w o m e n s u c c e e d i n g i n the i r f i e l d . Y o u 
c a n use m e n as r o l e m o d e l s , but we have e n o u g h 
educated w o m e n so that there s h o u l d be m o r e 
e q u a l i t y . So , I 'd say e d u c a t i o n is a real obstacle 
i n that sense. I n terms of p r o f e s s i o n a l l i f e a n d 
e x h i b i t i o n s , — m a j o r e x h i b i t o n s — I s t i l l d o n ' t 
t h i n k w o m e n are represented e n o u g h . T h e most 
recent e x h i b i t i o n I c a n t h i n k of is the i n t e r n a ­
t i o n a l one c a l l e d " Z e i t g e i s t " i n B e r l i n — " S p i r i t 
of the T i m e s . " T h e r e was o n e w o m a n , S u s a n 
R o t h e n b e r g , w h o w a s s h o w n . T h a t was a m a j o r 
i n t e r n a t i o n a l s h o w . So, i f that 's a n y i n d i c a t i o n 
of h o w p o s i t i v e t h i n g s are, then I rea l ly w o n d e r . 

Q : W h a t a b o u t alternatives? Y o u m e n t i o n e d 
a l t e r n a t i v e g a l l e r y systems. W h a t are s o m e of the 
w a y s that y o u , o r o t h e r art ists have been able to 



g a i n e x p o s u r e w i t h o u t c o m p r o m i s i n g y o u r in te ­
gr i ty? 

M O S E S : W e l l , there has been p l e n t y of g a l l e r y 
interest i n m y w o r k , not so m u c h c o m m e r c i a l as 
p u b l i c o r a l t e r n a t i v e ga l ler ies . I guess, the w a y I 
a m l o o k e d at is as s o m e o n e w h o they m u s t feel is 
i n t e r e s t i n g to s h o w or s o m e o n e w i t h p o t e n t i a l . 
C e r t a i n l y n o t as s o m e o n e w h o is c o m m e r c i a l l y 
v i a b l e . So , I have h a d the o p p o r t u n i t y to s h o w i n 
some pret ty n i c e gal ler ies . M o s t of the s h o w s 
have been i n p u b l i c gal ler ies w h e r e there is n o 
o n u s o n s e l l i n g . I have been for tunate i n that 
w a y . I s t i l l h a v e n ' t d o n e a n y t h i n g i n m a j o r 
p l a c e s — m a j o r m u s e u m s a n d ga l ler ies ; a l t h o u g h 
m y w o r k w i l l be i n c l u d e d i n a g r o u p e x h i b i t i o n 
at the N i c k l e M u s e u m i n C a l g a r y i n N o v e m b e r . I 
a m s t i l l , i n terms of m y art l i fe , y o u n g at i t . 
A l t e r n a t i v e g a l l e r y spaces are i n t e r e s t i n g w h e n 
they're i n loca t ions where they have some i m p a c t , 
a n d w h e r e they start b r i n g i n g t h i n g s i n . I en joy 
e x h i b i t i n g w i t h i n that system, as l o n g as the 
w o r k is respected. P e o p l e d o seem to be inter­
ested, so far . So , I d o n ' t k n o w w h a t w i l l h a p p e n . 
T h e r e are a n u m b e r of p a r a l l e l gal ler ies i n C a n ­
a d a , too, w h i c h a l l o w for e x h i b i t i o n of lots of 
n e w w o r k , a n d w o r k that is not necessari ly 
c o m m e r c i a l l y v i a b l e , at the m o m e m t . A n d I say 
'at the m o m e n t , ' because, of course , w o r k gets 
in tegra ted . It's pret ty h a r d to stay r i g h t o u t there, 
o n the edge. F o r p e o p l e w h o are s t a r t i n g a n d 
can ' t get s h o w s a n y w h e r e , t h e n b a n d i n g together 
a n d m a k i n g a l ternat ive s p a c e s — m a k i n g a space 
a g a l l e r y , i n s t e a d of w a i t i n g for a g a l l e r y to g i v e 
y o u a s p a c e — w o u l d be the s o l u t i o n ; a n d to start 
w r i t i n g a b o u t the art, no t jus t s h o w i n g i t . 

Q : Y o u h a v e been i n v o l v e d i n at least o n e 
w o r k s h o p o n w o m e n ' s art w h i c h , I bel ieve, 
e n c o m p a s s e d a f e m i n i s t p o i n t of v i e w . 2 0 W h a t 
are s o m e o f the concerns a n d p r o p o s i t i o n s o r 
strategies that h a v e emerged f r o m that s i t u a t i o n ? 

Q : Yes . 

M O S E S : A t that d i s c u s s i o n I t a l k e d a b o u t 
g r a d u a t e s c h o o l a n d m y e x p e r i e n c e — w h a t i t felt 
l i k e , a n d w h a t i t m e a n t — a n d the i m p a c t that i t 
h a d o n m e . F o r s o m e of the p e o p l e w h o are t h e n 
g o i n g to graduate school , . . . I f they feel that they 
are i n a s i m i l a r p r e d i c a m e n t , they m i g h t relate to 
w h a t I have s a i d ra ther t h a n f e e l i n g a n y p r o b l e m 
w h i c h o c c u r s is the i r f a u l t . A l o t o f t h i n k i n g 
c a m e o u t o f i t , a n d a lo t of c o n n e c t i o n s ; I met 
m a n y p e o p l e t h r o u g h that p a r t i c u l a r w o r k s h o p , 
w h o m I s t i l l k n o w a n d a m f r iends w i t h . I t h i n k i t 
gave p e o p l e a sense that they're n o t freaks, o r that 
t h e i r p r o b l e m s are n o t d i s s i m i l a r to the p e r s o n 
s i t t i n g next to t h e m . A s y o u s top f e e l i n g that y o u 
are to ta l ly r e s p o n s i b l e for the w h o l e t h i n g a n d 
s t o p f e e l i n g ' i t ' s y o u r f a u l t , ' y o u b e c o m e m u c h 
m o r e f u n c t i o n a l . 

Q : A n d y o u f i n d that b a s i c a l l y , y o u ' r e n o t i n 
tota l i s o l a t i o n . 

M O S E S : Y e s , a n d I t h i n k a l o t of the reason 
p e o p l e are w r i t i n g t h i n g s , s t a t i n g t h i n g s , for 
e x a m p l e , l i k e J u d y C h i c a g o ' s Through the 
Flower, . . . p e o p l e f i n d that e g o - m a n i a c a l . W e l l , 
f i n e , — i t ' s her e x p e r i e n c e — b u t y o u c a n s t i l l l o o k 
at i t a n d say, ' T h i s relates to s o m e t h i n g that has 
h a p p e n e d , o r is h a p p e n i n g to m e , ' o r 'It doesn ' t . ' 
It s t i l l p r o v i d e s y o u w i t h the i n f o r m a t i o n ; a n d 
that i n f o r m a t i o n has n o t been accessible. M o s t of 
us h a v e n o t e v e n h a d m o t h e r s w h o ' v e g o n e 
t h r o u g h this sort o f t h i n g . So, w h e r e d o y o u g o 
w h e n y o u ' r e h a v i n g p a r t i c u l a r p r o b l e m s that d o 
relate to b e i n g f e m a l e , i n a p r o f e s s i o n a l r o l e , o r 
a t t a i n i n g a p r o f e s s i o n a l role? U s u a l l y , y o u e n d 
u p w i t h a p s y c h o l o g i s t . 

Q : W h a t n e w w o r k o r ideas d o y o u have 
p l a n n e d , o r are y o u c u r r e n t l y p u r s u i n g ? 

M O S E S : W e l l , I jus t f i n i s h e d a piece e n t i t l e d 
M O S E S : A r e y o u t a l k i n g a b o u t the p a n e l d i s - Imposed Images: Mother. It's a series of s ix ty , 
c u s s i o n at the S U B G a l l e r y ? ' s ix teen by t w e n t y ' b l a c k a n d w h i t e p h o t o g r a p h s 

o f di f ferent p e o p l e , a cross-sect ion o f di f ferent 



k i n d s o f p e o p l e ; f r o m o l d e r w o m e n , to b l a c k 
m e n , to n u n s . . . I ' v e t r ied to p u t a l o t of d i f ferent 
p e o p l e i n i t , a n d they're a l l c u t off . It's very 
i m p o r t a n t , i n the p h o t o g r a p h s , that the eyes 
d o n ' t s h o w because t h e n y o u get a t tached to the 
p e r s o n . I ' m c o n c e r n e d w i t h the i m a g e , a n d I ' m 
u s i n g l a n g u a g e w i t h i t . [ I ' m u s i n g ] a ' m o t h e r ' 
p i n , a n d the p i n , the l a n g u a g e a n d the pers­
o n . . . o f course , the m e a n i n g s seem to c h a n g e 
f r o m p e r s o n to p e r s o n . It has been e x h i b i t e d at 
the R o b e r t V a n d e r l e e i i e G a l l e r y i n E d m o n t o n 
a n d w i l l be e x h i b i t e d i n a g r o u p s h o w at the 
N i c k l e M u s e u m i n the F a l l . 

Q : W i t h y o u r p h o t o g r a p h s , i sn ' t c u t t i n g off 
the eyes, a l s o a w a y of c a n c e l l i n g o u t ident i ty? 

M O S E S : R i g h t . Y o u c a n see t h r o u g h the eyes a 
p e r s o n ' s s o u l . B u t y o u d o n ' t w a n t to see that i f 
y o u ' r e s t e r e o t y p i n g . I have i n m i n d , after t h i s , — I 
d o n ' t k n o w i f I ' l l d o i t — t o d o a piece o n C a n a ­
d i a n c o n t e n t . I ' m interested i n the n o t i o n o f the 
se l f -consc iousness of content i n C a n a d i a n w o r k . 
I t ' l l p r o b a b l y be a b i t s a t i r i c a l . I ' m a l s o g o i n g to 
d o m o r e ' E v i l W o m e n ' — t h a t was p l a n n e d to be 
a m u c h larger series. So , I ' m p r o b a b l y g o i n g to 
m a k e m o r e of those. T h o s e are m y t h o u g h t s o n 
f u t u r e w o r k . B u t , w h a t w i l l h a p p e n w i t h t h e m , I 
r e a l l y d o n ' t k n o w . 

N O T E S 

1. Here , Moses refers to the p e r i o d she studied at Case Western 
Reserve U n i v e r s i t y i n C l e v e l a n d , O h i o where she received a 
bachelor degree ( E n g l i s h Literature) i n 1972. 

2. In September 1972 Moses had begun a master's p r o g r a m at 
Y o r k Univers i ty i n T o r o n t o , O n t a r i o . 

3. O n this, Moses comments , " T h e 'evi l w o m a n ' a n d the 'other 
w o m a n ' are not n e c e s s a r i l y c o m i n g f r o m a specif ic w o r k that I 
have read, but f r o m general reading ; the ' e v i l ' q u a l i t y asso­
ciated w i t h w o m e n is a c o m m o n thread t h r o u g h o u t l i terature 
( th ink of Hester i n the Scarlet Letter). It is a c o m m o n stereo­
type. T h e other w o m a n ' is a subcategory of the more general 
' e v i l w o m a n ' a n d the exact t e r m i n o l o g y is used n u m e r o u s 
t imes i n c o n t e m p o r a r y f i c t i o n as w e l l as i n o u r ' n o r m a l ' c o n -
versaton as a society: Is there another w o m a n ? , ' W h o is the 
other w o m a n ? , ' etc. ." 

4. T h e M i x e d M e d i a course was taught by J o h n Fern ie at the 
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read q u i t e a bit of Exis tent ia l is t literature ( M a l r a u x , C a m u s ) 
and a fa ir bit of Absurdis t Theatre (Beckett, Ionesco, Albee) , I 
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beyond the pure ly idiosyncrat ic , i n both Hesse's w o r k a n d her 
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whose a i m is to support the development of new art, especially 
of younger, local artists. Most of these spaces are members of 
the u m b r e l l a o r g a n i z a t i o n , T h e Assoc ia t ion of N a t i o n a l N o n ­
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