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Deadly Sins & Worlclly Virtues

“Hence thou mayst comprehend that
love must be The seed within yo::rse}vas
0}( every virtue, And every act that
merits punishment.”

— Dante, Purgatorio (canto XVII)

Jill Bedgood locates her mixed-media
installations Deacﬂy Sr'ns/%r/dfy Virtues
somewhere in the nebulous frontier
that separates goocl from evil. Turning
away from the arcl'letypes of Heaven and
Hell, she peers instead into a shaclowy
realm somewhere in between. When
Dante formulated his own cosmological
taxonomy in the early l‘jdth-century,

he 1'ecognizecl the church's concept of
Purgatory as this midpoint. Populating
it with a hierarchy of imperfecf souls,
he arrangecl his penitents accorc[ing
to the Seven Dea(l]y Sins. First came
souls whose excessive love spawned pricle,
envy, and anger. Next were those whose
deficient love brought sloth, and Fina“y
those whose pervertecl love bore avarice,
g}u’t’tony, and lust.

The painter Giotto, along with other
Renaissance artists such as Bosch and
Bruegel, })roug[lt this sul:)iec’t into the
visual realm. During a recent visit

to Giotto's Arena Chapel in Padua,
Bedgood was drawn to a series of small
genre scenes depicting the Seven Dcacu)r
Sins. (The chapel, appropria’cely enough,
was built to atone for the sins of Rinaldo
Scrovigni, a notorious usurer). Fascinated
L}y these small paintings, which are Lzsuaﬂy
overlooked in favor of the largcr scenes
from the life of Christ, Beclgooa[ noticed
that they are located lower down on the
wall beside the pews at eye level, thus
serving as constant visual reminders to

the fa ithful.

Exploring the nature of evil, Dante
found these Deac“y Sins to be cleplora})le,

but not necessarily damnable. Giotto

S;'"af;: ﬂn’ness/ Inertia.
2000, Mixed Media Sculpture: Decal transfers on fabric, pillaw, granite. 10" L. x 25" | x 19" w.

presen’ted his Deac“y Sins along with
the Heavenly Virtues, suggesting some
sort of continuum from goocl to evil.
Both suggest there is a line that must
be crossed. Intrigued by this restless
bounclary, Be({good asks us to consider

ow in our own times “do human acts
cross a line into sin and into evil?” How
is circumspection turned to vanity,
innocence to jealousy, or justice to
vengeance? What transforms fortitude
into lassitude? When do the guileless
become grasping, the temperate voracious,
or the lover licentious?

In approaching these questions, Bedgood
groumls herself materia“y in her art.
Pl’lysica“y investing herself into each
worle, she sculpts, casts, paints, sews,
and assembles an incredible array of
objects meant hoth to delight us with
their exquisite construction, and repel
us with their revelations. Cloth is
c[elicately hand-stitched. Wax and ]ipsticl:'
are struck into medallions. Images are
drawn onto decals and transferred.
Bedgooc[ moves smoothly from tiny
oil paintings to large abstractions, from
cast bronze to welded steel. “The activity
of malzing the worl?," she expiains, “allows

me to feel what goes l:l'lroug]‘l someone
else’s mind.” Traces of this process,
like forensic eviclcnce, force visceral reac-
tions as we examine the ritualistic way
she has used candles to pierce ’cln‘ough
steel woo[, for example, or hair to

sew up wax paper. Coarse ropes strain
as tl1ey bind an empty chair. A stained
cloth presses c|austroplwbica”y
downward. Rock crushes a pi“ow. A

dress l'langs empty.

With each work we are place(l ]}O(Iily
into uncomfortable confrontations.
Significantly, none of these installations
include a human prop to diffuse the
directness of the encounter. In the spirit
of Goya’s Los Capriclms, Bec[goocl
implicates the viewer in each equivocal
ta]::leau, allowing us physicaﬂy to realize
our own complicity or victimization.
These encounters are private and
personal, as she points out: “All these
things happen with no one around.”

Belying the effort of its construction
S/ot/afuiness/]nert:’a conveys the very

ethos of torpor while preying upon our
hidden desires. A granite sphere (a head
perhaps?) has fallen and come to rest,



nestling in peace[ul slumber within
the plushness of a pillow. What effort
18 l‘equirc(l to frustrate gravity and move
the wcight? Too much. Qur attention
is drawn instead to the pi“uw itself,
covered attractive]}r with beautiful hand-
made transfers {'acciiously clepicting the
familiar arhoreal mammal. We ]augh at
the pun. This is an item of uom&:rt,
luxury, and guilty p]easures.

Equa“y seductive but more ominous
in tone, ur.orga::@4se/.com presents us
with a cast bronze heart protcctcd ])y
a delicate gIﬂSS casket that is lined with
(leep red velvet. “ea\fy yet ljragile, vital
yet lifeless, it is I)l‘ice[ess yet open to the
l\igllest bidder. Ttansplante(l, a heart is
the vital organ capable of bringing life
to a lmdy racked l)}r disease or excess.
Placed in a reliquary, it is the sacred
heart of Jesus miraculously restoring
flesh and spirit. It is precious, singular,
and insufficient to meet demand.
Playing‘ on the conflict inherent in
desire, Bedgood allows us to see it as
an image of hope or of greed. A hag
gnawing on a heart was once ‘Lllc
persoui[ication of envy. And vet the
heart was also a symlml of love when
pierced l}y an arrow. Its motto: “Amor

vincit omnia” (Love conquers a“)

The dichotomies Bc:lgm)d sets up in
her work seem aIways to return to the
tension between what she describes as
“indulge” and “indulgence.” The work
is about “wanting to indulge yourself,”
she explains, but it is also about account-
ability. Critical of the quicle fix offered
t[1r011g11 the re]igious in(lulgcnce -
payment to avoid punishment for sin —
Bedgood echoes Erasmus’ 16th-century
reproacli: “What should 1 say of them
that l‘lug themselves with their counter-
feit parclons?"

Uusparing as it addresses this question

of culpability No! place like home exposes

l—_

predatory secrets and hidden suf{ering.
Tiny shoes placed before a draped chair
initia”y duliglﬂ: with their sparlz[ing
contents. Loolzing more close]y, however,
we see broken glass. Funerary rather
than functional, these shoes migl]t be
spcctral monuments to a childhood that
once was. Pastel birds printed onto the
dainty fabric offer the pussi]uility of
escape. But disembodied pink shapes
float menacingly to encumber and
obliterate them. Reminiscent of Bosch's
Garden O}( Em'f]?/_y De/.fg/n‘s, tlley suggdest
viscera, sexual organs, and obscene toys.
A ligllt\veight cast aluminum tiara has
fallen to the floor amidst artifacts of
g‘lamour——a mirror and Iipstic!e discs
stamped with the words “indulge” and
“indulgence.” An innocence has jealously
an(‘l lnlngrily }700!1 C()llsllllle({, l)Ut tl]l‘!
author of this violence has (lisappearecl.
The fabric has been turne(l insi(le-out,

l1i(ling, or perhaps protecting son‘letlling.

Exposing clandestine evil in Cardinal
Sin, Bedgood creates a voyeuristic
context both incscapa])[c and {'rigl)tening.
Aliring the dirty launciry, she llaugs

a cloth so that we see mostly traces
and stains that have seepecl i:]n'ough
the paintetl front. Reminded of Agnes
Martin’s minima[ist visions at first,
we quiclely make unsavory associations
with the puc[ecrs and hairs covering the
material. This levitation is not an
cthereal ﬂigi-lt caused l}y divine love.
It is a perverse transverberation, an
attempt perllaps to escape violations of
the Flesh. Be]ow, almost c]inical, an
empty bed bears witness to fluids and
flesh. From a tonsured target, hair
spi“s out under the shee’ts, ﬂowing
]')lOU(”iL?e ])llt leﬂ\’iﬂg no permanent
mark. Phantom shoes on the canopy
above provide an orientation to the work
while suggesting a malevolent presence.
Who has placed an inclulgeuce coin
into the slot to participate in this
economy between sin and virtue?

Bedgood does not always present the
transgressor as external to the victim.
In Pearls before swine she explores
self-destruction througll waste and
excess. Traus{orming a necklace into
diet pi“s, she funnels them into a
rubberized ])ag stuffed with oily lamb’s
wool and bound with rope and surgical
stitches. A rancid medicinal smell
emanating from the work provicles

a S{artfing flisjunction between
consumption and pleasure. But this
C(?Ilslll"l'lpti{)ll seems less ('il)Ul.lt {eediﬂg
the {Jo(ly, than excess tlu‘cugll privation,
a gvotesqucly fashionable pltenomenon.

Fashion or glamour, a unitying theme
for several of Betlgood’s ins{allatiuns,
is most (werlly explorecl in Fashionable
Causes: Sfep Lig/‘.ffly/ Land Mines.
\Weiglw(l down lvy a heavy bronze tiara,
an ethereal lace gown treads clangemus]y
over landmines caug‘ht in its train.
Stan(ling empty, the dress is a iroula]ing
com“ary to tl'le Emperor’s new clothes,
a !'HO(.IOI‘['I (lﬂy ['Elil'}" t«'][C a}mut 1}1'5.110055(35
and celebrities ([rape(l in the trappings
of a haute couture runway. This is a
creepy cocktail party where the guests,
like their props, are vacuous. Beclgm){l
sees her work in terms of modern
(lcceptions — rationalization, lwtrayal,
seduction, and masqueraclc. We deceive
Oursclves, as she suggdests, when we fail
to hold ourselves accountable for evil.
Evocative and articulate, her work
critiques but does not dictate behavior.
There is no [inger pointing. There are
no strawmen. It is enougll to take a
good hard look and face depravity. This
is not an easy thing, but then again, as
Georges Bataille describes the process:
“We flinch away and yet...” To approach
Beclg(m(l’s work is to in'lplicate ourselves.
It lures us in, stings, and summons
us again,

Anastasia Easterday, Ph.D.
April, 2000
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Resides in Austin, Texas

Bedgomi has a B.EA. from Louisiana
State Urlivel‘sily at Baton Rouge and
a M.EA. from the University of Texas
at Austin. Grants include a Residency
in Bellagio, Ttaly, from the Rockefeller
Foum[ation_. to work on a proposa[
for a collaborative installation with
Bew—:rly Penn Lluring October 2000.
Other grants include the New Forms
Regiunal [nitiatives Grant, funded l)_\_-
the Rockefeller Foundatinn, the An(ly
Warhol Foundation for the Visual Arts
aml the National Endowment for the

Arts, 1993-1995, Mid-America Arts

Pearls f’cﬂ)re swine.

cloth, rubber, lamb's wool, pi”s. 40" h, x 118" ], x 45" w.

Alliance/National Endowment for the
Arts Award in SculpLurc, 1989, and
an Art Matters Inc. Grant, New Yorle,
1989. Exhibition fe“ows}lips include
the City of Abilene Sculpture in the
Parlt, z’-\l)ilenc, Texas, 1997-1998, and
the Connemara Conservancy ‘Sculpture
Exllil)i[ion, Dallas, Texas, 1996. She
was a lellow at the MacDowell Culnny
in 1988 and the Virginia Center for
the Creative Arts in 1994

Bctlgnml has Complctc{l pul)lic art
commissions for the City of Austin’s
Art in Public Places Program which
include “Texas i\’lyllu)logyﬂ-cxas Realilyn

for t]w /\ustin-Bcrgstrmn InLernaLinnal

2000, Mixed Media Scuipturc‘: Galvanized tin, pewter, p(\‘ll‘l:‘,

Airport, 1995-1999, “Twenty Botanical
Paintings” for the Austin Convention
Center, 1995-1998, “Community
Quilts: Broken Dish and Tile Mosaics”
in collaboration with Steve Wiman
for the South Austin Senior Citizens
Activity Center, 1993-1995, and

“ Playscapo Designs” and “Phantom
Sl‘lip I\quatic Bas Relief Wall” for
Zilker Park Playscapc, 1988-1991.

Bedg‘nm] has exhibited extunsively in
museums and alternative spaces in the
United States.



This Panel: No/ pfacc fike howme... 2000. Mixed Media Scurptuw: \Yf’(m&, oil on c]ol]1, aluminum, piaster, rl‘ninestmlcs, giass, rope, lipslicl:, mirror. 32" h. x 35" | x 18" w.
Cover Panel: Cardinal Sin, 2000. Mixed Media Scu[phlrt‘: Stee!, steel woul, cam“cs, oil on clnll], llai_r, cliarc(:al, wax, and suspcm.!etl cloth. 50" h. x 60" |. x 25" w.
Back Panel: I.-Tr,organ@'éfscﬂcom, 2000. Mixed Media Scu]pturc: Bronze, brass, giass, fabric. 11" h. x 10.53" w. x 8.5" d.

(Martin Harris, p]wlngraplwr}
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Now celebrating its 22nd anniversary,
Women & Their Work presents over 50
events a vear in visual art, dance, theater,
music, literature, and film. The gallery
features on-going exhibitions of Texas
women artists and brings artists of national
stature to Texas audiences. Since its found-
ing, Women & Their Work has presented
1591 artists in 193 visual art exhibitions,
98 music, dance, and theater events, 19
literary readings, 12 film festivals, and 152
workshops in programming that reflects
the ethnic and cultural diversity of this
region. Nationally recognized, Women &
Their Work has been featured in Art in
America, ArtForum and National Public
Radio and was the first organization in

Texas to receive a grant in visual art from
the National Endowment for the Arts. Women
& Their Work reaches over 5,000 school
children and teachers each year through
gallery tours, gallery talks with exhibiting
artists, participatory workshops, in-school
performances, dance master classes, and
teacher workshops.

Wowey & Tuzir Work

1710 LAVACA §T.
ALSTIN, TEXAS 78701
(al2) 477-1064

Wiw@eden.com
www. womenandtheirwark.ory




