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“My purpose is to tell o][ bodies which have
been transformea] into sllapes o][ a c]:fferem‘
kind (i Ovic], Metamorp}loses, Book L 12)."

In the F/ags of Bureaucracy IWu/tl'p/y, a
pair of emblems gain l)ocly and take root
upon a single land mass, which floats upon
a circular panel, the whole l)ecoming a
miniature and essential world. In Circle
Defied by Revolution, two circular panels
and their gravitational interval evoke the
four elements and enact a cosmic genesis.
Topograpl'iies from stratospl'ieric l'ieigllt,
the two Flechas (Arrows) are condensed
into mag‘nitie(l organic patterns and
stiapecl into rliyming vectors. Toward the
actual size and protile of lotus pocls, Vainas
Respiran (Poals Breat/w) nestles pearlescent
Jflruit, pulsates with incandescent ligl‘lt, and
traces its own constellation. As currents
flow tl'irougl'i Flood Plain, its perimeter
expancls inexoral)ly, its basins cleepen
mysteriously, and its surfaces transform

into a clelicately animated envelope.

The art of Dapllane Park concerns
nature, but the nature not normally
seen. Its ol)jects, its appearances, come
from l)elow, al)ove, outside the usual range
of perception. Its forces, its energies, are
so rapicl, slow, or pervasive that tlley are
practically invisible. Its interrelations are
SO complex, inhere so (teeply, that their
ot)jective clescription l)elongs to the
sciences. Moreover, these are rendered
with a completeness, a uniform resolu-
tion, an intermingling of scales, and
a simultaneity of perspectives that belie
optical experience and discount familiar
measure. If this nature were somehow
accessible to the senses, it would not be
apprehended thus. Natural but unnat-
uraistic, sul)jective but universal, Park’s

art is essentially and (toul)ly imaginary.

There is a l‘urtl'ier, human content in
her art. It is intentionally prol)lematic
and provocative. In earlier worlzs, it is
manifest in ol)jects whose scale is touch-
ingly inappropriate or in structures whose
very e(tges and upriglltness seem laugli-
al)ly arrogant. In some instances, there
are antl'iropological remains, vestiges of
human forms and manutacture, that are
l)eing reabsorbed l)y their environment,
dust-to-dust in an unmistakable vanitas.
In otliers, the contemporary world is
reduced to an ironically pretty detritus
that is clwartecl, overgrown, swept away.
Nowhere are there admitted animate
lgeings as such. Park’s ot>jects bracket the
realm of human presence and activity,
and her forces overwhelm it. Tlius, her
art is also ecological in its explicit

concern and constant implication.

Imaginary, icteological, but empliati—
cally material: Park’s representation
of nature is equally distinctive in its
pllysical consistency and sheer l)eauty.
Her surfaces are no more neutral
fields across which representation
unfolds than her sul)jects are a
surrogate reality seen tlirougll a
metapl’roric window. Exaggerateclly
dimensional, Complexly articulated,
and weigllty, her paintings insist upon
an iclentity and function as ol)jects.
The two-dimensional vision may be
primary, but the panel introduces
other representational clements that
can prepare, ecllo, even contradict.
Paint itself enters as another form
of matter. Usually it yields a counter-
point of meticulous touch, exquisite
variegation, and selective impasto.
Occasionally, as in Fhbod P/al'n, paint
is repeateclly appliecl, rubbed, sanded
back, and glazecl over in an actual
layering, like that of the late Turner,
that saturates color, splinters ligl'lt,
and plumt>s cleptl'i. While Park’s

nature escapes easy recognition and

defies optical habit, it encourages tactile,

possessive, even kinesthetic responses.

In each of these senses, Park’s represent-
ation of nature lies outside the dominant
Western tradition. That tradition arose
with the Baroque, carried into plloto—
graplly and film, and operates in most
lives “as common sense.” Its sul)ject

is the appearance of tl'iings, those aspects
of reality that unfold in a particular time
and space, those that are apprelien(le(l l)y
the senses and above all siglit. It makes
nature into aptly termed “lanclscape” and

“still life,” determines formal aspects
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accorcling to the intended viewer percep-
tual experience, and generates furtlier
meaning in relation to that viewer's
assoclations. (l\/leanwliile, shorn of illu-
sionism and metapllor, nature became
the sul)ject of stea(lily (liverging researches
in the sciences.) In this anthropocentric
conception, the work of art becomes a
surrogate, controllecl, and therefore
possessal)le reality. To the extent that this
conception is prone to the (listortions,
conducive to the attitu(les, that can
simplil:y or impoverisli man'’s relationsllip
to nature, Park’s representation is again

a critique.

There are, liowever, numerous other tra-
ditions of representation from which
Park has drawn inspiration. Before
Baroque naturalism and the research
of form and rhetoric that preparecl it in
the 16th century, the Western tradition
itself described nature in terms that were
still visually abstract and intellectually
apprelien(lecl, so if less recognizal)le, more
suggestive ofa pervasive order and forces.
The early Italian schools of painting
were the tirst, most sustained and varied
in this clescription, and the Sienese of
the 15th century were the most lively
and engagding. It is not surprising to
learn that Park turned early to the
lmclzgroun(ls and natural incidents of
Sassetta and Giovanni di Paolo, as well
as Fra Angelico among the Florentines,
al)sorl)ing all she could of their quietistic
schemata and selfless craft like a latter-

(lay pre—l\)apliael ite.

No less relevant are some long and com-
plex traditions of representing nature
outside the artistic spllere. Cartograpliy,
with its dense syml)olism, systematic
information, purportecl anonymity,

but at the same time inherent and often

strileing visual aspect, has been a constant

source. Of particular interest seem the
intuitive projections and oversized fea-
tures of early charts, the almost tactile
differentiation of surface in topograpllic
stuclies, and the strangely mixed metaplior
of i(leological pattern in political maps.
Pertinent too are scientific illustration
and (liagrams of the kind in museums of
natural liistory, with verbal and visual
information intertwined and given quasi-
representational arrangement. These
forms were continuous with artistic
representation tllrougli the Renaissance
and set upon their own courses only after
the triumpli of Baroque vision. By incor-
porating them Park extends the reach of
her art while reasserting their artistic

lineage and quotient.

Park derives further inspiration from
the representation of nature in several
non-Western traditions. Persian mini-
ature painting is cognate in appearance
and parallel in lessons to Quattrocento
panel painting. More distinctive and
important for her art are the liyl)ricl
forms of Latin America, where she has
frequently traveled and lived for extended
periO(ls. Colonial painting has encouragecl
the indifference to rational order and the
preiererice for ego-less clescription. The
insistence upon pattern in many cultures,
with its stylizecl fauna and metapliysical
implication, has informed her repetition
of motif. The general, etlinological
appreciation of craft as sacramental
lielps explain the irreducible and reflex-
ive materiality of her art. And l)eyoncl
the strictly visual, the magical realism
of Latin American literature is funda-

mental to her conception.

Park is certainly not alone in these con-
cerns, their relerences, and the cultural
critique tliey imply. The representation of

nature is a vital interest in contemporary

painting. While some artists have con-
tinued in the line of romantic alostraction,
others have resuscitated and sul)tly altered
the tradition of metaplwric illusionism.
While Vija Celmins has invoked the
scientific tradition to a comprellensive
and deistic effect, Joan Nelson has cult-
ivated special materials and craft toward
a more talismanic one. And there seems
no sliortag‘e of artists in various media
who offer quite explicit criticism of
prevailing attitudes toward nature and
the art that has consented to it. The
telling‘ differences are, | tliinlz, the com-
fortable repleteness, the palpal)le joy,

tlie essential reverence ol Parle’s worle.

]onatlfzan Bober

Curator 0][ Prints, Drawings and
European Paintings

[ack S. Blanton Museum o]( Art
The University o][ Texas at Austin
May 22, 2001
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SELECTED EXHIBITIONS
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The Huntington Gallery, University
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SOFA Gallery, Indiana University,
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1997-98 Fuii)rigilt Research Grant.
Quito, Ecuador

1996-97 David Price Endowed Presidential
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SC[]Olé\rSl'lip

University of Texas Continuing
Feliowsilip

University of Texas

Travel Grant. France
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1995 University of_ Texas Liberal Arts
Sci)oiarsi’)ip tor Stu(iy Abroad
Uni\fersiiy of Texas Travel Grant.
Itaiy

1994.-95 David Price Endowed Presidential

Sciioiarsliip

1993 Indiana University Honors
Division Creative Activities

Grant. Central America

ACADEMIC APPOINTMENT

University of Texas, Austin, TX
Lecturer — Drawing, 2D Design
1—\11g‘ust 2000-present

Austin Museum of Art, Laguna
Gloria Art Sci’)ooi, Austin, TX
Instructor — Inciepencient Stu(i ,
Drawing, 2D Design, \Vatercoi
Septem er 1999-Present

South West Texas State University,

San Marcos, X

Lecturer — Painting, 2-D Design, Color Ti’leory
August 1999-May 2000

Universidad Central, Quito, Ecuador
Professor — Painting

September 1997-May 1998

University of Texas, Austin, TX
Yizac/zing Assistant — Drawing, Watercolor,
2-D Design, Photography

August 1994-May 1997

University oj(‘ Texas European Stucly
Program, Italy
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