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In the Public Eye
Beyond the Statue in the Park

In the Public Eye: Beyond the Statue in the Park explores issues and
ideas related to art in public places. The exhibition reveals the preva-
lence of public art and the impact it can have. Cities, developers,
college campuses, non-profit organizations, artists, and the viewing
public are increasingly involved in decision-making regarding art in
public places. Through art, models, and documentation (photographs,
slides and written materials), In the Public Eye offers the opportunity to
explore questions such as: How can an artwork reflect local history?
What makes a public art program successful? How do some public
artworks become living places or personified objects?

The exhibition will expand each week with additions, for example, that
relate to new developments. Following the exhibition, a set of photo-
graphs, texts, and suggested discussion topics on public art will be
available to schools and community groups on a limited basis.

Among the artists and organizations on which the exhibition focuses are
Maria Alquilar; Anonymous; Mark A. Brest van Kempen; Center for
Southern Folklore; Kevin Fang; Reiko Goto; Maren Hassinger; Edgar
Heap of Birds; Maya Ying Lin; Thomas Marsh; Richard Misrach; Salva-
tore Pecoraro; Francisco Perez; The Power of Place; Public Art Works
(Falkirk Cultural Center); the Ribbs family; Niki de Saint Phalle; Seattle
Arts Commission; Elizabeth Sisco, Louis Hock, and David Avalos;
Deborah Small and David Avalos with James Luna and William T.
Weeks; George Smith; The Stuart Collection; Walker Art Center; Wendy
Watriss; John Wilson.

October 2 - December 6, 1990

Hours: Tu, W, Th 11-4; W eve 7-9

Open 11-2 Sat (October 20 - November 17) and before
selected Flint Center events. Open to tour groups by
appointment.

Reception: Tuesday, October 16, 6-8

EUPHRAT GALLERY
De Anza College, Cupertino, CA 95014 (408)864-8836



Public art dialog:

“A public agency that builds large shapes in larger spaces is inescapa-
bly involved in aesthetics... To leave aesthetics to accident and abide
by the rules of function alone is to waste an important public opportu-
nity. Crumpled buildings and boxlike offices dedicated to bare eco-
nomic necessity crab the public spirit, whereas spaces and shapes
dedicated to the human spirit are an encouragement, expanding the
will.” Alan Sagner (Chair, Board of Commissioners, The Port Authority of New York and
New Jersey) at unveiling of Louise Nevelson's Sky Gate, One World Trade Center, 1978.

Art for the Public: The Collection of the Port Authority of New York and New Jersey (New
York: 1985).

“Our environment is not merely decorative. It is a major force in deter-

mining who we are and what we shall become.” Patricia Johanson, in “From
the Other Side: Public Artists on Public Art,” Art Journal, Winter 1989, p. 338.

Niki de Saint Phalle, Sun God, 1983.
Fiberglass sculpture, 14'. Concrete
arch, 15'. Photograph courtesy of The
Stuart Collection. An annual Sun God
festival, with food and music, is held
every spring at the University of
California in San Diego. People get
married under the Sun God. It has
been dressed with earphones and “Sony
Walkbird” — with cap and gown — with
a “Rambird” headband and machete.
Once a nest was built around it,
complete with a hatching egg.

Photo credit: Philip Schiotz Ritterman.

“| [propose] that public art is art in the mind of the public, that the pub-
licness of place has been largely superseded by the publicness of
information, that objects in plazas are springboards at best (Tilted Arc is

certainly best known as a magazine picture).” Rebecca Solnit, “The Symbol on
the Plaza,” Artweek, January 11, 1990, p. 20.



“There isn’t a lot of ‘public space’ for art. Much is privatized, such as
plazas and malls. In the absence of real physical space available to
artists, artists are turning to media space, informational space, but
virtually all of that is privately owned. How to gain access to informa-
tion, who controls information — this is important to the artist who
wishes a public forum for debate. In the San Diego area, information
about multicultural heritage is conveyed by the tourist industry, curio
shops, and public education. An artist’'s book for discussing alternative
views in the public schools is one avenue. Being creative in the future
involves being creative with the past. It's time for artists to share in the

unfolding of history, to promote the sharing of history.” David Avalos, in con-
versation with Jan Rindfleisch, August 1990.

“Much of the most interesting work has been temporary, provisional,
smaller scale, and often unfunded. These include the projects with
chalked text and sprayed stencils...painted benches, altered billboards,
event ‘sculpture,’ transit art, roof-top designs, and other transit-visible
graffiti and occasionally even funded temporary public installations. (I
remember particularly Christy Rupp’s Social Progress, a snail pulling a

giant corncob, in lower Manhattan.)” John Pitman Weber, in “From the Other Side:
Public Artists on Public Art,” Art Journal, Winter 1989, p. 345.

Replica of Goddess of
Democracy, 1990. Plaster,
9.5'tall. Created by
Thomas Marsh and
students from the Bay Area
who remain anonymous for
reasons of security.
Fashioned after original
sculpture by Kevin Fang
and students in China who
remain anonymous for
reasons of security. The
original Goddess of
Democracy stood in
Tiananmen Square during
the student demonstrations
in Spring 1989. The replica
is used for Bay Area dem-
onstrations related to the
massacre that put an end to
the demonstrations for
major reforms.




“In rural Korea, women have created a form of public art for centuries,
using a minimum of resources. They would find a special, spiritual spot,
usually under a tree, and start to build a pile of stones beneath it. Each
stone would be placed with a wish or a prayer. Some stones were
painted. Strips of colorful fabric were tied from the tree and placed
between the stones. Some piles were so large that one would need a
ladder to place a stone on top.” Jung Choi, in conversation with Jan Rindfleisch.

The bottle pile beside your shotgun house grows bigger— empty bottles;
the beers are brown,

The whiskeys clear, and milk of magnesia comes in bottles of translucent
blue.

But on this summer day you've cut a green bay tree

sheared the leaves away, stubbed the branches

Stuck it upright in your yard...

And slipped bottles over the stubs...

Your bluebottle tree, a hard-won stay against confusion.
“The Bluebottle Tree,” James Seay, Mississippi Folklore Register, Vol. I, no. 3 (1969), p. 108.

“| see public and other socially involved art as the best channels for
independent creative thinking. The notion that avant-garde art has to be
controversial and subversive is an outdated remnant of modernism. It is

now time for art to start functioning again within its social context.” Athena
Tacha, in “From the Other Side: Public Artists on Public Art,” Art Journal, Winter 1989, p. 343.

“In public art, instead of trying to get the sculpture without the controversy,
we might ask that artists think of how to generate the controversy without

bothering with the sculpture. It's the conversation that makes it public.”
Rebecca Solnit, during focus group at the Euphrat Gallery, July 13, 1990.

Cover photo: Untitled, Wendy Watriss, 1987. Detail. Photograph from Watriss'’s series on
the Vietnam Veterans Memorial, Washington D.C., by Maya Ying Lin. “It has a life of its own.
People stand and stare at it. They touch it. They run their fingers over and over the names
of the dead. They lean against it. They trace the names and they cry. Men stand guard for
the others who have died, and for those still missing. It is an altar where people bring the
remnants of war, their feelings about war and death, the relics of personal lives and tributes
to the dead.” Wendy Watriss

“When thousands of visitors arrive to stand, each year, before Maya Lin’s Vietnam Veterans
Memorial, with its seeming unending scroll, a powerful ritual of naming is enacted, individual
experiences occur and collective meaning is generated. The controversy surrounding the
work’s creation was but the awareness that such generation of meaning would take place
and that it might have political implications.” Suzanne Lacy, “Fractured Space,” Art in the
Public Interest, edited by Arlene Raven. UMI Research Press, Ann Arbor, London, 1989, pp.
299-300.



Additional notes from the focus group on public art held at the Euphrat
Gallery on July 13:

“Siqueiros talked about the need for murals to relate to their architectural
spaces in order to create a public experience.” Dewey Crumpler.

“Then maintaining and preserving the mural and its public experience
could be expanded to maintenance and preservation of a neighbor-
hood.” Jan Rindfleisch.

“Public experiences also include concerts in the park and poetry read-
ings.” José Antonio Burciaga.

“ — and guerilla public art, demonstrations, street theatre, altered street
signs and billboards.” Rebecca Solnit.

“— and efforts to preserve the Baylands, for example.” Ulysses Pichon.
“Some neighborhoods are artworks. Gentrification, changing the ma-
keup and the people, may nullify the original reason for being. Mem-
phis’s Beale Street, Providence’s Benevolent Street Soho turns to
Noho.” Brenda Bell Brown, after the focus group.

In the Public Eye curators: Jan Rindfleisch with Patricia Albers, Diana E. Argabrite, Brenda
Bell Brown. A focus group of artists, community people, and educators participated in the
development of this exhibition: David Allen, José Antonio Burciaga, Dewey Crumpler, Bob
Hanamura, Salvatore Pecoraro, Ulysses Pichon, Rebecca Solnit, Barbara Solomon, Nora
Villagran. Concepts and additional assistance: Edith Argabrite, Josh Baer Gallery, Jung
Choi, Fraenkel Gallery, Francisco Perez, Javier Salazar, Carol and Peter Selz.

Maren Hassinger, Weeds, 1986. Wire rope, twenty units, 4'x50'x75". At the Houston
Festival. Photo credit: Mary Margaret.



Euphrat programming is funded in part by De Anza College. Ad-
ditional funders include Apple Computer, Inc., Arts Council

of Santa Clara County, bas Homes, California Arts Council, City of
Cupertino, City of Sunnyvale, Community Foundation of Santa
Clara County, Cupertino Educational Endowment Foundation,
Cupertino National Bank, De Anza Student Body, Hewlett-Pack-
ard, IBM, Junior League of Palo Alto, Pacific Bell, PG&E, Tan-
dem Computers, and Varian Associates.

EUPHRAT GALLERY BOARD: President Joan Barram, Vice President Katherine Tobin,

C. Donald Allen, Sueann Ambron, Deborah Arden, Carol Bacchetti, Dr. Raymond F.
Bacchetti, Joel Birnbaum, Bob Boschert, Roger Buckhout, Cecilia Preciado Burciaga, José
Antonio Burciaga, Deborah Byron, Steven C. Chell, Suzanne Collings, Marcia Cook, Dr. A.
Robert DeHart, Derrel De Passe, Gregory L. Dougherty, Albert A. Eisenstat, Billye B.
Ericksen, Brenda Fikes, Judy Goddess, Dr. Julian E. Gomez, Robert W. lles, James E.
Jackson, Veronica T. Jones, Duane Kubo, Peter Landsberger, Helen Lewis, Michael S.
Malone, Charles Newman, Gloria Rose Ott, Jane B. Reed, Paul Reneau, Frank Robinson,
Barbara Rogers, Stephen R. Stern, Doug Stone, Lawrence E. Stone, Ruth Tunstall-Grant,
Eleanor Watanabe.

FRIENDS OF THE EUPHRAT: Margaret Abe, Patricia Albers, Diana Argabrite, Edith
Argabrite, Ruth Asawa, Asian Heritage Council, Mimi Baca, David J. Barram, Cari
Beauchamp, Kim Bielejec-Sanzo, Martin and Crownie Billik, Jeanne Bock, Brenna Bolger,
David and Doris Bossen, Sharon and Lee Boysel, Sam Bruni, Burbank Press, Nancy and
Ron Calhoun, Donald A. and Elizabeth Campbell, Susan Carrie, Marcia Chamberlain, Alfred
P. Chasuk, Paul Cook, Ron Covell, Cupertino High School Student Body, Michael Davey, De
Anza Renew Program, Sandra Deagman, Ray and Thelma Epstein, Jack and Marion
Euphrat, Fine Arts League of Cupertino, Rena Frabony, Marie Franklin, Ronald and Julia
Friedle, Dr. Thomas and Mary Margaret Fryer, Slobodan and Margaret Galeb, John Gatto,
Mark Gelber, Shirley Gilbert, Mary and Paul Hancock, Harvey Hansen, Amanda Hatherly,
James, Maryann and Torrey Herbenar, Herman and Doris Hijmans, Marshall and Roberta
Hollimon, Carol and Jim Holzgrafe, Milt Jacobs, Frank and Roberta Jelinch, Franklin P.
Johnson, Jr., Jan Karlton, Patricia Kaspar, Judith S. Kays, Trish Klein, Barbara Koppel, Mark
R. Kroll, Patricia Lamson, Linda Lanterman, Dorothy Lyddon, Louis and Justine Mariani,
Peter A. Marks, Philip J. Mason, Audrey and Howard Matthews, Therese May, Tony May,
Jr., James McFadzean, Gerald L. McIntyre, Benjamin W. McKendall Jr., The Hon. Dianne
McKenna, Glen and Ellen Mc Laughlin, Allan and Harriet Mc Leod, Dr. John Merchant, Patty
and William Miller, Ruth S. Miller, Dawn Nakanishi, Robert and Kathy Nellis, Deborah
Newman, Rei Peabody, Erika and Alan Peterson, Holly Pillsbury, Christopher L. Porter, Dr.
Yvette Del Prado, Dr. Lillian Quirke, Robin Quist, Gertrude Reagan, Dr. Barbara Reid, Erika
Richards, Robert C. Rodert, Dr. Alvin B. and Phyllis Rutner, Bill Sanzo, Lucy Cain Sargeant,
Donald A. Schallock, Susan P. Silver, Jennifer Small, Lauralee and Martin Sorenson, Dr. Lee
and Bonnie Stone, Paul Sutton, Paul and Diane Tai, Papita Thani, Christopher J. Treble and
Nancy Benedict Treble, Mignon and Andrew Trice, Nancy Tulloh, James Warren, Dr. Masao
Watanabe, E.C. Wisner, Bob Yamamoto, Edna and Farley Young, and Ruth Zaphiropoulos.

Director: Jan Rindfleisch  Director of Special Programs: Patricia Albers

Assistant to the Director: Brenda Bell Brown Communications Coordinator: Jana Good
Community Outreach Coordinator: Virginia Marquez Grap Education Coordinator: Karen
Shellhammer Associate Education Coordinator: Diana Argabrite Consultants: Pamela
Sharp, Ruth Tunstall-Grant  Staff: Edith Argabrite, Holly Pillsbury, Nancy Calhoun, Tom
Carson  Student staff: Doug Cloud, Vicki Johnson, Hon Fai Ng



