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Except for the absence of human sensibility, the computer is a most awe-inspir-
ing machine. But the language of the computer is the language of technology,
not the language of design. It is also the language of production. It enters the
world of creativity only as an adjunct, as a tool —a time-saving device, a means of
investigating, retrieving, and executing tedious jobs — but not as the principal
player. In education this art versus production dilemma is inescapable. The
moment the balance is disturbed in favor of production, the computer becomes a
hindrance to invention and a barrier to the link between mind and work.

“Because the modern world lives by machinery,” comments a distinguished
educator, “it favors the mechanical in all things, whether all things benefit from
it or not.”' To the extent that the machine replaces the hand and prevents

i 2cques Barzun, the student from practicing the manual skills, the computer is an intruder. To the
! ﬁ;ﬂi‘:j“h’ extent that computer theory replaces, and is confused with, design theory,
(Chicago, 1991). 28 it is equally misplaced. The ambience of the art school is not the ambience of the
computer environment. If computer skills are demanded in the the job market,
students must, somehow, find time to learn these skills. Once students feel
at home with design —and this takes a very long time — they are free to choose
their tools. A Yale student once said, “I came here to learn fow 20 design, not

how to use a computer.” Design schools take heed.

In an even more serious vein, the author of Zechnopoly comments: “What we need
to consider about the computer has nothing to do with its efficiency as teaching

tool. We need to know in what ways it is altering our conception of learning, and
how, in conjunction with television, it undermines the old idea of school.... New

Neil Postman, technologies alter the structure of our interests: the things we think about.™

“The Judgment of Thamus,”
Technopoly
(New York, 1992), 19, 20 “It’s only a tool, like a pencil or brush.” This often-quoted remark is as seemingly

innocent as it is disingenuous. Clearly the computer is more than a pencil or
brush. For storing information, for producing intricate configurations and accurate
diagrams, for eliminating the ennui of repetitive operations, and for doing

things swiftly it has no equal. However, concepts and ideas spring from the mind
and not from the machine. Without a knowledge of design, the computer

(like the pencil) is more than useless, for it is capable of producing enough
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superfluous material to create the illusion that one is inventing when, in fact,
one is merely producing variations on a theme, often of nothingness. This
problem is particularly irksome in the field of design education. The student
who has been concentrating on learning the intricacies of the computer fecls a
sense of accomplishment once he or she has mastered the machine. This creates
the impression that one is now a competent designer when, in fact, one has
been conditioned to “see” (like Pavlov’s dog) mechanics rather than aesthetics,
speed rather than direction. All this means, of course, is that the student has
not been deeply involved in the study of design. However, he or she now has the
necessary qualifications to enter a design studio, with the prospects of wind-
ing up a second- or third-rate typesetter.

Because it confuses technique with form, discussions about whether the
products of the computer are a legitimate art form are irrelevant. They act as a red
herring to divert one from the real subject at hand, which is not technology

but design. It is a truism that every technique yields its own unique mannerisms,
but this has less to do with ingenuity than it does with the accidents of tech-
nology. The notion of the computer as a “creative tool” is misleading in that it
implies that invention is a matter of pushing buttons and moving around a cursor.
The kind of images that the computer can generate may also be misleading,

in that they often /ook new; again, this conundrum is more a matter of technique
than of substance. The phrase‘the tool of the future” is equally suspect. It
seems also to suggest that the hand and mind will eventually become atrophied.
Allin all, what these expressions have in common is that they promise more
than they can deliver.

This is not to deny the real fascination computers hold for all of us; the prospect
of sitting down to “play” with a machine is a heady one. But at the same time
this play may sidetrack students from the real work of design, the step-by-step
participation in the process of thinking through a problem. It may also deprive
students of the drawing skills that develop only after hours and hours of practice,
pencil or pen to paper.




Thhis drawing and the one on page 185 were executed by students with ruling pen,
straight edge, and compass. Peter Motel, Kunstgewerbeschule, Basel,
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One wonders if what happened to handwriting with the invention of the type-
writer will happen to other manual skills with the intervention of the computer.

It would, obviously, have been faster and much easier to render these two
drawings by computer. But this would have meant the loss of valuable practice
5. TJacques Barzun, and experience in the use of tools and materials. “Working out [the] steps
E‘;f}ff{“’ Be Pre-Posierous” by hand,” says Jacques Barzun, “gives the mind that ‘feel of the material’ which
(Chicago, 1991), 92 is essential to mastery in any art or crade”? As for the sensibilities that flow
‘only through the sinews of unmediated experience;”* these too would have been
+ [;%ﬁifsf;mg formation lost to the workings of a moving cursor. Equally lamentable, the students

(New York, 1992) would have been deprived of the pleasure of accomplishment.

For every competent designer, there is a host of competent computer operators
whose numbers account for the kind of trendiness that is saturating printed
media today. Of course, the computer, like any special tool, will produce visual
effects not possible by other means. Inarguably, the virtue of the computer for
the designer is the abundance of graphic possibilities it lays before him or her. In
the hands of a thoughtful designer, this may be useful. Computers may even
help in the creative process by suggesting visual possibilities unimaginable with
other techniques, or by helping to solve problems specifically designed for the
computer’s capabilities. But this same virtue or potential is easily exploited for the
sake of effect by designers who may or may not have learned the difference
between an effect and its essence. The baffling complexity of much computer-
generated design today is a testament to this learning gap.

When to use computers is certainly as important as how to use them. In the

school environment, they should be a part of the curriculum but not #e curricu-
lum: nothing can replace the hand in the early stages of design education.
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Yale University
School of Art Graduate Program:
1989-1990

One of the purposes of a professional education in the visual arts s to expose the scudent
wa series of expericaces similar to those he or she will confront in the daily life of an
artist. A¢ Yale, it our intention to provide an educational context within which promising
students with strong motivation and dedication can pursue their disciplines in depth.
e essential experience of a student’s two vears here s likely to be found in the practical
work of the studio, whether in the solitary exploration of the painter, sculptor, or
photographe, or in the problem solving activity of the designer. Such work will be
supported and enriched by knowledge and skill gained from formal studio courses within
the School, and in academic courses chosen from the resources of the entire Universicy.
ach student is exposed to a wide range of aesthetic and eritical positions, both through
contact with the regular faculey and with the many visiting artists who are invited to
e Schaol cach term. Our aim is to provide a visual education and to build —by rigorous
study. challenge and discussion — aesthetic positions founded not on the fushions of
the moment, but on each scudent’s sense of history and firm personal conviction. What
cannot be taught, but only recognized and supported. is creative energy and imagination
Sueh ateributes are the student’s own.  — David Pease, Drant

MLEA. Programs of Study:
e Yale Universicy School of Art offers professional studies leading to the Master of
mg Arts degree. Men and women holding a Bachelor’ degree from an accredited colleg
university or a diploma from 1 four-year aceredited professional art school are eligible
0 apply 1o one of the following areas of study: graphic design, painting /printmaking,
phorography or sculpture. Normally the course of study is completed in two years,

The School of Art also offers a course of study for students in Yale College including a
smajor in art in the arcas of graphic design, painting/printmaking, photography, and sculp-
ture The instruceion in these programs s provided by the faculty of the School of Art

Who Can Q
Ihe Universicy is committed to basing judgements concening the admission, education,
and employment of indivicuals upon their qualifications and abilities and affirmatively
seeks (o atcract to its fuculty,scaff and student body qualified persons of diverse
Dackgrounds. In accordance with this policy and as delincated by federal and Connecticut
Jaw. Vale does not discriminate in admissions, educational programs, or emplovment
against any individual on accoun of that ndividual’ssex, ace,color. eligion, age.
handicap. or national or echnic oigin: nor does Yale discriminte on the basis of seual
orientation. University policy is committed to affirmative action under law in emplovment
of women, minoricy group members, handicapped individuals, special disabled veterans,
and veterans of the Vietnam era. Inquiries concerning these policics may be referred
10 Charles H. Long, Depuey Provost of the University. 118 Hall of Graduate Scudies or
Fiances A, Holloway, Direcor of Affirmative Action, 8o Wall Street, 203-43:-0849-

Applications:

Vo Prliminary Seeecion,applicanss e evaluated by Admisions commitees on the
basis of a slide portfol th academic records,
setement o e, All andidatesfos admission syl 0 spcif area of study

an. painting/ print . sculpture). The application fec is
$60.an applications for .Adml\\mn uumm complete in ll respects no later than February 1,
preceding the September for which admission is sought, Applicancs who have pussed
che Preliminary Selection will be notified by mail prior to March 1. At this time, for Final
Selection purposes, applicats will be asked to send or deliver actual work and will
be invited to schedule an appoinemen for an individual incerview. Final notification of
aiission will be nailed in mid-April. Acceptance is not dependent upon the
student’s financial position.

“luition:
The tition for 1990-91 is under review and will be announced in the spring. The current
caition rate s § 10,750,
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Financial Aid:
“Ihe School of Art, in canformity with University policy. offers financial assistance to
applicants only after the applicant hay been accepted for admission and only if a
GAPSFAS analysis is on file with the School. Assistance is based upon need and limited
by available resources wichin the School. Although the number of students receiving
financial aid varies each year, in 1988-89 approximately 8o percent of students in
the School were receiving some form of financial aid. Tuition Scholarships, long term
Toans and cployment apporcunities are integeal to the School’s financial aid program.
“Iie School of Art offers a special program of assistance based on minority status through
the Ford Foundation. While Forcign Nationals are not cligible for Federal loans or
workestudy progeams. some University scholarships may be aailable.

Additional Resourc

Resources available to students who attend the School of Artinclude
The Yale University Art Gallery
“The At Library which includes a slide collection and photographic
archives
Ihe Department of History of Art
“Ihe Yale Center of British Art and British Studies
“The Audio Visual Center
The Arcand Architeeture Gallery in which seudent work s exhibited
e Beinecke Rare Book Library

Inquiries:
Al requests for the current School Bulletin (which contains more detailed information)
and application forms should be addressed to the Office of Academic Affairs, Yale School
of Art, 1605A Yale Station, New Haven, Connecticut oszo.
An Open House introduction to the School at which representative members of the
faculey will discuss the programs and visitors will be given s guided tour of the facilitics
willtake place on Wednesday, 29 November, 1989, All prospecive applicants are
encournged to avtend.

School of Art Faculey 1989-1990

Graphic Design:
e graphic dosign program admits 18 students cach year. They share two lrge design
studion with related workshops and facilities for photography. letterpress typography.
computer-sided typography, drawing, printmaking and bookbinding, Each student
has a faculty advisor, but the entire faculey is available to all the stydents for criicism.

Class work involves theorctical studies. work on applied problems and individual projects.

Group meetings are held cach term to give all the students and faculty members an
apportuniey to review the complete work of the term.
o Greer Allen Arin Hofinann
Charles Aleschul Dorothea Hofmann
Matthew Career Jin Murray
Inge Druckaey Cristopher Pullman
Ahio Eisenman, et suses Pavl Rand
Colin Forbey Douglass Sco
John Guanbell oy Thompron
Jane Greenfield Edward Tufte
John 1 Min Wang

Painting and Printmaking :

Approximately 22 students are accepted by this department cach vear. Studies are based

on twrorial contact and on formal class work. Students are exposed o a broad range of

discussion wich faculty and visiting artists. Group eritiques are an imporeant feature of the

s

program, Each student i allotred a private studio. Printmaking cquipment available:
ncludes two lithography and three etching presses. Students may concentrate i cither
Paincing or Printmaking or both.
Faculty William Bailey John He

Fances barth Susana Jacobson

Mel Bochner Richant Lytle

Chares Cajor Galeine Murphy

Wiley Cate

Bernard Chact

Natlie Churkow

Andrew Forge, Discrf sien

John Walker
Photography :

Graduate photography i i two-year program of independent study admitting a maxiemsss
of 7 studencs per year. Besides regular criticism from resident
criticism is offered by visiting ardsts. Special technical inscruction is available to ineresesst
students. Studio and darkroom facilities are provided.
[ Richard Benson Steven Smith

Susan Kismaric Nancianne Vizzini

Tod Papageorge, Direccorof Studics  Jo Ann Walters.

Sculpture
The two-year sculpture program is currently accepting 8 students a vear, There is
‘good studio space, adequate wood and metal working equipment, There are no casting
facilities, There are periodic critiques by the faculty and the students are exposed
w0 many distinguished visiting arists.
Faculy Alice Aycock Kathleen Schimert
Fewin Haver David von Schlegel
Lucio Pozzi

Visiting Artists / Lecturers:
The following are the visiting artists and scholars who participated in the programs of
the various departments during 1988-80, offering individual critiques, workshop sersss.
and formal lectures.

Vio Acconci Rex Hennessey Gbor Peterdi
Dennis Adams Catherine Howess Uisa Pomeroy
Laurs Alin Faith Hubly Pike Powers
Aviglor Arikha Tishan Hue Lo Pozzi
Luis Cruz Azaceta David letand Aimee Rankin
D Berion R ]wcs a
Sigeid Bovensicpen David Reed
Som K Michsel Rocmer
JeT Koons Jeremy Gilber- Rt
Joset Koudelka
Gabiil Laderman
Eddie Lee
Juekie Casey Donald Lipsky
St Clir Gemin Ellen Lupion
Margo Clark Danny Lion
Kate Erickson Sally Mann
Lauren Eing sl MeCormick
Jim Feris George MeNeil
Ly Fink, Judy Metrs
e Finkey Willam Micchel
Eric Fischl Cabeie Nty
Hetb Fox i Neudel
Danid Gibson o Newn
Helen arion Graham Nickson
Newton Harrson Thomas Palmes
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I wonder if the fuss about computers in design schools may not simply be a decoy
to show that the school is au courant; or does it indicate some other problem?
"The tangibles of computer technology are obviously easier to cope with than the
intangibles of design.

The illustration at left was designed to poke fun at the computer, yet it would have been virtually
tmpossible to accomplish without one. In contrast, the illustrations on this and the Jollowing page could
have been accomplished equally well by hand or by computer, except that the latter would have been faster.
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