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by Sue Spaid

Just as the heightened demand for readily ap-
plicable business and communication educations has

diminished the role of the liberal arts education, the

advent of the techno-arts (technology-based design
fields such as telerobotics, virtual real; y,

nomic payoff, professional prominence,
and greater research costs

Such formulas for resource allo-
cation prove how misunderstood and un-
dervalued the goals of fine arts are vis-3-vis
techno-arts. Interesting fine artists tend to pose

unfamiliar experiences or images that offer 1mpli-
cations beyond their extrins;

experiments of theoretica]
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seconf.iary to the techno-artist’s interest in ov
technical barriers. By contrast, critical thinkin eivh
students are taught how to anticipate and :%solvereﬂlby
n}ora] consequences of human action, is a fine ::u'te %
uisite. For this reason, fine artists are often dismaysegelg;

the “I'm not resgonsible, I'm just an artist” attitude of
many techno-artists. Such an uncritical view unfortu-

nately Fecalls Leni Riefenstahl’s inexcusable dispositi

rggardmg her films’ complicity with Nazi propI; anlc? :
Like many of today’s techno-artists, Riefenstahl fras s:.
duced_ by the allure and challenge of sexy unfamiliar tech-
tlolog}es. Given the fact that most computer technolo -
was either designed in tandem with the military indugs)i
trial complex or has vast military applications, it’s equally

alarming how rarely the potential danger of
. ' th 5
arts is openly discussed. BT R

Coming

who opts to pursue one of the world’s most difficult,
painful and risky professions, as he or she physically
confronts his or her culture, identity, and personal
security. People presume that fine artists are born
different, which is why they’re more sensitive, 1m-
practical, and compassionate—as if one could remain
so immune from one’s culture. Rather, the fine arts
education’s emphasis on critique and self-reflection

By comparison to the excitem ~ plays a huge part in shaping that seemingly natural
ent exuded by today’s disposition. The fine arts education seeks to sensi-

techno-arts, th
nistic and ma:og?izt?? Ssgiize{)iszZirn;Shraitcl{ler ar}achro- tize art students and make them fully conscious of
: oldover from a  their fragile relationship to society, while the techno-

19th century Romantic conception of ' "
P the lonely artist  ,rts education prepares students for the competiive

arena of the workplace, where students must over-
come human vulnerability. Evidently, the discourse,
structure, and spectacle of contemporary scientific
research have had a greater influence on the techno-
arts than fine arts. As a result, techno-artists errone-
ously conflate culture and art, communication arts
and fine arts, advertising (media exploitation) and
art (media invention/critique), design and beauty,
computer-based art and electronic art, biology and
anthropology, results-oriented schemes and acciden-
tal discovery, and sometimes, machines and humans.
While the techno-arts are practiced differently
than the fine arts, the differences are often conve-
niently disguised. For example, the notion of “infor-
mation arts” is a misleading juxtaposition of terms.
Such a term accepts the art form inherent in making
information accessible, but fails to acknowledge
that “art” dispenses unforeseen questions, not
statements of fact. In the midst of global
information, the novelty of a particu-
lar cultural experience becomes
eclipsed as its original context is made
invisible, which is why so many inter-
national fine artists opt to explore local
issues, perhaps the last vestige of difference.
The fine arts command an active body’s
engagement with a material experience, rather
than lend credence to aesthetic experiences strung
from slide lectures, art magazines, and art historical
rexts. With the exception of the vast applications for
olectronic media (light, sound, and digital imagery),
the techno-art experience is fully shaped by mediat-
ing machines. A computer’s role in translating an
experience, the limitation of viable options, the pres-
ence of surrogates, the intangibility of the immate-
rial. and the over-all emphasis on vision contribute
to techno-art’s inevitable mediation or distortion of
an otherwise subjective experience. A fine artist’s
physical presence, meanwhile, makes it difficult to
hedge risks, feign intimacy, or claim irresponsibility
(anonymity). Both approaches often propagate by-
products beyond the creator’s control, but the eva-
<ive nature of mediated and immaterial forms looms

larger.
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