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& JEX} o (XiB: John Harbeson, The Study of
Architectural Design, New York, 1926.)
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Works, New York, 1888)

. EF¥AY FHEZ AN&HAME HAF A2
AAqto] B3 ola7|A9 detd AS 1 FHE
of &7st gAoA AF 4HE FA F1 @
(hors de concours)AFth. V=& E@Age &
2 A dgAgeH A2HARK] o|FojH
g ¥y FTFE Axdo] YR HFHUA T
By 27|28 Aok s dF e Hito] ¢l
ATk

ol =729 olg3 AAZ FHo] stEHA o]
8 2 2709 b2 opdElart UA7 9E
oltt. 27|17k AL Y= AEY e o] &
AAAE ojn] dm 7] WFo 27|28 &

3 B 2az AAd 2g FHd dside Arthur
Drexler #7392 The Architecture of the Ecole des
Beaux-Arts& F2 Zz st vlZe B2 AAd g 2
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5335929 Richard A. Moore, The Beaux-Arts Tradition
and American Architecture, Catalogue of Exhibition by the
National Institute for Architectural Education, New York,
1975, Joan Draper, “The Ecole des Beaux-Arts and the
Architectural Profession in the United States: The Case of
John Galen Howard,” Spiro Kostof, ed.,, The Architect, New
York; Oxford University Press, 1977 5% #zsgth o=
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4) Marco Frascari, “The Tell-the-Tale Detail,” Theorizing a
New Agenda for Architecture, New York; Princeton
Architectural Press, 1996( 93 VIA 7, 1984 ), pp. 502-503.
5) ADF. Hamlin, “The Influence of the Ecole des Beaux
Arts on Our Architectural Education”, Architectural Record
23, April 1908, pp. 241-247.
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Vignola, Scranton, PA, 1905, 4th ed., Plate Il.)
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7) Steven Bedford, et al, Between Traditions and Modernism,
New York; National Academy of Design, 1980, p.180iAM Al &
8) David Varon, Indication in Architectural Design, New
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Modern Science, Cambridge; MIT Press, 1983, pp. 279-290,
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212 7. RG. Robertson, Descriptive Geometry,
5 Mg A= xyz & HE T¥E "=
Aberto  Pérez-Gomez, Architecture and the Crisis of
Moderm Science, Cambridge, MA, 1893)
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Leatherbarrow, “Showing What Otherwise Hides Itself”
Harvard Design Magazine, Fall 19988 323 rh

13) Paul P. Cret, “Design,” in Book of the School,
Department of Architecture, University of Pennsylvania,
1874-1934, Philadelphia; Univ. of Pennsylvania, 1934, p.29. (
"the sections are the diagram of the whole composition and
should be its sources.” )
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Lo E8 (X&: Auguste Choisy, Histoire de I'‘Architecture,
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14) REZ7 Q0 WalME €3, From the Portfolio to the
Diagram: Architectural Discourse and the Transformation of
the Discipline of Architecture in America, 1918-1943, MIT
Ph.D Dissertation, 1993, pp.35-438 F=& A

15) Exhibitions of Architectural Drawings and How They
can be Made More Interesting, American Architect XLIX,
August 19, pp57-58% Eileen M. Michels, “A Developmental
Study of the Drawings Published in American Architect and
in Inland Architect through 1895", Ph.D Dissertation, Univ.
of Minnesota, 1971, pp. 145-14644 A 91 4.

16) AZo] zFojok & AL BoZ convenanceZt 3
2 18M7) olFolx= Ao E character, B caractered} 3F
4% Zolth. Marc Grignon and Juliana Maxim, “Convenance,
Caractére, and the Public Sphere* Journal of Architectural
Education 49, September, 1995 &,
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On the Beaux—-Arts Discipline of Architectural
Design in America

Pai, Hyungmin
( The University of Seoul, Assistant Professor )

Abstract

This paper is a study of the Beaux-Arts discipline of architecture, as it was established during
the late nineteenth century in America. It focuses on the particular modes of vision and
representation that were at the heart of the discipline. The paper argues that Beaux Arts vision was
centered on what may be called ’planar vision’; a mode of seeing through which the multiple
aspects of the architectural design imbedded in the plan were read and re-interpreted. Similarly
Beaux-Arts training in drawing required its student to draw within the multiple layers of historical
traces; the new design being in effect a new layer placed on often unseen traces of monumental
precedent.

The theoretical basis of this practice was not based on history but on the concept of composition.
Composition, in the French tradition was regarded more a matter of practice than theory. The
Anglo-American discourse on composition, on the other hand, formed a body of theoretical literature
based on formalist assumptions. There was, however, a fundamental gap between these formalist
theories of composition and the ’layered’ modes of vision and drawing involved in the design
process. This practice leaned more on the modern romantic notion of 'intuition’ for its theoretical
basis, once again forming an immanent conflict with the mimetic practice of classical and historical
architecture.

The paper draws a picture of a discipline centered on a 'theory of the plan,” a potentially modern
discipline integrated with classical forms and details. It was clearly effective as a practice. However,
structured by conflicts between theory and practice, history and form, mimesis and intuition, the
Beaux-Arts was unable to defend itself at the philosophical and theoretical level the modernists
engaged their attacks on this system. At the same time, the paper poses the question of how
different modern architecture is from this system. Is not the ‘theory of plan,’ in its many
transformations and guises, still the central discipline of twentieth century modern architecture, and
1s it not structured by basically the same kind of conflicts and paradox that were immanent to the
Beaux-Arts system.
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