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Joseph Paxton. The Crystal Palace, London, 1851 



In 1851, the “Great Exhibition of the Works of Industry of all Nations” was held in 

London.  This was the first in a series of Universal, or International, Expositions 

(‘Expos’) and World’s Fairs which continue to this day.  Architects were invited to 

submit designs for a building in Hyde Park to house the exhibition.  When Joseph 

Paxton submitted his proposal, 45 designs had already been received and rejected.   

 

Paxton had started his career as a landscape gardener, and had built large 

conservatories and greenhouses from iron and glass.  Not only was his proposal less 

expensive than the other designs, but it could be completed within the nine-month 

deadline.  The design was subdivided into a limited number of components and 

subcontracted out.  The individual components were thus “prefabricated,” or made in 

advance and assembled on the actual site.  Because of its extensive use of glass, the 

structure was dubbed the Crystal Palace. 



There were many advantages to this 

construction method.  Above all, 

prefabrication meant that the structure 

could be treated as a temporary one.  

After the exhibition had ended, the 

building was taken apart and 

reassembled on a site in the south of 

London.   

 

But one alleged advantage of iron and 

glass- that they were fireproof- proved to 

be illusory.  In 1936 the Crystal Palace 

was destroyed in a fire, the framework 

buckling and collapsing the intense heat. 



Horizontal bands of mechanically operated steel louvers allowed the controlled 

circulation of air.  The glass roof was covered by retractable canvas awnings, sprayed 

with cool water in hot weather. Unprecedentedly large sheets of glass, over 4 feet long 

and 10 inches wide, were used to glaze the roof and upper sections of the walls.  



Rapid expansion of the rail system facilitated the transport of components and 

materials, enabling collaboration between manufacturers for design and construction, 

and making possible a quick completion. Paxton used the analogy of a table covered 

by a cloth to explain the internal frame of cast-iron columns and cast- and wrought-

iron trusses that provided a rigid “table” over which an external lightweight “cloth” of 

glass was draped, framed by timber glazing bars. Internally, the framework was 

painted in colors coordinating the structural tresses.  The slender internal structural 

frame, cloaked with an external envelope of framed glass, provided an economical 

enclosure than admitted the maximum amount of natural light. 



The Crystal Palace in London inspired a similar structure constructed in New York for 

the Exhibition of the Industry of All Nations in 1853. (It was called the New York 

Crystal Palace.) Elisha Otis demonstrated the safety elevator, which prevented the fall 

of the cab if the cable broke, at the Crystal Palace in 1854 in a death-defying, dramatic 

presentation. The New York Crystal Palace itself was destroyed by fire on October 5, 

1856. When it burned, the fair of the American Institute was being held there. The fire 

began in a lumber room on the side adjacent to 42nd Street. Within fifteen minutes its 

dome fell and in twenty-five minutes the entire structure had burned to the ground. 



This royal throne of kings, this sceptred isle, 

This earth of majesty, this seat of Mars, 

This other Eden – demi-paradise- 

This fortress built by nature for herself 

Against infection and the hand of war, 

This happy breed of men, this little world, 

This precious stone set in the silver sea, 

Which serves it in the office of a wall, 

Or as a moat defensive to a house 

Against the envy of less happier lands; 

This blessed plot, this earth, this realm, this England 

 

 -William Shakespeare, Richard II 



Horace Walpole. Strawberry Hill House, near Twickenham, 1749-1776 

 

The Gothic Revival (also referred to as Victorian Gothic or Neo-Gothic) is an 

architectural movement that began in the late 1740s in England. Its popularity grew 

rapidly in the early 19th century, when increasingly serious and learned admirers of 

neo-Gothic styles sought to revive medieval Gothic architecture, in contrast to the 

neoclassical styles prevalent at the time. 



The Gothic Revival was 

paralleled and supported by 

medievalism, which had its roots 

in antiquarian concerns with 

survivals and curiosities.  

 

As industrialization progressed, 

a reaction against machine 

production and the appearance 

of factories also grew. 

Proponents of the picturesque 

such as Thomas Carlyle and 

Augustus Pugin took a critical 

view of industrial society and 

portrayed pre-industrial 

medieval society as a golden age.  

 

To Pugin, Gothic architecture 

was infused with the Christian 

values that had been supplanted 

by classicism and were being 

destroyed by industrialization. 

Above left: Thomas Carlyle, a Scottish 

philosopher, satirical writer, essayist, 

historian and teacher 

 

Above right: Augustus W.N. Pugin  



Charles Barry and Augustus Welby Northmore Pugin. Houses of Parliament, London, 

designed 1835 

 

The most famous Gothic Revival buildings in Britain were the Houses of Parliament.  

After Parliament’s Westminster Palace burned in 1834, the government opened a 

competition to design a new building.  Entries were required to be in English Gothic 

not only to be consistent with Westminster Abbey, the thirteenth-century church 

where the monarchs of England are crowned and many are buried, but also because 

the British constitutional monarchy dates from the Gothic period. 



On  October 16, 1834, a fire broke out in the Palace after an overheated stove used to 

destroy the Exchequer’s stockpile of tally sticks set fire to the House of Lords 

Chamber. The Romantic painter J. M. W. Turner watched the fire and painted 

several canvases depicting it. 



The commission was given to Charles Barry (1795-1860) and Augustus Welby 

Northmore Pugin (1812-1852).  Barry was responsible for the basic plan of the 

buildings, while Pugin designed the Gothic decoration.  In its basic symmetry, which 

is meant to suggest the balance of powers inherent in the British system, Barry’s plan 

is classicizing.  



In 1844, having won the architectural competition to design the new Palace of 

Westminster, Barry asked Pugin to supply detailed designs for the interior of 

the new building, including stained glass, metalwork, wood carving, 

upholstery, furniture and a royal throne. Pugin's biographer, Rosemary Hill, 

shows that Barry designed the Palace as a whole, and only he could 

coordinate such a large project and deal with its difficult paymasters, but he 

relied entirely on Pugin for its Gothic interiors, wallpapers and furnishings. 



A.W.N. Pugin. Drawings of a 

medieval town (top) and a 

nineteenth century town 

(bottom) from his Contrasts, 

1841 

 

In 1836, Pugin published 

Contrasts, which unfavorably 

compared the troubled modern 

era of materialism and 

mechanization with the more 

idyllic Middle Ages, a period of 

deep spirituality and satisfying 

handicraft.  The widespread 

popularity of Pugin’s ideas led to 

ten church commissions in 1837-

1838.  For Pugin, Gothic was not 

a style but a principle, like 

classicism.  



A.W.N. Pugin. 

Frontspiece drawing of 

An Apology for the 

Revival of Christian 

Architecture 

 

The Gothic, he insisted, 

embodied two “great 

rules” of architecture: 

“first that there should 

be no features about a 

building which are not 

necessary for 

convenience, construction 

or propriety; second, that 

all ornament should 

consist of enrichment of 

the essential structure of 

the building” (from The 

True Principles of 

Pointed or Christian 

Architecture, London, 

1841). 



The picturesque combination of 

spires and towers fronting on the 

River Thames in London was the 

product of Pugin’s conviction that 

the Gothic style best expressed 

the dignity befitting the official 

architecture of a Christian nation.  

Moreover, the Gothic style was 

symbolically appropriate for the 

building that epitomized the 

principles of parliamentary rule 

pioneered in England with the 

signing of the Magna Carta in 

1215.  

 

The design of the Houses of 

Parliament combined the main 

features of Historicism : elements 

are adopted from a past style 

which has long since completed its 

development, and applied in a 

completely new type of 

architectural task. 



The Palace of Westminster 

features three main towers. Of 

these, the largest and tallest is 

Victoria Tower, which occupies the 

south-western corner of the Palace.  

 

Called "King's Tower" at the time, 

in honor of the then-reigning 

monarch, William IV, the tower 

was an integral part of Barry's 

original design, of which he 

intended it to be the most 

memorable element.  

 

The architect conceived the great 

square tower as the “keep” of a 

legislative “castle” and used it as 

the royal entrance to the Palace 

and as a fireproof repository for 

the archives of Parliament. 



At the base of the tower is the 

Sovereign's Entrance, used by the 

monarch whenever entering the 

Palace to open Parliament or for 

other state occasions. The 50 foot 

high archway is richly decorated 

with sculptures, including statues 

of Saints George, Andrew and 

Patrick, as well as of Queen 

Victoria herself. 

 

At the top of the cast-iron 

pyramidal roof flagstaff, from 

which flies the Royal Standard 

(the monarch’s personal flag) when 

the Sovereign is present in the 

Palace. On the days when either 

House of Parliament is sitting and 

on designated flag days, the Union 

Flag flies from the mast. 



At the north end of the Palace rises 

the most famous of the towers, the 

Elizabeth Tower, commonly known 

as Big Ben. (The original main bell 

was named in honor of Sir Benjamin 

Hall.)  

 

The Elizabeth Tower was designed 

by Augustus Pugin and built after 

his death. It is only slightly shorter 

than the Victoria Tower but much 

slimmer.  

 

It houses the Great Clock of 

Westminster, built by Edward John 

Dent. Striking the hour to within a 

second of the time, the Great Clock 

achieved standards of accuracy 

considered impossible by 19th-

century clockmakers, and it has 

remained consistently reliable since 

it entered service in 1859.  



The shortest of the Palace's three 

principal towers, the octagonal Central 

Tower stands over the middle of the 

building, immediately above the Central 

Lobby.  

 

It was added to the plans on the 

insistence of Dr. David Boswell Reid, 

who was in charge of the ventilation of 

the new Houses of Parliament: his plan 

called for a great central chimney 

through which what he called "vitiated 

air" would be drawn out of the building 

with the heat and smoke of about four 

hundred fires around the Palace.  

 

In the end, the Central Tower failed 

completely to fulfill its stated purpose, 

but it is notable as "the first occasion 

when mechanical services had a real 

influence on architectural design". 



The stonework of the building was originally Anstone, a sand-colored 

magnesian limestone quarried in the villages of Anston, South Yorkshire 

and Mansfield Woodhouse, Nottinghamshire. During the 1910s, however, it 

became clear that some of the stonework had to be replaced due to pollution 

and poor quality of some of the stone.  

 

Clipsham stone, a honey-colored limestone from Rutland, was used to 

replace the decayed Anstone. By the 1960s pollution had once again begun 

to take its toll. A stone conservation and restoration program to the external 

elevations and towers began in 1981, and ended in 1994. 



The Queen's Robing Room lies at the southern end of the ceremonial axis of the Palace 

and occupies the center of the building's south front, overlooking the Victoria Tower 

Gardens. As its name indicates, it is where the Sovereign prepares for the State 

Opening of Parliament by donning official robes and wearing the Imperial State Crown.  

 

The decorative theme of the room is the legend of King Arthur, considered by many 

Victorians the source of their nationhood. Five frescos painted by William Dyce between 

1848 and 1864 cover the walls, depicting allegorical scenes from the legend. Each scene 

represents a chivalric virtue. 



The Chamber of the House of the Lords is 

located in the southern part of the Palace 

of Westminster. Members of the House 

occupy red benches on three sides of the 

Chamber.  

 

The benches on the Lord Speaker's right 

form the Spiritual Side and those to his left 

form the Temporal Side. The Lords 

Spiritual (archbishops and bishops of the 

established Church of England) all occupy 

the Spiritual Side.  

 

The Lords Temporal (nobles) sit according 

to party affiliation: members of the 

Government party sit on the Spiritual 

Side, while those of the Opposition sit on 

the Temporal Side.  

 

Some peers, who have no party affiliation, 

sit on the benches in the middle of the 

House opposite the Woolsack; they are 

accordingly known as crossbenchers. 



The Chamber of the House of Commons 

is at the northern end of the Palace of 

Westminster. it was opened in 1950 

after the Victorian chamber had been 

destroyed in 1941 and re-built under 

the architect Giles Gilbert Scott.  

 

The benches, as well as other 

furnishings in the Commons side of the 

Palace, are colored green. Members of 

the public are forbidden to sit on the 

red benches, which are reserved for 

members of the House of Lords.  

 

Other parliaments in Commonwealth 

nations, including those of India, 

Canada, Australia and New Zealand, 

have copied the colour scheme under 

which the Lower House is associated 

with green, and the Upper House with 

red. 



The Aberdeen-born William Dyce (1806-64) befriended the young PreRaphaelites in 

London and introduced their work to an influential art critic named John Ruskin. Like 

Pugin, the PreRaphaelites were influenced by art of the medieval age. The PreRaphaelite 

Brotherhood was founded in 1848 by William Holman Hunt, John Everett Millais, and 

Dante Gabriel Rossetti. 

Above: William Dyce. Pegwell Bay, Kent, 1859-

60 

Right: Dante Gabriel Rossetti. Proserpine, 1874  



Top Left: John Everett Millais. Ophelia, 

1851-2 

 

Bottom Left: Edward Burne-Jones. 

Sleeping Beauty from the Briar Rose 

series, 1885-1890. 

 

The PreRaphaelites were particularly 

fascinated by medieval culture, believing 

it to possess a spiritual and creative 

integrity that had been lost in later eras. 

The emphasis on medieval culture 

clashed with principles of realism which 

stress the independent observation of 

nature.  

 

In its early stages, the Pre-Raphaelite 

Brotherhood believed its two interests 

were consistent with one another, but in 

later years the movement divided and 

moved in two directions. The realists were 

led by Hunt and Millais, while the 

medievalists were led by Rossetti and his 

followers, Edward Burne-Jones and 

William Morris. 



John Everett Millais. John Ruskin at 

Glenfinlas, 1854 

 

The PreRaphaelites were strongly influenced by 

the writings of the art critic John Ruskin. 

Ruskin was also a social critic who increasingly 

concentrated his energies on fiercely attacking 

industrial capitalism, and the utilitarian 

theories of political economy underpinning it.   

 

In his five-volume Modern Painters, a work of 

art criticism that he wrote in defense of Turner, 

Ruskin had advocated truth to nature. Millais’ 

portrait is partly a tribute to Ruskin’s vision of 

nature, which is evident in the landscape.   

 

The intricate details of rock formations and 

leaves reflects Ruskin’s own passion for geology 

and botany as well as the Pre-Raphaelite 

attention to meticulous detail.  Ruskin stands 

calmly, the quintessential picture of a Victorian 

gentleman in control of himself and his 

surroundings. 



 

William Morris. Portion of Cabbage and Vine 

tapestry, 1879 

 

The Arts and Crafts Movement, which 

flourished between 1860 and 1910, was an 

international design movement that 

flourished between 1860 and 1910, especially 

in the second half of that period, continuing 

its influence until the 1930s. It was led by the 

artist and writer William Morris during the 

1860s and was inspired by the writings of 

John Ruskin and Augustus Pugin.  

 

It was largely a reaction against the 

impoverished state of the decorative arts at 

the time and the conditions in which they 

were produced. It stood for traditional 

craftsmanship using simple forms and often 

applied medieval, romantic or folk styles of 

decoration. It advocated economic and social 

reform and has been said to be essentially 

anti-industrial. 



Examples of Arts and Crafts 

Architecture 



 

William Holman Hunt. Self-Portrait, 

1867, oil on canvas 

 

William Holman Hunt was an English 

painter, and one of the founders of the 

PreRaphaelite Brotherhood.  

 

After eventually entering the Royal 

Academy art schools, having initially 

been rejected, Hunt rebelled against the 

influence of its founder Sir Joshua 

Reynolds. He formed the Pre-Raphaelite 

movement in 1848, after meeting the 

poet and artist Dante Gabriel Rossetti. 

Along with John Everett Millais they 

sought to revitalise art by emphasizing 

the detailed observation of the natural 

world in a spirit of quasi-religious 

devotion to truth. This religious approach 

was influenced by the spiritual qualities 

of medieval art, in opposition to the 

alleged rationalism of the Renaissance 

embodied by Raphael. 



William Holman Hunt. The Awakening 

Conscience, 1853, oil on canvas 

 

This painting was inspired from a verse 

from Proverbs: “As he that taketh away 

a garment in cold weather, so is he that 

singeth songs to an heavy heart.” 

 

With his typical thoroughness, Hunt 

hired a room at to use as the setting. A 

gentleman has installed his mistress 

(known to be such because of her 

absence of a wedding ring) in a house 

for their meetings.  

 

As they play and sing to Thomas 

Moore's Oft in the Stilly Night, she has 

a sudden spiritual revelation. Rising 

from her lover's lap, she gazes into the 

sunlit garden beyond, which is reflected 

in the mirror behind her.  



The mirror image represents the 

woman's lost innocence, but redemption, 

indicated by the ray of light in the 

foreground, is still possible. Intended to 

be “read”, the painting is full of such 

symbolic elements.  

 

The cat toying with the broken-winged 

bird under the table symbolises the 

woman's plight. A man's discarded glove 

warns that the likely fate of a cast-off 

mistress was prostitution. A tangled 

skein of yarn on the floor symbolises the 

web in which the girl is entrapped.  

 

Indeed, as Ruskin wrote to the Times on 

25 May 1854, “the very hem of the poor 

girl's dress, at which the painter has 

laboured so closely, thread by thread, has 

story in it, if we think how soon its pure 

whiteness may be soiled with dust and 

rain, her outcast feet failing in the 

street.” 



Ford Madox Brown. Work, 1865, oil on canvas 



Ford Madox Brown (1821 –1893) was an 

English painter of moral and historical 

subjects, notable for his distinctively graphic 

and often Hogarthian version of the Pre-

Raphaelite style.  

 

One of his most famous images is The Last of 

England, painted from 1852 to 1855. It 

depicts a pair of stricken emigrants as they 

sail away on the ship that will take them 

from England forever.  

 

It was inspired by the departure of the Pre-

Raphaelite sculptor Thomas Woolner, who 

had left for Australia. In an unusual tondo 

format, the painting is structured with 

Brown's characteristic linear energy, and 

emphasis on apparently grotesque and banal 

details, such as the cabbages hanging from 

the ship's side. The husband and wife are 

portraits of Brown and his second wife 

Emma. 



Work (1852–1865) is a painting by Ford Madox Brown, which is generally considered 

to be his most important achievement. It attempts to portray, both literally and 

analytically, the totality of the Victorian social system and the transition from a 

rural to an urban economy. Brown began the painting in 1852 and completed it in 

1865, when he set up a special exhibition to showcase it along with several of his 

other works. He wrote a detailed catalogue explaining the significance of the picture. 



The picture depicts a group of so-called "Navvies" 

digging up the road to build a system of 

underground tunnels. It is typically assumed that 

these were part of the extensions of London's 

sewerage system, which were being undertaken to 

deal with the threat of typhus and cholera. The 

workers are in the center of the painting. On 

either side of them are individuals who are either 

unemployed or represent the leisured classes. 

Behind the workers are two aristocrats on 

horseback, whose progress along the road has been 

halted by the excavations. 

 

The painting also portrays an election campaign, 

evidenced by posters and people carrying 

sandwich boards with the name of the candidate 

"Bobus". A poster also draws attention to the 

potential presence of a burglar. 

 

The scene is set on The Mount on Heath Street in 

Hampstead, London, a side road which rises up 

from the main road and runs alongside it. Brown 

made a detailed study of the location in 1852. 



Brown explained that he had intended to 

demonstrate that the modern British 

workman could be as fit a subject for art 

as the more supposedly picturesque 

Italian lazarone (literally, the "mob," used 

to refer to the street people of Naples). 
 

He set the painting on Heath Street in 

Hampstead, of which he made a detailed 

study. Hampstead was at the time a 

wealthy area on the outskirts of London, 

which was undergoing rapid expansion.  

 

The development of the new sewerage 

and drainage systems in the city was also 

widely discussed in the press as an agent 

of modernisation.  

 

The character of "Bobus" appears in the 

writings of Thomas Carlyle as the 

epitome of a corrupt businessman who 

uses his money to market himself as a 

politician. 



A hodcarrier, visible behind the main 

navvy, is transporting bricks down into the 

hole. The sheet floating in front of him is a 

copy of a religious tract handed to him by 

the lady in the blue bonnet at the left, who 

is attempting to evangelize the navvies. 

She is carrying copies of a tract called The 

Hodman's Haven or Drink for Thirsty 

Souls. The reference to "drink" in the title 

reflects the emergence of the temperance 

movement.  

 

The woman in front of the evangelist 

represents genteel glamour – a fashionable 

lady whose only "job" is to look beautiful. 

The figure beyond her epitomises the 

opposite end of the social scale, a ragged 

itinerant who lives in a flophouse in Flower 

and Dean Street, Whitechapel, the most 

notoriously criminalized part of London at 

the time. He is a plant and animal seller, a 

form of urban worker who obtained flowers, 

reeds and small animals from the country 

to sell in the centre of the city.  



At the right the workers are being 

watched by two intellectuals who "seem 

to be idle but work". They are described 

as workers in their minds and as "the 

cause of well ordained work in others".  

 

In fact these are portraits of Thomas 

Carlyle and Frederick Maurice. Maurice 

was the founder of Christian socialism.  

 

He established worker's educational 

institutions for which Brown worked. 

Carlyle was the main inspiration behind 

the picture.  

 

His books Past and Present and Latter-

Day Pamphlets had criticised the laissez 

faire economic system and political 

corruption. He was known for his so-

called "gospel of work", which described 

work as a form of worship.  



The painting is structured by the increasing compression of space from right to left, 

as the rural relaxation on the right side is replaced by the concentrated labor in the 

middle and the urban crush on the far left. The workers in the center break up the 

established relationship between the characters, throwing people together in new 

ways. Brown reproduces the common triangular structure of the social system, with 

the horse-riding aristocrats at the top. But they are pushed to the back, stuck and 

unable to progress – forced into the shade in the background, while the workers 

occupy the brightly lit foreground. The railings around the excavations separate the 

realm of productive work from that of leisure, lassitude and unproductive work. 



CLASS and SOCIETY: 
NINETEENTH-CENTURY BRITAIN 

(Art and Architecture of the Victorian Age) ACTIVITIES and REVIEW 



STUDENT PRESENTATION #1: 

 

After completing your research on this structure, the Houses of Parliament, 

devise a question to present to and answer for the class. Create a five-point 

rubric in which a ten-minute response might be formally assessed.  



STUDENT PRESENTATION #2: 

 

After completing your on these paintings 

by the PreRaphaelites, devise a question 

to present to and answer for the class. 

Create a five-point rubric in which a ten-

minute response might be formally 

assessed. You may choose to address only 

one painting or both.  



The Chamber is relatively 

small, and can accommodate 

only 427 of the 650 Members of 

Parliament—during Prime 

Minister's Questions and in 

major debates MPs stand at 

either end of the House. 

By tradition, the British 

Sovereign does not enter the 

Chamber of the House of 

Commons.  

 

Prime Minsters Questions 17 

July 2013 

http://www.youtube.com/watch?v=3j-nyDB-iCo
http://www.youtube.com/watch?v=3j-nyDB-iCo


How would you compare and 

contrast these institutional 

structures from the United Kingdom, 

the United States, and Australia? 



“It will be readily admitted, that the great test of Architectural beauty is the 

fitness of the design to the purpose for which it is intended, and that the 

style of a building should so correspond with its use that the spectator may 

at once perceive the purpose for which it was erected.” 

      -A.W.N. Pugin 

 

In what ways does the Palace of Westminster pass Pugin’s “test of 

Architectural beauty”, or does it? 

 


