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In 1872 Queen Victoria conferred a knighthood upon George Gilbert Scott, an act that acknowledged his role in the creation of the Albert Memorial; the spectacular monument built to commemorate Prince Albert in Kensington Gardens (Figure 1). Royal patronage, the importance of the commission and the dramatic appearance of the monument all confirmed the high status of the revived Gothic style and its prominence within mid-Victorian culture. The 1870s and 1880s witnessed a series of spectacular gothic projects that rose out of the streets of Victorian cities: Scott's own Midland Grand Hotel (1868-77), G. E. Street's Royal Courts of Justice (1870-82) and Alfred Waterhouse's Manchester Town Hall (completed 1877) are all examples of the success and status of the gothic style beyond the confines of ecclesiastical design. In retrospect, however, these buildings can be seen as the apex of gothic's success as a civic style and to younger architects and designers they soon became symptomatic of the architectural aspirations of a previous generation.[footnoteRef:1]  [1:  Gavin Stamp, 'George Gilbert Scott, The Memorial Competition, and the Critics', in The Albert Memorial, ed. Chris Brooks (Newhaven: Yale University Press, 2002), pp. 129-30.] 

While acknowledging that much of the commercial and ideological impetus for the Victorian Gothic Revival was generated through ecclesiastical design, this chapter will trace how the gothic debate was translated into secular contexts and will evaluate its influence and position within Victorian design theory and practice. I will suggest that the early defenders of the gothic style presented their case in such a way that their arguments became self-defeating in the cultural context of the later Victorian period. Gothic was not defeated by classicism, or for that matter any other style, but elements of the gothic debate were co-opted in such a way that the rationale for the exclusive use of gothic dissolved. 
	One of the complexities of an essay about this subject is that 'medievalism' covers a very wide range of styles. The Albert Memorial was very different from the domestic gothic of the eighteenth century, the 'commissioners gothic' of the 1820s and the ecclesiological gothic of the 1840s and 1850s. The rebuilding of the Palace of Westminster (better known as the Houses of Parliament, Figure 2) illustrates this problem well. Although Barry and Pugin's building is commonly seen as a landmark of the Gothic Revival, its medieval credentials are mixed. Firstly, the decision to determine the style was largely contextual: after the fire of 1834 the remains of both Westminster Hall and St. Stephen's crypt implied that the new building should acknowledge these important survivals of the medieval fabric. Secondly, the competition stipulated that the building should be 'either Gothic or Elizabethan' and Barry and Pugin's building is largely understood as a classically planned building elaborated with gothic ornament, Pugin himself dismissing it later as 'All Grecian, sir; Tudor details on a classic body'.[footnoteRef:2] The stylistic mix of the Palace of Westminster shows the form that medievalism took in the nineteenth century was contentious. Between the fire at the Palace of Westminster and Scott's knighthood a vigourous debate took place about the nature of medievalism, what the physical forms of gothic meant and how they related to contemporary world. This debate was both literary and material: Victorian medievalism was formulated and articulated in both literature and the physical matter of buildings and artefacts. These two elements are often closely related, as many of the most important authors were professionally engaged in shaping the forms of Victorian medievalism.  [2:  M. Charlesworth, ed., The Gothic Revival 1720-1870, Literary Sources and Documents, vol. 3, Gothic and National Architecture (Robertsbridge: Helm, 2002) p. 9; Benjamin Ferrey, Recollections of A. N. Welby Pugin (London: 1861), p. 248.] 


A. W. N. Pugin

A. W. N. Pugin is largely remembered as an ecclesiastical designer but he had a great deal to say about secular design.[footnoteRef:3] His method of analysing gothic became a key influence in its own right: he claimed to have discovered an underlying system of principles that determined the forms of gothic design, he defined these principles and then went on to criticise or endorse a series of objects, designs or buildings through this method. He was unequivocal about the scope of these rules: [3:  A. W. N. Pugin, Contrasts, or a Parallel between the Noble Edifices of the Middle Ages, and Corresponding Buildings of the Present Day; Shewing the Present Decay of Taste. Accompanied by Appropriate Text, (London: 1841) and A. W. N. Pugin, The True Principles of Pointed or Christian Architecture, (London: 1841). Many of the most famous images from Contrasts were added in this second edition. ] 

The two great rules for design are these: 1st, that there should be no features about a building which are not necessary for convenience, construction or propriety; 2nd, that all ornament should consist of enrichment of the essential construction of the building. The neglect of these two rules is the cause of all the bad architecture of the present time.[footnoteRef:4] [4:  A. W. N. Pugin, True Principles, p. 1] 

Pugin portrayed the link to gothic as incidental: 'Strange as it may appear at first sight it is in pointed architecture alone that these great principles have been carried out'.[footnoteRef:5] The logic here is that it is not gothic per se that is being promoted, but a set of design principles that are rooted in integrity and honesty. The principles determined the criteria of the test but only the gothic style passed.  Although Pugin implied that the principles preceded his conviction in the superiority of gothic, there is little doubt that he developed them in order to justify his preference. Echoes of his approach can be detected not only in the writing of Ruskin and Scott, but also in a whole range of publications about medieval architecture and design in the Victorian period.  [5:  A. W. N. Pugin, True Principles, p. 1] 

We might well ask why Pugin felt this kind of rhetorical effort was needed. Firstly, it is important to notice that his critique of contemporary design was aimed not just at the various forms of classicism in use in the early Victorian period but also at eighteenth-century gothic and its descendants: his 'Illustration of the extravagant style of Modern Gothic Furniture and Decoration' (Figure 3) contains many features that could be found in domestic gothic interiors of the later eighteenth century along with other objects that we would now associate with Regency style. This feature of True Principles underlines that revived gothic was not new at the start of the Victorian period: Pugin's task was not just to undermine classicism but to discredit the gothic style as it had been used for the previous century. Eighteenth and early-nineteenth century artefacts were often described as 'gothic' when a pre-existing form was embellished with gothic ornament: a gothic Chippendale chair is still recognisably Chippendale. In the context of the earlier gothic revival styles, Pugin needed to minimise the significance of the ornamental vocabulary of gothic and to define the real nature of gothic in another way. This is just what he built into his two principles: construction should be privileged over ornament and the latter without the former is gothic in only the most superficial sense. The idea of constructional rationality was not new, but the centrality and rhetorical weight given to this subject in Pugin's work make his arguments very distinctive.[footnoteRef:6] [6:  Rosemary Hill, 'Ruskin and Pugin', in Ruskin and Architecture eds. Rebecca Daniels and Geoff Brandwood (Reading: Spire, 2003), p. 223-4.] 

	Pugin's other problem was how to explain the popularity of the styles that he did not like: whose fault was it that his two famous rules were neglected? His response amounts to a satire of the promotional tactics of artisans, shopkeepers and builders. Someone seeking a good piece of gothic ironwork will be met with 'the vacant stare of the miserable mechanic' which 'soon convinces you that the turning up of a horse-shoe is the extent of his knowledge in the mysteries of the smithy'.[footnoteRef:7] Pugin mocked the 'enlightened age of mechanics's institutes and scientific societies' the former being 'a mere device of the day to poison the minds of the operatives with infidel and radical doctrines', an unwelcome educational competitor to 'the great and never failing school' of the Church.[footnoteRef:8] 'Roman cement men' (i.e. those who build Italianate houses) 'buy their ornaments by the yard, and their capitals by the ton' and 'every linen-draper's shop apes to be something after the palace of the Caesers'.[footnoteRef:9] This critique of commercial activity was famously articulated in the second edition of Contrasts: Pugin's mockery of 'The Trade' exemplifies the tendency to attribute bad taste to the commercial sector.[footnoteRef:10] This satire signals a widespread anxiety among those associated with design reform, those in the commercial sector were seen as having an influence on taste that was not justified by their educational background - commercial prerogatives could not be trusted to produce a tasteful Britain.  [7:  A. W. N. Pugin, True Principles, p. 33]  [8:  A. W. N. Pugin, True Principles, p. 33]  [9:  A. W. N. Pugin, True Principles, pp. 55-6]  [10:  Pugin, Contrasts, p. vi.] 

	Pugin's table for Horstead Place (Figure 4), is a physical expression of his principles, it is obvious in structure but restrained in decoration:  the absence of veneer, lack of carving and exposed joints all signal an object that celebrates necessary construction and relegates ornament. The studied simplicity, chamfered frame and tusked tennon joints (protruding from the base rail) all became marked features within the stylistic vocabulary of Gothic Revival furniture. Pugin's objects were a conspicuous success in the Great Exhibition of 1851, where his 'Medieval Court' was arguably the highlight of what was perceived by many as a weak display of English design.[footnoteRef:11]  [11:  Rosemary Hill, God's Architect, Pugin and the Building of Romantic Britain (London: Allen Lane, 2007), pp. 464-5. ] 


John Ruskin

Ruskin's preface to The Stones of Venice (1851-3) explicitly defines his reader as a member of the middle class who will have to make decisions about architecture:
I am especially anxious to rid this essay of ambiguity, because I want to gain the ear of all kinds of persons. Every man has, at some time of his life, personal interest in architecture. He has influence on the design of some public building; or he has to buy, or build, or alter his own house. It signifies less whether the knowledge of other arts be general or not; men may live without buying pictures or statues: but, in architecture, all must in some way commit themselves; they must do mischief, and waste their money, if they do not know how to turn it to account.[footnoteRef:12] [12:  John Ruskin, The Stones of Venice, vol. 1, The Foundations (London: 1851), p. xi] 

This immediately differentiates his writing from Pugin's whose implied readership was far more specialised. Ruskin's purpose was not to reform ecclesiastical architecture but to equip the public with the knowledge that protects them against 'the caprice of architects, or mercy of contractors.'[footnoteRef:13] [13:  Ruskin, The Stones of Venice, vol. 1, p. xi.] 

The seminal chapter from Volume 2, 'The Nature of Gothic' had a huge influence on Victorian design; William Morris described it in the preface to his own Kelmscott edition as 'one of the very few necessary and inevitable utterances of the century.'[footnoteRef:14] Arguably the most famous passage is essentially a lesson on the ethics of consumption: [14:  William Morris, 'Preface' in The Nature of Gothic A Chapter of the Stones of Venice by John Ruskin (London: Kelmscott Press, 1892), p. i. ] 

And now, reader, look round this English room of yours, about which you have been proud so often, because the work of it was so good and strong, and the ornaments of it so finished. Examine again all those accurate mouldings, and perfect polishings, and unerring adjustments of the seasoned wood and tempered steel. Many a time you have exulted over them, and thought how great England was, because her slightest work was done so thoroughly. Alas! if read rightly, these perfectnesses are signs of a slavery in our England a thousand times more bitter and more degrading than that of the scourged African, or helot Greek.[footnoteRef:15] [15:  John Ruskin, The Stones of Venice, vol. 2 Sea Stories (London: 1853), p. 162.] 

Ruskin instructed his readers to rethink what they admired in their domestic interiors. The 'accurate mouldings', 'unerring adjustments' and 'perfectnesses' were not to be admired - they should be deplored as signs of the degrading labour that produced them. The solution was to be found in the ecclesiastical architecture of the middle ages: the 'ugly goblins' and 'formless monsters' that could be found on the 'old cathedral front' should be seen as signs of 'the life and liberty of every workman who struck the stone'.[footnoteRef:16] Ecclesiastical gothic might be the solution but the problem was firmly located in the English domestic interior and by implication, those who decided to redecorate their rooms should think deeply about the implications of what they were doing. Although Ruskin was preoccupied with the politics of work, his purpose was to empower the consumer. He wanted to create the kind of person that could overrule Pugin's vacant artisans and demonstrate to 'the trade' that there was a market for the products of satisfying work, and, to Ruskin, this kind of work was strongly associated with medievalism.  [16:  Ruskin, The Stones of Venice, vol. 2, 'Sea Stories' pp. 162-3.] 


G. G. Scott's Remarks on Secular and Domestic Architecture

In 1857, having built his reputation through ecclesiastical gothic, George Gilbert Scott published Remarks on Secular and Domestic Architecture, a book that articulated the ambition of gothic designers to widen their sphere of activity into more secular territory.[footnoteRef:17] By this date it was widely perceived that gothic had become the accepted style for ecclesiastical architecture, or as Scott put it in a triumphalist manner: [17:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, (London: John Murray, 1857).] 


the great fact is this; that whereas forty years ago no one dreamed, if a new church were to be built, of attempting to assimilate it in style to those bequeathed to us by our forefathers, the reverse is now the case: no one ever now entertains the idea of building one in any style but those of our own churches.[footnoteRef:18]  [18:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 12.] 


In line with Pugin, Scott did not present himself as being primarily interested in promoting the gothic style but went further in his denials. Statements such as: 'I am no medieaevalist [sic]; I do not advocate the styles of the middle ages as such'[footnoteRef:19] contest the idea that gothic was a stylistic choice, he claimed the choice of style was a matter of practicality, gothic was the system of building most able to meet modern needs: [19:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 188.] 


our business being merely to cull from works of any date, or from our own conceptions, such ideas as are practically suited as to meet our requirements, and to express them consistently with the feeling of the style in which we are working; and if the result should differ from anything before done, so much the better, if only it be good.[footnoteRef:20] [20:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 19.] 


The idea that gothic fulfilled a series of external principles is still present in Scott's Remarks, but he relied much less on arguments about structural integrity and truth to materials, and more on stressing an interest in human needs and explaining how gothic was best suited to meet those needs. 
	Scott made strenuous efforts to portray gothic as the English style, a position he could adopt with less controversy than Pugin, whose Roman Catholicism made his nationalist credentials suspect for the Anglican majority.[footnoteRef:21] Scott was from an evangelical background and less associated with the high Anglican church than other major Gothic Revival architects such as G. E. Street or William Butterfield - to the moderate Anglican he was considered less partisan. Through nationalism Scott again side-lined the stylistic features of gothic in favour of its intrinsic connection to the nation: [21:  Ruskin felt obliged to distance himself from Pugin in a particularly spiteful appendix to the The Stones of Venice: John Ruskin, The Stones of Venice, vol. 1, The Foundations (London: 1851), p. 370-4.] 


We do not wish to adapt ourselves to medieval customs, but to adapt a style of art which accidentally was medieval, but is essentially national, to the wants and requirements of our own day.[footnoteRef:22]  [22:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 16.] 


Scott's elusive championing of gothic was partly defensive, an effort to refute critics of the gothic revival who liked to portray it as a fashion. He addressed this accusation directly in chapter two, which contains the essence of his defence of the style. In a note Scott observes: 'Nothing seems so much to gratify our opponents as to hear our great movement styled a "fashion," - as if they were doing honour to the noblest of arts by degrading it to the level of the trades of the tailor and the mantua-maker!'[footnoteRef:23] As a retort he stressed the earnestness of the movement: the revival of gothic was 'not a mere fashion, - it is no popular caprice; it is a deep-seated, earnest, and energetic revolution in the human mind'.[footnoteRef:24] (p.11) Like Pugin and Ruskin, Scott acknowledged the power of the commercial world through his attempted separation from it: he portrayed the superficial nature of commercial fashion as the opposite to the moral integrity of revived gothic.  [23:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 10, note b.]  [24:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 11.] 

 	Remarks on Secular and Domestic Architecture marks the point at which the Gothic Revival had ambitions to transform the material culture of the secular world. Scott adopted a strident militarist tone about the need to assert the superiority of gothic in a secular context: 'We have made our reconnaissances but the real brunt of the attack is still to come. Let us gird our harness for this new contest.'[footnoteRef:25] This was a campaign that failed: gothic never became the dominant or even default style for secular building but this was a complex failure, as in certain areas the lingering discourse of gothic design had profound and wide reaching effects. On one level, the reason for this failure is quite easily explained. The success of ecclesiastical gothic is a story about realigning a relatively narrow group of potential patrons-- clergymen, rectors, lay Christians to a tradition of architecture that still dominated the material culture of Christian England. The ideological and social range of this group was quite narrow: there may have been loud and heavily publicised arguments within the Anglican church and between Anglicans, Roman Catholics and Nonconformists but all these parties were Christian. Asserting a degree of cultural consensus upon this group was quite an achievement but a tiny task compared with converting the entire population to the gothic cause. The attention paid to the 'trade' or commercial sector is a tacit acknowledgment of this problem: while a vicar might retain some control over a stained glass window installed in his church, there was no comparable figure vetting what type of furniture was purchased for a domestic drawing room.  [25:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 13.] 


C. L. Eastlake's Hints on Household Taste

The promotion of the gothic style was moving in several directions: from ecclesiastical to secular, from specialist audience to general audience and from those with considerable wealth to those who lived on a more modest income. This change of direction is well represented by Charles Locke Eastlake's Hints on Household Taste, a book that had a significant influence in England and America that laid out a coherent programme for improving domestic taste through an adapted gothic revival style. Unlike Scott and Pugin, Eastlake was not an architect or practising designer, although he had trained as both an architect and a painter.[footnoteRef:26] Hints has journalistic origins: a series on 'The Fashion of Furniture' in the Cornhill Magazine led to a series on the same subject in The Queen, which was combined with other material that Eastlake had written for the London Review.[footnoteRef:27] He was explicit in locating his inspiration for the book among the theorists of the Gothic Revival: 'Mr. Ruskin has eloquently described to us the poetry of medieval art; Pugin and other writers have shown its practical advantages'.[footnoteRef:28] That Scott was one of the 'others' is clear in Eastlake's preface to his History of the Gothic Revival, where Scott's Remarks is cited as a seminal publication concerning 'the application of Medieval design to the specific requirements of domestic ... architecture'.[footnoteRef:29]  Eastlake defined his target audience against those who were used to hearing theories of design, his purpose was: 'to suggest some fixed principles of taste for the popular guidance of those who are not accustomed to hear such principles defined.'[footnoteRef:30] By implication the audience is the rapidly expanding middle class and although Eastlake's idea of his audience (and some of the text) is high handed and patronising, he expressed an awareness of a major shift in Victorian culture: 'taste' was increasingly mediated through publishing, both in the form of literature that described appropriate taste and the reproduction of images that illustrated suitable design sources. Eastlake addressed both these areas, describing acceptable objects and decoration and illustrating his comments with images, many of which he had drawn himself. He guided his reader in turn through every room in the house and then addressed object categories such as 'crockery', 'table glass', 'dress and jewellery'. He sustained the oblique approach to advocating gothic; in reply to criticisms of his 'medieval predelictions' in the preface to the second impression, he denied stylistic loyalty: 'It is the spirit and principles of early manufacture which I desire to see revived, and not the absolute forms in which they found embodiment.'[footnoteRef:31] [26:  F. W. Gibson, ‘Eastlake, Charles Locke (1833–1906)’, rev. Charlotte L. Brunskill, Oxford Dictionary of National Biography, Oxford University Press, 2004 [http://www.oxforddnb.com.proxy.library.lincoln.ac.uk/view/article/32959, accessed 13 Aug 2013]]  [27:  Charles L Eastlake, Hints on Household Taste, 2nd ed. (London: 1869), p. v.]  [28:  Charles L Eastlake, Hints on Household Taste, p. 35.]  [29:  Charles L Eastlake, A History of the Gothic Revival (London: Longman, 1872), p. vi. ]  [30:  Charles L Eastlake, Hints on Household Taste, p. vi.]  [31:  Charles L Eastlake, Hints on Household Taste, p. ix.] 

	Although Eastlake clearly associated himself with the theorists of the Gothic Revival it is interesting to notice how the gothic style had started to recede from the illustrations in the book. Plenty of post-medieval objects are illustrated as exemplars: a 'Windsor chair', a 'Hall Table at Cothele', a Jacobean 'Dining Room Table', an 'Ancient Arm Chair at Knole'. To Pugin and Scott, gothic architecture had started to decline in the late middle ages but to Eastlake the Tudor of Cothele or the Elizabethan / Stuart of Knole suited his purpose well enough. His own designs might be described as stylistically ambiguous. Figure 5 shows a 'Dining Room Sideboard designed and drawn' by Eastlake. Someone familiar with Pugin or the furniture designed by Street, Butterfield or Burges would immediately associate the chamfered frame, tusked-tennon joints, prominent hinges and revealed construction with the products of the Gothic Revival, but we might question the extent to which Eastlake's non- specialist audience identified this object with the gothic style. And to confuse matters, the objects on the sideboard suggest Italian Renaissance and Chinese ceramics displayed alongside medieval decanters and Venetian glass. Other illustrations exhibit similar contradictions: 'Examples of Encaustic Tile Hall Pavements' includes one border tile in a medieval style, but the majority are geometric, classical or post-medieval in inspiration.[footnoteRef:32] In Eastlake's Hints, the theoretical positions were generated by the Gothic revival but the objects that he recommended were starting to drift away from the style as conceived by Pugin and his followers.  [32:  Charles L Eastlake, Hints on Household Taste, plates VI, VII, VIII & IX between pages 44 and 45. ] 

	Books offering advice on interior design were published in large quantities in the following decades but Eastlake's Hints was the last to follow the logic of the Victorian Gothic Revival. Many of these books were aimed lower down the social scale; for instance, Rev. William Loftie's A Plea for Art in the House, the first in a well-known series, was explicitly aimed at 'people of moderate or small income'.[footnoteRef:33] Loftie was a clergyman and a gothic enthusiast but no promoter of gothic in a domestic context, as evidenced by his statement that 'the best periods of domestic furniture are not gothic'.[footnoteRef:34] Later volumes in the series pointed away from gothic, anticipating the Queen Anne style and the emerging ideas of the Arts and Crafts movement.[footnoteRef:35] [33:  William Loftie, A Plea for Art in the House, 2nd ed. (London: Macmillan, 1877), quote cited in Emma Ferrey, ' "The other Miss Faulkner": Lucy Orrinsmith and the "Art at Home" series', Journal of William Morris Studies, 19,2 (2011), p. 48]  [34:  William Loftie, A Plea for Art in the House, p. 29.]  [35:  For an overview of this series see Emma Ferry, " 'information for the ignorant and aid for the advancing...': Macmillan's 'Art at Home' series, 1876-83' in Design and the Modern Magazine, eds. Jeremy Aynsley and Kate Forde (Manchester: Manchester University Press, 2007), pp. 134-155. ] 


Medievalism in the Wider Domestic Context

This dilution of the gothic style was evident in other directions. From the late 1840s Henry Cole assembled an apparatus around himself that sought to improve the nature and quality of British design.[footnoteRef:36] The Government Schools of Design, the South Kensington Museum (now the V&A) and the Great Exhibition of 1851 were all closely related to Cole's emerging department, which, like Scott and Eastlake, attempted to educate both designers and the general public in good taste. Cole and his circle absorbed Pugin's principles, but did not necessarily see gothic as the solution. The South Kensington museum acquired a significant array of medieval objects as examples of good design and some of Pugin's exhibits from the Great Exhibition were acquired for similar reasons, but gothic style objects only constituted one facet of the museum's collecting policy. In this context gothic could be an example of good design but so could objects designed in the Greek, Roman or Renaissance styles - gothic was not the solution, just one of the options. The best known publication of Cole's circle was The Grammar of Ornament, written by Owen Jones and published in 1856. Jones started the book with 37 'Propositions', which he put forward as 'General principles in the arrangement of form and colour...which are advocated throughout this work'. Several of Jones's propositions were taken from Pugin, including number 5: 'Construction should be decorated. Decoration should never be purposely constructed' is derived directly from True Principles and proposition 13 about coventionalising natural forms, relied heavily on Floriated Ornament.[footnoteRef:37] Despite its debt to medievalism, the Grammar of Ornament made no attempt to promote gothic over other styles. 'Medieval Ornament' accounts for 10 of the 100 colour illustrations - as much as any other style or category - but gothic was not presented as the best or even the preferable solution. Jones was far more international in his inspiration and proposed a more universal understanding of the principles that lay behind design. In his introduction to 'Medieval Ornament' he suggested that: [36:  Elizabeth Bonythorn and Anthony Burton, The Great Exhibitor: The Life and Work of Henry Cole (London: V&A publications, 2003). ]  [37:  Owen Jones, The Grammar of Ornament (London: Day and Sons, 1856), p. 5, 6. A. W. N. Pugin, Floriated Ornament (London: H. G. Bohn, 1849).] 

In the thirteenth century, beyond all others, architecture was in its zenith. The mosques of Cairo, the Alhambra, Salisbury, Lincoln, Westminster all possess the same secret of producing the broadest general effects combined with the most elaborate decoration. In all these buildings there is a family likeness; although the forms widely differ, the principles on which they are based are the same.[footnoteRef:38]  [38:  Owen Jones, The Grammar of Ornament, p. 103. ] 

In some respects this passage relies on the ideas that fed into the Gothic Revival but its purpose and effect is almost the opposite. While celebrating some of the major English gothic cathedrals, Jones argues that the principles that determined their form were shared by the great Islamic buildings of the thirteenth century. This was a far more powerful critique of the Gothic Revival than simply suggesting classicism was superior, Jones implied that the advocates of gothic had some good ideas but did not really understand what they had discovered. Perhaps this is what Scott had in mind when he suggested in Remarks: that the emergence of art history was 'a hindrance rather than an help to us as artists.'[footnoteRef:39] The problem for Scott was that the selective historicism of gothic had started to look narrow. Championing gothic for Christian buildings still had a compelling logic but promoting the same style for the secular world was far more problematic in the face of Jones's internationalist historicism. The oblique defence of medievalism, made through the claim that it followed principles rather than historical precedent, had actually resulted in the dilution of the very stylistic programme that the advocates of gothic had initially set out to promote. Reducing the superiority of gothic to abstract principles allowed advocates of other styles to argue against the initial proposition and Pugin’s principles were general enough for others to claim that they did not necessarily imply pointed arches and flying buttresses.  [39:  George Gilbert Scott, Remarks on Secular and Domestic Architecture, p. 259-60.] 


The Legacy of the Gothic Revival

Although Scott's vision of secular medievalism never became dominant, the ideas, innovations and aesthetics of the Victorian gothic had a profound influence on the emerging cultural initiatives of the late nineteenth century. The debt of the Arts and Crafts movement to Victorian medievalism is widely accepted but historians of Aestheticism have been far more resistant to acknowledge its influence.[footnoteRef:40] While a series of young architects who had trained with Goths became the pioneers of the aesthetic leaning 'Queen Anne' style, others revised their approach to gothic along more aesthetic lines. G. F. Bodley, George Gilbert Scott junior and J. J. Micklethwaite all rejected High Victorian Gothic in favour of a medievalism that was very different in tone.  Anyone who visits Bodley's All Saints, Jesus Lane, Cambridge to this day will find a gothic revival interior furnished by William Morris's firm in a style that many would associate with Aestheticism.[footnoteRef:41] Secular Aestheticism was far more heavily influenced by medievalism than most recent historians are prepared to acknowledge. In 1881, just after Scott's Midland Grand Hotel was finished and before the completion of Street's Royal Courts of Justice, Gilbert and Sullivan's Patience was performed for the first time at the Opera Comique. This light opera is an extended parody of Aestheticism: 'Bunthorne' pretends to be poetic and intense in order to court favour with impressionable women, forcing spurned lovers (two soldiers and a duke) to assume an aesthetic demeanour to win them back. Bunthorne's confession that he is not an aesthete suggests medievalism was integral, not opposed to the new movement:  [40:  See Lynn Ferderle Orr, ‘The Cult of Beauty: The Victorian Avant-Garde in Context’, in The Cult of Beauty Eds. S. Calloway and L. F. Orr, London V&A Publishing, 2011, pp. 24-37.]  [41:  For an account of the reaction against High Victorian Gothic see, 
Gavin Stamp, An Architect of Promise. George Gilbert Scott Junior (1839-1897) and the Late Gothic Revival (Donnington: Shaun Tyas, 2002), pp. 38-63, for All Saints Jesus lane see: Michael Hall, ‘The Rise of refinement: G. F. Bodley’s All Saints, Cambridge, and the Return to English Models in Gothic Architecture of the 1860s’, Architectural History 36 (1993): pp. 103-26.
] 


Let me confess!
A languid love for Lilies does not blight me!
Lank limbs and haggard cheeks do not delight me!
I do not care for dirty greens
By any means.
I do not long for all one sees
That's Japanese.
I am not fond of uttering platitudes
In stained-glass attitudes.
In short, my mediaevalism's affectation, 
Born of a morbid love of admiration. [footnoteRef:42] [42:  W. S. Gilbert and Arthur Sullivan, Patience or Bunthorne's Bride (New York: Stoddart, 1881), pp. 41-2.] 


Bunthorn's confession acknowledges Japanese design, lilies and muted colours but he summarises his 'affectation' as 'medievalism' and the mannered postures adopted by aesthetes are characterised as 'stained glass attitudes' clearly referring to medieval style figures in gothic revival churches. The figure that personifies this later Victorian blend between medievalism and Aestheticism is William Burges, arguably the most spectacular Gothic Revival architect of all. His friendship with E. W. Godwin is instructive: Godwin's early medievalism gave way almost completely to Anglo-Japanese Aestheticism while Burges incorporated Aesthetic elements within his predominantly gothic designs. Although Burges's work continued to be dominated by gothic, he seems to have accepted the primacy of design principles over style quite literally. He organised the Medieval Court in the International Exhibition of 1862 but saw more 'medievalism' in the Japanese Court: 'If, however, the visitor wishes to see the real Middle Ages, he must visit the Japanese Court, for at the present day the arts of the Middle Ages have deserted Europe, and are only to be found in the East.'[footnoteRef:43] His published account of the Japanese Court describes his amazement at the sophistication of Japanese design: 'these hitherto unknown barbarians appear not only to know all that the Middle Ages knew, but in some respects are beyond them and us as well.'[footnoteRef:44] Burgess's use of the term 'barbarian' is not just bigotry, it is a reference towards the gothic political theory that depicted the barbarian gothic tribes as the righteous liberators of late Classical Europe.[footnoteRef:45] Like Owen Jones, Burges seems to have believed that the underlying principles of good design could be expressed without using the gothic style at all. The washstand that Burges designed in 1879 is a good example of his eclectic designs.[footnoteRef:46] (Figure. 6) The overall impression that the object creates is still medieval, signalled by the heavy construction, the prominent strap hinges on the doors and the quatrefoils that frame the upper mirrors and shape the piercings in the flanks. But a variety of eclectic influences modify the feel of the washstand. Japanese influence is clear: butterflies are carved into the wood, carp inlaid in silver into the marble bowl, and painted motifs above and below the cupboard doors are derived from 'mon' - Japanese family crests. Above the tap, either side of a Romanesque shaped mirror are painted patterns that derive from Italian Renaissance ornament and the tap itself takes the shape of a beast that Burges probably found in his extensive research into illuminated manuscripts in the British Library. Burges commissioned this piece of furniture for the guest room in the Tower House, a large mansion that he built as his home in an early medieval style in Holland Park. Within this gothic palace there is little doubt that visitors would experience this object as a facet of Victorian medievalism but it is a fusion of medieval, Romanesque, and renaissance with English, Japanese and Italian design, which shows that medievalism did not disappear so much as merge with the wider influences of the 1870s.  [43:  William Burges, 'The International Exhibition. Second Article', Gentleman's Magazine, New Series vol. 13, July - Sept 1862, p. 10. ]  [44:  William Burges, 'The Japanese Court at the International Exhibition', Gentleman's Magazine, New Series vol. 13, July - Sept 1862, p. 254. ]  [45:  For the roots of gothic political theory and its influence on medievalism see Chris Brooks, The Gothic Revival (London: Phaidon, 1999), especially pp. 39-47. ]  [46:  This object is a part of the V&A collection, museum number W.4 to D-1953.] 

	Late in his career, Burges, like Ruskin, hoped that a reformation in taste would start in the bourgeois interior:
It appears to me that our art, especially in this country, is domestic, and that the best way of advancing its progress is to do our best in our own houses. It is probable, if we once manage to obtain a large amount of art and colour in our sitting-rooms, that the improvement may gradually extend to our costume, and perhaps eventually to the architecture of our houses.[footnoteRef:47] [47:  William Burges, Art Applied to Industry (Oxford: J. H. Parker, 1865), p. 92.] 


Burges's attitude is far less polemic that that of Pugin or Scott, but suggests that he acknowledged the complexity of imposing 'good taste' upon an expanding population. He is often characterised as the arch medievalist but this is a simplistic portrayal of a far more complex attitude: he openly admired architecture and ornament from around the world and merged it creatively within the medievalism that he had developed throughout his career. The work of William Burges demonstrates that aestheticism was not just a reaction against gothic but a strand of design that developed in parallel to and sometimes within the framework of Victorian medievalism. 
Ultimately then, Pugin's conviction that the true principles of design could only be found in gothic was less influential than the principles themselves. It was not so much that medievalism had failed but that the selective historicism that underlay it gradually lost its credibility. By the later nineteenth century the audience that design reformers addressed was far wider than the group that Pugin hoped to influence in the 1840s, principles of 'correct' design were promoted by museums, the Schools of Design and a range of authors but these principles no longer led exclusively to medievalism. 
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