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“THE LEGACY OF EXPOSITIONS”.........................................................................................................

Does the architecture of expos demand ephemerality and transience to be dubbed successful or must 
the exhibition space turn into a monument, continually restored and molded according to society's 
changing behavior?

“A boat, a car, a TV set are not for sailing, riding, watching, but are meant to be looked at for their 
own sake. They are not even meant to be bought, but  just to be absorbed by the nerves, by the taut, 
excited senses, as one absorbs the vortex of projected colors in a discotheque.” 1

 In the eyes of Umberto Eco the contemporary exhibition space is an environment wherein each 
commodity  constitutes to a psychological stimulus necessary  for generating amusement. The primary 
purpose of every product on display is no longer to promote its function; such an attempt is totally 
eclipsed by its more ambiguous secondary interpretations that are as varied as the social attitudes of 
shifting historical backdrops. Consequently an exhibition’s sole purpose is to exhibit itself by  presenting 
its contents with no face value. It is merely a gargantuan container within which pleasure-seeking masses 
rejoice in veneration of the spectacle. This was an intrinsic part of the atmosphere generated by the very 
first expositions housed in the ostentatious crystalized microcosms of the late 19th century  and perhaps 
such a view is befitting of the contemporary experience of multiple historical monuments which had once 
accumulated the relics of religious worship, most notably Gothic Cathedrals.  
 The origins of today’s somewhat psychedelic capitalism lie in the very  first international expo, the 
Great Exhibition of 1851, which instigated to the fabrication of the Crystal Palace in London’s Hyde Park 
and the dawn of the consumer. This overwhelming yet temporary structure incarnated transience and 
immateriality, while, in the words of Peter Sloterdijk, “...began to transpose the outside world as a whole 
into a magical immanence transfigured by  luxury and cosmopolitanism” 2. Alongside this 19th century 
Victorian marvel of hedonistic proportions King Louis IX’s 13th century  royal chapel, the Sainte 
Chapelle, on Paris’ Il de la Cite may seem disconcerting. However, in lieu of the brief reference to the 
exhibition-like nature of the Gothic Cathedral one may establish more links than those apparent, 
specifically in regard to the  legacy of both buildings in the realm of contemporary expositions.  
 From the accumulation of objects, to their fragmented display in an aedicular fashion, the Crystal 
Palace and Sainte Chapelle are as closely related as they are centuries apart. Two revolutionary, for their 
time, glass caskets which celebrate, in the case of the latter, God’s heaven in the skies and in that of the 
former, the Industrial Paradise of man on earth. Acting as vast indexes documenting faith and wealth alike 
they  function almost entirely in memory. Most notable though is an inversely  proportional relationship 
between them when it comes to their role as ‘exhibitions in memory’.
  In further explanation this refers to the Crystal Palace as a triumph of ephemerality initially  open 
to all the people of the world but now only accessible through memory stimulators (e.g. photographs), in 
contrast to the Saint Chapelle’s harmonious manifestation of Christian worship and its physical and 
metaphysical links between the earthly - material and heaven - all that  is intangible. It thusly celebrates 
the transience of life and memory on earth, as it  evolves from an inaccessible private chapel to a public 
exhibition of french culture and a generator of profit for the Tourist Industry. The Crystal Palace 
reinforces this notion by its temporality in Hyde Park and the degradation of its melancholic second 
version at Sydenham.
 The subject of memory is something that will be more thoroughly  discussed later while 
investigating the legacy of expositions through the two buildings and by dwelling on specific instances of 
their histories. 

1 Eco, U., ‘A Theory of Expositions’, Travels in Hype-reality (Cavaye Place, London, Pan Books, 1986), pp. 291-307
2 Sloterdijk, P., Im Weltinnenraum des Kapitals: Fur eine philosophische Theorie der Globalisierung , (Frankfurt am Main: Suhrkamp, 2005), Chapter 33, 
   pp. 265-276
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Fig. 2

A lithograph by Albert Renoir “The King, 
Saint Louis, has the relics Brought from the 
Orient Placed in the Sainte-Chapelle of Paris”

The restored, empty, 19th century version of 
the Grand Chasse, visually ‘consumed’ by a 
contemporary visitor of the chapel.

The first temple dedicated to imperial 
consumerism, the Crystal Palace, opens to 
the Public in an atmosphere of splendor

The reincarnation of the Crystal Palace at 
Sydenham struggles to portray i t ’s 
predecessor’s greatness



 

 To start with, a direct point of comparison is the perception of the Sainte Chapelle and the Crystal 
Palace as two purely functional structures built  relatively  in haste with the sole purpose of enveloping the 
the world’s most valuable possessions. Regarding the construction of the Sainte-Chapelle “...the sequence 
of events was so quick that it could be seen as the medieval equivalent of a modern media blitz” 3, an 
achievement for which Louis IX was widely  credited. As the patron of the chapel the king has 
overshadowed the role of the architect to such an extent so that, up to the present, he remains a figure of 
mystery  and speculation with his identity  so diluted as having been highly  elusive. That, however, was not 
the case for Joseph Paxton. 
 Not a qualified architect, but nonetheless, a self-taught gardener and exceedingly experienced 
builder of greenhouses, Paxton’s meticulous planning rendered it possible to assemble a modern 
engineering marvel of cast-iron and plate-glass with military precision. Within 4 months the toy-like 
assembling of the iron skeleton and crystal panels was complete, stretching over half a kilometer in length 
and almost 40m in  height, ready to house over 100 000 exhibits 4. Kenneth Frampton notes that:

 “The Crystal Palace was not so much a particular form, as it  was a building process made manifest 
as a total system, from its initial conception, fabrication and trans-shipment, to its final erection and 
dismantling.” 5

This is particularly  fascinating given the fact that the entire construction sequence as well as its 
disassembling was so profusely  recorded by the media (in an age where photography was not yet the 
norm) turning it into a major public spectacle and another exhibition in itself. Consequently, what may be 
a sensation surrounding the speed of creation, is more significantly an indicator of the primarily 
invaluable nature of the container in comparison to the content. This is evident in the case of the chapel.
 In a very similar way to the Crystal Palace's cost-effective industrial manufacturing and modular 
programming, the Sainte Chapelle’s functional role as a palatine chapel and reliquary is highlighted by a 
simple edifice and its relative construction cost. Akin to the shed-like crystalized world in Hyde Park 
enlivened by a central large transept, the chapel accounts for a single volume of four oblong bays in 
length, ending in a heptagonal chevet, while topped by a highly ornate spire, making it comparable to the 
tallest of French Gothic Cathedrals. Despite the lack of information relating to the building of the Sainte 
Chapelle, between 1242 and 1248, the canonization proceedings refer to an expenditure that accounted 
for a trifling thirty percent of the cost of the Crown of Thorns alone 6.  
 Furthermore, a common aspect of both structures is the fact that they were commissioned by and 
featured the involvement of royalty in order to be fully realized. On the one hand the committee 
responsible for the organization of the Great Exhibition was led by Prince Albert as well as Lord  
Granville (Joseph Paxton’s nephew) and on the other the task of displaying the passion relics was 
personally upheld by the King of France himself. The opening ceremonies were no less opulent  and 
flamboyant in either of the two, with the entirety of society gathering in ecstasy to feast their eyes upon 
the grandest of processions led by their heads of state. “The site of the Crystal Palace was incredibly 
glorious, really like fairyland” 7 writes, a then 31-year old, Queen Victoria. At this point it  is worth noting 
the particular relationship  between government and building, which adds to a perplexing situation of 
various direct and indirect, structural and social contradictions. 

3. Leniaud, J. M. and Perrot F., The Sainte Chapelle (Paris, Editions du patrimonie, Centre des monuments nationaux, 2007), p.80
4 . With the finalized version not very far from the original design, sketched on a piece of blotting paper as a similar volume but excluding the transept 
     which acts as its focal point later on, added to give way for the massive elm trees of Hyde Park, also part of the exhibition.
5. Murphy, D., The Architecture of Failure, (Winchester, Zero Books, 2012), pp.19
6 To be exact the chapel cost the crown 40 000 livres tournois, a considerably large sum but quite negligible when weighed up against the 135 000 livres 
   required for purchasing the Crown of Thorns, the highlight of  the 22 relics on dispaly. 
7 McKean, J., Architecture in Detail: Crystal Palace, Joseph Paxton and Charles Fox, (London, Phaidon, 1994), p.29
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The grand procession of the“Transport of the Relics to the Sainte-Chapelle by 
Saint-Louis”(detail) by Jacquard, 1868  at the Church of Saint-Germain-en-
Laye

Fig. 5

Fig. 6
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An official souvenir of the Great Exhibition: the formal painting of the 
opening ceremony in the north transept, by H.C. Selous. Queen Victoria and 
Prince Albert, surrounded by their ruling class and 25 000 spectators, 
inaugurate the Crystal Palace on May Day 1851



With the Great Exhibition “the realization of the unity of mankind” would be obtained while “[t]he 
distances which separated the different nations and parts of the globe are rapidly vanishing before 
the achievements of modern invention, and we can traverse them with incredible ease”. 8 

 As much as Prince Albert’s words are bathed in the light of optimism, renewal and the hope for 
global peace they  fail to comprehend a parallel reality  that would loom over the fair. It was to become an 
apparent display of British ‘greatness’, a glorification of the Empire and of a self-universalizing people, 
while the hallmarks of the Great Exhibition - economic progress, democracy and social civilization - 
would be buried under the normalization of a class-based colonial world order governing the layout of the 
exhibits 9. Professions of peace were juxtaposed with professions of weaponry and the talk of brotherhood 
was set alongside celebrations of imperial exploration. It was nothing but a calculated interior wherein the 
outer world was completely absorbed into an integral, experience-oriented, popular capitalism honoring 
the achievements of Victorian industry and authority, while utilizing the luxury  edifice with an artificial 
climate to cloak a reality of inequalities 10. Karl Marx’s insight that “behind the gleaming surfaces of the 
world of merchandise, a rather unpleasant, sometimes wretched work, was concealed” 11 reinforces this 
argument when considering the Sainte Chapelle, perhaps in a more direct manner. 
 The clearly defined division of the Sainte Chapelle into an upper and lower chapel is a potent 
example of its exclusivity concerning class-division, unlike the Crystal Palace’s subliminal polarities.  

“The lack of structures for public access in the age of Saint Louis is quite a conundrum, especially 
since contemporaries [...] congratulated the king for having built a chapel where the relics could be 
shown to everyone” 12. 

The top-level of course was inaccessible to the public and was directly connected to the royal palace , 
while beneath it, “in the oppressive dark atmosphere” 13 of the cellar-like lower chapel, the servants and 
staff of the palace would gather for prayer. Moreover there is the argument of prestige in relation to the 
egocentric influence of the french ruler. 
 Even though widely acknowledged as a devout Christian striving to lead his people to spiritual 
salvation one cannot ignore Louis IX underlying political aims. Mimicking the emperors of Rome and 
Constantinople, the Capetian King of France envisaged his own private chapel next to his palace, the 
canonization of which would confirm the divine right of the French monarchy for centuries to come. The 
passion relics would not only act as a means of consolidating power but would also shift the capital of 
Christian faith to Paris, while immortalizing Louis as a saint, and exhibiting himself as part of the chapel 
to date. However its interpretation as a symbol of royalty  would prove destructive in the French 
Revolution, during which it will be damaged extensively. Therefore the self-idealized nature of the 
chapel, analogous to that of the Crystal Palace, transfigures it  into an indispensable dynastic and political 
site, intimately intertwining religion and royal power. 
 Meanwhile, such grandeur and such care taken in exhibiting the holiest of relics and yet the 
devoted Christians of Paris were forced to squeeze into the square outside the chapel and play a game of 
‘peep-show’ when every so often, the relics, displayed in an elaborate silver and copper cabinet, the 
Grand Chasse, would be partially exposed to the masses through a pair of open windows; a strange, 
almost protective gesture, setting the objects in a tantalizing atmosphere of mystification, all the while 
being entirely contradictory  to the salient purpose of the Gothic Cathedral, as a visual educator of religion 
for the illiterate population, as well as conflicting with the openness of viewing at the Great Exhibition. 
This leads to even greater paradoxes engendered by the incredibly high colored vitrines. 

8 Martin, T., The Life of His Royal Highness the Prince Consort, 5 vols (London, Smith, Elder & Co., 1876), pp.247
9 An elementary example is the fact that Great Britain and it’s colonies accounted for 7 200 of the 17 000
10 Sloterdijk, P., Im Weltinnenraum des Kapitals: Fur eine philosophische Theorie der Globalisierung , (Frankfurt am Main: Suhrkamp, 2005), pp. 265-276
11 Ibid
12 Leniaud, J. M. and Perrot F., The Sainte Chapelle (Paris, Editions du patrimonie, Centre des monuments nationaux, 2007), pp.83
13 Ibid pp. 121
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The breathtaking interior of the Sainte-Chapelle as it is today, with the empty reliquary illuminated by 
the glimmering hues of the stained glass windows. 



“The face of the earth would be much altered if brick architecture were ousted everywhere by  glass 
architecture. It would be as if the earth were adorned with sparkling jewels and enamels. Such glory 
is unimaginable.[...] We should then have a paradise on earth, and no need to watch in longing 
expectation for the paradise in heaven [Gothic Architecture].” 14 

 The crystalline utopia of an artificial ‘greenhouse-like paradise’ envisioned by Paul Scheerbart in 
1914 had already been materialized by  the Great Exhibition and yet it is the Sainte Chapelle that  remains 
standing. As Paxton pushes the size of glass panels to their production limits 15 so was the stained glass in 
the royal chapel, but to such an extent so as to exceed its pedagogic function, becoming merely 
decorative. The Sainte Chapelle prevails as a climax of gothic masonry and glasswork and yet one would 
find it impossible to capture the story of the bible depicted at the very  top of the 750 square meter area of 
glass panels, which really are the walls of  the structure. This oddity  constitutes to the exact reverse of 
what an exhibition of worship  is supposed to convey; anyhow, as previously mentioned,  the upper chapel 
wasn’t meant for just anybody. Thus the scintillating hues of the glass allude to the exclusive 
bedazzlement of royalty. The self-contradictory undertones of glass are relevant to the Paxton’s marvel.
 The Crystal Palace’s glass edifice casts it in a realm of fragility, existence and non-existence, 
purity  and danger. The magical, forever-springtime environment was built in “the only  corner of Europe 
not to boil over into revolt in 1848” 16. Surprisingly  it fulfilled wider political objectives by appeasing 
public unrest. However the prospect of collapse, of the forces of nature fracturing the glass and 
“[...]blowing it over like a pack of cards” 17, the fragility  contained by its very transparence, were all 
much more tangible threats than they eventually  turned out to be. The thrill of the sublime coupled with 
the hovering possibility  of immanent collapse was one of the many qualities attributed to the experience 
of the exhibition by the glass. Most importantly  glass must be considered as the ephemeral substance 
generating a space of evanescence and of disorientation, while exhibiting the world in a blur.
 The crystal umbrella shelters every product of modern industry, valuable and invaluable, all 
equated in a grand collection catalogued into a plethora of segments and framed by the vibrant fabrics of 
Owen Jones, camouflaging the bare iron columns; almost like every other structural element in the Sainte 
Chapelle is adorned with ornaments and murals constituting to a polyphonous explosion of color and light 
throughout. “Here, in the great commodity  exchange, is the wealth of nations, seen as an encyclopedia of 
representation” 18. A mammoth index of humanity and its valuables flaunted in even smaller display 
cabinets than the buildings themselves; aedicula 19.

“[...] A desire to escape from the remorseless discipline of gravity, a desire dissolve the heavy prose 
building into religious poetry; a desire to transform the heavy man-made temple into a multiple, 
imponderable pile of heavenly mansions” 20

 Summerson’s view is felicitous to both cases. The exaggeration of the aedicular system is at its 
peak in the 13th, when every  arch, niche and carved frame is a miniature shrine.  In the chapel, 113 scenes 
depicted on 15 stained glass windows provide a vast index of images as a ‘theatre of memory’, telling the 
story of mankind from Genesis through to the Christ’s resurrection. The Crystal Place's taxonomy of 
interior spaces may be interpreted as a contemporary  aedicular system. It is this fragmentation of exhibits 
that gives rise to a distorted reality and space blurs into a conglomeration of memories, instigating to the 
vaporization of all substance in a crystal atmosphere of quasi-existence.

14 Scheerbart, P., 1914, Glasarchitektur (Berlin, Gebr. Mann Verlag, 2000), p.46
15 At a staggering 300 000, 49 x 10 inch panes of glass, the production, undertaken by the Chance Brothers in Birmingham, accounted for a third of 
    England’s annual glass production less than a decade before. 
16 Mc Kean is referring to the European Revolutions of 1848, the Spring of Nations, when political upheavals lead to the collapse of traditional 
     authority, but within a year reactionary forces counter-act, and the revolutions collapsed. In the case of Great Britain the Crystal Palace was a 
    symbolic counter-revolutionary measure and actually crime decreased in the vicinity surrounding the expo. Architecture in Detail: Crystal Palace, 
    Joseph Paxton and Charles Fox, (London, Phaidon, 1994), p.29
17 Ibid, p.32
18 Ibid, p.36
19 The Latin word for a building being aedes and hence that of a smaller building aedicula, as applied in classical times to little buildings  with  a 

symbolic-ceremonial function, often featuring elements  such as shrines, pediments and gables, explains John Summerson in Heavenly Mansions: 
And Other Essays on Architecture (New York, W.W.Norton, 1963) p.3

- 7 -



figure 5.

The countless exhibits are organized by category (country, industry etc.) in a 
grid-like system, displayed in their own distinctive micro environments. 
Meanwhile, the massive arcade blurs the spectator’s vision and the 
understanding of scale is lost in an atmosphere of evanescence. 

The climax of the Gothic in every aspect, the Sainte Chapelle is befitting of 
Summerson’s description regarding an aedicular system of religious 
expositions. Every surface is covered in all sorts of ornaments that stand 
alone as exhibitions in themselves. 

Fig. 8

Fig. 9
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 Not only  are they  carcasses of memory, but the Saint Chapelle and Crystal Palace feature 
speculative depictions of alternate futures. The former is famous for its impressively  elaborate Rose 
Window, prophesying the Apocalypse, thus providing the viewer with an insight to the upcoming events 
of the revelation, while the latter, in its attempt to establish a more optimistic scope on the future, may on 
the contrary  “testify to the vindictive fortune of the melancholiac who complies an archive of evidence 
for the waywardness of the world.” 20 Implied with more subtlety  at the Palace in Hyde Park but not so 
much in the aftermath of that  at Sydenham, this melancholy that may incarcerate expositions is essential 
in the discussion of legacy. 
 After a period of five and half months, in a closing ceremony as grand as its inauguration, the 
Crystal Palace is packed away. Its enormous success though was almost entirely due to its rapid 
disappearance, which in effect did not allow time to reveal its deficiencies despite its underlying self-
contradictory realities. Nonetheless, the hype it brought about, as well as its impressive financial 
performance were to come in great contrast to its second version. Victorians were so disillusioned by its 
success that they cursed it by attempting to obtain a permanent experience of Education and of the Arts. 
They  were, in effect striving to generate culture founded upon an entirely  utilitarian edifice built for 
exhibiting wealth and the purchasability of all its content; something utterly anti-cultural. Hence the 
Crystal Palace at Sydenham took form.
 A photo-virtual reality was forged out of “an eerie collage of strange spatial juxtapositions” 21 that 
extensively  magnified the already self-conflicting issues of its predecessor. It’s displays of architectural 
styles were as fragmented as ever, “[...] wafted in a region still more dreamlike than anything [...] all 
rapid, vivid but fleeting.” 22 Unlike the Place at Hyde Park, the attempted reincarnation’s meta-structure 
housed a cacophonous and irreducibly complex collection, ultimately  contradicting its conception by 
thrusting towards an ever more dream-like and surreal microcosm trapped in semi-permanence as a result 
of being given over to the practices of documentation and archive and immersing its visitors into an 
exposition of history and memory. Moreover, the surrounding glass blurs off the outer world, with the 
building in a spectral state of remembering and forgetting itself.23 
 It was inevitably dialectical, progressively ephemeral with an organic wholeness that is 
misinterpreted as endurable. Consequently, its scattered program provides the destructive allegory  of ruin, 
echoing an unavoidable apocalypse. Its financial and physical state of decay  by the mid-1930s, 
reminiscent of its increasing negligence by society and its overall failure. The Crystal Palace at Sydenham 
ends its life in 1936 in a finale of fire and ash, completing its cycle as a modern romantic ruin. It plainly 
recalls “[..] a daily spectrality that undermines the present and the real without any longer attracting any 
attention at all”. 24 The legacy of the expo at Hyde Park may have had a permanent impact on history 
because of its intentional transience, while the accelerated decrepitude of its second version may  be 
clarified by  Jean Baudrillard as “[...] a sort of parody, a hypersimulation in response to cultural 
simulation” transforming the masses “into the agents of the execution of this culture”. 25

 It is precisely a condition of cultural simulation that is re-enacted at  the Sainte-Chapelle, which 
only relatively recently has opened up to the world, abandoning its role as a private chapel forever.

 

20 Sloterdijk, P., Im Weltinnenraum des Kapitals: Fur eine philosophische Theorie der Globalisierung, (Frankfurt am Main, Suhrkamp, 2005)  
      Chapter 33, pp. 265-276
21 Murphy, D., The Architecture of Failure, (Winchester, Zero Books, 2012), p.30
22 Estlake, E., ‘The Crystal Palace’, in a Quarterly Review 96, March 1855, quoted by Gurney, P, ‘A Palace for the People’, in Victorian Prism, p. 171 
23 Murphy refers to Jacque Derrida’s perception of ‘spectrality’, as the ‘inconsistent presence of objects and their mediated being’ comparing this to a 
    logic of ghosts. This also discusses the experience of the presently absent Crystal Palace as a building in mediated form defined by transience.
24 Jameson, F., ‘Marx’s Purloined Letter’, in Sprinker, M, (ed.) Ghostly Demarcations: A Symposium on Jacques Derrida’s Spectres of Marx, (London, 
     Verso, 1999), p. 64 
25 Baudrillard, J., ‘The Beaubourg Effect: Implosion and Deterrence’, Simulacra and Simulation, (Michigan, University of Michigan Press, 1981)
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The Lower Chapel has been utterly transformed by the demands of tourism. 
A mausoleum to Saint Louis set alongside a market place where the Sainte 
Chapelle is purchasable in every possible form. Culture is generating profit by 
stimulating a lost memory.

The Crystal Palace at Sydenham fails to achieve permanence and succumbs 
to its degradation after a ‘grand’ conflagration on November 30th 1936, 
marking a symbolic end to British imperial power.

Fig. 11
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“As a great repository of monarchic memory, the Sainte Chapelle ceased to be a realm of memory 
with the death of what inspired the French monarchy”. Its 19th century  restoration truns it into a 
monument“[...] an idealized form in an artificial, even sterile context, [...] The crowds of tourists 
that file through the old Sainte Chapelle of the royal Palais [...] should not make us forget that what 
made it a living building has gone forever. As if from the temple of a lost religion.” 26

The masses flow through both levels of the chapel, no longer in the manner of royalty, nor that of devoted 
pilgrims. In fact, with the relics themselves absent, 27 the tourists quench their culture-thirsty vision with a 
desperate attempt to recreate the experience of experiencing the relics by using the existing atmosphere 
generated by the structure and the ornate, empty aedicula meant for the Grand Chasse,28 as visual stimuli. 
 No longer private, no longer restricted, no longer an exhibition of the relics. The building and its 
visitors become exhibitions themselves. The San Chapelle is now a relic within the context  of the 21st 
Century. The sumptuously  aediculae decorated interior would once exhibit the transience of life and the 
gleaming heaven of the New Jerusalem, whereas now they  have decayed from their secular role to a 
product to be consumed by  the vacuous society. In more literal terms, this is substantiated by  a collective 
attempt to simulate an experience for the sake of generating profit out of the entertainment of tourists. 29 
Overall we are confronted by “[...] a culture of simulation and of fascination, and not always of 
production and meaning”, 30 and yet the Sainte Chapelle stands, if not in all, in most of its grandeur.
 Conclusively, an exposition of any sort  can survive for centuries or perish within months  
depending on the shifting public attention from one way of interpretation to another, returning to Eco’s 
ultimate emphasis on the variety of connotations stemming from the ambiguity of symbolism, which 
inescapably  override primary function. “Architecture and design explode their communicative nature, 
sacrificing denotation to very widespread connotation. Architecture is about  meaning first and then 
stimulus” 31. Hence depending on the historical context society will opt for a route via which a certain 
memory may be relived by  utilizing the building’s secondary nature as a means of stimulating such 
experiences; a case in which the relics are the ones in transience and not their container, as proven by the 
Sainte Chapelle. Whereas, in its present  non-existence, the Crystal Palace has achieved the Sainte 
Chapelle’s initial restrictive purpose of a secluded space; a fete de accompli locked away in memory, 
permanent only in images and texts, with the absence of the building a resurrection of the experience is 
almost unachievable. 
 Perhaps by rebuilding something no longer in existence, as in the case of the Sydenham Palace, 
leads to a dead-end. Can society no longer generate culture? If not then using  tangible stimuli - exhibits-
turned-monuments - one may only seek recreation. Is this the legacy  of the contemporary expositions? 
Simulation and performance? What must be certain is the inevitable link to politics and commerce which 
had already been realized more than a century ago in Hyde Park. Be it a case of monumental permanence 
or historical transience, a legacy of romantic nostalgia and animated recollection is what the 
contemporary expo may evidently endeavor to manifest. 

.........................................................................................................

26 Leniaud, J. M. and Perrot, F., The Sainte Chapelle (Paris, Editions du patrimonie, Centre des monuments nationaux, 2007), p.109
27 During the French Revolution the Sainte Chapelle became an archive depot for the judiciary and the relics were moved to Notre Dame.
28 The Grand Chasse was melted during the French revolution and the existing version, along with many other parts of the chapel, is a recreation based on  
     surviving artwork and documents referencing the building.  It is interesting to note that most of the restoration was indeed based on fragmented 
     depictions of the chapel and the artifice is existent throughout e.g. half of the Apostles’ statues are replicas and sculptures above entrances were remade.
29 A bazaar-like market welcomes visitors to the lower chapel, promoting every kind of merchandise, television screens are framed by the aediculae 
    almost setting out to ‘sell off’ the chapel as product of french culture and every so often a concert is organized where the Grand Chasse would stand 
    with the relics, utilizing the space as a stage-setting for their performance. 
30 Baudrillard, J., ‘The Beaubourg Effect: Implosion and Deterrence’, Simulacra and Simulation, (Michigan, University of Michigan Press, 1981)
31 Eco, U., ‘A Theory of Expositions’, Travels in Hype-reality (Cavaye Place, London, Pan Books, 1986), pp. 291-307
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